
UNIVERSITY OF CINCINNATI

AUGUST, _____19_  80

I  hereby recommend that the thesis prepared under my
supervision b y _______r o b e r t  j  . ru s  tc w i c z_________________ _

entitled A p e rfo rm a n c e  e d i t i o n  o f  w. a . m o z a r t 's

SERENADE IN  Bb K. 361 , "GRAN PARTITA"

be accepted as fulfilling this part o f the requirements for the 
degree o f______________ d o c to r  o f  m u s ic a l a r t s __________

Approved

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



A PERFORMANCE EDITION OF WOLFGANG AMADEUS MOZART'S 

SERENADE IN B FLAT MAJOR, K. 361,

"GRAN PARTITA"

A th e s is  submitted to  the

D iv is io n  o f Graduate S tud ies 
o f  the  U n iv e rs i t y  o f  C in c in n a t i

in p a r t ia l  f u l f i l l m e n t  o f the 
requ irements fo r  the degree o f

DOCTOR OF MUSICAL ARTS IN WIND CONDUCTING

in the  Col Iege-Conservatory o f Music

1980

By

Robert Joseph Rustowicz

B.M .E ., C en tra l M ichigan U n iv e rs i t y ,  1968 

M.M., U n iv e rs i t y  o f C in c in n a t i ,  1975

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



UMI Number: DP16032

INFORMATION TO USERS

The quality of this reproduction is dependent upon the quality of the copy 
submitted. Broken or indistinct print, colored or poor quality illustrations and 
photographs, print bleed-through, substandard margins, and improper 
alignment can adversely affect reproduction.

In the unlikely event that the author did not send a complete manuscript 
and there are missing pages, these will be noted. Also, if unauthorized 
copyright material had to be removed, a note will indicate the deletion.

®

UMI
UMI Microform DP16032 

Copyright 2009 by ProQuest LLC.

All rights reserved. This microform edition is protected against 

unauthorized copying under Title 17, United States Code.

ProQuest LLC 
789 E. Eisenhower Parkway 

PO Box 1346 
Ann Arbor, Ml 48106-1346

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



PREFACE

Wolfang Amadeus Mozart stands as one o f the c e n tra l  f ig u re s  in the  

growth and development o f the  body o f l i t e r a t u r e  fo r  wind instrum ents 

in the  e igh teen th  c e n tu ry .  His d iv e r t im e n t i  and, in p a r t i c u la r ,  h is  

serenades fo r  winds have provided models fo r  composers in to  the  tw e n t i ­

e th  c e n tu ry .  These works have been performed e x te n s iv e ly  and have be­

come an in te g ra l  p a r t  o f  the  wind ensemble and chamber music 

re p e r to i  re .

The Serenade in B*3, K. 361 CK.-E. 370a), has been the s u b je c t  of 

cons ide rab le  con fus ion . Recent research has come to  l i g h t  th a t  s t ron g ­

ly suggests the date o f 1781 assigned to  i t  by the Kochel CataIog^ 

may be as much as th re e  years premature. In a d d i t io n ,  the ins trum enta ­

t io n  re q u ire s  a ' Contrabasso , 1 g iven as 'K on trabass ' in the Kochel 

C a ta log^ , t h a t  is f re q u e n t ly  performed on contrabassoon and not the 

intended double bass. I t  has a lso  been suggested t h a t  K. 361 was 

w r i t t e n  in two pa r ts  w ith  movements IV, V and VI a c tu a l ly  com pris ing a 

second work.

The c u r re n t  concern o f the  tw e n t ie th  cen tu ry  perform er fo r  an 

a ccu ra te ,  r e l i a b le  performance e d i t i o n ,  presents the most press ing and 

y e t  unresolved problem. The e x is t in g  performance e d i t io n s  of K. 361 

are  id e n t ic a l  but not accu ra te . The e d i t io n s  by Kalmus, Broude

1 Ludwig R i t t e r  von K5chel, C hronoIog isch-them atisches
V e rze ichn is  s g m tl ic h e r  Wolfgang Amad^- Mozarts, 7 th  e d . ,  e d ite d  by
A l f re d  E in s te in  (Wiesbaden: B re i tk o p f  & H S r te l ,  1965), p. 378.

2 1b id , p. 379.

i i
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B ro the rs  and Musica Rara have a I i  been r e p r in t s  o f the B re i tk o p f  &

H arte l e d i t i o n ,  which was taken from another se t o f pa r ts  and not the  

autograph. The o r ig in  o f  these pa r ts  is  unce rta in  but the re  are 

severa l se ts  o f  markings in d i f f e r e n t  hands in c lud ing  t h a t  o f 

Nottebohm, who used i t  as a source fo r  the Mozarts Werke e d i t io n  (score  

o n ly ) .  Thus, when using the a v a i la b le  p r in te d  e d i t io n s  o f  K. 361, one 

is  dea ling  not on ly  w ith  the markings and symbols of the composer, bu t 

a ls o  w ith  those o f unknown and u n id e n t i f ie d  ' e d i t o r s . '3

The need, then, is  fo r  a performance e d i t io n  which r e f l e c t s  the  

in te n t io n s  and de s ire s  o f the composer w ith o u t  u n d i f fe re n t ia te d  a d ju s t ­

ments or a l t e r a t io n s  by o th e r  in d iv id u a ls .  In the a v a i la b le  p r in te d  

e d i t io n s ,  dynamic and a r t i c u la t i o n  markings have been added, de le ted  or 

ad jus ted  by unknown in d iv id u a ls ,  probably as a r e s u l t  o f changing 

musical va lues upon which the  in te r p r e t iv e  s k i l l s  o f  the perform er were 

based. These a l t e r a t io n s  were probably  attempts to  c o r re c t  performance 

problems or to  render a more p leas ing  performance to  an audience w ith  

a e s th e t ic  a t t i t u d e s  d i f f e r e n t  from those of the composer. But they were 

accomplished in such a manner t h a t  the o r ig in a l  in te n t io n s  o f the com­

poser were no longer i d e n t i f i a b le  or recogn izab le .  The continuous 

appearance o f the o r ig in a l  B re i tk o p f  & H a rte l pa r ts  le n t  a fa ls e  sense 

o f  c r e d i b i l i t y  to  the severa l e d i t io n s .

3a new c r i t i c a l  e d i t io n  o f t h i s  work has been completed by 
Daniel Leeson and Neal Zaslaw, c o -e d i to rs ,  f o r  the  Neue Mozart Ausqabe. 
I t  has appeared in Series  Vi I ,  Werkgruppe 17, D iv e r t im e n t i  und Serenaden 
f u r  5 b is  13 Bias ins trum en ts , Bd. 2. Th is  volume was re leased e a r ly  in 
1980 and became a v a i la b le  to  the w r i t e r  about the t im e t h i s  study was 
nearing com ple tion . Reference w i l l  be made to  t h i s  p u b l ic a t io n  
th roughou t the course o f the  paper.

i i i
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The re fo re , the  f i r s t  task  was to  determ ine the accuracy of the 

a v a i la b le  sources upon which to  base a r e l i a b le  e d i t io n .  This task  was 

s im p l i f ie d  by the e f f o r t s  of Danie l leeson and David W hitw e ll who 

in v e s t ig a te d  questions regard ing  the autograph score and o the r  p o s s ib le  

sources o f  K. 361. T h e ir  f in d in g s  were pub lished in the a r t i c l e  

"Concerning M oza rt 's  Serenade in f o r  T h ir te e n  Ins trum ents , K. 361 

(3 7 0 a ), "  in the  Mozart Jahrbuch (1975-1976, pp. 97-130). The 

d iscuss io n  o f  the autograph and much o f the background in fo rm a tio n  o f 

K. 361 conta ined in t h i s  study is  a r e s u l t  o f t h e i r  in v e s t ig a t io n ,  

which determined th a t  the  autograph is ,  in a l l  p r o b a b i l i t y ,  the on ly  

e x is t in g  source fo r  a r e l i a b l e ,  a u th e n t ic  e d i t io n .

The primary in te n t  o f t h i s  study was to  p rov ide  an e d i t io n  of the 

Serenade in B^, K. 361, intended s p e c i f i c a l l y  fo r  performance. I t  

was designed t o  make a v a i la b le  the  m a te r ia ls  necessary to  render a 

performance th a t  would be s t y l i s t i c a l l y  a p p ro p r ia te  to  the o r ig in a l  

in te n t io n s  o f  the composer. Chapter I is concerned w ith  the  background 

o f  the  Serenade as a genre, the  phys ica l c h a r a c te r is t ie s  o f the 

autograph and o th e r  a v a i la b le  sources and ve rs ions  o f  K. 361. A 

d iscuss io n  o f  the mechanical s ta te  o f the instrum ents employed in K.

361 a t  the  t im e o f  i t s  com position is  given in Chapter I I .  L a s t ly ,  a 

broad examination o f performance problems encountered in the Serenade 

is  reported  in Chapter I I I ,  in c lu d in g  such to p ic s  as ins trum en ts , 

tempo, a r t i c u la t i o n  and ornam enta t ion . Performance p ra c t ic e s  and 

remarks concern ing them have been c i te d  and, w ith  regards to  

o rnam enta t ion , m u l t ip le  renderings  have been given wherever p o ss ib le .

iv
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The d iscuss io ns  in these areas are intended to  p rov ide  the performer 

w ith  a broad overview and are not intended to  be comprehensive 

stud ies.

With regards to  the e d i t io n ,  the e d i t o r i a l  techniques u t i l i z e d  

were taken from e x is t in g  ^scho la r ly  e d i t io n s  involved in s im i la r  

m a te r ia l .  Techniques in v o lv in g  proper i d e n t i f i c a t i o n ,  t rea tm en t and 

d i f f e r e n t i a t i o n  o f the  markings o f the composer and e d i to r  were 

examined as u t i l i z e d  in the fo l lo w in g  e d i t io n s :

1. Neue Mozart Ausqabe: symphonies, serenades 
and d iv e r t im e n t i

2. Joseph Haydn: The Complete Works: C r i t i c a l  
Ed i t  io n ; symphonies

3. Wolfgang Ainad'eus Mozart: The Ten Celebrated 
S t r in g  Q uarte ts  (E in s te in )

4. Joseph Haydn: Sam tliche K Iav ie rsona ten  
(C h r is ta  Landon)

5. Mozart: Sonatas and Fan tas ies fo r  the  Piano 
(Nathan Broder)

6 . Mozart: Piano Sonatas (O t to  von Irmer)

The researcher,  in p reparing  the e d i t i o n ,  has provided the  

perfo rm er w ith  p o ss ib le  s o lu t io n s  regard ing  the problems id e n t i f i e d  

w ith  in c o n s is te n c ie s  in the a r t i c u la t i o n  symbols u t i l i z e d  in the  

autograph. Mozart, as well as o the r  e igh teen th  cen tu ry  composers, d id  

not employ a n o ta t io n a l method re q u i r in g  accuracy and exactness in both 

te rm in o lo gy  and mechanics. Ins tead , e ig h te e n th  cen tu ry  composers o f te n  

assumed t h a t  perform ers (and c o p y is ts ) ,  as a r e s u l t  o f contemporary 

performance p ra c t ic e s  or po s s ib ly  t h e i r  own innate musical a b i l i t i e s ,  

would p rov ide  the d e t a i l s  necessary fo r  an a p p ro p r ia te  and s u i ta b le

v
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ren d e r in g .  Th is  may account f o r  a la rge  p o r t io n  o f  the  a r t i c u la t i o n  

in c o n s is te n c ie s  found in  the  use o f s l u r  and s ta c c a to  marks. Mozart 

was no t always c le a r  in  t h i s  respec t ;  r e p e t i t io n s  o4 th e  same m otive 

may o r  may no t possess id e n t ic a l  a r t i c u la t i o n  m ark ings. Nor was he 

p re c is e  in the  lengths o f  h is  s l u r  mark ings. Furtherm ore, e igh teen th  

c en tu ry  a r t i c u la t i o n  symbols d id  no t always have s in g u la r ,  e x p l i c i t  

meanings, bu t ra th e r  t h e i r  p re c is e  meaning may have depended upon 

the  s i t u a t io n  in which they occurred .

The au thor has attempted t o  i d e n t i f y  such occurrences and to  

supp ly  j u s t i f i c a t i o n  f o r  the  r e s u l t in g  e d i t o r i  a i i z a t io n s  in  th e  form o f 

p a r a l le l  and re la te d  passages. Th is  s tudy ,  however, does no t e n v is io n  

the  l i t e r a l  acceptance o f  such e d i t o r i  a I iz a t io n s  by th e  pe r fo rm er.  I t  

is  in tended, r a th e r ,  t h a t  the  pe r fo rm er,  upon u t i l i z i n g  th e  composer’ s 

t e x t  and the  g u id e l in e s  id e n t i f i e d  in  the  e d i t i o n ,  render a musical 

performance t h a t  r e f l e c t s  h is  comprehension and unders tand ing  of both 

the  composer and the  com pos it ion .

L a s t ly ,  the  perfo rm er may assume t h a t  a l l  p o r t io n s  o f th e  t e x t  o f 

th e  e d i t io n  are those o f  the  composer unless nota ted  o th e rw is e .  A l l  ad­

d i t i o n s ,  a l t e r a t io n s  and ad justm ents ap p lie d  t o  the  o r ig i n a l  t e x t  are 

con ta ined  in Appendix A: C r i t i c a l  Remarks. Those ins tances  re q u i r in g  

a d d i t io n a l  e xp la n a t io n  and d is c u s s io n ,  as w e ll as the  i d e n t i f i c a t i o n  o f 

d i f fe re n c e s  w ith  the  c r i t i c a l  e d i t io n  found in the  Neue M ozart Ausgabe, 

are g iven  in Appendix B: Performance Notes. Appendix C: Autograph Notes, 

p rov ides  in fo rm a t io n  and items o f  p a r t i c u la r  in t e r e s t  In the  m anuscr ip t 

i t s e l f ,  in c lu d in g  the  appearance o f  c ro s s -o u ts  and o v e r w r i t in g s .

v i

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



The author expresses h is  g r a t i t u d e  to  those in d iv id u a ls  who 

provided both s p i r i t u a l  and m a te r ia l  support during the course of t h i s  

s tudy:

To my a d v is o r ,  Dr. R. Robert Hornyak, who w i l l i n g l y  
provided guidance and in s p i r a t io n  to  t h is  p ro je c t  
as we ll as support and d i r e c t io n  to  my graduate 
s tu d ie s  in genera l.

To Dr. Joe Stuessy fo r  h is  unders tand ing , pat ience 
and commitment to  the  com ple tion o f t h i s  paper.

To my w i fe ,  C a ro l ,  whose suppo rt,  ass is tance  and 
understanding provided a cons tan t source o f s t a b i l ­
i t y  and encouragement.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



TABLE OF CONTENTS

PREFACE................................................................................................. .............................  . i i

LIST OF ILLUSTRATIONS   . . . . . .  x

Chapter
I .  HISTORICAL BACKGROUND ..................

The Serenade as a Genre . . .
H is to ry  o f  th e  Autograph . .
Phys ica l C h a ra c te r is t ic s  . .
Dating o f  the  Serenade, K. 361 
Other Sources ...............................

I I .  MECHANICAL CONDITION OF THE INSTRUMENTS EMPLOYED IN K. 361
C. 1780    30

The O b o e ............................................................................................   30
The C l a r i n e t .................................................................................................. 36
The Basset H o r n ................................................  42
The B a s s o o n ......................................................................  47
The H o r n ........................................................................................................... 51
The C o n t r a b a s s .............................................................................................. 56

I I I .  PERFORMANCE PROBLEMS ....................................................................................  60

General D e s c r ip t io n  ................................................................................  60
Ins trum en ta t ion  and S u b s t i tu t io n  .................................................  70
E d i t o r ia l  P ra c t ic e s  ................................................................................ 81
Tempo  .............................................................................................. 87
D y n a m ic s ................................................   95
A r t i c u la t i o n   ................................................   107
Ornamentation  ............................................................................... 123

SUMMARY.....................................................................................................  155

APPENDIX A: CRITICAL REMARKS .................................................................................  158

APPENDIX B: PERFORMANCE NOTES .............................................................................  194

APPENDIX C: AUTOGRAPH N O T E S ....................................     221

SELECTED BIBLIOGRAPHY ...............................  232

7
8 

13 
18

v i  i i

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



EDITION SCORE 239

Movement I ...................... 240
Movement I I  .................................................................................... ......................2 7 1
Movement I I I ................................................................................................................285
Movement I V ................................................................................................................297
Movement V ....................................................................................................................306
Movement VI ............................................................................................................... 319
Movement V I I ............................................................................................................... 344

EDITION PARTS 361

Oboe I ............................................................................................................................ 361
Oboe I I  ........................................................................................................................380
C la r in e t  I in Bb .......................................................................................................397
Clar in e t  I I in B b .................................................................................................. 415
Basset Horn I i n F .................................................................................................. 434
Basset Horn I I in F ..............................................................................................454
Horn I in F ............................................................................................................... 474
Horn I I i n F ............................................................................................................... 486
Horn I i n Bb Basso  ..............................................................................................497
Horn II  in Bb B a s s o ..............................................................................................508
Bassoon I .................................................................................................................... 519
Bassoon I I ......................... '.......................................................................................... 539
Contrabass/Contrabassoon ................................................................................  558
C la r in e t  I I I  in  Bb (S u b s t i tu te  p a r t  f o r  Basset Horn I)  . . . . 574
C la r in e t  IV in  Bb (S u b s t i tu te  p a r t  f o r  Basset Horn I I )  . . .  . 594
Eb A l to  C la r in e t  I (S u b s t i tu te  p a r t  f o r  Basset Horn I )  . . . . 614
Eb A l to  C la r in e t  I I  (S u b s t i tu te  p a r t  f o r  Basset Horn I I )  . . . 630

ix

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



LIST OF ILLUSTRATIONS

F igu re

1. Three-keyed Oboe .............................................................................................31
2. Two-keyed O b o e ......................................................................................................33
3. Four-keyed C la r in e t  ...................................................................................  38
4. Basset Horn B u c h ................................................................................................. 44
5. Basset H o r n .......................................................................................................... 46
6 . B u t t - j o i n t ...............................................................................................................48
7. Four-keyed Bassoon ........................................................................................  50

Chart

1. F i r s t  Movement, K. 3 6 1 .....................................................................................62
2. Second Movement, K. 3 6 1 ................................................................................ 63
3. T h ird  Movement, K. 3 6 1 ......................................................................  64
4. Fourth Movement, K. 361  67
5. F i f t h  Movement, K. - 3 6 1 ...............................................................................  68  -
6 . S ix th  Movement, K. 3 6 1 .....................................................................................69
7. Seventh Movement, K. 3 6 1 ................................................................................ 71

x

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



CHAPTER I

HISTORICAL BACKGROUND

The Serenade as a Genre

The serenade is  g e n e ra l ly  described as a member o f a c lass  o f 

com pos itions known by the  encompassing term " d iv e r t im e n to . "  Such 

labe ls  as ca s s a t io n ,  n o t tu rn o ,  p a r th ie n ,  serena ta , serenade and d iv e r ­

t im en to  are used almost in te rchangeab ly  to  descr ibe  a se t o f 

com positions w ith  a wide range o f  in te n t ,  o rc h e s t ra t io n ,  s ize  and 

q u a l i t y .  D e f in i t io n s  and d e s c r ip t io n s  o f these com positions range from 

s h o r t ,  conc ise s im p l i f i c a t io n s  to  d e ta i le d  and comprehensive 

d i scuss ions.

In the  s im p le s t  terms, such works are viewed as being 'o c c a s io n a l '  

p ieces w r i t t e n  fo r  s p e c i f i c  s oc ia l occasions as pu re ly  background music. 

These works r e f l e c t  the ta s te s  o f the in d iv id u a ls  who commissioned them 

— the  wealthy and the  a r is to c ra c y .  Gunter Hausswald s ta te d :  "T h is

s o c ia l  c o n d i t io n in g  of the d iv e r t im e n to  s t y le  must be borne in mind in 

any a ttem pt to  d e f in e  the t e r m . . . . " ^  The im p l ic a t io n s  o f the term 

'se renade ' range from the  young man s in g in g  beneath the window of h is  

m is tre ss  to  the honoring of one 's  f r ie n d s  by a musical performance 

s p e c i f i c a l l y  intended fo r  the event.

^Gunter Hausswald, "The D iv e r t im e n to  and Cognate Forms," in The 
Age o f  E n ligh tenm en t, ed ite d  by F re d e r ick  S te rn fe ld  and Egon W ellesz, 
V o l.  V II  o f  The New Oxford H is to ry  o f  Music (London: Oxford U n iv e rs i t y
Press, 1973) V I I :  503.
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The serenade enjoyed g re a t  p o p u la r i ty  in the second h a l f  o f the

e igh teen th  c e n tu ry ,  p a r t i c u l a r l y  in the  musical cen te rs  of south

Germany where the custom of outdoor serenading was widespread during

the  summer months. Charles Burney reported  c .  1770 t h a t  a s in g e r ,  who

a f t e r  having spent a cons ide rab le  period o f t im e in Russ ia , re tu rned  to

Bresc ia  and was serenaded by two v i o l i n s ,  a mandolin , French horn,

trum pet and c e l lo ,  . . and though in the dark played long conce rtos ,

w i th  so lo  p a r ts  f o r  the  m ando lin ."^  Mozart, in a l e t t e r  to  h is

fa th e r ,  wrote o f one occasion where he was serenaded w ith  h is  own wind

serenade, K. 375:

I wrote i t  f o r  S t .  Theresa’ s Day. . . . The s ix  gentlemen 
who executed i t  are poor beggars who, however, p lay q u i te  
w e ll to g e th e r ,  p a r t i c u l a r l y  the f i r s t  c la r i n e t  and the  two 
horns. . . .  I t  has won g re a t  applause too  and on St.
Theresa’ s n ig h t  i t  was performed in th re e  d i f f e r e n t  p laces; 
fo r  as soon as they f in is h e d  p lay ing  i t  in one p lace, they 
were taken o f f  somewhere e lse  and paid to  p lay i t .  . .

