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INTRODUCTION 

It is in the nature of classical music that the interpretation 

is initiated by reading music. The intentions of the composer are 

signaled to the interpreter through notation and the performer is 

expected to supplement that notation with gestures and nuance. This 

has been the tradition of performance to the time of Stravinsky. 

The expression of earlier music is based upon premises that do 

not necessarily persist to the present day. It is the responsibility 

of the sincere interpreter to recapture those values to breathe life 

into earlier works. The process involves study and evaluation. 

Modern scholarship has afforded performers with an opportunity 

to avail themselves of information about earlier performance practices 

and to apply those findings to performance. The persistent use of 

traditional non -valid stylistic concepts is giving way to an under - 

standing of the rich variance and validity of earlier styles. Early 

music societies and collegiums have gathered recent favor and respect, 

with an approach that is both sensual and scholarly. 

The reed concerti of Mozart deserve such respect and research. 

Reed players have long toiled with inaccurate and invalid editions. 

A scholarly approach must be taken to these realizations of Mozart's 

craft. After study and comparison, the performer may lend the 

knowledgeable backdrop of scholarship to his or her artistic instinct 

and render those compositions authentic to the composer's intentions. 

iv 



CHAPTER 1 

ORIGINS, COMMISSIONS, AND SIGNIFICANCES 

The three existing reed concerti of W. A. Mozart are part of a 

large body of at least forty concerti that Mozart composed throughout 

his life. He began at age 9, in 1765, with an arrangement of three 

sonata movements by J. C. Bach for harpsichord and piano (K. 107). 

The bassoon concerto, K. 191, was his first such work for a wind 

instrument, written in 1774 when he was but 18 years old. The oboe 

concerto, K. 314, followed in about 1775, and the clarinet concerto, 

K. 622, was his very last work of the genre, written in 1791. 

All three works were commissioned by performers on their respec- 

tive instruments, an established tradition of the period. The bassoon 

concerto was commissioned by Baron Thaddaus von Dürnitz, an enthusiastic 

Munich amateur who also commissioned several other works from Mozart 

and his contemporaries. Other works for the bassoon by Mozart include 

the Sonata for Bassoon and Violoncello of 1777 and three other bassoon 

concerti, two in Bb and one in C, which have been lost. 

It was Giuseppe Ferlendis, oboist of the Salzburg orchestra, 

who commissioned the oboe concerto in C. The work later served to fill 

a commission of flute works by a wealthy amateur Dutchman, de Jean. 

De Jean had requested three short concerti and a few quartets, most of 

which Mozart completed in a few weeks. When pressed for time, however, 

1 
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Mozart adapted his oboe concerto for de Jean by changing the key to D 

major, in which form it was solely known until the 20th century. 

Clarinet virtuoso Anton Stadler befriended Mozart and 

commissioned several works from him, notably the Clarinet Quintet 

(1789) and the Concerto (1791). Originally, the Concerto was conceived 

as a G major concerto for basset -horn, which Stadler also played 

admirably, but this sketch was abandoned after developing 194 measures 

of melody and bass -line. The eventual Concerto utilized much of that 

sketch, adding bassoons and transposing the key to A major. 

It is now established that Mozart wrote his Concerto for a 

special instrument played by Stadler, a so- called "basset -clarinet," 

an A clarinet with an extended lower joint allowing for a compass down 

to a written C. In 1948 George Dazely, an English scholar and clarinet- 

ist, and two Prague musicians, Jiri Kratochvil and Milan Kostohryz, 

wrote independent papers on the clarinet part. They reached the same 

conclusion that many passages of the Concerto were subsequently raised 

an octave to accommodate the standard A clarinet. 

All of the original autographs of the reed concerti are lost 

and the works remained unpublished in Mozart's lifetime. Two of these 

works, the bassoon and clarinet concerti, were published in 1801 by 

Andre, providing the oldest printed parts that are available in 

libraries. Two slightly different versions of the clarinet concerto 

(due perhaps to different adaptations of the basset -clarinet part to 

standard A clarinet) were offered in that same year by Breitkopf and 

Härtel of Leipzig and Seiber of Paris. The oboe concerto, which was 
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known only through numerous references made to it by Mozart in letters, 

remained lost until 1920, when a complete set of parts was discovered 

in the archives of the Mozarteum in Salzburg by Bernhard Paumgartner. 

The works are regarded in various degrees as vintage or at 

least viable Mozart and are universally beloved woodwind works. This 

contrasts with a second bassoon concerto discovered in a Berlin second- 

hand shop in 1934 by Max Seiffert and published in Germany. It was 

criticized by some scholars as being un- Mozartean and was later attri- 

buted to Devienne. The bassoon concerto, K. 191, shows an uncanny 

understanding of the technical and emotive capabilities of the instru- 

ment, attributes that were appreciated by Alfred Einstein: 

K. 191 ... is a work unmistakably conceived for a wind instru- 
ment, a real bassoon concerto, which could not be arranged, 
say, for violoncello. The solo portions are full of leaps, 
runs, and singing passages completely suited to the instrument. 
The work was written "con amore" from beginning to end.1 

The oboe concerto, perhaps with the newness of its discovery 

(it still has only one printed edition) and with its long being known 

in the guise of the flute concerto, as such has not elicited the 

response of the other works. Notwithstanding, Professor Donald Tovey 

made reference to it in his Essays in Musical Analysis and praised the 

work: 

1. Alfred Einstein, Mozart His Character, His Work, translated 
by Arthur Mendel and Nathan Broder (London: Oxford University Press, 1945), 
pp. 282 -283. 
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It is in some ways a pity that music of this order never gets 
the vulgar valuation that comes to pictures and beautiful 
pieces of furniture. This Flute (sic) Concerto is supremely 
artistic in every way; its slightness and smallness are 
functions of its greatness; and we might expect it to fetch 
a fabulous price if it were an escritoire, or a porcelain 
dinnerset, or any other form of art which daily usefullness 
has caused to be produced anonymously in good periods as well 
as in bad.2 

On the other hand, the clarinet concerto has drawn sustained 

favorable comment and has taken its place among the premiere works for 

wind instruments of all time. The objective Charles Rosen in his 

The Classical Style points out that the form is not exploited for any 

external, virtuosic effect, but that the slow movement in particular 

"aspire(s) and attain(s) to a condition of absolute simplicity. "3 

Einstein wrote of the "greatness and transcendent beauty "4 of the 

concerto, and similarly to Rosen, suggested some implications for 

performance with a concluding comparison: 

One only need compare this work with similar compositions by 
another great lover of the clarinet and master in writing for 
it, Carl Maria von Weber ... to see the differences between 
the supreme effectiveness of simplicity over mere virtuoso 
exhibition.5 

2. Donald Francis Tovey, Essays in Musical Analysis, Vol. 3 

(London: Oxford University Press, 1936), p. 51. 

3. Charles Rosen, The Classical Style (London: Faber and 
Faber, Ltd., 1971), p. 263. 

4. Einstein, p. 285. 

5. Einstein, p. 286. 



CHAPTER 2 

APPROACHES TO EDITING 

The editor's principal task is to discover the meaning that 

notational symbols had in their own time and to transcribe that music 

into symbols that can be easily understood by contemporary musicians. 

As. D. B. Norton points out, however, "any translation from one set 

of symbols to another results in an act of interpretation . "6 To 

circumvent this, editions are desirable that clearly differentiate 

what has been taken over from original sources and what has been added 

by the editor. This music is then made available in a readable form. 

Dorian writes that there are three major points to be considered 

in the reconstruction of a work. Firstly, one must learn how to read 

the script and to understand its language. Secondly, the musical 

essence, the inner language behind the written symbols, must be dis- 

covered. Thirdly, one must be fully acquainted with the background to 

the tradition of a work, with all the customs surrounding the score at 

the time of its creation .7 

6. D. B. Norton, "Musicology serves music educators," 
MENC Journal, 58 (October 1971), p. 41. 

7. Frederick Dorian, The History of Music in Performance 
(New York: W. W. Norton & Co . , 1942) . 

5 
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1. Scholarly Editing 

The establishment of an Urtext (a manuscript as close to the 

original as possible) is a scholarly pursuit. The process is an arduous 

one, conveying to the reader, through modern notational symbols, the 

aural sense expressly or indirectly conveyed to its contemporaries by 

the original. This undertaking has long been the province of the 

research specialists of musicology. 

The musicologist uses original sources such as the autograph 

itself, a handwritten copy, or a first edition. The notation is first 

interpreted, mistakes are then corrected (a pursuit that requires 

considerable editorial knowledge), and inconsistencies in rhythm or 

articulation are evaluated. A foreword is often written giving 

historical, musicological, and interpretive information and an appendix 

may be added listing all corrections. 

Some of the problems inherent in this task include locating the 

autograph, determining the final copy among two or more that exist, and 

assessing the reliability or accuracy of the publisher. This, in turn, 

may lead to further questioning: Were the mistakes, misprints, or 

misreading due to the carelessness of the composer or copyist? Were 

the authorized changes for increased sales? Did the composer ever see 

the engraving? Clearly, a definite solution may not always be 

determined, which often calls for footnotes and further investigation. 

Secondary sources are also searched: published editions, 

books, articles, letters, documents by or about a composer, publisher, 

or performer. Clearly, the exhaustive process of reaching an Urtext is 
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a professional concern not best suited by the abilities of performers, 

but one that must be understood and appreciated by them. Performing 

editions should derive their authenticity from the achievements of 

scholarly editions. 

A relationship of the musicologist to the performer works to 

provide the music with an acoustic as well as bibliographical life. 

The greatest contributions are made when scholar and performer are in 

close rapport and partake to a considerable degree of each other's 

qualities. As Professor Norton put it: 

Music is something people do; musicologists must always be 

concerned with what people do with the particular music 
under study. BThey must be concerned with practical 
musicianship. 

2. "Romantic" Editions 

The works of the Classic and even the Baroque eras have long 

labored under an interpretation that has incorporated the stylistic 

notions of post- Classical music. In particular, the interpretative 

gestures of the Romantic era have been adopted as suitable for use 

with earlier music. Modern editions and interpretations on recordings 

show a decided bent toward the longer phrasing, extreme dynamic levels, 

and slur -oriented articulations of the Romantic period. 

As well as changing the performance practice of Classic music, 

these editions do not delineate any differences that may exist vis -à -vis 

the Urtext. It is impossible to discover from the edition alone 

whether a given slur, ornament, or dynamic marking was put there by 

8. Norton, p. 42. 



8 

the composer or the editor. The performer has no choice concerning 

what style of performance to use for the piece. 

In the following example, taken from Mozart's Andante, K. 315, 

for Flute and Orchestra, the solo part is shown in three manifestations 

that vary widely in dynamics, articulation, and accentuation. The 

modern editions tend to emphasize Romantic, however contradictory, 

ideals of phrasing and expression. 

Donald Peck - Southern Music 

Emil Medicus - Cundy Bettoney 

- mmmmoiis I/alL Ji - __ s7 /.f/i_ . 

Neue Ausgabe 

f 

. Q- 
T 

+ 

The "Romantic" edition is an especially American development. 

Publishers here have aimed sales at a large clientele, high school 
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and college -age performers, who, it is surmised, have not had enough 

experience or background to illuminate expressive performances. 

Instead of offering a preface or relying upon the abilities of teachers, 

the American student is subjected to a thorough reworking of the musical 

markings. The sad fact exists that performers who grew up with a 

"Romantic" edition of a particular piece can find it difficult to 

relearn it in authentic style. 