But on M oza r t 's  b i r th d a y ,  October 31s t ,  the music ians re tu rn e d :

At eleven o 'c lo c k  a t  n ig h t  I was t re a te d  to  a serenade per­
formed by two c la r i n e t s ,  two horns, and two bassoons — 
and th a t  too o f my own com position . . . these music ians 
asked t h a t  the  s t r e e t  door m ight be opened and, p lac in g  
themselves in the  cen te r o f the  c o u r ty a rd ,  s u rp r ised  me, 
j u s t  as I was about to  undress, in the  most p leasan t fash ion  
im aginable w ith  the  f i r s t  chord in

^Taken from Charles Burney, The p resen t S ta te  o f  Music in France 
and I t a l y , p. 115; as c i te d  in Homer U l r ic h ,  Chamber M us ic , 2nd ed. 
(New Y o r k :  Co lumbia  U n i v e r s i t y  P r e s s ,  1966), p. 122.

I f re d  E in s te in ,  Mozart: H is  C ha rac te r,  H is  Work, t ra n s .  by
Nathan Broder and A r th u r  Mendel (New York: Oxford U n iv e rs i t y  P ress,
1951), p. 204.

7 I b i d . , 205.
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T ra v e le rs  o f te n  remarked about the serenade p ra c t ic e ,  in c lu d in g  

F r ie d r ic h  N ic o la i ,  who in 1781 wrote of serenades th a t  were g iven 

du r ing  the  summer months in both the major squares o f the c i t y  and in 

p r iv a te ,  enclosed cou r tya rds .®  Serenades were e s p e c ia l ly  popular on 

evenings be fore  im portan t fe a s t  days and large crowds would fo l lo w  the  

perfo rm ing music ians from p lace to  p lace.

Johann Mattheson, in h is  Kern m elod ischer W issenscha ft, d iscussed 

h is  p re ference fo r  the performance of serenades on the water. A lthough 

h is  remarks were a pp a ren t ly  w r i t t e n  in the 1730s, they do p rov ide  in ­

s ig h t  in to  the so c ia l  expe c ta t io ns  and p o p u la r i ty  o f the serenade:

Nowhere does i t  sound b e t te r  in s t i I  I weather; and one 
can the re  use a l l  manner o f instrum ents in t h e i r  s t re n g th ,  
which in a room would sound too  v io le n t  and deafen ing , 
as trum pe ts , drums, horns, e tc .  . . . The c h ie f  c h a ra c te r ­
i s t i c  o f  the serenade must be tenderness, la tend resse . . . .
No melody is  so sm a ll ,  no p iece so g re a t  t h a t  in i t  a c e r ­
t a in  c h ie f  c h a r a c t e r i s t i c  should not p re v a i l  and d i s t i n ­
guish i t  from o th e rs ;  o the rw ise  i t  is n o th ing .  And when 
one employs a serenade ou t o f  i t s  element — I mean e f f e c t  — 
in c o n g ra tu la t io n s ,  pageants, advancement o f  p u p i ls  in 
schoo ls ,  e t c . ,  he goes a g a in s t  the p e c u l ia r  na ture  of the 
th in g .  Things o f  government and m i l i t a r y  s e rv ic e  are 
fo re ig n  to  i t ;  f o r  the n ig h t  is  a ttached to  no th ing  w i th  
such in t im a te  f r ie n d s h ip  as i t  is  to  lo v e .9

L a s t ly ,  O tto  Jahn w rote :

Besides the g re a t  serenades, intended fo r  p u b l ic  performance,

®Reinhard G. P au ly ,  Music in the  C la s s ic  P e r io d , 2nd ed.
(Englewood C l i f f s :  P ren t ice -H a I I , I n c . ,  1973), pp. 69-70.

^Johann Mattheson, Kern m elod ischer W issenschaft (Hamburg:
1737), p. 101; as c i te d  in Lou is  B ia n c o l l i ,  e d i t o r ,  The Mozart Handbook 
(New York: World P u b l is h in g  Co ., 1954), p. 464.
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the  o ld  custom was s t i l l  p ra c t ic e d  of w r i t in g  "Standchen," 
f o r  performance under the  window of the person who was 
thus ce leb ra ted ; and the  general d e s ire  th a t  such pieces 
should be new and o r ig in a l  provided composers w ith  a lmost 
cons tan t employment on them. Wind instrum ents were most 
in vogue fo r  t h i s  " n ig h t -m u s ic . "  The instruments were 
u s u a l ly  l im i te d  to  s ix  —  two c la r in e t s ,  two horns, and 
two bassoons, strengthened sometimes by two oboes. Such 
e ig h t - p a r t  harmonies s u f f ic e d  both the Emperor and the 
E le c to r  o f Cologne as tab  I e-music and fo r  serenades. . . JO

Serenades were probably  not I im ite d  to  outdoor performances. Many 

serenades were w r i t te n  du r ing  the  w in te r  months, such as M oza rt 's  

Serenata Nottu rno  K. 239, and, accord ing  to  Pauly, were s u re ly  not 

meant f o r  outdoor performance a t  t h a t  t im e of year J  1 Such 

com positions as these , bore no s t y l i s t i c  d i s t i n c t i o n s  in comparison 

w i th  t h e i r  "summer" c o u n te rp a r ts ,  suggesting t h a t  s t y le  and instrumen­

t a t io n  d id  not appear t o  have had an a f f e c t  on lo c a t io n .

With regards to  c o n s t ru c t io n ,  serenades were q u i te  f l e x i b l e  in the 

number o f  movements and t h e i r  o rg a n iz a t io n .  With as few as one and as 

many as tw e lve , the  movements g e n e ra l ly  i l l u s t r a t e d  the in f luences  of 

o th e r  forms. From the  s u i te  came a succession of d a n c e - l ik e  movements. 

The m inuet continued as an in te g ra l  p a r t  even though i t  was los ing  i t s  

importance elsewhere. Rondo, theme and v a r ia t io n  and a r ia - t y p e  

c o n s t ru c t io n s  were f re q u e n t ly  employed. At the peak of i t s  p o p u la r i t y ,  

the  serenade a lso  inco rpo ra ted  the  sonata p r in c ip le .

10()tto Jahn, The L i f e  o f  M ozart , 3 v o ls . ,  t ra n s .  by P a u line  D. 
Townsend (London: N o ve llo ,  Ewer & Company, 1882), I I I :  24-25.

^ P a u ly ,  C la s s ic  P e r io d , p. 155
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Pauly suggested t h a t  i t  seemed a p p ro p r ia te  fo r  o p e n -a ir  music to  

begin and conclude w ith  a march, g iv in g  . . th e  music ians an 

o p p o r tu n i ty  to  make t h e i r  entrance and departu re  p leasan t and

e f f e c t i v e . " ^

Hausswald be lieved  th a t  t h i s  genre d id not respond to  e igh teen th  

cen tu ry  formal t ren ds  and consequently  lacked a s ta b le  formal 

s t r u c tu r e .  Th is  a llowed i t  to  in terchange forms and subsequently 

con ta in  a wide v a r ie t y  o f  m a te r ia l  not found in o th e r  contemporary 

i nstrumenta l-m usic  genres.13

The musical con ten t  o f the serenade was g e n e ra l ly  c h a ra c te r ize d  by 

an una ffec ted  s im p l i c i t y :  i t  was l i g h t ,  e n te r ta in in g ,  lack ing  in

e la b o ra t io n  and conta ined v a r ie t y  and freshness in i t s  them atic  

m a te r ia l  ( in  c o n t ra s t  t o  the  them a tic  cohesion found in the  symphony). 

H e in r ic h  C h ris toph  Koch wrote o f the d iv e r t im e n to :  They have no

d e f i n i t e  c h a ra c te r ,  but are s im ply  ' t o n e - p ic tu r e s , 1 more fo r  the  

’ e n te r ta in m e n t o f  the e a r ’ than fo r  the en lightenm ent o f the 

m in d . ^  o f  the e a r l i e r  wind d iv e r t im e n t i  o f Mozart, A l f re d  

E in s te in  w ro te , " .  . . th e y  are ’ innocen t' in every sense.

l^p a u ly  a lso  s ta ted  t h a t  many o f the marches have been 
separated from the  d iv e r t im e n t i  and serenades o f Mozart in a number o f  
the  modern e d i t io n s .  Pau ly , C la s s ic  P e r io d , pp. 155-56. Some o f these 
marches have been re u n ite d  w ith  t h e i r  serenades. See Gunter Hausswald, 
Mozarts Serenaden (Wi Ihelmshaven: H e in r ic h s h o fe n 's  V e r lag ,  1975), pp.
19-20.

^Hausswald , "D iv e r t im e n to  and Cognate Forms," p. 503

^ H e in r i c h  C h r is toph  Koch, M us ika l iches  Lexicon (F ra n k fu r t :
1802), as c i te d  in James Webster, "Towards a H is to ry  o f  Viennese 
Chamber Music in the E a r ly  C la s s ic a l P e r io d , "  Journal o f  the  American 
M us ico log ica I S oc ie ty  27 (Summer 1974): 227.

^ E in s t e in ,  M ozart, p. 202.
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Scoring fo r  works in t h i s  genre ranged from a s in g le  ins trum en t,  

such as W agenseil 's  unaccompanied keyboard D iv e r t im e n t i , to  as many as 

t h i r t e e n ,  as in M o z a r t 's  K. 361. These works were w r i t t e n  fo r  groups 

o f  s t r i n g s ,  winds o r  a mixed combination o f s t r in g s  and w inds. Those 

works scored fo r  s t r in g s  .a lone or winds alone were in v a r ia b ly  f o r  a 

group o f s o lo is t s .  The mixed ensembles, however, g e n e ra l ly  requ ire d  

doub ling  o f the s t r in g  p a r t s . ^

K. 361, along w i th  the two o the r  wind serenades, K. 375 in 

Major and K. 388 in C M inor, were the f i n a l  works in t h i s  genre fo r  

winds by Mozart and rep resen t the c u lm ina t ion  o f  w in d - in s tru m e n t music 

in the  e igh teen th  c e n tu ry .  While many re la t io n s h ip s  w ith  the serenade/ 

d iv e r t im e n to  type were m a in ta ined , K. 361 a lso  went beyond i t .  The 

la rge  number o f  movements, the  somewhat I ig h t -h e a r te d ,  un p re te n t io u s  

musical cha rac te r  th ro ugho u t,  and the lack o f s t r u c tu r a l  c o m p le x it ie s  

were common fe a tu re s  w ith  the  more t r a d i t i o n a l  forms. However, i t  was 

p r im a r i l y  in M ozart ’ s wind w r i t i n g  t h a t  the d i s t i n c t i o n  became c le a re r .  

The sco r ing  in K. 361, as one would expect in view o f i t s  ins trum en ta ­

t i o n ,  was f u l l ,  r i c h  and va r ied  and y e t ,  a t  t im es, t ra n s p a re n t  and 

l i g h t .  The Basset horn was used fo r  the f i r s t  t im e and an a d d i t io n a l  

p a i r  o f  horns and a double bass provided increased resources . The 

ins trum ents  d id  no t adhere t o  s te reotyped r o le s ,  but shared e q u a l ly  in 

m elod ic  and sup p o r t ive  m a te r ia l .  Furthermore, the markedly e f f e c t i v e  

use o f  dynamic c o n t ra s t  and tona l c o lo ra t io n  was s t ro n g ly  suggestive  o f  

the  symphonic idiom. L a s t ly ,  formal s t ru c tu re s  of g e n e ra l ly  g re a te r

l^Fo r  a more d e ta i le d  d iscuss io n  of the c la s s i f i c a t io n  interms 
o f  ensemble s c o r in g ,  see Webster, " H is to ry  o f  Viennese Chamber M us ic ,"  
p. 223+.
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p ro p o r t io n s  were employed in K. 361, such as seen in movements I 

(sonata p r in c ip le )  and VI (theme and v a r ia t io n s ) ,  and the added second 

t r i o s  t o  movements I I and IV.

H is to ry  o f  the  Autograph 

The exac t lo c a t io n  o f the autograph score between the  f i r s t  re ­

corded performance in 1784 and the f i r s t  known possession in 1799 is 

n o t  c e r ta in .  There is ,  however, evidence suggesting Johann T r a e g ^  

had possession o f  the  autograph as e a r ly  as January o f  1792 and re tu rned  

i t  to  Costanze Mozart sometime before 1799.^® I t  was in 1799 th a t  

Costanze so ld  the autograph (and a number o f  o the r autographs) to  

Johann Anton Andrei ^  Andre'" gave the  autograph to  Archduke Ludwig I 

o f  Hessen-Darmstadt, who la te r  made i t  a g i f t  t o  H o fka p e lim e is te r  

Appold o f Darmstadt. In 1830, i t  was given by h is  widow t c  W. Schm itt ,  

a conce rt  master in the  Darmstadt o rc h e s t ra .  In 1860, a f t e r  S c h m it t 's  

death, h is  w i fe  gave the  score to  her nephew, P ro fesso r  Ph. Schm itt ,  

the  son o f W. Schm itt  and the founder o f the  Akademie fu r  Tonkunst in

^Johann Traeg was a music dea le r  in Vienna in the la te r  
e igh teen th  cen tu ry  who d e a l t  w ith  m anuscr ip t copies — h is  house sold 
handw rit ten  copies o f  m anuscr ip t scores. H is r e la t io n s h ip  w ith  the 
Mozart fami ly was c lose  and he was considered one o f the most im portan t 
c o p y is ts  o f  Mozart.

^ D a n i e l  |\|. Leeson and David W h itw e l l ,  "Concerning M oza rt ’ s 
Serenade in B*3 f o r  T h ir te e n  Ins trum ents , K. 361 (3 7 0 a ) , "  M ozart- 
Jahrbuch (Base l: B a re n re i te r ,  1975-76), p. 101, 109.

^ J o h a n n  Anton Andre'was a p ia n is t ,  v i o l i n i s t ,  composer and a 
music p u b l is h e r .  He assumed c o n tro l o f h is  f a t h e r 's  business and 
assoc ia ted  h im se lf  w i th  S e ns fe lde r,  the  inven to r  o f  l i th o g ra p h y .  In 
1799 he purchased from Constanze a l l  her husband's remain ing au to ­
graphs. In 1841, he pub lished both the them atic  ca ta logue  kept by 
Wolfgang from February 9, 1784, t o  November 17, 1791, and a them a tic  
ca to logue  o f  the autographs which he had acqu ired .
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Tonkunst in Darmstadt. P ro fesso r  S chm itt  w i l le d  the score to  h is  pu­

p i l ,  P r incess  Marie von Erbach-Schonberg, a t  which p o in t  the autograph 

became a v a i la b le  f o r  examination fo r  the  f i r s t  t im e s ince  1803.20

In 1917, Jacques Rosenthal, a c t in g  on behalf o f  P r incess  Erbach- 

Schonberg, so ld the autograph to  O tto  E r ich  Deutsch in Munich. Deutsch 

in tu rn  so ld  the score to  Jerome Stoneborough in 1922 or 1923. John J. 

Stoneborough, who had in h e r i te d  the  autograph from h is  f a th e r ,  Jerome, 

so ld the  document to  the  L ib ra ry  o f  Congress (Washington, D .C .) in 

1941. The funds^l u t i l i z e d  fo r  the  purchase were made a v a i la b le  by 

G ertrude C la rke  W h i t t a l l . 2 2

Phys ica l C h a ra c te r is t ic s  

The score con ta ins  98 pages, seven o f which are b la n k ,25 anc| 

each page has tw e lve  s taves . The o r ig in a l  paper has been reduced in 

s iz e ,  suggested by the fa c t  t h a t  the  le t t e r in g  Gran P a r t i t t a ( s ic )  is  

f a i r l y  c lose  to  the top edge and th a t  the pages were gu iIded  on on ly

2 0 F r i tz  Volbach, "G esch ich te  e in e r  w iederentdeckten Hand- 
s c h r i f t  M oza rts ,"  Neue M usikze itunq  35 (1912), H e ft  3 , 2 . 11. 1911, pp. 
72-73; as c i te d  in Leeson and W h itw e l l ,  "Concerning M o z a r t 's  Serenade," 
p. 101 .

21 According to  Leeson and W h itw e l l ,  no accurate  p r ic e  could be 
attached to  the autograph because i t  was purchased w ith  severa l o th e r  
items. They estimated the va lue to  be no less than $100,000. Leeson 
and W h itw e l l ,  "Concerning M o z a r t 's  Serenade," p. 101n.

22 jh e  score is  c u r re n t ly  a v a i la b le  in a fa c s im i le  e d i t io n  
through the  U.S. Government P r in t in g  O f f ic e ,  Washington, D .C ., Stock 
Number 030-007-00005-1.

23For a d e ta i le d  s t ru c tu re  o f  the schema o f  the m anuscr ip t,  
prepared by Wayne S h ir le y  o f  the  L ib ra ry  o f  Congress ( the  o r ig in a l  
document prepared by S h ir le y  can be found w i th  the au tog raph ),  see 
Leeson and W h itw e l l ,  "Concerning M o z a r t 's  Serenade," p. 99.
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th re e  s ides  ( th e  b inder probably c u t  the pages to  achieve u n i fo rm i ty  in 

the  g u i ld in g  p rocess).  Two types of paper and several types o f ink 

were used in the autograph. Determined by watermarks, the second type 

o f  paper was used on ly  in movement VI and a p o r t io n  o f  movement V I I .

The ink used fo r  the actua l notes has now faded to  a choco la te  brown 

and is  da rke r in some movements (VI and V I I )  than in o th e rs .  Other 

w r i t in g s ,  such as the  names o f the  ins trum en ts , numbers and tempo 

markings, appear w ith  much v a r ie t y  in q u a l i t y .

On the  f i r s t  page o f the  autograph, fo u r  l in e s  o f in fo rm a tion  

appear: the f i r s t  s ta te s  "Del S ig . Wolfgang Mozart" but is  known no t

to  be in the  composer's hand, the  second and t h i r d  l in e s  s ta te  "e ig n e /  

h a n d s c h r i f t "  and is  known to  be in N issen 's24 hand, and the la s t  

s ta te s  "1780 ."  According t o  Leeson and W h itw e l l ,  the "80" was a c tu a l ly  

w r i t t e n  over the number "7 1 ,"  thus  the und e r ly in g  date is  1771.25 

Beneath the  composer's name appears an almost i n v is i b le  t e x t  t h a t  

Leeson and W hitw e ll suggested may very  w e ll be M oza rt 's  s ig n a tu re .26 

They a ls o  s ta ted  t h a t  f i v e  separa te hands were involved in these fo u r  

l in e s :  th e  o r ig in a l  t e x t  beneath the composer's name, the e x is t in g  

composer's name, N issen 's  " e ig e n e /h a n d s c h r i f t , "  the o r ig in a l  date o f  

1771, and the  e x is t in g  date o f 1780.

2^Georg N iko laus von Nissen was a Danish statesman and musical 
b iog raphe r.  While the  Danish charge d ' a f f a i r s  in Vienna, he met 
Costanza (1797) and married her in 1809. H is b iography o f  Mozart was 
the  r e s u l t  o f  r e c o l le c t io n s  o f  both Costanza and M ozart 's  s i s t e r  and a 
number o f  documents then a v a i la b le .

25|_eeson and W h itw e l l ,  "Concerning M o za r t 's  Serenade," p. 104

2 6 1b i d . , p. 1 0 0 .
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The t i t l e  Gran P a r t i t t a  in te r e s t in g ly  enough, was not assigned by 

M ozart, but by someone e lse  p r io r  to  the b ind ing  o f  the  score. The 

w r i t in g  is  no t in M o za r t 's  hand and the ink matches noth ing  e lse  in the 

autograph excep t, p o s s ib ly ,  the faded w r i t in g  beneath the  composer's 

name. Leeson and W hitw e ll be lieved the cap tion  Gran P a r t i t t a  was added 

to  the  autograph before  the score was bound due to  i t s  ra th e r  c lose  

p ro x im i ty  to  the top edge o f  the  shee t, an u n l ik e ly  place fo r  something 

to  be w r i t t e n .  Furthermore, they suggested th a t  the t i t l e  was added by 

Johann Traeg sometime between 1792 and 1 7 9 9 . Al so,  Mozart had 

no t u t i l i z e d  the term " p a r t i t a "  in any work preceding or fo l lo w in g  the  

Serenade.

Only th re e  marks on the autograph can be d e f i n i t e l y  a t t r ib u te d  to  

the  L ib ra ry  o f Congress, two of which are found on the second page.

The f i r s t ,  "618860 /41 ,"  is  located on the  bottom cen te r o f t h i s  page. 

The second, "ML96/W56M97/Case," is  in the  lower l e f t  marg in. The t h i r d  

se t  o f  numbers was penc iled  in by Edward N. Waters o f  the L ib ra ry  o f 

Congress about 1950 and are concerned w ith  the b lank pages. On the 

f i r s t  page, lower r i g h t  marg in, the  number " 2 2 2 "  r e fe rs  to  a ca ta log  

number assigned by Andre 's  a s s is t a n t . 28 | n the upper l e f t  hand 

corner the  symbol "N r .  23 ."  appears. Leeson and W hitwell suggested 

t h a t  i t  may r e fe r  to  N issen 's  placement of the Serenade among the

^ L e e s o n  and W h itw e l l ,  "Concerning M o z a r t 's  Serenade, " pp.
109-10.