3. Authentic Performing Editions 

Once the musicologist has established a significantly researched 

and documented Urtext and notions of interpretation based upon later 

stylistic developments have been cast asunder, the performer may under- 

take to bring the composition to acoustical life. It is not a task 

without great responsibility; the performer must be prepared to assume 

a profound and historically founded understanding of the composer's 

aesthetic world. Eva and Paul Badura -Skoda have written: 

We cannot do full justice to music from other periods unless 
we hear it as its creator did, and attempt to reproduce it, 
as far as possible, in the style and with the resources of 
the period when it was written.9 

In the actual rendering a performing edition shows some 

significant visual differences from the scholarly edition. The 

markings are solely performance- oriented and the pages are devoid of 

bibliographical references and footnotes. However, steps must be taken 

9. Eva and Paul Badura- Skoda, Interpreting Mozart on the 
Keyboard, translated by Leo Black (London: Barrie and Rockliff, 1962). 
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to establish a careful relationship to the Urtext. It should be 

possible to reconstruct the Urtext from the edition. 

In the short run, two methods exist to establish this link. 

In the first, the Urtext is presented unedited. Instead, the editor 

presents a discussion of performance practice and related problems 

within a preface. In the second method, editorial additions are 

displayed by means of dotted lines for slurs and parentheses or 

brackets around other additions. 

Ultimately, however, the solution is research and education. 

Historically -valid aesthetic norms have to be learned in the course 

of study in order to edit music authentically. With performers 

trained in performance codes and customs, Leonard Ratner states that 

"each performance of a work might be subtly different from others in 

detail, but with taste, judgement, and skill, each performer could be 

persuasive and faithful to the expressive qualities written into the 

piece. 
,,10 

10. Leonard Ratner, Classic Music: Expression, Form, and 
Style, (New York: Schirmer, 1980), p. 201. 



CHAPTER 3 

PERFORMANCE PRACTICE IN THE CLASSIC ERA 

The rendering of a composition dating from the period of Mozart 

and Haydn (roughly 1770 -1800) involves an understanding of artistic 

values which can be said to be nearly opposite to the modern concepts 

of style. The late 18th century, with its confined artistic elegance 

and concern for symmetry, with its systematized accents and abbreviated 

forms, suggests the period's rhymed, coupled poetry. On the other hand, 

the modern era, with its full-blown effusiveness and infinite variety, 

with flowing, connected performances and an emphasis on the personal, 

brings more to mind free verse or even prose. Musically speaking, the 

crisp rhetoric and well -chiseled ideas of Mozart, in succinct and 

separated succession, contrast distinctly with a modern preference for 

the "long -line" expressive legato which endeavors to eradicate once and 

for all the dreaded "tyranny of the bar line." 

The notation of this music is but a beginning to the unravelings 

of Classic interpretation. These markings rested on a tradition of the 

intrinsic relationship of composer to performer. (Indeed, often they 

were the same.) Clear indications are given to us through specific 

stances for the areas of meter, key, melodic shape, and texture, yet 

the finishing touches leading to expression are largely lacking. The 

composer expected the performer to complete the piece as to tempo, 

11 
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dynamics, sonority, nuance, and ornamentation. This the performer 

accomplished using the unmarked but understood practices of the time. 

1. Tempo and Pulse 

Descriptions of tempi by composers and tutors abound in the 

18th century but it was not until the invention of Maelzel's metronome 

in about 1820 that Beethoven and others began to be able to mark their 

music with any exactitude. In the later 18th century, the numbers of 

principal tempi ranging from slow to fast ranged from 6 different 

speeds (C.P.E. Bach) to 3 (Haydn).11 The Haydn indication points to a 

more generalized view towards tempo. Similarly, Mozart studiously 

avoided any tempo direction indicating extremely fast or extremely slow 

pace. 

Most interpretations of Classic music have been hampered by 

subsequent developments. Beethoven generally added qualifying terms 

to his tempo (e.g., Allegro con brio) which would impart subtle shades 

of expression by the markings. This practice flourished through the 

Romantic Era and it is understandable that ensuing generations both 

misjudged and misinterpreted Classic markings. 

The basic rule is that the shortest note value governs tempo. 

The Classic style pleads that each note is to be heard distinctly, 

permitting the subtle detail work to be heard. Mozart's various 

complaints generally referred to excessive speed, as in this letter 

to his father: 

1 1 . Fritz Rothschild, Musical Performance in the Times of 
Mozart and Beethoven (New York: Oxford University Press, 1961), p. 7. 
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He has muddled through from beginning to end the concerto 
that our host's daughter plays...the first part was presto, 
the andante allegro, and the rondo really prestissimo... 
What on earth is all that? You can easily imagine that it was 
insufferable not to be able to tell him "much too fast" ... 

Moreover, it is much easier to play a thing quickly than slowly... 
it is possible in çyery passage to slide over notes without 
anyone's noticing. 

Irregularities in the pulse, sometimes termed tempo rubato, 

existed in the period in rare usages. Türk, who authored an important 

piano tutor in 1789, justifies a modification of tempo allowed only to 

virtuosos to be used very seldom.13 Mozart, in performance, used a 

rubato in his right hand against a steady left hand in a way that 

astounded his listeners, but his insistence was upon a steadiness in 

pulse.14 Accelerando and ritardanto in this period were but sparingly 

experimented with, and references to the use of a tender moving phrase 

(termed "lingering ") between two lively and fiery ones are found. 

2. Accents 

In the late 18th century, a style of performance became 

standardized which has been all but eradicated by post -Classic stylistic 

changes. This period was the historical high point of systematized 

metric accents, resembling poetry, with the beats and measures played 

alternately strong and weak. The light, accented early style has 

historically been consumed by the heavy, unaccented one. 

12. Louis Cahuzac, "The Mozart Clarinet Concerto," Woodwind 
World, 3/2 (April 1959) , p. 4. 

13. Ratner, p. 186. 

14. Rothschild, p. 75. 
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Tutors of the period (Türk, Quantz, Marpurg, L. Mozart, Sulzer) 

delegate much attention to the matter of good versus bad notes. 