2 8 | t  was la te r  numbered "170" in A nd re 's  1833 ca ta logue .
Leeson and W h itw e l l ,  "Concerning M o z a r t 's  Serenade," p. 100.
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fo r ty -o n e  D iv e r t im e n t i ,  bu t i t  is  not c e r t a in . 29

E i th e r  Mozart o r h is  c o p y is t  counted measures th roughout the  Sere­

nade, in d ic a t in g  the  t o ta l  number w i th in  a given segment. These t o t a l s  

appear a t  major s t r u c tu r a l  p o in ts ,  such as repea ts ,  ends o f  movements, 

e t c . ,  and can be found most o f te n  beneath the  lowest p a r t  (a lthough  

they  may a ls o  occur in o th e r  p a r ts  as w e l l ,  such as above Oboe I o r 

C la r in e t  I ) .  I t  cannot be determined by whose hand these markings were 

made, in one ins tance , the second T r io  o f  movement IV, the  number in 

the  la s t  measure o r i g i n a l l y  read "2 4 . "  The in d iv id u a l  appparen tly  went 

back and wrote the  number "16" over i t .  With the  ink s t i l l  wet, the 

pages were then c losed , r e s u l t in g  in an in k b lo t  t h a t  appears on the 

next page ( th e  f i r s t  page o f  movement V ). Leeson and W hitwell be l ieved  

t h a t  t h i s  in k b lo t  played an im portan t r o le  in the  de te rm ina t io n  of the 

c o r re c t  o rd e r in g  o f the  movements.30

The question has o f te n  been ra ised  regard ing  the p o s s i b i l i t y  of 

the serenade being two works. On pages 52, 60, 62, 69 and 77 of the 

autograph are found the  o r ig in a l  markings "no. 1, 2, 3 , 4 and 5" 

re s p e c t iv e ly .  Marius F lo t i  us suggested th a t  i t  may p o in t  to  two 

separate works. He a lso  suggested th a t  the Serenade conta ined two slow 

movements ( I I I  and V) and two F in a le s  (VI and V I I ) .  Movements IV, V, 

and VI co u ld ,  th e re fo re ,  be a separate work lack ing  a f i r s t  movement. 

There is  ev idence, a lthough somewhat ske tchy , to  support t h i s .  In a

29Leeson and W h itw e l l ,  "Concerning M o z a r t 's  Serenade," p. 100.

^ F o r  a more complete d is c u s s io n ,  see Leeson and W h itw e l l ,  
"Concerning M o za r t 's  Serenade," pp. 103-04.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



12

commentary concern ing the  f i r s t  performance o f the  Serenade a t  the 

Burg thea te r on March 23, 1784, G. W. Schink s ta te s :  " I  heard music f o r

wind instrum ents today . . . .by Herr M ozart, in fou r  movements — 

g lo r io u s  and sublime! I t  cons is ted  o f t h i r te e n  in s trum en ts ,  v i z .  fo u r  

c o r n i ,  two o bo i,  two f a g o t t i ,  two c l a r i n e t t i ,  two b a s s e t-c o rn i ,  a 

c o n t r e -v io l  in ,  and a t  each instrum ent sa t a master — oh, what an 

e f f e c t  i t  made — g lo r io u s  and grand, e x c e l le n t  and s u b l im e . " ^

Examination o f the  autograph, however, prov ides co n c lu s ive  e v i ­

dence t h a t  the  seven movements are in f a c t  o r ig in a l  and in t a c t .  An ink 

b lo t  (mentioned above) on p. 52 ( th e  f i r s t  page o f movement V) matches 

i t s  source on the p rev ious  page, supporting  the b e l ie f  t h a t  page 52 has 

always fo llow ed  page 5 1 . ^ 2

Leeson and W h itw e ll a lso  suggested th a t  th e re  was a s l i g h t  de lay , 

perhaps a week, between the conc lus ion  o f  movement IV and the  beginning 

o f  movement V. The composer began w r i t in g  the names of the  instruments 

( l e f t  margin) one s t a f f  too h igh ( in  a l l  p rev ious pages, the upper-most 

s tave is  l e f t  b lank) and co rrec ted  h im se lf  by c ro s s in g -o u t  and r e w r i t ­

ing some instrum ents and re b racke t ing  o th e rs .  The b e l ie f  is  t h a t  had

Mozart begun movement V immediately a f t e r  the completion o f movement IV, 

he would have not made such a m istake.

The b lank pages a t  the conc lus ion  of movement V I ,  p o s s ib ly  viewed

as another basis fo r  the second work concept, may be exp la ined by the

31()tto  E r ic  Deutsch, M ozart: A Documentary B iog raphy , 2nd
e d . ,  t r a n s .  by E r ic  Blom, P e te r  Branscombe and Jeremy Noble (S ta n fo rd :  
S tan ford  U n iv e rs i t y  P ress, 1966), pp. 232-33.

32see Leeson and W h itw e l l ,  "Concerning M oza rt ’ s Serenade," 
pp. 101-03.
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f a c t  t h a t  Mozart d id  no t have the  e n t i r e  score in h is  possession when 

he composed the  la s t  movement. The empty pages c o n s t i t u te  the la s t  two 

leaves o f  b i fo l iu m  10 .

A second th e o ry ,  more than ca s u a l ly  re la te d  to  the f i r s t ,  pu rpo rts  

t h a t  the Serenade was composed in two p a r t s . ^  Schink remarked 

(see above) th a t  on ly  fo u r  movements were performed on the March 23rd 

c o n ce r t .  When cons ide r in g  the length o f the  Serenade (a lm ost one f u l l  

hour i f  a l l  repeats  are observed), a complete performance may have been 

avoided due to  the in c lu s io n  of o the r  com positions on the program.^4

Dating  o f  th e  Serenade, K. 361 

The d a t in g  o f the work, on the o the r hand, invo lves  cons ide rab ly  

less su b s ta n t iv e  evidence. I t  has been noted th a t  the  autograph bears 

the  date "1780" w ith  the  "1771" beneath i t .  The "1780" date may have 

been placed on the  autograph by Andre'" fo r  t h a t  is the date th a t  appear­

ed in a han d -w r it te n  copy o f  h is  1833 ca ta logue . Kochel supported the  

"1780" date p oss ib ly  due to  h is  as s o c ia t io n  w ith  O tto  Jahn, the

^^Th is  theo ry  was held by George de S a in t -F o ix .  He la te r  
a l te re d  h is  b e l ie f  a f t e r  E in s te in  had examined the autograph, a d m it t in g  
t h a t  the  work was " i n t e g r a l l y  c o n s t ru c te d ."  Theodore de Wzyewa and 
George de S a in t -F o ix ,  Wolfgang Am£dee M ozart, Sa v ie  m usica le  e t  son 
oeuvre, 3rd ed .,  5 v o l s . ,  (P a r is ,  1936-46), V: 316; as c i te d  in Leeson
and W hitwell "Concerning M oza r t 's  Serenade," p. 103.

34P h i l i p  Hale be lieved  t h a t  " I t  is most l i k e l y  t h a t  the 
severa l movements [o f  the  serenade] were intended to  be played 
s e p a ra te ly ,  w ith  long in te r v a ls ,  fo r  conve rsa t ion ,  fe a s t in g ,  o r  some 
o th e r  amusements between. Only in t h is  way can the  extreme length of 
some serenades be accounted f o r .  We f in d  no instance o f conce rt  
com positions o f  such length in the  o the r  forms in M oza rt 's  and Haydn's 
d a y ."  Lou is  B ia n c h o l l i ,  e d i t o r ,  The Mozart Handbook (New York : World
P u b l is h in g  Company, 1954), p. 466.
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person fo r  whom the  ca ta logue was w r i t t e n .  E in s te in ,  however, in the

t h i r d  e d i t io n  o f the  Kochel ca ta logue , read jus ted  the date to  1781,

th in k in g  th a t  the  o r ig in a l  date was 1781 and not 1771 as suggested by

Leeson and W h itw e l l .  E in s te in  s ta te d :  "The autograph bears no date .

Johann Anton Andre' (who purchased i t  from the composer's widow)

provided i t  w ith  the  date 1780. The la s t  numeral is  e v id e n t ly  changed

from 1 to  0; th e re fo re  i t  o r i g i n a l l y  read 1781."^5

Leeson and W hitwell remarked th a t  once Kochel accepted Andre 's

date  as c o r re c t ,  he was led to  b e l ie v e  t h a t  the work was w r i t t e n  fo r

performance by o the r  than Viennese in s t r u m e n ta l is ts .  This conc lus ion

was based on the a v a i l a b i l i t y  (o r  lack) o f  competent c l a r i n e t i s t s  in

Vienna a t  the  t im e . Such a view was not l im i te d  to  Kochel a lone, f o r

even Eduard H ans lick  vo iced the op in ion  th a t  the c la r i n e t  was not

represented in c o u r t  music in Vienna u n t i l  1 7 8 7 . ^ 6

Schink, w r i t in g  o f the f i r s t  performance o f the  Serenade on March

23, 1784, and, in p a r t i c u la r ,  o f  the c l a r i n e t i s t ,  p o s s ib ly  Anton

S ta d le r ,  s ta te d :

My thanks to  thee, brave v i r tu o s o .  I have never heard the 
l i k e  o f  what thou c o n t r iv e s t  w ith  thy  ins trum en t.  Never 
should I have though t t h a t  a c la r i n e t  could be capable of 
im i ta t in g  a human vo ice  so accep tive  Iy as i t  was by thee .
V e r i l y ,  thy  ins trum ent has so s o f t  a tone t h a t  nobody can 
r e s i s t  i t  who has a h e a r t ,  and I have one, dear V i r tu o s o ;  
l e t  me thank th e e . ^ 7

3 % . A. Mozart, Gran P a r t i t a ,  K. 361, a F acs im ile  o f  the  Holo­
graph in the  W h i t t a l l  Foundation C o l le c t io n ,  w i th  an In t ro d u c t io n  by 
A l f r e d  E in s te in  (Washington, D .C .:  U.S. Government P r in t i n g  O f f ic e ,
1976) p. 9.

36i_eeson and W h itw e l l ,  "Concerning M o za r t 's  Serenade," p. 105n. 

^ 7Deutsch, Documentary B iog raphy , pp. 232-33.
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The S ta d le r  b ro th e rs ,  Anton^S and Johann,^9 were esteemed 

c l a r i n e t i s t s  and Basset h o rn is ts  in t h e i r  t im e . Anton was a c lose  

f r ie n d  o f  Mozart and appears to  have known Mozart w h ile  a memeber o f 

the c o u r t  o rches tra  in Sa lzburg. Anton and Johann were be lieved  to  be 

employed as c l a r i n e t i s t s  by P r in ce  G a l i ts y n  in Vienna and were known to  

have been appointed to  the  Emperor's o rches tra  in 1783; they were a lso  

members o f  the Im peria l wind band or Harmon iemusi k along w i th  Triebensee 

and Wendt (oboes), Rub and Eisen (h o rn s ) ,  and Kautzen and Druben 

(bassoons).

The r e la t io n s h ip  between Anton and Mozart developed a f t e r  the 

l a t t e r  a r r iv e d  in Vienna in 1781. Mozart o f te n  t re a te d  Anton, as he 

d id  many o f  h is  f r ie n d s ,  as the b u t t  o f  s imple jokes  and once began 

w r i t in g  a c la r i n e t  q u in te t  f o r  him th a t  c o n s ta n t ly  changed keys w i th o u t  

w a rn in g .^0 Mozart appears, however, to  have held S ta d le r  in high

^®Anton Paul S ta d le r ,  the  second son o f  a marriage between 
Josef S ta d le r  (b . 1719) and Sophia Altmann, was born on June 28, 1753, 
in a v i l l a g e  (Bruck an der L e i th a )  about twenty m iles  southeast of 
Vienna on th e  Hungarian borde r. He was m arr ied , the fa th e r  o f e ig h t  
c h i ld re n  and spent the  m a jo r i t y  o f  h is  years in Vienna. One o f h is  
sons, Anton, la te r  succeeded him as Basset h o rn is t  in the  T hea tre -an - 
der-Wein O rches tra . In 1801, Anton l e f t  h is  fa m i ly  and took up 
res idence in another p a r t  o f  Vienna. He died on June 15, 1812. As a 
composer, h is  e ighteen t r i o s  f o r  th re e  Basset horns, th re e  cap r ice s  fo r  
c l a r i n e t  a lone and numerous o th e r  pieces show him to  be lack ing  in 
o r i g i n a l i t y  but p ro v id in g  m a te r ia l  fo r  a r e la t i v e l y  n o n -e x is te n t  
r e p e r to i r e .  See Martha Kingdon Ward, "M o z a r t 's  C l a r i n e t i s t , "  Month Iy 
Musical Record, January, 1955, pp. 9-10.

39johann Nepomuk Franz S ta d le r  was born on May 6 , 1755. L ike  
h is  b ro th e r ,  he spent most o f  h is  l i f e  in Vienna where he married and 
fa th e re d  eleven c h i ld re n .  Johann died on May 2, 1804. For fu r th e r  
in fo rm a tion  regard ing  both Anton and Johann, see John P. N e w h i l l ,  a 
l e t t e r  p r in te d  in "From Our Readers," In s t r u m e n ta I is t , October, 1973, 
p. 14.

40ward, "M o z a r t 's  C l a r i n e t i s t , "  p. 10.
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esteem and was g re a t ly  in f luenced  by h is  c la r i n e t  p la y in g .  I t  is 

p o s s ib le  t h a t  Mozart wrote the  g re a te r  p a r t  of h is  c l a r i n e t  music w i th  

S ta d le r  in mind a f t e r  1781-82.41

There are c o n f l i c t i n g  accounts, however, o f  j u s t  when the  S ta d le rs  

a r r iv e d  in Vienna. I t  is  recorded th a t  t h e i r  f i r s t  p u b l ic  appearance 

in Vienna was on March 21, 1773, when they performed a t  the roya l p r i ­

va te  th e a te r  next to  the  K a r n t e r to r t  Theate r. Furthermore, Viennese 

c o u r t  records show th a t  he was employed th e re  on a per-performance 

bas is  as e a r ly  as 1779. Recent research has a lso  uncovered the f a c t  

t h a t  th e re  were competent c l a r i n e t i s t s  a v a i la b le  in Vienna in the 

1 7 7 0 's .42

Leeson and W h itw e ll be l ieved  t h a t  the Serenade was w r i t t e n  fo r  a 

b e n e f i t  conce rt  g iven by Anton S ta d le r  on March 23, 1784. Assuming 

t h a t  K. 361 is  M oza rt 's  most mature wind work and t h a t  the d a t in g  of 

the  o th e r  two wind serenades, K. 375 and K. 388 (= K .-E . 384a), is  

a ccu ra te ,  42 3 5 ] could no t have been w r i t te n  before 1783.

4^Ward, "M o z a r t 's  C l a r i n e t i s t , "  pp. 11-14.

42see an a r t i c l e  by Karl M. P is a ro w i tz  in M i t te i lu n g e n  der 
In te rn a t io n a le n  S t i f t u n g  Mozartean (February 1971): 29-33. Th is
a r t i c l e  was una va ila b le  fo r  exam ination and was d i f f i c u l t  to  locate  
o u ts id e  o f  Germany. The a r t i c l e  is  concerned w ith  S ta d le r 's  parentage 
and f a m i l y - l i f e .  John P. N e w h i l l ,  a l e t t e r  in "From Our Readers,"
In s t r u m e n ta I is t , O ctober, 1973, p. 14. Further supported by Daniel N. 
Leeson, a le t t e r  in "From Our Readers," I n s t r u m e n ta I is t , February,
1974, pp. 14-15.

43 jhe  dates are given in the seventh e d i t io n  o f  the Kochel 
Cata log as October, 1781 (K. 375) and J u ly ,  1782 (K. 388). A lso see 
the  d iscuss io ns  in David W h itw e l l ,  "The In c re d ib le  Vienna O c te t  School- 
P a r t  I I , "  In s t r u m e n ta I is t , November, 1969, p. 42; Danie l N. Leeson and 
Neal Zaslaw, e d i to r s ,  "V o rw o rt"  t o  Series  V I I ,  Werkgruppe 17, Bd 2 
(Base l:  B a re n re i te r ,  1979), pp. IX -X I.
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Kochel, S t. Foix and E in s te in  se lec ted  M o z a r t 's  s tay in Munich 

(1781) as the probable time period  fo r  the composition o f the  Serenade. 

Many f in e  wind p laye rs  were a v a i la b le  th e re ,  in c lu d in g  a number of 

repu tab le  c l a r i n e t i s t s .  While in Munich, however, Mozart wrote no th ing  

f o r  Basset horn and on ly  th re e  works which employee the c l a r i n e t . 44 

In 1783, he began using the  Basset horn w ith  g rea te r  frequency, 

employing i t  in no less than th i r te e n  works dur ing  the fo l lo w in g  two 

years. Furthermore, two a d d i t io n a l  c la r in e t /B a s s e t  horn perform ers 

were found in Vienna a t  t h i s  t im e — Anton David and V incen t S p r inge r .  

While i t  has u s u a l ly  been though t t h a t  th e  S ta d le r 's  played the  Basset 

horns on the  March 23rd c o n ce r t ,  i t  is po ss ib le  th a t  they played 

c la r i n e t  (Anton was the  p r in c ip a l  and conce rtm as te r) w i th  David and 

Springer p lay in g  Basset horn.

A lthough the f i r s t  e n try  in M o za r t 's  them atic  cata logue is  dated 

February 9, 1784, the  Serenade was not l i s t e d .  Leeson and W hitwell 

suggested th a t  Mozart d id not a c tu a l ly  begin the  cata logue on th a t  

da te , but ra th e r  much la te r  in t h a t  year, perhaps la te  October or e a r ly  

November.4^ The e n t r ie s  p r io r  to  t h a t  t im e were placed in i t  r e t r o ­

s p e c t iv e ly ,  and i t  is  not c e r ta in  why the  Serenade was not included in 

the  ca ta logue . S ta d le r  may have had the score in h is  possession or the 

autograph may have been undated and Mozart could not remember the da te . 

Wolfgang wrote  to  h is  fa th e r  on A p r i l  10, 1784, but did not mention the 

performance o f the Serenade. At the t im e o f the March 23rd performance

44Leeson and W h itw e l l ,  "Concerning M o za r t 's  Serenade," p. 105.

4^For a d iscuss ion  of the ca ta logue , see Danie l N. Leeson and 
David W h itw e l l ,  "M o z a r t 's  Thematic C a ta logue ,"  Musical Times, August, 
1974, pp. 781-83. As i t  concerns the Serenade, Leeson and W h itw e l l ,  
"Concerning M o za r t 's  Serenade," pp. 106-07.
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o f the  Serenade, he was probably a t te n d in g  a conce rt  g iven a t  the home 

o f  Barbara P lo ye r .  Mozart had been given a handsome commission fo r  a 

p iano conce rto  and K. 449 was performed th a t  evening.

S ta d le r 's  program was announced the day of the performance in the  

Wi ene rb Ia ttchen

Musical Concert

Herr S ta d le r ,  s e n io r ,  in ac tua l se rv ice  o f h is  
M a jes ty , the Emperor, w i l l  hold a musical con­
c e r t  f o r  h is  b e n e f i t  a t  the  I .  and R. Na tiona l 
Court Thea tre , a t  which w i l l  be g iven , among 
o the r  we ll-chosen p ieces , a g re a t  wind piece 
o f  a very spec ia l k ind composed by Herr M ozart.

Other Sources

In a d d i t io n  to  the autograph, th e re  e x is ts  a number o f o th e r  

sources in the form o f  scores and /o r p a r ts .  As w iI  I be shown, some of 

these sources are d i r e c t l y  re la te d  to  one ano the r. Furthermore, a l l  o f 

the  modern pub lished scores and p a r ts  may be traced d i r e c t l y  to  two 

sources.

A score re fe r re d  to  by both the  t h i r d  and s ix th  e d i t io n s  o f the 1 

Kochel ca ta logue and by Leeson and W hitwe ll as the  "Nachlass sco re " was 

found in KSche l's  e s ta te .  Th is  was a lso  one o f the sources u t i l i z e d  by 

Nottebohm in the p repa ra t io n  o f  Serenade fo r  the  Mozarts Werke 

score can now be found in the G e s e l ls c h a f t  der M usikfreunde under the 

number V II 17361. On the cover o f  the  Nachlass score , in K oche l’ s hand, 

is  the  statement "From O tto  Jahn 's 1861 s c o re , "  suggesting t h a t  the

^^Deutsch, Documentary B iog raphy , p. 223.
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document was o r i g i n a l l y  copied from another score. Leeson and W hitw e ll 

be l ieved  t h a t  t h i s  score may have been made s p e c i f i c a l l y  f o r  a p e r fo r ­

mance o f  K. 361 t h a t  u t i l i z e d  a p a i r  o f c la r in e t s  in s u b s t i t u t io n  fo r  

the  Basset ho rns .47 When compared to  the autograph, s u b s ta n t ia l  

d i f fe re n c e s  can be noted, which s t ro n g ly  suggest t h a t  i t  was not copied 

from the  autograph.

In p reparing  h is  e d i t io n ,  Nottebohm d id  not copy K o ch e l 's  score 

but s im p ly  made h is  c o r re c t io n s  and n o ta t io n s  on i t .  Leeson and 

W hitwe ll s ta ted  t h a t  "ve ry  l i t t l e  o f  the  o r ig in a l  is untouched . " 48 

The Nachlass score, th e re fo re ,  can be considered as two separa te  

documents: K oche l 's  o r ig in a l  score (cop ied from Jahn 's score) and

Nottebohm's ed ited  score ( the  copy th a t  he a c tu a l ly  submitted to  th e  

p u b l is h e rs  o f  the Mozarts Werke) .  As the p r in te d  e d i t io n s  of the score 

to  th e  Serenade s ince  1900 have o r ig in a te d  w ith  the  Mozarts Werke, a l l  

can then be traced  back to  K o ch e l 's  Nachlass score.