Basically, in two successive tones of equal value, the first (the "gute 

Note ") is longer and strong and the second (the "schlechte Note ") is 

shorter and weaker. In 4/4 and 3/4 there is a hierarchy, illustrated 

by the following tutorial markings :15 

4 J1 3 JjJ `Lit ; JJ ¡ J ; ) 
fmf Pf Mf f -f pf 

Türk 
(the indication here, pf, 
means poco forte) 

Sulzer 

In addition, there is a natural lengthening of the good notes. 

In order to distinguish between the appearance of a note and its actual 

duration, the time -value is called the outer value and the actual 

duration is called the inner value.16 A comparison follows: 

.! J J =.-- 1.. J. q 1 'Y 

outer value inner value 

The emphasis has been described as more sensed than heard, but 

holds implications for phrasing, as well as for articulation and tempo. 

15. Sol Babitz, "Modern Errors in Mozart Performance," Mozart 
Jahrbuch (1967), p. 64. 

16. Rothschild, p. 16. 
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Indeed, experiments today show that in moderately fast tempi a lightly 

accented performance will sound faster at a considerably slower tempo 

than a heavy modern one.17 

3. Phrasing 

As buried beneath the tide of musical events as the notion of 

metric accents is the existence of strong and weak measures. These 

served Classic composers to highlight the clarity of the usually 

symmetrical melodies. The tutors of the time indicated this existence 

through diagrammed excerpts.18 The following, by Türk, uses crosses 

to determine strength: 

-f-++ 4 t 
Babitz suggests a modern interpretation of the same passage: 

l , 
. .21111i=1 _IMP Mr 11W AIMPIW=sMME IN _ 41=11111 s AiW/1 t INIS a 

izMMIMIIINIMMIIMMIN is_ _r.il 
G - 

w EA K 

\ 
WEAK STReNQr sTRolib 

The contrast of the measures is interpreted in an exactly 

opposite manner by performers using post -Classic values, demonstrating 

techniques of smooth legato sustaining larger ideas and "singing" 

crescendos emphasizing a Romantic concept of melodic line. 

17. Babitz, p. 89. 

18. Babitz, p. 70. 
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It is further the case that Mozart and his contemporaries 

generally included their most interesting melodic ideas into the weak 

second measure, by way of compensating for the inherent weakness. They 

would then add harmonic tension or high notes there to match the 

naturally strong emphasis on the preceding measure. Modern performers 

who are not cognizant of this relationship may be misled by the added 

interest and turn it into a strong measure, with the result that the 

music emerges backward. 

Another feature of Classical phrasing which develops from the 

poetic framework of metric accents and strong -weak measure is the use 

of 1 or 2 bar units called Einschnitte.19 They are the "commas" in a 

melody and must be conveyed by a short rest or pause on the last note 

or slightly reducing the volume there and resuming it on the first 

note of the next section. Einschnitte are often indicated by separating 

a note from its usual barred grouping: irT; J or using a staccato 

mark to signal the conclusion: J 4r )7; 

To sum up remarks made about tempo, accents, and phrasing, 

musical clarity in Classic music depends on mechanically proper 

delivery, emphasis, and the proper connection and separation of 

musical periods. 

4. Articulation 

Contrary to modern practice, in the Classic era one did not 

play legato or tenuto unless it was indicated by signs.20 The music 

19. Rothschild, p. 57. 

20. Rothschild, p. 39. 
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of the period stressed mechanical clarity; each tone in a rapid 

passage was to be heard distinctly. All notes that were not marked 

by slurs were played somewhat shorter than the duration, with a 

resulting rest. This was demonstrated in the discussion of inner and 

outer values of duration. 

In ordinary unmarked quarter notes the inner value of the held 

note was approximately 3/4 the outer value. This is in marked contrast 

to developments made only shortly later. Clementi in 1803 insisted 

upon the "full value of every note," and Carl Czerny, early in the 1 9th 

century, contrasted the differences in piano style between the time of 

Mozart and his own time as detached versus legato.21 

Staccato notes were assessed a value by Türk of slightly less 

than half the duration, although between dots and dashes some distinc- 

tion was made; dashes having a value of 1/4 the duration. Mozart, who 

was relatively exact in his writing, used both dots and dashes, as well 

as a portamento r .) which was meant to be played gently detached, 

giving each note a certain degree of emphasis.22 

In slurring, Leopold Mozart in his treatise on violin playing 

illuminated the practice of his day, which it may be expected was 

adopted by his son. He asked that the first of any slurred group be 

slightly emphasized and the others played quite evenly and legato 

21. Rothschild, p. 40. 

22. Rothschild, p. 40. 
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and becoming gradually softer. 
23 

The legato of the slur was not sus- 

tained to the end, having an Einschnit appearance: . Generally 

in the Classic era the legato was regarded as a nuance over 2 -4 notes, 

not to be extended over the bar lines. 

Finally, the famous flute tutor Quantz offers the performer a 

general guideline to the interpretation of Classic articulation: 

You must avoid slurring notes that ought to be articulated 
and articulating notes that ought to be slurred. The notes 
must not seem stuck together. The tonguing on wind 
instruments...must always be used in conformity with the 
aims of the composer.24 

5. Dynamics 

The sparsity of dynamic markings in 18th century scores might 

prompt one to assume that composers had little concern for contrast, 

light and shade, and drama. Later periods were far clearer in making 

the composer's intentions inscrutably known. The performance practice 

of the time relied much on the performer to realize dynamics in 

accordance with custom and good taste. 

The importance of dynamics is compared to temporal variations 

as a way of enhancing expression: 

23. Leopold Mozart, Treatise on the Fundamental Principles 
of Violin Playing, translated by Editha Knocker (London: Oxford 
University Press, 1948), p. 123. 

24. J. J. Quantz, On Playing the Flute, translated by Edward R. 

Reilly (New York: Free Press, 1966) p. 120. 
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Of course, the performer also has at his disposal the possi- 
bility of applying temporal gradations which can shape as well 
as emphasize. In the Classic style, however, dynamics play a 

more important role. The timing of chordal, tonal, textural, 
and melodic changes as well as accents, melodic peaks, cadences, 
and so forth is often carefully calculated in the structures of 
Haydn, Mozart, and Beethoven. In such cases, rubato, retards, 
and acceleration would weaken a built -in contrast. Regularly 
occurring events (or an expectation of the same) usually provide 
a basic reference or background against which the irregular can 
be highlighted.25 

The actual practice of adding dynamics is documented in Quantz, 

and in Leopold Mozart who wrote: 

The prescribed piano and forte must be observed most exactly 
and one must not go on playing always in one tone like a 

hurdy -gurdy. One must know how to change from piano to 

forte without directions and of one's own accord, each at 
the .right time.26 

Forte and piano were the most frequently used dynamics in 

Mozart; many works contained only those two. This reflects the sharp 

delineation of figures and phrases and represents a continuance of the 

terraced dynamics of the Baroque era. 

The dynamic effects of crescendo and diminuendo, which slowly 

developed through the 18th century, were a feature of the Mannheim 

orchestra, which Mozart heard throughout 1778. These markings were 

not much adopted by Mozart, who preferred a clear -cut opposition of 

piano and forte. His basically conservative style of "light and shade" 

may demonstrate a sensitivity to the possibility that gradual increases 

25. Robert Luoma, "The Function of Dynamics in the Music of 
Haydn, Mozart, and Beethoven," College Music Symposium, 16 (Spring 1976), 
p. 35. 

26. L. Mozart, p. 218. 
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or decreases in volume might obscure or even destroy the inherent 

principle of metric accents. 

6. Ornamentation 

The performance of Classic ornamentation involves an intimate 

knowledge of the performing codes and customs of this particular era. 

Trills, turns, appogiature, and the like were simplified from their 

elaborate usage in the Rococo period and codified in treatises that 

suggest a generally standard practice. Mozart, for his part, and 

especially in the reed concerti, took the initiative to write out some 

ornamentations, including all of his turns, which helps to clarify the 

interpretation for other unmarked usages. 

Trills or shakes are written about at length by Leopold Mozart 

and Quantz. The directions of Quantz, a flutist, are particularly 

apropos of this study. In his Essay, Quantz describes the shake as 

beginning with the appogiatura that precedes it, played evenly at a 

uniform and moderate speed, and ending with two little notes which 

are added to it at the same speed, called the termination. Further, 

if only a plain note marked trill is to be found, both the appogiatura 

and the termination are implied.27 

Donington, in researching performance practice of the Classic 

era, states emphatically that our present interpretation of trills 

using a main -note start is contrary to the 18th century composer's 

27. Quantz, p. 103. 
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wishes: "It must be clearly understood that the upper -note start 

remained standard until the second quarter of the 19th century. "28 

Leopold Mozart, writing a few years after Quantz, does allow for some 

variation of speed in the trill, based upon the tempo and character 

of the piece. 

The subject of the appogiatura has encouraged lengthy discourse 

both of the period and contemporarily, with the most recent arguments 

opposing a long tradition of interpretation. The controversy seems to 

arise from interpretations of the writings of C.P.E. Bach, Türk, as 

well as from these passages in Leopold Mozart: 

The second kind of the long appogiatura which may be called 
the longer appogiatura are found firstly before dotted 
notes...In such cases the appogiatura is held longer [than 
1/2 the value]. With dotted notes the appogiatura is held 

the same length of time as the value of the note. In place 
of the dot, however, the written note is taken first, and in 

such fashion as if a dot stood after it. Then the bow is 

lifted and the last note played so late that...the note follow- 
ing it is heard immediately after. 

Thus it is written: So it is played:29 

TJ7-J r-;) 

28. Robert Donington, The Interpretation of Early Music 
(London: Faber and Faber, Ltd., 1963) p. 257. 

29. L. Mozart, p. 168. 
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In independent modern studies, Ayres and Walthall have investi- 

gated the implications of this for the slow movement of the Clarinet 

Concerto,30,31 

Of the other classifications of the appogiatura there seems to 

be little controversy. If the appogiatura stands before a quarter, 

eighth, or sixteenth note, it is to be given half the value of the note 

following it. In quicker movements using appogiature before half notes, 

the short appogiatura is used, on which the stress falls on the princi- 

pal note, and is not attacked strongly, but quite softly. 

One final consideration pertinent to the reed concerti concerns 

the use of free improvised ornamentation at cadences or elsewhere. 

Donington does not find evidence for its use: "As a problem of normal 

interpretation, free ornamentation ceases to be of importance to us in 

music of the Viennese Classical school."32 

7. Cadenzas 

An authentic performance calls for the use of a cadenza which 

adheres to the structure and musical considerations of the concerto. 

No longer is it suitable to stress technical or personal effects, 

when, in order to attain them, it is necessary to stray from the 

stylistic path. It would be distorting the composer's intentions to 

30. Thomas Ayres, "The Appogiatura in the Mozart Clarinet 
Concerto," Instrumentalist, 1 9/16 (May 1 965). 

31. Charles Leroy Walthall, "Background Studies for an 
Authentic Performance of the Mozart Concerto for Clarinet," (Unpublished 
research paper, SUNY Buffalo, 1965). 

32. Donington, p. 181. 
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add cadential passages under the pretext of mechanical, technical, or 

even intellectual progress achieved by musicians in the course of 

centuries. 