In 1803, the  Bureau d 'A r t s  e t  d ' I n d u s t r ie  in Vienna pub lished the  

f i r s t  p r in te d  e d i t io n  o f the p a r ts .  On the  t i t l e  page was l i s te d  a 

number o f  in d iv id u a ls  t o  whom the e d i t io n  was ded ica ted , in c lu d in g  

Peter von Braun ( 'P i e r r e  de B r a u n ' ) . 49 According to  Leeson and 

W h itw e l l ,  Braun had leased the  B u rg thea te r  ( the  s i t e  o f  the f i r s t  

performance o f the Serenade) between 1794 and 1806. I t  is  poss ib le  

t h a t  he may have discovered the o r ig in a l  pa r ts  o f the f i r s t  performance

4^ ln  the T r io  I o f  the f i r s t  m inuet (movement I I ) ,  the la s t  
fo u r  measures o f Basset horn I I  are ta c e t  but rescored in the bassoon. 
Leeson and W h itw e l l ,  "Concerning M o z a r t 's  Serenade," p. 111.

4 8 l b id ,  p. 1 1 1 .

4^For the in s c r ip t i o n ,  see Leeson and W h itw e l l ,  "Concerning 
M o z a r t 's  Serenade," p. 112.
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in the th e a te r  and presented them (o r  some reasonable fa c s im i le )  t o  the

Bureau d 'A r t s  e t  d ' I n d u s t r ie  (who may have shown t h e i r  g r a t i t u d e  by

d e d ic a t in g  the e d i t io n  to  him)50 A s e t  o f these p a r ts ,  l i s te d

under the  number V II 17361/x, res ides  in the  G e s e l ls c h a f t  der 

M usikfreunde. They bear-severa l sets  o f e d i t o r i a l  markings and were 

a lso  used by Nottebohm in h is  Mozarts Werke e d i t i o n .  This se t o f  

p a r ts ,  l i k e  the Nachlass score and V I I I  17361, can be viewed as two 

separa te documents.

Furthermore, Leeson and W hitw e ll be lieved th a t  a l l  pub lished pa r ts  

in use today can be traced  to  V I I I  17361/x, not to  the  Mozarts Werke 

e d i t i o n .  The on ly  d i f fe re n c e s  between these pa r ts  and the  Mozarts 

Werke e d i t io n  are the a d d i t io n  o f rehearsa l le t t e r s ,  some e d i t o r i a l  

changes, the  d e le t io n  o f  a t h i r d  t r i o  to  the fo u r th  movement, and the 

d e le t io n  o f a repea t in the t h i r d  v a r ia t io n  o f  movement V I.

" .  . . .what we p lay from today when we use a modern e d i t io n  are the A 

& I p a r ts  e d ite d  by one or more unknown hands p r io r  t o  Nottebohm, 

f u r t h e r  e d ite d  by Nottebohm, and then even s l i g h t l y  fu r th e r  a l te re d  by 

B re i tk o p f  & H a rte l fo r  subsequent r e p u b l i c a t i o n s . " 5 1

Two m anuscrip t scores e x is t  t h a t  p re -da te  the f i r s t  p r in te d  p a r ts  

o f  the Bureau d ’ A r ts  e t  d ' I n d u s t r ie s .  The f i r s t  o f these, known as

50A s im i la r  occurrence is  recorded concern ing Beethoven and 
Braun. A f te r  the performance o f  F id e l io  a t  the  B u rg thea te r,  the score 
was re tu rned  to  Beethoven but the pa r ts  were no t.  A f te r  severaI weeks 
Beethoven wrote t o  Braun to  in q u ire  i f  the o rc h e s tra l  pa r ts  were s t i l l  
a t  the  th e a te r .  Leeson and W h itw e l l ,  "Concerning M ozart ’ s Serenade," 
pp. 112-13

51 I b i d . ,  p. 113.
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M 1/29, can be found in the Prague U n iv e rs i t y  L ib ra ry  (S ta te  L ib ra ry  of 

the  Czechoslovak S o c ia l i s t  R e p u b l ic ) .  I t ,  to o ,  bears a d e d ica t io n  to  

P ie r re  le Braun and appears to  have been taken from a se t o f p a r t s . 5 

The second score can be found in the  West German S ta te  L ib ra ry  in 

B e r l in  and is  re fe r re d  to  as 15351/1.53 Leeson and W hitw e ll s ta ted  

t h a t  i t  was copied from another score, q u i te  po s s ib ly  M I /2 9 ,  and may 

be the source fo r  the  Bureau d ’ A r ts  e t  d ' I n d u s t r ie s  pa r ts  of 

1803.54

Thus f a r ,  the sources have d e a l t  w ith  an in s trum en ta t ion  fo r  

t h i r te e n  ins trum en ts . The fo l lo w in g  sources, however, employ on ly  

e ig h t  instrum ents ( t h a t  o f the popular Harmon iemusi k o f  the period — 

p a irs  o f  oboes, c la r i n e t s ,  horns and bassoons). The f i r s t  is  a se t o f  

m anuscr ip t scores t h a t  may have been the source fo r  a p u b l ic a t io n  

adve rt ise d  by Traeg in the Wiener Ze itung  (January 14, 1792) as "4 

P a rth ien  a 2 Obe 2 C la r in e t t e  2 Cor. 2 F a g . "55 of these fou r 

p a r t i t a s ,  the second and f o u r th ,  based on t h e i r  c o n s t ru c t io n ,  appear to  

be copied from another score, no t from a se t  o f pa r ts  (as in the case 

w i th  numbers 1 and 3 ) .  In a d d i t io n ,  P a r t i t a s  two and fo u r  are a c tu a l ly

52jhe c o n s t ru c t io n  o f M I/29  suggests t h a t  the Oboe I p a r t  was 
copied f i r s t  and the  o the r  pa r ts  a f te rw a rd s .  In many ins tances , the 
notes in one p a r t  cannot be made to  f i t  in a measure the s iz e  o f which 
seems t o  have been determined by Oboe I.

53(3erl in , S taa tsb i bl io te k  Ku I tu rb e s i  t z  15351/1.

54 A t f i r s t ,  Leeson and W h itw e ll had though t 15351/1 was made 
from the  A & I p a r t s ,  but a f t e r  a subsequent reexam ina tion , they found 
the  oppos ite  to  be the case. The r e la t io n s h ip  appears, however, no t to  
be d i r e c t .  Leeson and W h itw e l l ,  " "Concern ing  M ozart ’ s Serenade," p. 
1 10.

55oaniel N. Leeson and David W h i t w e l l ,  "M o z a r t 's  'S p u r io u s '
Wind O c te ts , "  Music and L e t te rs  53 (October 1972): 383-84.
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arrangements o f K. 361 fo r  wind o c te t :

P a r t i t a  I I

Adag i o /A I Ie g re t to  
Minuet
Andante (Theme w ith  V a r ia t io n s )

= K. 361, movement V 
= K. 361, movement IV 
= K. 361, movement VI

P a r t i t a  IV 
Largo/Adag io = K. 361, movement I 

= K. 361, movement I I 
= K. 361, movement I I ! 
= K. 361, movement VII

Minuet 
Adag io 
Rondo

The a ra b ic  numerals found on the f i r s t  page o f each movement o f  the  

autograph o f K. 361 r e f l e c t  the above o rde r in g  o f  movements o f P a r t i t a s  

I I and IV .56

The source o f  these o c te t  arrangements remains d o u b t fu l .  I t  was 

no t known i f  Mozart had done the arrangements or i f  they were accom­

p l is h e d  by Johann Traeg (or someone commissioned by T raeg ).  I t  was not 

known, fu r the rm ore , from whom Traeg obta ined the m anuscr ip ts . Mozart 

avoided any l i t e r a l  t r a n s c r ip t i o n  o f one o f  h is  works from one form to  

ano the r.  S t.  Foix s ta te d :  "We know o f no example of Mozart t r a n s c r ib ­

ing one o f h is  own works and having i t  undergo no change."57 | n 

t h i s  instance the o c te t  ve rs ion  appears to  be a s im ple  t r a n s c r i p t i o n .  

According to  Leeson and W h itw e l l ,  the arranger was no t M ozart, but the 

o c te t  arrangements were made from the autograph i t s e l f . 58 E in s te in  

seems to  have be lieved  th a t  the o c te t  ve rs ion  could have been conceived

56por a more d e ta i le d  d iscuss ion  o f  t h i s  and the P a r t i t a s  in 
general see Leeson and W h itw e l l ,  ' "S p u r io u s ’ Wind O c te ts , "  pp. 384-99.

5 7 s a in t  F o ix ,  Wolfgang Am^dee M ozart, V: 316; as c i te d  in
Leeson and W h itw e l l ,  "Concerning M oza rt 's  Serenade," p . 121.

58see Leeson and W h itw e l l ,  "Concerning M ozart ’ s Serenade," pp.
121-23
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by Mozart: " . . .  . th e re  e x is ts  an arrangement o f t h i s  work [K. 3611

fo r  the fo u r  customary winds (K. Anh. 182), which may very we ll have 

been M ozart ’ s own id e a ."  Leeson and W hitw e ll c i te d  Traeg ’ s supposed 

honesty as an im portan t fa c to r  fo r  he appears to  have a d ve rt ise d  and 

sold music, in M oza r t 's  case a t  le a s t ,  under the name o f i t s

composer.59

In the West German S ta te  L ib ra ry  in B e r l in  the re  are two 

m anuscrip t scores fo r  wind o c te t ,  S ta a ts b ib l io te k  P reu^ ischer 

K u l tu rb e s i t z  15351 and 15338. The f i r s t  is  a copy o f movements IV, V 

and VI o f  K. 361. The second is  in a d i f f e r e n t  hand and has the same 

o rde r  o f movements as 15351, bu t the  o rd e r in g  o f  the ins trum ents  has 

been ad jus ted  from c la r i n e t s ,  oboes, bassoons and horns (15351) to  

oboes, c la r i n e t s ,  horns and bassoons (15338).

In 1801, B re i tk o p f  & H a rte l pub lished a se t o f p a r ts  fo r  an o c te t  

ve rs ion  o f K. 361 ( in c lu d e d  in a s e r ie s  of wind com positions) as p a r t  

o f  a complete edition.^*-* The source fo r  t h i s  o c te t  was e i th e r  the 

Traeg scores mentioned above, o r  a source id e n t ic a l  to  i t^1  fo r  

they  are p r a c t i c a l l y  the  same.62

59[_eeson and W h itw e l l ,  "Concerning M o z a r t 's  Serenade," p. 122.
They a lso  h in ted a t  S ta d le r 's  involvement but acknowledged a lack of 
conc lus ive  evidence.

60The f i r s t  two volumes o f B re i tk o p f  & H a r te l ' s  "p ieces  
d'Harmonie" contained th re e  o c te ts .  The f i r s t  was an arrangement o f  K. 
361. The second, K. Anh. C17.01 (=K. Anh. 226), has been described by 
Leeson and W hitwell as " .  . .hav ing  every appearance o f being genuine
M oza r t . "  Leeson and W h itw e l l ,  " 'S p u r io u s '  Wind O c te ts , "  p. 399.

61Leeson and W h itw e l l ,  " 'S p u r io u s '  Wind O c te ts , "  p. 385.

6 2 e re i tk o p f  & H a rte l may have acquired the m a te r ia l  from Traeg, 
who had access t o  M oza r t 's  autographs through Costanza. Traeg was a lso  
assoc ia ted  w i th  B re i tk o p f  & H a rte l in t h a t  he func t ioned  as an emissary 
between them and Costanza from October, 1798, to  November, 1799.
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A la s t  e d i t io n  (sco re  and p a r ts )  o f  an o c te t  ve rs ion  o f K. 361 was 

pub lished by Peters in 1971- E in s te in ,  i t s  e d i t o r ,  may have used the 

B re i tk o p f  & H arte l p a r ts  of 1801 as the  source fo r  h is  e d i t io n ,6 3  

which bears, u n fo r tu n a te ly ,  no e d i t o r i a l  comments.

Two manuscrip t scores fo r  s t r in g  q u in te t  (arrangements o f 

movements I ,  I I ,  I I I  and V II o f  K. 3 6 1) e x i s t  in the  West German S ta te  

L ib ra r y .  The f i r s t ,  S ta a ts b ib l io te k  P reu^ ischer K u l tu rb e s i t z  15 4 2 4 /1, 

bears the  date January 25, I768. The second, 15424, is  an id e n t ic a l  

arrangement, i f  no t a copy, o f  the  f i r s t .  The date o f  January 25,

1768, c rea tes  an awkward problem. I f  such were, in f a c t ,  t r u e ,  the  

Serenade would a c tu a l ly  be an arrangement o f  the s t r i n g  q u in te t ,  K. 46, 

and would predate by fo u r  o r f i v e  years the e a r l i e s t  o f  the wind 

d i v e r t im e n t i . Many a u t h o r i t i e s  have claimed the ex is tence  o f an 

autograph o f  t h i s  m anuscr ip t,  in c lu d in g  Kochel, Fuchs, Nottebohm and

Joachim.64

The d a t in g  o f  K. 46 has no t been accepted by o the r  a u t h o r i t i e s  fo r  

two reasons. F i r s t ,  the  1768 date would place a s t y l i s t i c a l l y  mature 

work in to  M oza rt 's  ado lescen t years. S t.  Foix made the comment th a t  

" .  . . . i t  is  absurd to  b e l ie v e  as a u th e n t ic  a copy dated 1768 . . . .  

a t im e when the c h i ld  would have been incapable o f conce iv ing  such a 

work — even the c h i ld  named M o z a r t . "65 w i th  regards to  the second 

reason, he a lso  commented t h a t  " . . .  .Mozart would have been

6 \ e e s o n  and W h itw e l l ,  "Concerning M o za r t 's  Serenade," p .  115

64 For a more d e ta i le d  account, see Leeson and W h itw e l l ,
"Concerning M o za r t 's  Serenade," p. 125.

6 5 s a in t -F o ix ,  Wolfgang Amedee M ozart, V: 317; as c i te d  in
Leeson and W h itw e l l ,  "Concerning M o za r t 's  Serenade," p. 125.
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a b s o lu te ly  incapable o f composing or even conce iv ing  [ a t  t h a t  age] any 

o f  the  p ieces o f the present serenade. . . .'<66 Secondly, the work 

has been c i te d  as a 'poo r a rrangem ent. ' Jahn s ta te d :  "C lose examina­

t io n  leaves hard ly  any doubt t h a t  the composition was o r i g i n a l l y  in­

tended fo r  wind ins trum ents ; f i n e r  e f fe c ts  are produced in the sere­

nade, and are obv ious ly  not in te rp o la te d ;  the q u in te t  be trays i t s e l f  as 

an arrangement by e v id e n t  e f f o r t s  to  b r ing  out given e f f e c t s . "67 

Ralph Leav is ,  in d iscuss in g  the f l u t e  q u a r te t ,  K. 285b, (=K. Anh. 171) 

s ta te d  t h a t  " th e  a rranger [ o f  K. 285b]. . . .was dec ided ly  more capable 

than whoever used the  same Serenade fo r  t h a t  desperate sham once 

accepted as K. 4 6 . " 6 8

T h is  'au tog ra ph ' is  now in the G e s e l ls c h a f t  der Musikfreunde and 

has been recata logued from IX 14156 to  162. Leeson and W hitwe ll 

pub lished a fa c s im i le  o f  the f i r s t  page o f the m anuscrip t in t h e i r  

a r t i c l e  "Concerning M o za r t 's  Serenade," a long w ith  the s ta tem en t: " I t

takes one g lance, and no t a very hard one a t  t h a t ,  to  v e r i f y  t h a t  the 

c r i t i c s  o f  K. 46 have been c o r re c t  a l l  a long w h i le  Fuchs, Kochel, 

Nottebohm and Joachim were a b s o lu te ly  in c o r r e c t . "69

Pe te rs  pub lished a se t a performance pa r ts  fo r  two volumes o f  

s t r i n g  q u in te ts  by Mozart (P e te rs  e d i t io n  number 8286). Two q u in te ts

6 6 s a in t -F o ix ,  Wo I fang Amedee M ozart, I I I :  274; as c i te d  in
Leeson and W h itw e l l ,  "Concerning M o za r t 's  Serenade," p. 115.

670 t t o  Jahn, The L i fe  o f  M ozart , t ra n s .  by P au line  Townsend, 3 
voI s. (London: Novel Io, Ewer & Company, 1882), I :  95.

S^Ralph Leav is ,  "M o z a r t 's  F lu te  Q uarte t  in C. K. App. 171,"
Music and L e t te rs  43 (January, 1962): 48-52.

S^For a d e s c r ip t io n  and commentary regard ing  t h i s  m anuscr ip t,  
see Leeson and W h itw e l l ,  "Concern ing M o za r t 's  Serenade," pp. 127-28.
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in the  second volume in vo lve  arrangements o f K. 361. The f i r s t ,  l i s t e d

as K. Anh. 179 is  arranged as fo l lo w s :

movement I = movement V, K. 361
movement II = movement I I , K. Anh, C17.01
movement I I I  = movement V I ,  K. 361
movement IV = movement I ,  K. Anh, C17.01

The second q u in te t ,  in c o r r e c t ly  l i s te d  as K. 46, u t i l i z e s  movements I ,

I I ,  I I I  and V II from K. 361. The m inuet is ,  however, la ck ing  the

second T r io .  The p a r ts  are not id e n t ic a l  w ith  the above-mentioned

s t r i n g  q u in te ts  (15424/1 and 15424) and c o n s t i tu te  another arrangement.

Even though the re  is  a recen t e d i t io n  pub lished by P e te rs ,  Leeson and

W hitw e ll suggested t h a t  i t  is  a c tu a l ly  a r e p r in t  o f an e a r l i e r  Pe te rs

e d i t io n  mentioned in the f i r s t  e d i t io n  o f Kochel c a ta lo g u e . ^

The most commonly known source is  the  Amadeus Mozarts Werke,

S e r ies  9, number 12, pub lished in 1878. As noted e a r l i e r ,  Gustav

Nottebohm e d ite d  the  Serenade but h is  death p ro h ib i te d  the w r i t in g  o f

any c r i t i c a l  commentary. Paul Graf von Waldersee, in the R e v is io n s -

b e r i c h t , gave the fo l lo w in g  sources fo r  Nottebohm's e d i t io n :

a. the "au tograph" score o f  the q u in te t  
arrangement (see page®)

b. the B re i tk o p f  & H a rte l score o f  1861 
(number 10103)

c. a se t o f p a r ts  which appeared in 1810 ( a c tu a l l y  
the  B re i tk o p f  & H a rte l pa r ts  pub lished in 1801 
-  Waldersee is  mistaken w ith  the 1810 date) and 
e n t i t l e d  " T ro is  Pieces d'Harmonie"

d. a se t o f w r i t t e n  pa r ts  from the  L e ip z ig  Gewandhaus 
(1858)

e. the w r i t te n  score from Koche l’ s Nachlass

70A more complete d iscuss ion  can be found in Leeson and 
W h itw e l l ,  "Concerning M o z a r t 's  Serenade," p. 116.
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Leeson and W hitw e ll f u r t h e r  c i te d  a s ix th  source: a se t  o f pa r ts

p re v io u s ly  mentioned as the  Bureau d 'A r t s  e t  d ' I n d u s t r ie s  pa r ts  of 

1803.71 In a d d i t io n ,  they compared Nottebohm's Mozarts Werke 

e d i t io n  to  the  sources he had u t i l i z e d  and found th a t  he appeared to  

r e fe r  p r im a r i l y  to  K oche l 's  Nachlass score and the Bureau d 'A r ts  e t  

d ' I n d u s t r ie s  pa r ts  o f  1803. They had not obta ined a copy of e i th e r  the  

B re i tk o p f  & H a rte l 1861 score (a copy was obta ined too  la te  fo r  

in c lu s io n  in t h e i r  s tudy) or the  L e ip z ig  Gewandhaus p a r ts  ( the  e n t i r e  

music c o l le c t io n  was lo s t  in a bombing in 1944) f o r  use in t h e i r  

c o m p a r i s o n . 72 They a lso  found th a t  the prim ary e d i t o r ia  I iz a t io n s  

took  the  form o f dynamic and phras ing changes, most of which were no t 

found in the  o the r  sources. Nottebohm's personal conception of 

M oza r t 's  s t y le  and the u n ce rta in  a u th e n t i c i t y  o f h is  sources make the  

Mozarts Werke e d i t io n  somewhat in te r e s t in g  but less than accu ra te .

There remain a number o f a d d i t io n a l  sources th a t  occupy a less 

s ig n i f i c a n t  p o s i t io n .  S t.  Foix mentioned a manuscrip t fragment in a 

d iscuss io n  o f the S e r e n a d e ^  t h a t  supposedly ex is te d  in Darmstadt.

He c i te d  an in s trum en ta t ion  o f on ly  eleven ins trum ents  (two horns are 

la ck ing )  and on ly  fo u r  movements (he, to o ,  be l ieved  a t  the t im e th a t  

movements IV, V, and VI were w r i t t e n  la te r  — see p. 11).

^ L e e s o n  and W h i t w e l l ,  " C o n c e r n in g  M o z a r t ' s  S e r e n a d e , "  pp .
116-117.

72 |b id .

73 jhe  o r ig in a l  d iscuss ion  can be found in S a in t -F o ix ,  Wo Ifgang 
Amedee M ozart , I I I :  246-250; as c i te d  in Leeson and W h itw e l l ,
"Concerning M o za r t 's  Serenade," pp. 117-18, who be lieved t h a t  the  above 
s i t u a t io n  " .  . . .ho lds  more drama than t r u t h . "
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The la s t  source is  K. 285b, a q u a r te t  fo r  f l u t e  and s t r i n g  t r i o ,  

in which the  la s t  movement u t i l i z e s  the  same musical m a te r ia l as 

movement VI o f  K. 361, bu t in a cons ide rab ly  less mature manner.