The Classic woodwind cadenza, until recently, was not a subject 

of much scholarly pursuit. Numerous cadenzas exist from the flamboyant 

Romantic tradition of virtuosic public concerts, on which performers 

were expected to display a form of musical pyrotechnics. These are 

sometimes still used, along with more modern versions exploring the 

advances of 20th century harmonic ideas. Today, a text exists which 

is the guidebook to the study, elaboration, and performance of cadenzas, 

David Lasocki and Betty Bang Mather's The classical woodwind cadenza; a 

workbook.33 Some of the observations and suggestions follow: 

1) The object of a cadenza was to surprise an audience 
and intensify the passion of a piece. 

2) Only rarely were fragments from a concerto used in 

its cadenza. 

3) The Classic woodwind soloist limited his cadenzas to 

the length of only a few breaths. 

4) The harmonic scheme for the cadenzas was generally 
simply I -V -I but other chords were also frequently 
added for interest. 

5) The figures and patterns in Classic woodwind cadenzas 
are similar to those used to compose Classic melodies 
and passage work, but their use in fanciful, arhythmic 
groupings contribute to the surprise element. 

6) The most common final trill is begun pp and increased 
to its end and was commonly played above a V7 chord in 

the accompaniment. 

33. David Lasocki and Betty Bang Mather, The Classical Woodwind 

Cadenza: A Workbook (New York: McGinnis and Marx, 1978) . 
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It is suggested by the authors that one play, analyze, and 

memorize as many Classic woodwind cadenzas as possible. 

8. Expression 

In his celebrated Classical Style, Charles Rosen signals the 

dangers that lurk behind performance which is based upon superfluous 

study: 

"Expression" is a word that tends to corrupt thought. Applied 
to art, it is only a necessary metaphor. Accepted as legal 
tender, it often gives aid and comfort to those who are more 
interested in the artist's personality than in his work.34 

The search for style and expression involves melodic and 

harmonic analyses, study of rhythms and their groupings, developments 

and modulations, even the science of breathing, as well as a knowledge 

of the composer and his era. 

One finds fewer expression marks in Classic music, but there 

was not less expression. The strong -weak symmetry in the accents 

and phrases with light and shade dynamics and detached clarity 

involve a skillful manipulation of emotional interplay. Drama, 

surprise, and contrast exist in this music against a steady and almost 

predictable backdrop, making those elements especially effective. 

34. Rosen, p. 21. 



CHAPTER 4 

MUSICAL SOURCES 

As was stated in Chapter 1, Mozart's own manuscripts for all 

three reed concerti have been lost. This is a serious detriment to 

the scholar and performer, because absolute authenticity may never be 

attained. The first printings of the concerti were all made after 

Mozart's death, in 1800 for K. 314, and in 1801 for K. 191 and K. 622. 

The assumption that Mozart could not have been expected to have seen 

the engravings for these works lessens the possibilities for authen- 

ticity still further. 

1. The First Complete Edition 

Late in the 19th century a scholarly attempt was made to 

publish Mozart's complete works. The greatest editors in Germany 

were consulted, including Brahms, who personally edited the Requiem, 

K. 626. For 30 years, from 1875 to 1905, volumes were issued success- 

ively by the publishing firm of Breitkopf and Haertel. The edition 

was known as Wolfgang Amadeus Mozarts Werke, a collection which is still 

relied upon in many institutions of research. For its time, it was a 

hallmark of editorial restraint in an age glutted with overedited 

Romantic renderings, however research has shown that notions of what 

constituted Mozartean style were then as yet vague. 

25 
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2. The Second Complete Edition: An Urtext 

In 1956, after a half-century coinciding with the considerable 

advancement of the field of musicology and the establishment of Mozart 

societies in many countries, the Barenreiter publishing firm realized 

the need to convert 20th century research and findings to an effort at 

another complete edition. After again assembling the finest Mozart 

scholars worldwide, volumes began to appear at the rate of 2 or 3 a 

year, a process which is still ongoing. 

The Neue Ausgabe sämtlicher Werke represents the editors' attempt 

to offer an irreproachable text.35 Special weight has been attached to 

autographs and original editions, as well as other first sources, such 

as reliable copies and early printings. A Kritische Berichte (critical 

report) is published along with each volume to give guidance on 

Mozartean performance practices, and an appendix shows fragments and 

sketches. Bound in large volumes available only basically in research 

sections of institutions, this source represents the high ideals of 

scholarly editing. 

The volumes for the reed concerti have been issued only very 

recently; the clarinet concerto, in two versions that include the 

basset -clarinet version as well as the traditional standard clarinet 

one, was offered in 1977, and the double -reed concerti, in 1981. 

Edited by Franz Giegling, and fashioned by the skills of musicologists 

in the midst of the largest Mozart library holdings, these volumes 

35. Rudolf Angermuller, "The New Mozart Edition," Musical 

Times, 114/1565 (July 1973). 
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provide the scholarly basis from which to work for performers dedicated 

to authenticity. An Urtext has been established. 

3. Modern Editions 

Modern editions are widely utilized sources of musical informa- 

tion for performers. The far -ranging availability of these editions 

make them practical and affordable. The performer may have numerous 

editions from which to choose, to allow for an interpretation based on 

distinctions of nationality, school, or even generation. They are often 

seen as a how -to guide in the function of teaching interpretation and 

musicianship. 

As sources for the authentic interpretation of styles, however, 

modern editions are sadly lacking and misleading. Contemporary develop- 

ments in performance practice have not seen a corollary in developments 

at the publishing houses. This is particularly the case in this country, 

where overedited Romantic editions abound that are destined for the 

consumption of a large, innocent student clientele. For the most part 

there are not even parentheses used to delineate the editor's additions. 

This cannot but result in ingrained stylistic insensitivity for future 

generations. 