Leeson and W hitw e ll b e l i e v e d , 74 along w i th  Ralph L e a v i s , 75 t h a t  

the movement is  not a u th e n t ic .

There remains one f in a l  p o in t ,  a t h i r d  T r io  to  movement IV o f the 

Serenade. Th is  t r i o , 76 tw e n ty - fo u r  measures in length and scored 

fo r  a p a i r  o f c la r in e t s  and a p a i r  o f bassoons, e x is ts  in a l im i te d  

number o f  the sources mentioned above: M I /2 9 ,  15351/1 (p robab ly  taken

from M I /2 9 ) ,  and the  1803 p a r ts  pub lished by the  Bureau d 'A r ts  e t  

d ' In d u s t r ie s .  Leeson and W h itw e ll s ta te d  th a t  the t r i o  can a lso  be 

found in V I I I  17361/x (a s e t  a A. & I .  pa r ts  w ith  numerous se ts  o f  

e d i t in g  sym bols), bu t no o the r  e d i t io n  or arrangement o f K. 361. Ye t, 

in V I I I  17361/x, t h i s  t r i o  is  "c ro s s e d -o u t  and defaced" by e i th e r  

Nottebohm or some prev ious e d i t o r . 77 They fu r th e r  s ta ted  th a t  the 

t r i o  can be found in f i v e  d i f f e r e n t  sources fo r  K. 375, the  Serenade in 

E*3 M a jo r , where i t  appears as a second T r io  to  movement IV. Based on 

th e  f a c t  t h a t  Mozart made use o f  a t h i r d  t r i o  on ly  once in h is  ou tpu t

74i_eeson and Wh i twe l l ,  "Concerning M o z a r t 's  Serenade," 
p. 124.

75|_eavis "M o z a r t 's  F lu te  Q u a r te t , "  pp. 48-52.

76The Music is  conta ined in the R e v is io n b e r ic h t  to  the 
Wolfgang Amadeus Mozarts Werke (L e ip z ig :  B re i tk o p f  & H a r te l ,  1956),
pp. 10-12.

77|_eeson and Wh i twe l l ,  "Concerning M o za r t 's  Serenade," p. 119.
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— D iv e r t im e n to ,  K. 131 — and th a t  t h i s  t r i o  is  in the same key as the 

Minuet i t  fo l lo w s ,  Leeson and W hitwe ll be lieved th a t  Mozart d id  not add 

t h i s  T r io  to  K. 3 6 1 . ^ 8

7®Leeson and W hitwe ll f u r th e r  supported t h e i r  b e l ie f  w ith  
evidence in the  forms o f . c o p y is t s  (two) p o s s ib ly  employed by Traeg th a t  
made the m anuscrip ts  in ques tion . Leeson and W h itw e l l ,  "Concerning 
M o za r t 's  Serenade," pp. 119-20.
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CHAPTER I I

MECHANICAL STATE OF THE INSTRUMENTS EMPLOYED 

- IN K. 361 c. 1780

The Oboe

Acording +o P h i l i p  Bate, the oboe passed from i t s  i n i t i a l ,  exper­

imental stage to  the  second phase o f  i t s  development around 1700.^9 

Th is  phase continued fo r  approx im ate ly  the next n in e ty  years du r ing  

which the  ins trum ent experienced no major a l t e r a t io n s  in i t s  mechanical 

s ta te ,  even though improvements continued to  be made. The ins trum ent 

d i f f e r e d  l i t t l e  from i t s  seven teen th -cen tu ry  predecessor:

-  th re e  se c t ion s  u t i l i z i n g  tenon-and-socket 
j o i n t  c o n s tru c t io n

-  s ix  f in g e r -h o le s  d iv ide d  in to  two groups 
o f  th ree

-  the  t h i r d  and fo u r th  f in g e r -h o le s  were 
f re q u e n t ly  dup lica te d  in o rde r to  o b ta in  
semitones

-  a p a ir  o f  c losed keys ( M e s s ’ ) operated by 
the l i t t l e  f in g e r  o f  the bottommost hand, 
producing e^* when opened

-  a la rg e ,  j o in t e d ,  open-s tand ing  key ( ' g r e a t ’ ) 
located below the M e s s ' key, p ro v id in g  c 1 
when closed

The e ig h te e n th -c e n tu ry  oboe possessed e i th e r  two or th re e  keys. 

I n te r e s t in g ly  enough, the three-keyed ins trum ent is  in e v i ta b ly  the

7 9 p h i l ip  Bate, The Oboe, 3rd ed. (New York : W. W. Norton &
Company, 1975), pp. 44-45.

30
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o Figure 1: Three-keyed Oboe
(Eighteenth-century)

doubled tone-hole

fish-tail touchpiece 

'great* key

'less* key (left side) 

'less' key (right side)
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o ld e r  o f the  two, possessing a la rge ’ g r e a t ’ key and a p a ir  o f  ' le s s ’ 

keys, one on each s ide  o f  the ins trum en t.  The two-keyed ins trum en t,  

however, r e f le c te d  the s ta n d a rd iz a t io n  o f the r i g h t  hand as bottommost, 

e l im in a t in g  the need fo r  the d u p l ic a te  ' l e s s '  key ( l e f t  s id e ) .  A lthough 

s p e c i f i c  dates fo r  the adoption o f  t h is  convention are not known, the 

two-keyed ins trum ent was c e r t a in l y  in use p r io r  to  1 7 5 0 , and 

continued to  be produced (a lthough  to  a much lesser e x te n t )  as la te  as 

the  e a r ly  n ine teen th  c e n tu ry .

The s ix  f in g e r -h o le s  produced a d ia to n ic  sca le  beg inn ing on d 1.

The c lo s in g  o f  the ’ g r e a t ’ key produced c_|_. Notes th a t  d id  not l i e  

in the  prim ary sca le  o f the ins trum ent had to  be achieved through 

a l t e r n a t i v e  means, in c lu d in g  fo rk f in g e r in g s ,® 1  the use o f d u p l ic a te  

ho les  (such as those found on some instrum ents a t  ho les 3 and 4) as 

w e ll as adjustments in the s iz e  and p o s i t io n  of the primary 

h o le s .82 The u t i l i z a t i o n  o f such means requ ired  constant 

ad justm ents on the p a r t  o f  the  perform er through both embouchure and 

f  i nger i ngs.

Some notes were e i th e r  m iss ing or very d i f f i c u l t  to  o b ta in .  On 

some ins trum en ts , c#j_ could be achieved by h a l f - c lo s in g  the  'g r e a t '

80|3ate suggested the le fthand  d u p l ic a te  ' l e s s '  key disappeared 
around 1750, p o in t in g  o u t  the  f a c t  t h a t  th e  ' l e f t - o v e r - r i g h t '  
c o n v e n t i o n  had become a c c e p te d  by t h a t  d a t e .  B a t e ,  Oboe, p. 47.

81F o rk f in g e r in g s  are accomplished by the a d d it io n  o f one or 
two f in g e rs  to  a conven tiona l f in g e r in g  in such a manner t h a t  an open 
to n e -h o le  separates the conven tiona l f in g e r in g  from the added f in g e rs .  
For example, f # 1 is  f inge re d  by c lo s in g  holes 1, 2, 3 , and 4. To 
o b ta in  , hole 5 is l e f t  open and hole 6 is  covered. T h is  f in g e r in g  
is  employed on the modern oboe.

82sa te , Oboe p. 54.
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Figure 2: Two-keyed Oboes
(Eighteenth-century)

00-

doubled tone-holes
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key, bu t waff c e r ta in l y  a less than accura te  method.

The notes o f the second octave ( c # 11 to  c 111) were pro­

duced by f in g e r in g  the  same note an octave lower and both t ig h te n in g  

the  l i p  and overb low ing , fo rc in g  the fundamental to  drop away and the 

second harmonic (o c ta v e ) - to  appear. For the f i r s t  few notes o f  the 

second octave , the f i r s t  f in g e r  o f  the l e f t  hand was a lso  l i f t e d . 83

F inge r ing  c h a r ts  found in many tu to r s  and ta b la tu re s  of the  

period®^ suggest t h a t  as many as two or th ree  f in g e r in g s  were 

a v a i la b le  f o r  some notes. I t  is  a lso  p o ss ib le  t h a t  a perform er f u r t h e r  

ad jus ted  these f in g e r in g s  in an a ttem pt to  compensate fo r  p i tc h  d is ­

c repan c ies ,  depending upon the  in d iv id u a l  ins trum ent and i t s  tenden­

c ie s .  Bate be lieved t h a t  " .  . .a dexterous p layer on the two-keyed 

oboe had a very cons ide rab le  c o n t ro l  over i n f l e c t i o n ,  more, indeed, than 

the  average modern o b o is t  may ever be c a l le d  upon to  e x e r c iz e . "85

While the re  are numerous examples o f e ig h te e n th -c e n tu ry  oboes 

c u r r e n t l y  a v a i la b le  fo r  exam ination in va r ious  c o l le c t io n s ,  th e re  is  a 

correspond ing lack o f  s u rv iv in g  reeds. According t o  Bate, as ide from 

the  remains o f  a few double reeds in Egyptian pipes ( from  1400- 

to  1300 B .C . ) ,  the o ld e s t  s u rv iv in g  examples date from the la te

83The use o f the  f i r s t  f in g e r  in t h i s  manner had a lready  been 
employed fo r  the same purpose on the f l u t e  and was la te r  re f in e d  in to  
the  h a l f - h o le .

84For a d iscuss ion  o f these sources, see E r ic  Ha lfpenny, "The 
French Hautbouy; A Techn ica l Survey," Gal p in  S oc ie ty  Journal 6 (J u ly  
1953): 23-24.

83sa te , Oboe, p. 57.
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e igh teen th  c e n tu ry .86 These examples, along w ith  crude i l l u s t r a ­

t io n s  in e a r ly  sources, suggest t h a t  in comparison to  modern reeds the  

e a r ly  oboe reed was somewhat broader in r e la t io n  to  i t s  length . 

Furthermore, narrower reeds d id  not become popular u n t i l  the n ine teen th  

c e n tu ry .  The la rge r  bore and undercut to ne -ho les ,  c h a r a c t e r i s t i c  of 

the  oboe p r io r  to  1750, provided cons ide rab le  "freedom of 

in to n a t io n , "87 and the  w ider reed was a c tu a l ly  more su ited  to  t h i s  

type  o f c o n s t r u c t io n .88

The tone q u a l i t y  o f  the e ig h te e n th -c e n tu ry  oboe has long been a 

p o in t  o f  d iscuss ion  w ith  d e s c r ip t io n s  ranging from " .  . .as s o f t  as a 

f l u t e , "  89 -|-0 harsh and s h r i l l .  However, Warner wrote th a t  " .  . by 

examining the  in s t r u m e n t 's 'c o n s t ru c t io n ,  i t s  bore dimensions, and the  

reed-making in s t r u c t io n s  we can produce a b s o lu te ly  no evidence th a t  the 

oboe sounded o therw ise  than w ith  a warm, sweet t o n e . "90

86Bate, Oboe, pp. 12-13.

8 7 | b i d ,  p. 18.

88warner suggested th a t  the narrower, sh o r te r  form may have 
been employed as e a r ly  as 1780; Thomas E. Warner, " In d ic a t io n s  o f  Per­
formance P ra c t ic e s  in Woodwind In s t r u c t io n  Books o f the Seventeenth and 
E igh teen th  C e n tu r ies "  (Ph.D. d is s e r t a t io n ,  New York U n iv e r s i t y ,  1964), 
p. 234. A lso see Anthony Baines, Woodwind Instruments and T h e ir  
Hi s t o r y , re v .  ed. (New York: W. W. Norton & Company, 1963, pp.
282-83.

89john B a n is te r ,  The S p r ig h t ly  Companion (1965); as c i te d  in 
Josef Marx, "The Tone o f  the  Baroque Oboe," Gal p in  S oc ie ty  Journal 4 
(June 1951): 3-

90warner, "Performance P ra c t ic e s  in Woodwind In s t r u c t io n  
Books," p. 235.
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Adam Carse agreed:

Played w i th  a broader reed, the  tone o f  the e ig h te e n th -  
cen tu ry  oboe was probably  heav ier than th a t  o f  a modern 
ins trum en t,  bu t the re  is no reason to  suppose th a t  i t  was 
coarse or s t r i d e n t  as is  o f te n  s u g g e s te d .^

Baines suggested th a t  the modern French oboe s tands-ou t in comparison 

to  the e ig h te e n th -c e n tu ry  in s trum en t,  whose tone possessed a sweet, 

sym pathetic  q u a l i t y  t h a t  a llowed i t  to  blend w ith  o the r  in s t r u ­

m ents .^2 Furthermore, he a lso  s ta te d ,  "The tone is less b r i l l i a n t ,  

less in c is iv e  and d ram a tic ,  but f u l l e r  and warmer, w ith  an i n f i n i t e  

n o s ta lg ic  charm."93

The extremes in volume le v e ls  were probably less pronounced in 

comparison to  modern ins trum ents  and the low notes were less p ro b le ­

m a tica l in terms o f  response a t  s o f te r  dynamic le v e ls ,  an im portan t 

c o n s id e ra t io n  in view o f the requ irem ents placed on Oboe I I  in movement 

I I I  o f  the  Serenade, K. 361.

E x is t in g  e ig h te e n th -c e n tu ry  ins trum ents  show th a t  they were 

r e g u la r ly  made o f ’ f r u i t '  woods, such as pear and c h e r ry .  Boxwood 

( buxus sem perv irens) was probably the most popu la r, w h i le  cedar and 

Cocus were used in f r e q u e n t ly .  Maple and s im i la r  woods were 

o c c a s io n a l ly  employed.

The C la r in e t

The mechanical s ta te  o f the c la r i n e t  c. 1780 d i f f e r e d  cons ide rab ly

9lAdam Carse, Musical Wind Ins trum en ts , 2nd ed. (New York:
Oxford U n iv e rs i t y  Press, 1965, p. 132.

92Ba ines , Woodwind Ins trum en ts , p. 280.

9 3 1b i d , p. 241.
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from th a t  o f  the oboe. E igh t  f in g e r -h o le s  p ierced the tube: s ix  were

located on the top o f  the tube w ith  a seventh (ac tua I Iy c o n s is t in g  of a

p a i r  o f sm a lle r  ho les) covered by the r i g h t  l i t t l e  f in g e r ,  and an

e ig h th  hole on the underside fo r  the  l e f t  thumb. As w ith  the oboe, the  

convention o f  r i g h t  hand-bottommost had been es tab l ishe d  e a r l i e r  in the 

ce n tu ry .  The primary sca le , w i th  the seventh hole c losed , spanned from

f  to  g 1. In a d d i t io n ,  the ins trum ent a lso  possessed fo u r ,  p o ss ib ly

f i v e  keys:

-  a closed key fo r  a_j_ ( to p s id e ,  operated 
by l e f t  f i r s t  f in g e r

-  a c losed key fo r  b ^ ‘ (unders ide) operated 
by l e f t  thumb

-  an open key ( low er end) t o  produce 
q#, operated by r i g h t  l i t t l e  f in g e r

-  around 1780, a c losed key operated by the  
l e f t  l i t t l e  f in g e r  began to  appear, produ­
c ing  _f£_

T h is  ins trum ent was made in s ix  segments:

-  mouthpiece

-  b a rre l

-  upper middI e -p iece

-  lower middI e -p iece

-  lower piece

-  be l l

The hole covered by the b^i key was o r i g i n a l l y  placed in l in e  

d i r e c t l y  beneath the a_|_ ho le , producing in t h i s  case b̂ 7 * . Sometime 

la te r ,  the  ho le  was moved towards the mouthpiece, reduced in s ize  and
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mouthpiece

Figure 3: Four-keyed Clarinet
(Eighteenth-century)
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f i t t e d  w i th  a small brass tu b e .94 Th is  hole a lso  func t ioned  as a 

ven t in g  mechanism (speaker key) when used in con junc t io n  w ith  o th e r  

f in g e r in g s  to  produce notes in the second octave. Since the  c la r i n e t  

possesses a c y l i n d r i c a l  bore, i t  fu n c t io n s  as a closed tube and sounds 

the  t h i r d  p a r t ia l  when overblown. The ven t in g  o f a fundamental 

f in g e r in g  produces a tone a t w e l f t h  h igher ( in  comparison to  the octave 

o f  the  oboe).

Notes o u ts id e  the prim ary sca le  (n o t  a v a i la b le  through the 

a p p l ic a t io n  o f  one o f  the  above keys) had to  be obta ined through 

fo r k f in g e r in g s ,  the use o f  doubled tone -ho les  o r  h a l f - c lo s in g  a 

p a r t i c u la r  f in g e r - h o le .  The seventh ho le  ( a c tu a l ly  two sm a lle r  h o le s ) ,  

when t o t a l l y  c losed , produced _f. C los ing  on ly  one o f the two holes 

produced f # . L ike  the oboe, the c la r i n e t  operated com fo rtab ly  in a 

l im i te d  number o f  keys. However, u n l ik e  the  oboe, the c la r i n e t  was 

made in a v a r ie t y  o f  keys, cons ide rab ly  reducing the need fo r  f o r k -  

f in g e r in g s  and the r e s u l t in g  in to n a t io n  d is c re p a n c ie s .  Carse s ta ted  

th a t  the  c la r i n e t  was norm a lly  made in the keys o f  C, B f l a t  and A. 

Instrum ents were a lso  made in the keys o f high F, E (uncommon), E f l a t  

and D, less f re q u e n t ly  in B and low G.95

94This tube extended in to  the  bore through the wa ll o f  the 
ins trum en t and was designed to  preven t m o is tu re  from e n te r in g  th e  
to n e -h o Ie .

95Ca rs e ,  Musical Wind Ins trum en ts , p. 155.
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Anton S+adler may have possessed a more e la bo ra te  instrum ent than 

the  f ive -ke ye d  model. He had an ex tens ion  f i t t e d  to  h is  B*3 

ins trum en t (p o s s ib ly  to  h is  A c la r i n e t  as w e l l )  t h a t  continued t o  

compass to  w r i t t e n  _c. Th is  ex tens ion , however, was no t app lied  to  h is  

in s trum en t u n t i l  1788.96-

C la r in e ts  were made from the same woods as the oboe: most

f re q u e n t ly  boxwood, less f re q u e n t ly  the  harder f r u i t  woods o f pear o r  

plum. A few is o la te d  examples o f  ivo ry  are a lso  k n o w n . 97 Ebony 

and Cocus were u t i l i z e d  p r im a r i l y  f o r  the c o n s t ru c t io n  o f  mouthpieces, 

less o f te n  fo r  the ins trum en t i t s e l f .

Ea r ly  c l a r i n e t  mouthpieces possessed an ape rtu re  th a t  extended 

a lmost the  length o f  the  lay . La te r  developments, however, were 

concerned w ith  reducing the s ize  o f the a pe r tu re  and a ttem pts to  keep 

the  lay from warp ing . Such a ttem pts included experiments w ith  the 

f i x in g  o f  metal to  the ta b le  o f  the mouthpiece and the c o n s tru c t io n  o f  

the  mouthpiece from d i f f e r e n t  m a te r ia ls ,  in c lu d in g  g la s s ,  iv o ry ,  marble 

and m eta l.  The reed, made o f cane98 Was s h o r te r  and narrower than 

the  modern c la r i n e t  reed. I t  was fastened to  the  lay by means o f a 

s i lk e n  cord or waxed s t r i n g .

96oskar K r o l l ,  The C la r i n e t , t ra n s .  by H i ld a  M o r r is ,  rev ised  by 
Anthony Baines (New York: T a p l in g e r  P u b l is h in g  Company, 1968), pp.
19-22.

97f . G eoffrey  R enda l l,  The C la r in e t , 3rd e d . ,  rev ised  by 
P h i l i p  Bate (London: Ernest Benn, L t d . ,  1971), p. 13.

98some re p o r ts  suggested reeds were a lso  made from p ine  or 
f i r ,  p o s s ib ly  f ishbone . Anthony Baines, Woodwind Ins trum en ts , p. 300.
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The c la r i n e t  sound o f the  la te r  e igh teen th  ce n tu ry ,  in view o f the

somewhat p r im i t i v e  c o n s t ru c t io n ,  lack o f  adequate keywork, subsequent

compromise f in g e r in g s  and the reed/mouthpiece r e la t io n s h ip  must have

g e n e ra l ly  been o u t -o f - tu n e  and fa r  from s a t is f a c to r y  in comparison to

modern c o u n te rp a r ts .  Yet many contemporary re p o r ts  suggest t h a t  not

a l l  c la r i n e t  tones were d isag reeab le :

P lay ing  t h i s  in s trum en t,  which can sound so s o f t l y  and sw eetly , 
is  beset w ith  d i f f i c u l t i e s  which i f  not overcome can r e s u l t  
in the  most in d e s c r ib a b le  coos and squeeks! . . . But Wagner 
is  master o f  h is  ins trum ent and produces a pure tone. His
notes are la ngu ish in g ,  h is  performance s o f t  and te n d e r .99

And o f  Franz Tausch, Gerber said in 1793:

What v e r s a t i l i t y  in g rada tion  of tone . At one moment the 
low whisper o f  leaves borne along by the s o f t  breath o f 
the  zephyr; a t  another h is  ins trum ent soared above a l l  
the  o th e rs  in a t o r r e n t  o f b r i l l i a n t  a rpegg ios .

L a s t ly ,  e a r ly  c l a r i n e t i s t s  played w ith  the reed turned to  the to p ­

s id e  o f the ins trum en t,  coming in to  c o n ta c t  w ith  e i th e r  p la y e r ’ s upper 

l i p  or te e th .  C e r ta in ly ,  such a p ra c t ic e  may account, in p a r t ,  fo r  the 

" .  . . in d e s c r ib a b le  coos and squeaks," and could not have allowed the 

p laye r  complete c o n t ro l  o f  the  reed. The Germans appear to  have been 

the  f i r s t  to  adopt the  c u r re n t  manner o f p lay in g  w i th  the reed turned 

downwards, but no exact date can be determ ined. Baines suggested t h a t

the  p laye rs  a t  Mannheim were among the f i r s t  to  do so. Ivan M u l le r ,  a

n i n e t e e n t h - c e n t u r y  c l a r i n e t  v i r t u o s o ,  a dv o ca te d  t h e  downward p l a c e m e n t ,

99jhe statement may have been made by C. L. Junker in h is  
M u s ik a l is c h e r  Almanach (1783) concern ing a c l a r i n e t i s t  named Wagner.
See Carse, Musical Wind Ins trum en ts , p. 157.

lOORendall, C la r in e t  p. 80.
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but Ferdinando Busoni ( fa th e r  o f  Fe rruc io  Busoni) supported the upper 

l i p  placement in h is  t u to r  o f  1 8 8 3 . ^  Rendal I mentioned an 

account concern ing F re d e r ic  B e rr ,  an e ig h te e n th -c e n tu ry  c l a r i n e t i s t ,  

who had occasion to  hear a German c l a r i n e t i s t  named Schwartz in the 

e a r ly  1780’ s. Berr was impressed by Schwartz 's  tone, p a r t i c u la r l y  i t s  

s o f t ,  exp ress ive  q u a l i t y ,  caus ing  him to  a d ju s t  h is  tone (which was of 

th e  French school — second to  b r i l l i a n c e  and te c h n ic a l d is p la y )  to  the 

German concept. Kendall o f fe re d  the p o s s i b i l i t y  t h a t  German 

c l a r i n e t i s t s  may have adopted the  reed downwards p ra c t ic e  by t h i s  

t im e . ^02

The Basset Horn

U n lik e  the c la r i n e t  and oboe, which had undergone cons ide rab le  

improvement p r io r  to  the 1780's, the Bassset horn was in troduced in the 

e ig h te e n th -c e n tu ry .  I t  was said to  have been invented in 1770 a t  

Passau, Bavaria , by two instrument-makers (b ro th e rs )  named Mayrhofer.

I t  was an a l t o  c la r i n e t ,  in e i th e r  F o r  G ^ ^  ancj o f te n  provided 

w i th  an ex tens ion t h a t  continued the range to  a w r i t te n  c ( fo u r  

semitones lower than the  lowest w r i t t e n  note fo r  the c l a r i n e t ) .  In 

s p i te  o f  i t s  longer leng th , the bore was on ly  s l i g h t l y  la rge r than t h a t  

o f  the  c la r i n e t ,  g iv in g  a d u l l e r ,  more sombre, melancholy tone.

1 0 1 « ro l l ,  C la r in e t , p. 28.

102The <j iscuss ion  can be found in R enda lI ,  C la r in e t , pp.
80-81.

^03Rend a l |  s ta ted  th a t  fo r  the f i r s t  ten or twenty yea rs , i t  
was more commonly found in G. RendaI I , C I a r in e t , p. 127.
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In o rder to  b r in g  the tone -ho les  in to  reach o f the f in g e rs ,  i t  was 

necessary to  reduce the length o f  the tube . Two methods were 

a v a i la b le :  f i r s t ,  the  tube i t s e l f  was curved in the shape o f a s ic k le

o r  ha lf-m oon. Secondly, a wooden box ( Buch, Kasten or Kastchen) was 

a ttached near the bo ttom .o f the tube in s id e  o f which the bore made two 

tu rn s ,  r e s u l t in g  in th re e  p a r a l le l  tubes. The la s t  of these tubes 

emerged in to  the be II  a t  the bottom o f  the box. The be I I was o f te n  

ob long , enab ling  i t  to  be grasped between the knees.

The bending o f  the tube was accomplished in a number of 

w a y s . ^04 Since the shaping o f  the s t r a ig h t  wooden tube through 

soaking and bending could not produce permanent r e s u l t s ,  the s im p le s t  

method was to  shape the bend and bore in two d i f f e r e n t  p ieces o f  p lank - 

wood. The two pieces were then glued and pinned to g e th e r .  A second 

method invo lved the removal o f  a number o f  t h in ,  t r i a n g u la r  wedges from 

a s t r a ig h t  tube and then re g lu in g  the newly cu t p o r t io n s ,  r e s u l t in g  in 

a s e r ie s  o f  bends. A s t r i p  o f wood was u s u a l ly  added to  the in s id e  of 

the  bend fo r  a d d i t io n a l  support and a lea the r  covering  could a lso  be 

added to  insure  proper s e a l in g  o f  the tube.

The Basset horn o f M ozart ’ s t im e g e n e ra l ly  possessed seven keys, 

th e  f i r s t  fo u r  o f  which were id e n t ic a l  to  the c la r i n e t  o f the pe r iod :

-  a c losed key fo r  a_j_, operated by the l e f t  
index f in g e r

^ R e n d a l  I ,  C la r in e t ,  p. 128; Bate , Oboe, pp. 168-72.
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Figure 4: Basset horn Buch
(Eighteenth-century)
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-  a closed key fo r  bb l , operated by the l e f t  
thumb

-  a closed c[#, operated by the r i g h t  l i t t l e  
f  i nger

-  an open je key, operated by the l e f t  l i t t l e  
f  i nger

-  an open f_ key operated by the r i g h t  l i t t l e  
f in g e r

-  an open _d key which was operated by the 
r i g h t  thumb ( re fe r re d  to  as a 'b a s s e t '  key)

-  an open c key, a ls o  operated by the r i g h t  
thumb ( re fe r re d  to  as a 'b a s s e t '  key)

The be I I was made o f e i th e r  brass or boxwood and was e i th e r  round o r

ova I .

The S ta d le r  b ro thers 'm ay have in troduced the Basset horn to  Mozart 

and may a ls o  have made mechanical improvements on i t . 105 j h e 

keys fo r  e^ and c# may have been added by the S ta d le r  b ro th e rs ,  but 

no suppo rt ing  evidence o the r  than d ic t io n a r y  statements is  

avai l a b l e . 106

Near the end o f  the e igh teen th  ce n tu ry ,  the curved form was aban­

doned in favo r o f  an angular form, p o s s ib ly  as e a r ly  as 1782.107

The reed a lignm ent was s im i la r  to  the c la r i n e t .  In h is  t u t o r  o f  

1803, Backofen s ta ted  th a t  one should hold the ins trum ent to  the r i g h t

105Rencja | |  c i te d  Theodor Lotzas as a poss ib le  source fo r  
these improvements. Renda lI,  C la r in e t , pp. 128-29.

106 Carse, Musical Wind Ins trum en ts , p. 169; R enda lI,
C la r in e t , p. 132.

107Ba ines, Woodwind Ins trum en ts , p. 307.
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Figure 5: Basset horn
(Eighteenth-century)
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s id e  i f  the  reed was placed on the bottom l i p .  However, i f  the reed 

was turned towards the  top l i p ,  the horn should be held w ith  the b e l l  

r e s t in g  on the  th ig h ,  o r  gr ipped between the knees.

Accord ing to  Daniel L e e s o n ,^ 8 the  tone q u a l i t y  o f the modern 

Basset horn v a r ie s  from r e g is te r  to  r e g is t e r .  While the chalumeau 

range is  warm, i t  lacks the p e n e tra t in g  q u a l i t y  o f the c la r i n e t .

The q u a l i t y  o f  the  th ro a t  tones is  g e n e ra l ly  accep tab le , but the b ^ ‘ 

is  " .  . .among the worst o f the th ro a t  tones of any of the c la r i n e t  

type  in s tru m e n ts ."  The q u a l i t y  o f  the c la r io n  r e g is te r  is  melancholy 

and the range above c 111 d i f f e r s  l i t t l e  from th a t  o f the 

c la r i n e t .  To E. T. A. Hoffman, the tone q u a l i t y  reminded him of red 

c a rn a t io n s .

The Bassoon

At the  beg inning o f the e igh teen th  cen tu ry ,  the bassoon was a 

jo in te d  ins trum ent o f  f i v e  p ieces: a metal crook, a w in g - jo in t ,  a boot

( b u t t - j o i n t ) ,  a lo n g - jo in t  and a b e l l .  The tube had a s low ly  expanding 

con ica l bore th a t  was g e n e ra l ly  w ider a t  the  crook and narrower a t  the 

b u t t - j o i n t  and lo n g - jo in t  in comparison to  modern ins trum en ts . The 

b u t t - j o i n t  conta ined two p a r a l le l  tubes connected a t  the bottom and 

sealed by a cork p lug .

188Daniel Leeson, "The Basset H o rn ,"  I n s t r u m e n ta I is t , March,
1968, p. 57; a lso  see Renda lI,  C Ia r in e t ,  p. 151.

109R enda l l,  C la r in e t  p. 131.
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F igure 6: B u t t - J o in t

There was a ls o  a cons ide rab le  narrowing o f the bore in the be I 1 . ^ 0  

The ins trum ent was o f te n  supported by a chord attached to  a button on 

the  pe r fo rm e r ’ s coat and fastened to  a r in g  on the b u t t - j o i n t .

The ins trum en t o f the second h a l f  o f  the  cen tu ry  g e n e ra l ly  

possessed s ix  f in g e r - h o le s ,  two thumb-holes and fo u r  keys. The 

f in g e r -h o le s  were s i tu a te d  in two groups, th re e  on the  w in g - jo in t  and 

th re e  on the  b u t t - j o i n t .  Due to  the s u b s ta n t ia l  length o f the 

t u b e , m  the  f in g e r -h o le s  were d r i l l e d  a t  angles th a t  approached 

as much as 45° in o rder to  draw them c lose  enough to g e th e r  to  be 

covered by the  f in g e rs  o f  one hand. There were a lso  two a d d i t io n a l  

ho les : one in the b u t t - j o i n t  (oppos ite  s ide  from the f in g e r -h o le s )  and

covered by the  r i g h t  thumb, the  o the r  on the  lo n g - jo in t  and covered by 

th e  l e f t  thumb. The fou r  keys were as fo l lo w s :

-  an open key on the b u t t - j o i n t ,  operated by 
the r i g h t  thumb th a t  produced ¥_ when depressed

11°Ba i nes suggested t h a t  t h i s  may have prevented the low 
notes from " .  . . b lu r t i n g  and p a r t ly  to  smooth o u t  the  resonance of the  
ins trum en t as a w ho le ."  Ba ines, Woodwind in s tru m e n ts , p. 287.

The e ig h t - f o o t  length o f the ins trum ent requ ire d  t h a t  i t  
be doubled in o rder to  a l low  placement o f the to ne -ho les  w i th in  reach 
o f  the f in g e rs .
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-  a c losed key on the  b u t t - j o i n t ,  operated by the 
r i g h t  l i t t l e  f in g e r  ( t h i s  was the la s t  o f the 
fo u r  keys to  be added and dates from before  1750, 
p o s s ib ly  as e a r ly  as 1730) and produces c[#

-  an open key on the  lo n g - jo in t ,  operated by the
l e f t  thumb, producing [) when closed

-  an open key on the  lo n g - jo in t ,  operated by the
l e f t  thumb, producing BB* when closed

The prim ary sca le  produced by the s ix  f in g e r -h o le s  spanned from G

to  _f, whi le the use o f the thumb-holes and fou r  keys extended the range

downward to  BB^. The notes above _f were ob ta ined by e i th e r  increased 

embouchure tens ion  or overb low ing the f in g e r in g  o f the fundamental 

no te , r e s u l t in g  in the  produc tion  o f the second p a r t ia l  (an octave 

h ig h e r ) .  The vent ho le in the  crook (boca l)  d id  not appear u n t i l  1820- 

1840. Chromatic notes n o t 'a v a i  la b le  through the use o f the added keys 

were obta ined through e i th e r  f o r k f in g e r in g s  of h a l f - c lo s in g  f in g e r -  

ho les . The bassoon possessed no mechanism to  produce BB1? o r  C#, and 

these notes were e i t h e r  ’ l ip p e d ’ o r achieved by h a l f - c lo s in g  the 

a p p ro p r ia te  key.

I t  was du r ing  the  la s t  q u a r te r  o f the e igh teen th  cen tu ry  t h a t  two 

a d d i t io n a l  keys were placed on the ins trum en t:  a c losed key f o r

and a c losed key fo r  F# were both bored in to  the b u t t -  

j o i n t  and operated by the  r i g h t  thumb. Whether o r not the f i v e - o r  

s ix -keyed  bassoon was a v a i la b le  in Vienna in the 1780’ s is u n c e r ta in .  

Langwi I I b e l ie ve d : " I t  is  remarkable to  r e f l e c t  t h a t  M oza rt 's  Bassoon

Concerto [1774] would be performed on a four-keyed ins trum ent and i t

1l2on German ins trum en ts , t h i s  key was s i tu a te d  on the f r o n t  
o f  the lo n g - jo in t  and operated by the r i g h t  thumb. French and E ng lish  
ins trum ents  placed t h i s  key ad jacen t to  the £  key.
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Figure 7: Four-keyed Bassoon
(Eighteenth-century)
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was no t t i l l  nea rly  the  c lose  o f  the  cen tu ry  t h a t  the s ix -keyed  bassoon 

became s tandard ."113

The e ig h te e n th -c e n tu ry  bassoon was g e n e ra l ly  made of maple, less 

f re q u e n t ly  w ith  woods such as boxwood and f r u i t  woods. The crook was 

made o f  brass. In comparison to  modern reeds, the e igh teen th  century  

bassoon reed was somewhat longer, gouged th in n e r  and had a w ider 

t h r o a t ,  most l i k e l y  to  compensate fo r  the wider bore o f  the boca l. In 

a d d i t io n ,  the  reed possessed on ly  one w ire ,  placed above the wrapping, 

compared to  the presen t convention o f two.

Baines believed t h a t  the  high q u a l i t y  norm ally  assoc ia ted  w ith  

German bassoons today began as e a r ly  as the e igh teen th  cen tu ry  and 

" .  . . we may imagine t h a t  R i t t e r ,  fo r  example, M oza rt 's  c lo s e s t  

acquain tance in the bassoon w o r ld ,  produced a c le a r ,  woody sound of 

d i s t i n c t l y  p ro to -H ecke I ish  qua I i t y . " 1 14 He fu r th e r  added, 

however, t h a t  " .  . . th e re  were bad bassoonis ts  then as the re  has been 

s in c e .  'S n u f f l i n g '  and 'g r o a t y '  a re  two words then app lied  to  sub­

standard bassoon tone , e q u iv a le n t  t o  ' r a t t l i n g '  and ' f r y i n g  bacon' 

t o d a y . " 11^

The Horn

Around the beg inn ing o f the e igh teen th  cen tu ry ,  the  Viennese 

Waldhorn evolved from the  cor-de-chasse a t  the hands o f Michael and

11 \yndesay  G. L a n g w i l l ,  The Bassoon and Contrabassoon 
(London: Ernest Benn, L t d . ,  1965), p. 36

1 u Bai nes, Woodwind Ins trum en ts , p. 289.

11 5 |b id .
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Johannes Leichnambschneider. Both instrum ents were c o i le d  in one or 

more c i r c le s  and were g e n e ra l ly  made in complete u n i t s .  A lthough both 

ins trum ents  possessed con ica l bores, t h a t  o f the Waldhorn expanded 

through the th ro a t  more r a p id ly  and f la re d  a t  the  b e l l  more than the  

co r-de -chasse . The tone o f  the la t t e r  was more b r i l l i a n t  and 

p e n e tra t in g  in comparison to  the  d a rk e r ,  broader tone o f the  Waldhorn, 

a p re fe rence  the Viennese continued to  develop th roughout the 

c e n tu ry . ^ ^

The length o f the ins trum ent v a r ie d ,  o f  course, dependent upon the 

key in which i t  was b u i l t .  The a v a i la b le  p i tche s  cons is ted  of those 

tones t h a t  comprised the  harmonic s e r ie s  generated by the tube leng th , 

r e q u i r in g  a d i f f e r e n t  ins trum ent fo r  each change of key. By the end o f 

the  second d e c a d e , c r o o k s  began to  be u t i l i z e d  to  change the 

t o n a l i t y  o f  the  horn w i th o u t  changing the ins trum en t.  The use o f  

crooks in connection w ith  the trum pet had occurred as e a r ly  as the 

seventeenth cen tu ry  and merely had to  be adapted to  the horn.

The crooks were added to  the ins trum ent by in s e r t in g  them between 

the  mouthpiece and the ins trum ent body. A se t o f  crooks u s u a l ly  

cons is te d  o f  two ’ m aste r ’ c rooks and fou r  'c o u p le rs '  and could be 

u t i l i z e d  in any com bina tion , most commonly a 'm as te r ' w i th  one or two 

'c o u p le r s . '  The subsequent ex tens ion  o f the tube placed the horn in

l l ^ F o r  fu r th e r  in fo rm a t io n ,  see Horace F i t z p a t r i c k ,  The Horn 
and Horn P lay ing  (London: Oxford U n iv e rs i t y  P ress, 1970), pp. 30-31.

l l^S uch  dates as 1715 and 1718 have been suggested as the 
e a r l i e s t  instance o f  the  appearance o f horn crooks. F i t z p a t r i c k  
o f fe re d  a b i I  I w r i t t e n  in the  hand o f  Michael Leichnambschneider, dated 
1703, which c i te d  fo u r  new 'krumbogen' o r double crooks. F i t z p a t r i c k ,  
Horn, pp. 22-33.
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any one o f  a v a r ie t y  o f keys, in c lu d in g  B f l a t ,  A, A f l a t ,  G, F, E, E 

f l a t ,  D, C and B f l a t  basso. In a d d i t io n  to  the crooks, tun in g  b i t s  o r 

shanks were u t i l i z e d  fo r  p i tc h  adjustments and placed between the mouth­

p iece and the  master c rook. The f ix e d - le n g th  Waldhorns continued in 

general use th roughout the cen tu ry  even though the crooked horn s t i l l  

found wide acceptance.

Around the m iddle o f  the  ce n tu ry ,  the p ra c t ic e  o f 'h a n d -s to p p in g ' 

appeared. Th is  p ra c t ic e  placed the  p e r fo rm e r 's  r i g h t  hand in to  the  

b e l l ,  r a is in g  the p i tc h  o f the  notes in the m iddle r e g is te r  a semitone. 

When app lied  to  a 11 the a v a i la b le  p i tc h e s  in t h i s  r e g is t e r ,  the  r e s u l t  

was the a d d i t io n  o f severa l new tones not conta ined in the harmonic

s e r ie s  o f  the  ins trum ent oF the crook in use. The inven t ion  of t h i s

p ra c t ic e  has o f te n  been a t t r ib u te d  to  Anton Joseph HampI (a ls o  Hampel), 

a known horn p layer and teacher in Dresden, who, according t o  F i t z ­

p a t r i c k ,  most l i k e l y  m od if ied  and organ ized an e x is t in g  

p ra c t i  c e . 1 1 8

Notes achieved by t h i s  method were understandably i n f e r i o r  in tone

q u a l i t y  to  those th a t  were obta ined n a tu r a l l y .  H e in r ic h  Domnich, in

h is  Methode de Premier e t  de Second Cor, c . 1828, wrote:

In o rde r to  achieve t h i s  r e s u l t  [a balance o f the two tone 
q u a l i t i e s ]  no o th e r  means has been found as ye t  than blowing 
the  open notes more s o f t l y  so t h a t  the stopped notes, which 
sound w e a k e r, w i l l  n o t make to o  g r e a t  a c o n t r a s t  w i th  th e
open. . . . E s p e c ia l ly  one must guard a g a in s t  blowing the
stopped notes too  lo u d ly ,  as t h i s  produces the most unplea­
san t sound.1

11 ® F itz p a t r ic k ,  Horn, pp. 84-86.

11 9 |b id ,  pp. 182-83.
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The adoption and u t i l i z a t i o n  o f t h i s  p ra c t ic e  had a fa r - re a c h in g  

e f f e c t  on e ig h te e n th -c e n tu ry  horn p la y in g .  F i r s t ,  i t  requ ired  th a t  the  

horn be held such th a t  the hand could e a s i ly  be placed in the b e l l .

I I lu s t r a t io n s  o f the period show th a t  many performers held the 

ins trum en t w ith  the be I I . p o in t in g  upwards. F i t z p a t r i c k  suggested th a t  

the  apparent concern fo r  tone q u a l i t y  would have p ro h ib i te d  such a 

p o s i t io n in g  and th a t  i t  was probably held in a manner s im i la r  to  modern 

p r a c t i c e . ^20 Secondly, placement o f  the hand in the b e l l  a lso  

a llowed fo r  fu r th e r  ad justments in darken ing the tone q u a l i t y .

Less obvious e f fe c ts  a lso  occu rred . The a v a i l a b i l i t y  o f 

a d d i t io n a l  notes in the lower octaves o f  the  range now allowed fo r  more 

m elod ic  p la y in g  in the  re g is te r s  below the extreme high range. Pre­

v io u s ly ,  on ly  the p i tc h e s  in the fo u r th  octave allowed fo r  d ia to n ic  

movement. The r e s u l t in g  e f f e c t  was a gradual ex tens ion o f the lower 

range. The performer no longer requ ire d  the excess embouchure te n s io n  

necessary to  execute in the extreme r e g is t e r .  With the re p o s i t io n in g  

o f  the  ins trum en t,  the downward d i r e c t io n  o f  the mouthpiece gave 

g re a te r  freedom to  the upper l i p ,  f u r t h e r  a l lo w in g  fo r  the p roduc tion  

o f  the  low r e g is t e r .