Eight modern editions, specifically four for clarinet, three 

for bassoon, and one for oboe (the Boosey and Hawkes edition that is 

the only edition printed) were examined for this study. Many general 

objections can be summarized here with reference to the headings listed 

under Chapter 3: Performance Practice in the Classic Era: 
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1. Tempo and pulse: There is a common tendency to add Romantic 

designations of pulse such as poco rit., piu mosso, rail., and poco rail. 

to Classic music that basically asserts a steady pulse. In addition, 

sometimes metronome markings are suggested that are too fast or slow 

for the Classic style. 

2. Accents: The basic metrically accented style of the Classic 

era is never anywhere suggested, but instead is obliterated by larger 

groupings of dynamics, articulation, and phrasing. 

3. Phrasing: An emphasis on the long Romantic line (4 or 8 bar 

phrases) is usually made. 

4. Articulation: Slurring is added to all editions which may 

be out of character with the Classic style; slurring over beats and 

barlines exists which is often not at all appropriate. 

5. Dynamics: Editors are lavish in the use of added dynamics, 

including extreme dynamics (ff, ppp) that are outside the Classic style. 

The inappropriate addition of swells on one note and frequent crescendi 

and diminuendi are likewise common. (See Appendix I) 

6. Ornamentation: On some occasions, realizations for Classic 

ornaments are suggested that demonstrate a lack of scholarly research. 

(See Appendix I) 

7. Cadenzas: In more than one edition, cadenzas are suggested 

that meet few if any of the criteria for Classic concerto usage. 

8. In addition some editions even show discrepancies as well 

for notes and rhythms. (See Appendix I) 
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The positive value of modern editions is to compare the remain- 

ing valid editorial additions, most dealing with the interpretive 

marking of dynamics and articulation. Passages in all three concerti 

exist for which a kind of long- standing traditional interpretation is 

made. These editorial nuances demonstrate an almost universal approach 

to an interpretation, which when within the confines of the Classic 

style, it may be desirable to continue. 

Woodwind players have long used patterns of articulation such 

as 
¿;; which are found in Classic writing but are not specifically 

so detailed in the Urtext. Many Classic 16th note passages lack 

articulation markings. Walthall, citing Vanderhagen (1795), asserts: 

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 choice 
for the articulation of such passages was left up to the 
individual performer. 36 

Likewise, sequential passages are often treated with tradi- 

tional terraced dynamics, as in this passage from the second movement 

of the clarinet concerto: 

International edition 

36. Walthall, p. 36. 

(n f) 
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Southern Co. edition 

p dolce 
: :! : 

poco faeno ]) 

Boosey & Hawkes edition 

Where these stylistically -viable variations from the Urtext occur 

virtually unanimously, the performer may choose to use these markings 

of traditional interpretations. 

4. Modern Interpretations 

Modern interpretations, gleaned from recordings, may be said to 

have a value in a similar way for use as a musical source. Certain 

passages within a work can be found performed virtually unanimously, 

utilizing sound Classic performance practices. This may lend further 

substance and definition to a performance. Tradition may suggest to a 

performer a kind of established validity. 

Basically, however, most modern interpretations are as beset 

with stylistic pitfalls as are modern editions. Dozens of recordings 

of these reed concerti have been produced in the last thirty years. 

Of this number, only two (the recordings of the clarinet concerto by 

Hans Rudolf Stalder and Hans Deinzer) have been made with an intention 

of authenticity. Modern performers are, as with modern publishers, 

slow to represent the advances of modern scholarship. 
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In this study, five oboists, five bassoonists, and eight 

clarinetists were heard and evaluated over key passages in one movement 

of each concerto. In every performance heard, post- Classic nuances 

were heard, with most performers oriented toward a Romantic stylistic 

approach. Stylistic criticisms are again offered, with the use of 

the previous headings: 

1. Tempo and pulse: The Allegro markings are generally taken 

too quickly and rubato is used to an inordinate degree. (See Appendix 

II) 

2. Accents: There is no use of the strong -weak accentuation. 

3. Phrasing: The phrasing generally emphasizes four or 

eight bar phrase lengths. 

4. Articulation: Long slurs and tenuto are omnipresent and 

inappropriately applied. 

5. Dynamics: Post -Classic subtle gradations in volume are 

used, along with long crescendi and diminuendi. 

6. Ornamentation: Most trills are performed with a main -note 

start, appogiature are played historically invalidly, and free orna- 

mentation is sometimes implemented. (See Appendix II) 

7. Cadenzas: Almost all cadenzas heard were not authentic 

to the Classic style. 

In a similar specialized study of eight modern clarinetists 

worldwide performing the Mozart concerto, a similar conclusion to their 

performance was made by author David Etheridge: 
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All of the interpretations studied in this text appear to 
be oriented toward a romantic stylistic approach. This bias is 

best evidenced with regard to several features of performance- - 
expressivo devices, ornamentation, and deviations in tempo,37 
including quasi cadenzas, ritardandos, and broadened tempi. 

37. David Etheridge, Mozart's Clarinet Concerto: The Clarinetist's 

View (Gretna, La.: Pelican Publishing, 1983), p. 189. 



CHAPTER 5 

CONCLUSION 

The conclusions drawn from this study are mostly represented in 

the form of the authentic performing editions for one movement of each 

of the three concerti. (See Appendix III) These editions could not 

have been made without completing the methodology outlined in these 

pages. The process was to pursue a relevant course of study and 

comparison and to delay the editing process until the findings were 

accumulated. 

This attempt does not result in a definitive version of these 

concerti. The clarinet concerto, as we know, was not even written for 

the standard instrument, but is included thusly for this study. There 

were details that had to be realized solely on the basis of taste or 

judgement. Dynamics and articulations were added, as was done in the 

period, according to a personal sense of the Classic style. In some 

cases, traditional interpretations were accorded special respect. 

The most important element in the development of these editions 

involved the study of Classic performance practice. The tutors of the 

period were found to be best tutors for the study of the period itself. 

This understanding allowed for the knowledgeable comparison of modern 

materials. D. B. Norton has written, "A performer cannot "interpret" 

33 
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music to a greater extent than he understands it. "38 Every kind of 

interpretation must therefore concentrate upon this understanding. 