With the  adoption o f hand-s topp ing , a d d i t io n a l  a l t e r a t io n s  in the 

ins trum en t fo l lo w e d .  The t h ro a t  o f  the b e l l  was enlarged so as to  

p rov id e  fo r  a more e f f e c t i v e  use o f  the r i g h t  hand, r e q u i r in g  a 

p ro p o r t io n a l  increase in the  b e l l  as w e l l .  The placement o f  the  r i g h t

1 2 0 p itZpat r i c k ,  Horn, pp. 83-84.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



55

hand in the b e l l ,  coupled w i th  the use o f crooks, created a d is tance  

problem between the  mouthpiece and the  b e l l .  Th is problem was e l im i ­

nated by the  in s e r t io n  of the crooks in the body o f the ins trum en t.  A 

la rge  u  -shaped bend in the  form o f a s l id e  was placed in the 

tu b in g ,  which could be used fo r  tun ing  purposes or removed and replaced 

by a crook. F i t z p a t r i c k  suggested t h a t  the redesign was accomplished 

by HampI between 1750 and 1755, bu t the Johann Werner, who worked w ith  

HampI a t  Dresden, put i t  in to  p r a c t i c e . 121

The drawbacks o f t h i s  new ins trum en t,  known as the  In v e n t io n s h o rn , 

inc luded the need fo r  the  b rac ing  o f the new tu b in g  w i th in  the body of 

the  ins trum ent and the requ irem ent t h a t  the tub ing  of the crooks, s l i d e  

and p o in ts  o f connection be c y l i n d r i c a l .  A ppa ren t ly ,  these a l t e r a t io n s  

lessened the q u a l i t y  o f tone o f th e  Inventionshorn  in the eyes o f the 

Viennese h o rn is ts ,  who continued to  r e ta in  the e a r l i e r  system of 

te rm in a l crooks. The crooks th a t  were inse rted  in to  the body o f the  

ins trum ent included G, F, E, E f l a t  and D.

The hand horn continued in t h i s  s ta te  well in to  the n ine teen th  

c e n tu ry .  There were, however, a few unsuccessfu l a ttempts a t  fu r th e r  

development p r io r  to  t h a t  t im e . In 1760, a gentleman named Kolbel o f 

S t.  P e te rsbu rg , attempted to  shorten the length of the horn by p lac ing  

keyholes in the  tube , a method th a t  was la te r  s u c c e s s fu l ly  app lied  to

l2 1 F i t z p a t r i c k ,  Horn, pp. 126-27.
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the  b u g l e . 122 | n 1788, Charles C lagget o f  London, devised a 

method o f  combining two horns (o r trum pe ts )  toge the r  in such a manner 

t h a t  on ly  one mouthpiece was u t i l i z e d . 123 I n te r e s t in g ly  enough, 

t h i s  ins trum en t appears to  have been used in p u b l ic  performances.

The Contrabass

The use o f  contrabass s t r in g e d  instrum ents dates back to  the  mid­

s ix te e n th  cen tu ry  and large instrum ents o f  t h is  type can be id e n t i f ie d  

in Spanish m in ia tu re s  d a t in g  from the te n th  c e n t u r y . 124 S ix te e n th -  

cen tu ry  p ic to r a l  records show a v a r ie t y  o f forms and c h a r a c te r is t i c s ,  

in c lu d in g  fo u r  s t r in g s ,  f r e t t e d  necks, C and _f sound-holes, gamba-type 

f l a t  backs and va ry ing  he ig h ts .

By the end o f  the s ix te e n th  ce n tu ry ,  the double bass had e x p e r i­

enced cons ide rab le  development in both I t a l y  and Germany.125 E a r ly  

I t a l i a n  instrum ents g e n e ra l ly  had arched backs, w h ile  la te r  I t a l ia n  

basses possessed f l a t  backs and a tendency towards the design o f  the 

v i o l i n .  In Germany, the  I t a l ia n  in f lu e n c e  was witnessed in the s ix  f o o t  

h e ig h t ,  body c o n f ig u ra t io n  and _ f-ho les , bu t a po ss ib le  v io l  in fluence,

122carse, Musical  Wind Ins t rum en ts , p. 219.

123p|orley Pegge, "H o rn ,"  Grove’ s D ic t io n a ry  o f Music and 
M us ic ians , 5th e d . ,  10 v o l s . ,  ed. by E r ic  Blom (London: MacM illan,
1954-1961) IV: 369.

1247(1659 ins trum ents , however, do no t appear again un t i  I the 
Rennaissance. See S iby l Marcuse, A Survey o f  Musical Ins trum ents (New 
York: Harper and Row, P u b l is h e rs ,  1975), pp. 540-41.

125 |_ i t t l e  in te r e s t  was given to  the contrabass in France 
u n t i l  the  t im e o f L u l l y .
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was apparent in the f r e t t e d  neck and the  use o f  f i v e  or s ix  

s t r i n g s . ^25 La te r  German instrum ents a lso  incorpora ted  s h o r t ,  

f r e t t e d  necks, s lo p in g  shoulders and a f l a t  back. The concern fo r  

p la y in g  p o s i t io n  and p lay in g  com fo rt is seen in the tendency fo r  a 

reduc t io n  in body depth a t  the  shou lder which was accomplished by 

s lo p in g  the back.

The number o f s t r in g s  on double basses v a r ied  from as few as th re e  

to  as many as s ix .  Tunings a lso  e x h ib i te d  cons ide rab le  v a r ie t y .

Michael P ra e to r iu s  ( in  1619) described a gross Q u in t Bass o f f i v e  

s t r in g s  tuned in f i f t h s  (F , £ ,  £ ,  dj_, aj_). ^ 7  | n 1697,

Daniel Speer c i te d  a bass o f  th re e  s t r in g s  tuned in fo u r th s ,  ((3, c, f_) 

and an ins trum ent o f  fo u r  s t r in g s ,  a lso  tuned in fo u r th s  (_E, A_, d_, 

£ ) .1 2 8  German basses o f f i v e  s t r in g s  from the e a r ly  e igh teen th  

cen tu ry  were g e n e ra l ly  tuned to  ID, E_, d_, and £ .  James T a lb o t ,  c .

1700, provided measurements (which are s im i la r  to  modern ins trum ents) 

and tu n in g s  fo r  the f i v e - ( £ o r  G, h , d_, f_, £ )  and s ix - (G ,  £ ,  f_, ja,

d 1, g ‘ ) s t r in g e d  double bass. In 1791, Francesco Galeazzi gave the

tu n in g s  fo r  a th re e -s t r in g e d  ins trum ent as A, d_, and £ ,  but some were 

tuned an octave below the c e l l o . ^29.

12&The German p re ference fo r  the  f r e t t e d  neck and f i v e  or 
s ix  s t r in g s  continued in to  the e igh teen th  cen tu ry .

^27see Marcuse, Survey o f  Musical Ins trum en ts , p. 541.

128frr i c Ha lfpenny, "Double Bass,"  Musical Instrum ents 
Through the  Ages, e d i te d  by Anthony Baines (London: Penguin Books,
1973), pp. 154-155.

129^arcuse> Survey o f  Musical Ins trum en ts , p. 543.
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About the  m idd le  o f  the e igh teen th  cen tu ry ,  p re ferences turned

from the  f i v e -  and s ix - s t r in g e d  bass to  the fo u r - s t r in g e d  ins trum en t.

Quantz, in 1752, recommended the use o f the fo u r -s t r in g e d  ins trum ent as

we ll as the  use o f  a f r e t t e d  neck which prevented the t h ic k ,  somewhat

s la ck  s t r i n g  from s t r i k i n g  the f i n g e r b o a r d . 130 Leopold Mozart,

in h is  V io l  in P la y in g , wrote:

The Great-Bass or the V io l i n ,  from the I t a l i a n  V io lo n e , is  
the  e igh th  kind o f s t r in g e d  ins trum en t.  The V io lon  is  a lso  
made in va r iou s  s izes  but the tu n in g  remains the same. I t  
needs t o  be s trung  accord ing to  i t s  s iz e  ( a lb e i t  the d i f f ­
erence must be observed in s t r in g in g  i t ) .  Because the V io lon 
is  much b igger than the  V io lo n c e l lo ,  i t  is  tuned a whole 
octave lower. Usua lly  i t  has fo u r  s t r in g s  ( a t  t imes on ly  
t h r e e ) ,  but the  la rg e r  ones may have f i v e .  (With these 
f i v e - s t r in g e d  V io lo n s ,  o r  Double-Basses, bands o f ra th e r  
t h i c k  cord are attached to  the neck a t  a I I the in te r v a ls ,  
in o rde r to  preven t the s t r in g s  from s l ip p in g ,  and to  im­
prove the  tone . One can a lso  perform d i f f i c u l t  passages 
more easi ly on such a Bass, and I have heard conce rtos , 
t r i o s ,  s o lo s ,  and so f o r t h  performed on one o f these w i th  
g re a t  beauty. But I have observed th a t  in accompanying 
w ith  any g re a t  s tre n g th  fo r  the purpose o f  exp ress ion , 
two s t r in g s  are f re q u e n t ly  to  be heard s im u ltaneous ly  on 
account o f  the  s t r in g s  being th in n e r  and ly ing  nearer t o ­
ge ther than those o f  a Bass s trung  w i th  but th ree  or fou r 
s t r i n g s ) .131

Accord ing  to  E r ic  Ha lfpenny, d u r in g  the years 1785-87, both 

Schubart in Vienna and Gehot in London c i te d  the  th re e -s t r in g e d  double 

bass as the  most common.132 Schubart be lieved th a t  the th re e -

130f4a rcuse , Survey o f  Musical Ins trum en ts , p. 542.

13lLeopold M ozart, A T re a t is e  on P la y in g  the  V i o l i n , 2nd 
e d . ,  t r a n s .  by E d ith  Knocker (London: Oxford U n iv e rs i t y  P ress , 1951),
p. 11.

132p|a | fpenny, "Double Bass,"  p. 155.
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s tr in g e d  ins trum ent was used most o f te n  in the o rches tra  w h i le  the 

fo u r -  o r f iv e - s t r in g e d  bass was p re fe rre d  fo r  so lo  work. He a lso  

remarked t h a t  the bass was q u i te  d i f f i c u l t  to  p lay and th a t  i t  requ ired  

a la rge hand. Marcuse suggested t h a t  most instrum ents b u i l t  before 

1850 were o r i g i n a l l y  designed fo r  th ree  s t r in g s .
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CHAPTER I I I

PERFORMANCE PROBLEMS

General D e s c r ip t io n  

The Serenade in J3^ is  scored fo r  th i r te e n  ins trum ents : p a i rs  of

oboes, c la r in e t s ,  Basset horns and bassoons, fou r  horns (two in F and 

two in B^) and one Contrabass. In the Mozarts Werke, i t  is  s u b t i t le d  

"Serenade No. 10," and the autograph bears the s u b t i t l e  "Gran P a r t i t t a ,  

a t i t l e  probably not assigned by Mozart.

The Serenade is  comprised o f seven movements:

I . Large -  Mol t o  a I egro

I I .  Menuetto and two T r io s

I I I .  Adag io

IV. Menuetto and two T r io s

V. Romance: Adagio--A I Iegro-Adag i o

V I.  Theme and V a r ia t io n s

V I I .  Mo I to  a I le g ro

The f i r s t  movement, in B^ m ajor, begins w ith  a slow in t ro d u c t io n  of 

fou r teen  measures (marked Adag io ). The main body o f the movement is  

marked Mo I to  a l le g ro  and is cons truc ted  accord ing to  the sonata 

p r in c ip le  (see Chart #1: F i r s t  Movement, K. 361). The m a te r ia l  o f

both the  f i r s t  and second them a tic  groups begins w ith  the same opening 

m otive :

60
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The c lo s in g  m a te r ia l is  s l i g h t l y  longer than e i th e r  the f i r s t  o r  

second them atic  groups. The development sec t ion  begins w ith  what 

appears to  be new m a t e r i a l l y  w h i le  the second sec t ion  u t i l i z e s  

m a te r ia l  taken from Group B (see I :  44-45, I :  54-55), and the t h i r d

s e c t io n  u t i l i z e s  m a te r ia l  taken from the  opening m otive . Th is  sec t ion  

c loses  w ith  the cade n t ia I  f ig u r e  found a t  the conc lus ion  o f the 

e x p o s i t io n .  The r e c a p i tu la t io n  fo l lo w s  e x a c t ly  the same course as the 

e x p o s i t io n  w i th  the a p p ro p r ia te  changes o f t o n a l i t y  and on ly  two 

a d d i t io n a l  measures (one added a t  the conc lus ion  o f Group B, the  o the r  

added t o  the c lo s in g  m a te r ia l ) .  The coda begins as an extens ion  o f the 

f i n a l  cadence. A f te r  the  second o f two ferm atas, a suggestion o f the 

opening m otive is  in se rted  p r io r  to  the f in a l  cadence fo rm u la .

The second movement is  a m inuet w ith  two t r i o s  (see Chart #2: 

Second Movement, K. 361). This Menuetto possesses re g u la r  phrasing in 

in e i th e r  fou r  or e ig h t  measure lengths and a fou r  measure conc lud ing

y^D ona ld  M i tc h e l l  suggested th a t  the new m a te r ia l  may be 
de r ived  from the c lo s in g  s e c t io n  (which has i t s  ro o ts  in the 
c h a r a c t e r i s t i c  fe a tu re s  o f the  f i r s t  s u b je c t ) .  Furthermore, he 
be lieved  th a t  t h i s  m a te r ia l  may compensate fo r  the lack of a secondary 
them a tic  idea as w itnessed in i t s  dominant tona l base. See Donald 
M i t c h e l l ,  "The Serenades f o r  Wind Band," in The Mozart Companion, ed. 
by H.C. Robbins Landon and Donald M i tc h e l l  (New York: Oxford
U n iv e rs i t y  Press, 1956), p. 70.
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Introduction
Exposition 
Group A transition Group B Closing

Bb maj
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B^ maj

30
(V)

40
F maj

59
F maj ,

Development
Section I jSection 2 J Section 3

91 106 115
F maj. Bb maj. g min.

CTvhO

Recapitulation
Group A |transition j Group B JClosing I Coda
139 154 164 184 216
B̂ > maj . Bb maj . Bb maj . B^1 maj.

Chart #1: First Movement, K. 361
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phrase t h a t  completes both s e c t io n s .  The f i r s t  T r io ,  in the key o f 

Eb m a jo r, is  scored fo r  c la r in e t s  and Basset horns. The second T r io ,  

in the  key o f  G m inor, u t i l i z e s  a l l  instrum ents but c la r in e t s .  L ike  

the  Menuetto, both T r io s  possess conc lud ing  phrases o f fou r measures.

In T r io  I ,  the same conc lud ing  phrase completes both s e c t io n s  ( I I :

59-63 and I I :  86 -90 ).  A lso , the a p p l ic a t io n  o f rounded b ina ry  is

w itnessed in a l l  th re e  p o r t io n s  o f  the movement through the res ta tem ent 

o f  the  f i r s t  sec t ion  midway in the  second w ith  a p p ro p r ia te  adjustments 

in key r e la t io n s h ip s .

The t h i r d  movement t r e a ts  Oboe I ,  C la r in e t  I and Basset horn I as 

so lo  instrum ents supported by a continuous bass l in e  ( in  Bassoon I I  and 

Contrabass) and an accompanying rhy thm ic  l in e  ( in  Oboe I I ,  C la r in e t  I I ,  

Basset horn I I  and Bassoon I ) .  The s t ru c tu re  is  te rn a ry  (see Chart #3, 

Movement I I I ,  K. 361). In Eb M a jo r, the movement begins w ith  an o u t­

l in e  o f  the to n ic  t r i a d  in the Eb horns (F horns changed to  Eb) .

The f i r s t  se c t io n  concludes w ith  a ca d e n t ia l ex tens ion in the in s t r u ­

ments th a t  have provided the rhy thm ic  accompanying l in e .  The con­

c lu d in g  se c t io n  a lso  u t i l i z e s  the  same dev ice  ( I I I :  40 -41 ).  The

m idd le  sec t ion  m a in ta ins  the c o n t in u i t y  o f  both the musical m a te r ia l 

and the  u t i l i z a t i o n  o f  ins trum en ts . Only n ine measures in leng th , t h i s  

se c t io n  begins on the minor dominant (Bb m inor) and moves through C 

m inor to  Eb m ajor. The re tu rn  o f  the i n i t i a l  m a te r ia l  shows on ly  

a p p ro p r ia te  adjustments in t o n a l i t y  and s l i g h t  v a r ia t io n s  in the  

c lo s in g  m a te r ia l .  The coda begins w ith  an e^ pedal and spans on ly  

f  i ve measures.
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The fo u r th  movement, a m inuet and two t r i o s ,  bears many s i m i l a r i ­

t i e s  to  movement I I ,  in c lu d in g  r e g u la r i t y  o f phras ing , the a p p l ic a t io n  

o f  the  rounded b ina ry  p r in c ip le  and the use of four-measure conclud ing 

phrases ( T r io  I o n ly ) .  Furthermore, the s trong c o n t ra s t  between the 

th re e  main se c t io n s  o f  the movement is  a lso  apparent. W hile T r io  I is  

in the key o f  m inor, T r io  I I  is  in F m a jo r. In T r io  I I ,  the 

horns are not employed and the  Contrabass is  requ ired  to  p lay 

'p i z z i c a t o * .  T r io  I I  is  a lso  s t ro n g ly  suggestive  o f  an A u s tr ia n  

Land le r through i t s  w a l t z - l i k e  rhy thm ic  accompaniment.

Movement V is  e n t i t l e d  'Romanza' and is  cons truc ted  in a te rn a ry  

design t h a t  a lso  employs tempo and meter c o n t ra s t  (see Chart #5 , 

Movement V, K. 361). The f i r s t  sec t ion  is  a rounded b ina ry  in E*3 

major and marked Adagio. The phrase s t ru c tu re  is  re g u la r .  The m idd le  

se c t io n  o f  the movement, marked A l le g r e t t o  and in C m inor, is  a lso  in 

the form o f  a rounded b ina ry  w ith  the repeats w r i t te n  o u t .  In a d d i­

t i o n ,  th e re  is  a f i f t e e n  measure ex tens ion  comprised o f two ove r lapp ing  

phrases t h a t  fu n c t io n  as a t r a n s i t i o n  to  the opening s e c t io n .  In the 

autograph, t h i s  re tu rn  is  accomplished by the in s t r u c t io n s  "Da capo 

senza r e p l i c h e . "  The coda is  placed immediately fo l lo w in g  the above 

sta tem ent and is in two s e c t io n s .

The s ix th  movement u t i l i z e s  a theme and a se t  o f s ix  v a r ia t io n s  

(see Chart #6, Movement V I ,  K. 361). The rounded b ina ry  s t ru c tu re  of 

the  theme remains in ta c t  th roughou t the  course o f the v a r ia t io n s ,  

except in V a r ia t io n  I I I ,  where the  repea t is  a c tu a l ly  w r i t t e n  o u t  ( the  

t o t a l  number o f measures corresponds but the m a te r ia l  upon repea t is 

a l t e r e d ) .  The theme con ta ins  a four-measure t r a n s i t io n a l  phrase
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Theme

Variation I

Variation II

Variation III

Variation IV

Variation V 
(Adagio)

Variation VI 
(Allegro)

.a« •
.bx | by

1 9 13
maj. trans. B^ maj.

*.a  :•bx |by
21 29 33
Bb maj . trans. B^ maj .

:a : •bx |by
41 49 53

maj . trans. B*5 maj .

ax |ay |bx | by K | by1
61

maj.
69
Bb maj.

77
trans.

81
Bb maj.

89
trans.

93
Bb maj.

: a : :bx \hy .......... trans.
101
B*3 min.

109
trans.

113
B^ min.

122
Bb maj.

a :bx I by
123
B^ maj .

133
trans.

137
B*3 maj.

. a
t

.bx |by Coda
146
B^ maj.

154
trans. H 8B maj.

166 
Bb ma^

Chart #6: Sixth Movement, K. 361
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t h a t  occurs a t  the o u ts e t  o f  the second s e c t io n .  While the o r ig in a l

m a te r ia l  is  a l te r e d ,  the fu n c t io n  and placement o f the phrase in the

v a r ia t io n s  is  m a in ta ined . There is  a general increase in the rhy thm ic

a c t i v i t y  du r ing  the  f i r s t  two v a r ia t io n s .  V a r ia t io n  IV is  placed in

the  key o f  m inor, w h i le  V a r ia t io n  V re tu rn s  to  major and is

a ls o  marked Adagio. The f i r s t  sec t ion  o f  V a r ia t io n  V is  not repeated

and t o t a l s  ten measures (two more than the e ig h t  found in the  f i r s t

s e c t io n  o f  the theme). V a r ia t io n  V I ,  as the conclud ing v a r ia t io n ,  is

marked A l le g ro  ( a c tu a l l y  AI I ° , sempre p iano , and the meter changes 
2 3

from 4 to  4.

The la s t  movement is  cons truc ted  accord ing to  the rondo p r in c ip le  

(see Chart #7: Seventh Movement, K. 361). The rondo theme is

repeated on ly  in i t s  i n i t i a l  s ta tem ent. The t h i r d  statement commences 

piano and is  scored f o r  Oboe I ,  c la r in e t s  and Bassoon I .  The second 

h a l f  o f t h i s  statement re tu rn s  to  t u t t i  s co r in g .  The f i r s t  d ig re ss io n  

is  comprised o f  th re e  s e c t io n s ,  w h i le  the second d ig re s s s io n  c o n s is ts  

o f  fo u r  se c t io n s .  The movement concludes w ith  a coda o f two s e c t io n s .