38. Norton, p. 42. 



APPENDIX I 

MODERN EDITIONS 

1. Articulation, Dynamics, Phrasing, Accents 

Combined indications for articulation, dynamics, and phrasing do 

much to determine the expressive quality of a composition. In the open- 

ing of the second movement of the clarinet concerto, modern editors have 

ascertained that various (and differing) added markings are needed to 

attain a desired expressivity. The intentions of some editors demon- 

strate a desire for the legato effect, the subtle dynamic gradations, 

and the long phrase of the Romantic period, an effect which negates the 

metric accentuation of the period. The Urtext is found on the bottom 

line: - Ark 
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The first example is published by Southern Music Co. of Texas 

and was revised by Jean Albert de la Tournerie. It features the use 

of extended slurs, subtle added dynamics, an added tenuto, and an added 

term of expression. In no way does it delineate its differences from 

the Urtext. 

The second example does indeed show the use of editorial 

parentheses. This is taken from the "Authentic Edition" by Reginald 

Kell for International. In spite of the high- minded intentions, however, 

differences from the Urtext in articulation are not indicated, and those 

differences are large indeed. 

Frederick Thurston edited the third example for Boosey and Hawkes. 

The problems here involve changes in articulation and added terms of 

expression which are left undelineated. 

The fourth example, taken from Alan Hacker's fine edition for 

clarinet or basset clarinet, shows that scholarship is beginning to 

make headway. This Schott publication, made in 1974, is very sparse 

of editorial detail, however, it is unfortunate that these few 

suggestions are not made parenthetical. 

2. Ornamentation 

In many cases performers are unsure of the proper method for 

performing ornaments. Traditions develop, evolve, and change in the 

course of decades. Each era merits a study of its special performance 

practices. Often editions undertake to shortcut this study with 

figures suggested or written out entirely, facilitating a ready inter- 

pretation. 
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In the following example, taken from the third movement of the 

bassoon concerto, three methods are shown for the conveyance of this 

information: 

1. 

( E...i 61i) 

The first example is taken from the edition printed by the 

Cundy -Bettoney Co. No suggestions are made for the realization of the 

appogiature. This is left to the study of the performer or to a 

discussion of performance practice with a teacher. 

Arthur Weisberg made the suggested realizations in the second 

example, published by International. This constitutes a desired 

method of conveying information, through the use of parentheses. One 

could make a point, however, that Weisberg's realizations are 

unscholarly, as performance practice dictates the playing of straight 

eighth -notes on the second and third beats. 

The third example is taken from an edition printed in Germany 

and edited by J. Walter Guetther. Here the figures are not shown as 

appogiature but the realizations are made a priori. In as much as the 

figure is wrong in addition, this represents very unsound practice in 

editing. 

3. Notes and Rhythms 

In the Boosey and Hawkes edition of the oboe concerto, the 

first movement presents performers with additional challenges. The 
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usual discrepancies in articulation (17) and dynamics (3) are to be 

found in many modern editions and demonstrate an effort to clarify the 

bare -bones aspect of Classic parts. The main disadvantage of this 

edition lay in the number of note mistakes, a particularly lamentable 

situation when oboists are limited to this one modern edition, and most 

performers learn from this. 

The note discrepancies begin in the oboe part from the first 

measure, on the first note: 

_- .. -- ' ' I mmI mdmmwimI IIMIItlaIFMPRIF11/M11/`1I.111111UPW! /1111/111I f !/1111(Mi! I,L711111111/=/1111r; I .l! IL1 MM/' 1 

Boosey and Hawkes Neue Ausgabe 

The addition of the downbeat is difficult to justify even from an "ease 

of technique" perspective; the sounding of a low C at piano is an, at 

best, risky endeavor. The editorial downbeat is repeated at measure 

106. 

The next editorial addition is of an added appogiatura in 

measure 72: 

Boosey and Hawkes Neue Ausgabe 
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This appogiatura has become a standard practice of performing oboists 

as well, who often cite the D major flute concerto for justifications 

in altering passages. However, in this particular case, both the Neue 

Ausgabe for the flute concerto and the most reliable modern edition, 

that reproduced in the Eulenberg scores, leave out any such appogiatura. 

Other mistakes can be lightly regarded as non -editorial, as in 

the case of the missed accidentals for the trills in measures 74 and 125, 

or the lack of the leading grace note in measure 122, or even the 

befuddled chromatic line at measure 147. These are unfortunate mis- 

prints but may be rectified on one's own. It is hoped that another 

edition may soon be forthcoming. 



APPENDIX II 

MODERN INTERPRETATIONS 

1. Tempo and Pulse 

The last movement of the bassoon concerto is marked Tempo di 

minuetto, in contrast with later Mozart finales, which were often 

rondos marked Allegro. The temptation to offer this last movement in 

a brisk tempo is often succumbed to, particularly, it seems, in 

performers from non -Germanic countries. 

The following tempi were heard on recordings by the following 

bassoonists: 

Paul Hongne (France): 92 beats per minute 
Milan Turkovic (Hungary): 108 
Bernard Garfield (U.S.A.): beginning at 100 and ending at 120 
George Zukerman (Canada): 100 
Karl Oehlberger (Austria) : 92 
Gunter Piesk (Germany) : 88 

2. Ornamentation 

As was stated in Chapter 2, the performance of appogiature has 

encouraged much discussion among scholars and performers. The second 

movement of the clarinet concerto presents the performer with a solid 

example of a passage worthy of studious consideration. The appogiatura 

completing the first statement of the solo instrument and which reoccurs 

three times thereafter is variously interpreted by modern performers in 

the following manners: 

40 
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It is the author's contention, supported by the writings of L. Mozart, 

Wal thal l and Ayres, that none of these interpretations are representa- 

tive of the practices of the Classic era. 
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