Ins trum en ta t ion  and S u b s t i tu t io n  

Of M oza rt 's  works fo r  s ix  or more wind ins trum ents , K. 361 

possesses the  la rg e s t  and most v a r ied  in s tru m e n ta t io n .  In these la rg e r  

works, p a i rs  o f  e i th e r  oboes, c la r i n e t s ,  English  horns, horns or
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Chart #7: Seventh Movement, K. 361
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bassoons are e m p l o y e d . 134 j n « .  3 5 ^  |-,e u t i l i z e d  not on ly  a p a ir  

o f  Basset horns, but a lso  a Contrabass and an a d d i t io n a l  p a i r  o f  horns. 

The ac tua l use o f these ins trum ents  is  h ig h ly  v a r ie d  and e f f e c t i v e ,  

ranging from assignments in keeping w ith  the cha rac te r  and q u a l i t y  o f  

each ins trum ent to  apparent experiments in te x tu re  and c o lo r .  The 

cons tan t p lay o f c o n t ra s ts ,  in gen e ra l,  and such s p e c i f i c  instances as 

the  e n t i r e  t h i r d  movement and V I:  137-141, p rov ide  examples o f the

te x tu ra l  and c o l o r i s t i c  dimensions of t h i s  work.

The tendency to  assign m a te r ia l  to  a p a r t i c u la r  ins trum ent as a 

r e s u l t  o f  i t s  cha ra c te r  or in h e r i te d  ro le  can be witnessed w ith  the 

e a r l i e s t  o f the la rge r  wind d i v e r t im e n t i , K. 186 and K. 166. In these 

works, the  oboes and Eng lish  horns are given the predominant amount o f 

m e lod ic  m a te r ia l ,  w h ile  the c la r in e t s  and horns tend to  serve in an 

accompanimentaI c a p a c i ty .  The bassoons, as in the  Baroque, are the 

pr im ary  bass ins trum ents .

Such u t i l i z a t i o n  is  a lso  w itnessed in K. 361. Oboe I ,  C la r in e t  I ,  

Basset horn I and Bassoon I ,  are the p r im ary  melodic ins trum en ts . Oboe 

I I ,  C la r in e t  I I ,  Basset horn I I  and, a t  t im es, Bassoon I g e n e ra l ly  

support  them e i th e r  by a) moving in p a r a l le l  fash ion  in un ison , 

oc taves , t h i r d s  or s ix th s ,  o r  b) in an independent, s u p p o r t iv e  r o le ,  

p o s s ib ly  in combination w ith  each o th e r .  The horns tend to  p rov ide

134«. 186 and K. 166 are scored fo r  p a irs  o f  oboes,
c la r i n e t s ,  Eng lish  horns, horns and bassoons. K. 213, K. 240, K. 252,
K. 253, K. 270 and K. 289 are scored fo r  p a irs  o f  oboes, horns and
bassoons. The remaining serenades, K. 375 and K. 388, are scored f o r
p a i rs  o f  oboes, c la r i n e t s ,  horns and bassoons. A l i s t i n g  o f  a l l  
M o za r t 's  wind works may be found in W h itw e l l ,  A New H is to ry  o f  Wind 
Music (Evanston: In s t r u m e n ta l is t  Company, 1972), pp. 15-20.
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harmonic support,  w h ile  the Contrabass and Bassoon I I  (o f te n  w ith  

Bassoon I )  are g e n e ra l ly  given a founda tiona l r o le .

Perhaps the most obvious example is  the t h i r d  movement. Here, the 

m elod ic m a te r ia l is  g iven a lmost com ple te ly  to  Oboe I, C la r in e t  I and 

Basset horn I (Mozart des ignates these instrum ents as ’ s o l o ' ) .  Oboe 

I I ,  C la r in e t  I I ,  Basset horn I I  and Bassoon I p rov ide  the und e r ly in g  

rhy thm ic  and harmonic support.  The Contrabass and Bassoon I I ,  

o c c a s io n a l ly  w ith  Bassoon I ,  p rov ide  the supp o rt ive  bass l in e .  Another 

extended example can be found in the second T r io  of the second Menuetto 

(movement IV).

The use o f instrum ents in p a i rs  is  undoubtedly the most f req uen t 

manner o f  sco r ing  and can be witnessed in each movement. The tendency 

to  group toge the r  oboes, c la r i n e t s  and Basset horns is  a lso  common (see 

the  Menuetto o f  movement I I ) .  The Contrabass is  v i r t u a l l y  l im i te d  to  

on ly  founda tiona l movement and is  o f te n  doubled by Bassoon I I ,  less 

o f te n  by Bassoon I.  Bassoon I and I I  are f re q u e n t ly  employed as a p a i r  

in both m elod ic and accompanimentaI c a p a c i t ie s .  The horns, on the 

o th e r  hand, are u t i l i z e d  a lm ost s o le ly  in a harmonic, s u p p o r t iv e  r o le ,  

u s u a l ly  in the form o f susta ined harmonies, a lthough they may 

e f f e c t i v e l y  present melodic m a te r ia l .  U n like  the o the r  in s trum en ts , 

a l l  fo u r  horns are not c o n t in u o u s ly  employed. The B^ horns do not 

appear in movement I I I ,  T r io  I I  o f  movement IV and movement V. N e ith e r  

the  F o r  B^ horns are employed in V a r ia t io n  I o f  movement V I .  In 

both ins tances where the F horns change to  (movements I I I  and V), 

the  B*3 horns are t a c i t .
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While the p a i r in g  o f  ins trum ents  is  f re q u e n t ,  Mozart a lso  employs 

o th e r  methods o f s c o r in g .  The c o n t ra s t  o f  s o l i  and t u t t i  is  e v id e n t  

th roughou t the work. S o li p o r t io n s  may inc lude  as few as two 

ins trum ents  and as many as s ix ,  are g e n e ra l ly  scored in p a i rs  and 

marked p iano . The A l le g ro  o f  movement I o f f e r s  an e x c e l le n t  example in 

t h i s  re s p e c t .  L ikew ise , the t u t t i  p o r t io n s  do not always in vo lve  every 

ins trum en t and o c c a s io n a l ly  such segments may d e le te  a p a i r .

I t  is  in the s o l i  p o r t io n s ,  however, t h a t  Mozart c rea tes  and 

develops a broad pa la te  o f  c o lo rs  and te x tu re s  through the combination 

and a l te r n a t io n  o f  p a i rs  of in s trum en ts . The most f req uen t form is  

t h a t  o f  the na tu ra l p a i r  ( e . g . ,  Oboe I and I I )  a lthough o the r 

com binations are c e r ta in l y  p o s s ib le  (see movement I I I  and T r io  I I  o f  

movement IV ) .  Furthermore, the t u t t i  se c t ion s  appear to  fu n c t io n  as 

p o in ts  o f  s t a b i l i t y ,  p ro v id in g  c o n t in u i t y  to  the c o n t in u a l ly  a d ju s t in g  

te x tu r e .  The A l le g ro  o f movement I serves as an example:

Instrum ent Measure

C la r in e ts  and bassoons (p) 15-18

t u t t i 19-22

Oboes, Basset horn, horns 
bassoons (p j

C la r in e ts  and bassoons (£) 

t u t t i  ( f )

23-25

26-29

30-39

Basset horns, F horns and 
bassoons 40-45

Basset horns and bassoons (_p) 46-49

Oboes and horns (answered by t u t t i )
50-56
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t u t t i  (±)

C la r in e ts  and bassoons (£) 

t u t t i  (1 )

C la r in e ts  and Basset horn I (jo) 

t u t t i  ( f )

57-58

59-65

66-75

76-77

78-80

Then, in I; 80-84, Mozart expands the  p a i r in g  concept by p resen ting  the  

moti ve

C la r in e t  I
ir - m

in C la r in e t  I ,  t o  which in tu rn  is  added C la r in e t  I I ,  Basset horns and 

f i n a l l y  oboes, c re a t in g  an e f f e c t  t h a t  may be viewed as e i th e r  an 

expanding te x tu re  or an o rches tra ted  crescendo.

The c o n s ta n t ly  s h i f t i n g  c o lo r  scheme is  e a s i ly  seen in I :  116-126 

when the opening m elod ic m otive o f  movement I is  t re a te d  in a s t r e t t o -  

I i ke manner:

O b o e s ^

C la r in e ts  C la r in e ts

Basset horns Basset horns Basset horns

B asso 'ons^^"  Bassoons"

The in c o rp o ra t io n  o f  the  Basset horn in to  the in s trum en ta t ion  

p rov ides  a d d i t io n a l  te x tu ra l  p o s s i b i l i t i e s .  The t rea tm en t o f the 

Basset horn th roughout the  Serenade is  not u n l ik e  th a t  o f the c l a r i n e t  

in the  p resen ta t io n  o f m elod ic  m a te r ia l and the te c h n ic a l demands made 

upon i t .  Furthermore, the so ftened tone and reduced a b i l i t y  t o  p r o je c t
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a l low  the  Basset horn to  blend e a s i ly  w ith  the o the r ins trum ents . I t s  

s im i l a r i t y  to  the  c la r i n e t  is  demonstrated in the  f i r s t  T r io  o f  move­

ment I I  which is scored fo r  c la r in e t s  and Basset horns. The a b i l i t y  o f 

the  Basset horn to  blend w ith  the  o the r  instrum ents can be seen in V I: 

137-141 where they and the c la r in e t s  o u t l in e  a B^ major t r i a d  t h a t  is 

a lso  susta ined in the horns and bassoons, a l l  support ing  Oboe I and 

c re a t in g  a c o l o r i s t i c  e f f e c t  no t found in the o the r wind works.

The combining o f  ins trum ents  is  not l im i te d  to  na tu ra l p a i rs .  In 

many ins tances , u n l ik e  ins trum ents  are combined, such as in the second 

T r io  o f  movement IV, where Oboe I,  Basset horn I and Bassoon I p resen t 

th e  "L a n d le r"  melody and are supported by the c la r in e t s  and Bassoon II 

( th e  Contrabass is  p iz z ic a to ) .  The p a i r in g  of the oboe and Basset 

horn, and bassoon and Basset horn in V a r ia t io n  i o f movement V! and 

s im i la r  occurences in the second v a r ia t io n  prov ide  a d d i t io n a l  examples. 

L a s t ly ,  the te x tu re  o f  the e n t i r e  t h i r d  movement is  based on u n l ik e  

pa i r  i ngs.

Although the t u t t i  s e c t io n s  p rov ide  s t a b i l i t y  and c o n t in u i t y  to  

the  va ry ing  te x tu re ,  they , to o ,  e x h ib i t  d i f f e r e n t  t re a tm e n ts .  On 

occas ion , an ins trum ent or p a ir  o f instrum ents may be om it ted .

C e r ta in ly  the la s t  v a r ia t io n  o f  movement VI commences piano and is  

e n t i r e l y  t u t t i .  A lthough no t a c tu a l ly  t u t t i ,  the t h i r d  movement 

e x h ib i t s  a te x tu ra l  cons is tency  t h a t  is  not found elsewhere in t h i s  

work. In a d d i t io n ,  the  A l le g r e t t o  m iddle sec t ion  o f  movement V 

u t i l i z e s  a l te r n a t in g  s o l i  a n d t u t t i  sco r ings  to  c o n t ra s t  phrase 

r e p e t i t io n s .
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I d e a l ly ,  the Serenade should be performed w i th  the  in s trum en ta t ion  

s e t  f o r t h  in the score . The t im b re  o f both the  Contrabass and Basset 

horn, in p a r t i c u la r ,  have a marked e f f e c t  on the te x tu re  o f  the 

com pos it ion . Furthermore, each of the instrum ents are se t d i s t i n c t l y  

a p a r t  from each o th e r .  The concept o f  c o n t ra s t  fu n c t io n s  not on ly  on 

the  le v e ls  o f  dynamics, a r t i c u la t i o n  and musical m a te r ia l ,  but on the 

leve l o f  s o n o r i ty  as w e l l ;  the  combination and sepa ra tion  o f  tone 

c o lo rs ,  la rge and small fo rc e s ,  in d iv id u a l  and ensemble s o n o r i t ie s  and 

te x tu re s ,  are c o n t in u a l ly  worked and in te rm ing led  in an ever changing 

a rray  o f  sounds. To a d ju s t  the ins trum en ta t ion  through s u b s t i t u t io n  

would be to  s e r io u s ly  a l t e r  both the in te n t  and e f f e c t  o f the 

compos i t i  on.

On the  o the r  hand, to  d is rega rd  performance of the work due to  

lack , f o r  in s tance , o f  a p a i r  o f Basset horns would be e q u a l ly  u n j u s t i ­

f i a b l e .  The undeniable p o p u la r i ty  the Serenade has achieved among both 

se r io u s  wind perform ers and av id  l i s te n e r s  a t te s ts  to  the  s ig n i f ic a n c e  

o f  the  com pos it ion , as ide  from i t s  c r e d i b i l i t y  as an a r t  work. Such 

s u b s t i t u t io n s  are best made on ly  when no recourse is  a v a i la b le .

F o r tu n a te ly ,  the  j u s t i f i c a t i o n  o f musical purism is  no t a t  issue. 

I t  is  im po rtan t,  however, when cons ide r in g  the p o s s i b i l i t y  o f s u b s t i t u ­

t i o n ,  t o  be as f a i t h f u l  as one can to  both the work and the  composer. 

Th is  w r i t e r  be l ie ves  th a t  in the fo l lo w in g  cases, s u b s t i t u t io n s  are 

t o t a l l y  unwarranted and u n ju s t i f i e d :  oboe, c l a r i n e t ,  horn and bassoon.

Not on ly  are these ins trum ents  a v a i la b le  in a mechanical c o n d it io n  fa r  

s u p e r io r  to  t h a t  o f i t s  e ig h te e n th -c e n tu ry  c o u n te rp a r t ,  th e re  are a lso
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ample numbers o f  competent perform ers to  p lay them. I t  goes w i th o u t  

question t h a t  the modern valved horn may be s u c c e s s fu l ly  s u b s t i tu te d  

f o r  the e ig h te e n th -c e n tu ry  n a tu ra l horn.

When v iew ing , however, the  Basset horn and Contrabass, o th e r  

c o n s id e ra t io n s  a r is e .  The Contrabass, which stood a t  the cen te r  of the 

con trove rsy  concern ing M o za r t 's  in d ic a t io n  o f ' C o n trab asso '135 

has o f te n  been rep laced , whether i t  be a r e s u l t  o f a v a i l a b i l i t y  o r  

p re fe rence , by the contrabassoon. To be sure, i t s  s u b s t i t u t io n  w i l l  

c e r t a in l y  render less e f f e c t i v e  such se c t ion s  as IV: 65-88 and V I:

146-165. The contrabassoon is  a reasonable replacement, fo r  i t  

m a in ta ins  the d ig n i t y  o f  the predom inantly  woodwind te x tu r e ,  capably 

fu n c t io n s  as the Contrabass vo ice  and re q u ire s  v i r t u a l l y  no adjustment 

in the p a r t  i t s e l f  (except f o r  the  na tu ra l i n a b i l i t y  to  perform 

' p i z z i c a t o ' ) .  Furthermore, W hitwe ll s ta ted  th a t  the contrabassoon was 

in f a c t  a v a i la b le  and probably fu n c t io n in g  in the e ig h te e n th .century  

wind o c te t  ( c o n s is t in g  o f p a i rs  o f  oboes, c l a r i n e t s ,  horns and 

bassoons) as e a r ly  as 1784 or 1 7 8 5 , ^ 6  where i t  was employed 

p r im a r i l y  as an o p t io n a l contrabass v o ic e ,  doub ling  the second bassoon. 

The most p rob lem a tica l s u b s t i t u t io n  invo lves  the Basset horn. A lthough 

the  ins trum ent can s t i  I I be purchased today, the avai l a b i I i t y  o f both

W h itw e l l ,  "Performance Problems in M oza rt 's  
Serenade in B*3, I nstrumenta I i s t , October, 1970, p. 28.

^ ^S e e  the d iscuss ion  o f the wind o c te t  and i t s  r o le  in 
opera arrangements, David W h itw e l l ,  "The In c re d ib le  Vienna O c te t  
School, P a r t  I ,  I n s t r u m e n ta I is t , November, 1965, p. 34. For a d d it io n a l  
in fo rm a tion  on the contrabassoon and i t s  s ta tu s  in the e igh teen th  
c e n tu ry ,  see L a n g w i l l ,  Bassoon and Contrabassoon, pp. 112-42.
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the  ins trum ent and the  perform er o f te n  presents a d i f f i c u l t  s i t u a t io n .  

S u b s t i tu t io n s  would need to  be both a v a i la b le  and p r a c t i c a l ,  and would 

have to  possess s trong  s i m i l a r i t i e s  to  the instrum ent they would 

rep la ce .  In the case o f  the  Basset horn, such a s u b s t i t u t io n  must be 

an a l t o  instrum ent and match c lo s e ly  the s o f t - to n e d ,  p la in t i v e  q u a l i t y  

so c h a r a c te r is t i c  o f  the ins trum en t.  Because o f the importance o f 

s o n o r i ty  and the r o le  o f  the Basset horn in the Serenade, the f i e l d  is 

v i r t u a l l y  l im i te d  to  the  members o f the c la r i n e t  fa m i ly .

Three p o s s i b i l i t i e s  e x i s t :  the  teno r  c la r i n e t ,  the  a l t o  c la r i n e t ,

and the B^ soprano c la r i n e t .  The teno r  c la r i n e t ,  known in England as 

th e  F c la r i n e t ,  is  " in d is t in g u is h a b le " ^ 7  f rQm the Basset horn.

C u rren t F c la r in e t s  are made e i th e r  w ith  an upturned metal b e l l  (as in 

the  bass c la r in e t )  o r  a downward wooden b e l l  (as in the standard 

c l a r i n e t ) .  A lthough th e  F c la r i n e t  has a t ta in e d  wide acceptance in 

England where i t  has replaced the a l t o  c la r i n e t ,  i t  lacks a v a i l a b i l i t y  

and f a m i l i a r i t y  in the  Un ited S ta tes .

P itched in E^, the a l t o  c la r i n e t  has achieved i t s  p o p u la r i ty  in 

the  United S ta tes ,  p a r t i c u l a r l y  in the bands. I t s  tone q u a l i t y  is 

cons ide rab ly  more d i s t i n c t i v e  than the Basset horn due to  i t s  la rge r  

reed and mouthpiece and wider bore. I t s  range is  such th a t  n e i th e r  

Basset horn p a r t  o f  the Serenade, a t  any p o in t ,  f a l l s  o u ts id e  the range 

o f the a l t o  c la r i n e t .  The on ly  poss ib le  drawback to  the a l t o  c l a r i n e t  

is  the  p o te n t ia l  d i f fe re n c e  in tone q u a l i t y  between i t  and the Basset 

horn and the r e s u l t in g  e f f e c t  on the te x tu ra l  aspect o f the Serenade.

^ ^ R e n d a l l ,  C la r in e t , p. 136.
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The c la r i n e t ,  the t h i r d  p o s s i b i l i t y ,  has been employed as a 

s u b s t i t u te  fo r  the  Basset horn in the c u r re n t  pub lished e d i t io n s  (a 

s e t  o f  B^ c la r i n e t  p a r ts  are a v a i la b le  in the Kalmus e d i t io n  as a 

s u b s t i t u te  f o r  those o f  the  Basset ho rns ) .  Whi le tone q u a l i t y  of the  

c la r i n e t  may prov ide  a g re a te r  degree o f s im i l a r i t y  w ith  t h a t  o f  the 

Basset horn, the d i s p a r i t y  in the ranges o f the two instrum ents is an 

o b s ta c le .  Th is  d i f fe re n c e  in range is  such th a t  in no less than 

seventeen ins tances, the  notes extend beyond the compass and must 

subsequently be w r i t t e n  an octave h i g h e r . I n  some ins tances, 

the  octave d isp lacement r e s u l t s  in the second p a r t  sounding above the  

f i r s t ,  a l t e r in g  the p o s i t io n  o f the bass note o f  the chord (see I I :  

86 -89 ).

Thus, i t  is apparent t h a t  th e re  is no com ple te ly  s a t is f a c to r y  

s u b s t i t u te  f o r  the  Basset horn: the  F c la r i n e t  lacks a v a i l a b i l i t y  and

f a m i l i a r i t y  in the  United S ta te s ,  the a l t o  c la r i n e t  possesses poss ib le  

tone q u a l i t y  d i f fe re n c e s ,  and the B8 c l a r i n e t  has i n s u f f i c i e n t  range. 

In an e f f o r t  to  a l lo w  fo r  continued performances and general 

a c c e s s ib i l i t y  o f the Serenade to  wind ensemble e n th u s ia s ts ,  the w r i t e r  

has supp lied  a se t o f  s u b s t i t u te  Basset horn pa r ts  fo r  the B8 

c la r i n e t  and the a l t o  c la r i n e t .  The Contrabass p a r t  may be performed 

on contrabassoon w i th o u t  a l t e r a t io n s  or ad justm ents.

138See measures I :  97, I :  165, I :  173, I :  210, I :
228-29, I I :  55, I I : 79, I I : 86-89, I I I :  12, I I I :  26, I I I : 36-37,
I I I :  40, I I I : 45-46, IV: 44, V I :  171, V I I :  60, V I I :  63.
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E d i t o r ia l  P ra c t ic e s  .

With regard t o  e d i t o r i a l  p ra c t ic e s ,  th e  bas ic  approach o f t h i s  

e d i t io n  was fo rm u la ted  as a r e s u l t  o f  an exam ination o f  e x is t in g  

e d i t io n s  whose s u b je c t  m a tte r  o r ig in a te d  from the  same approximate

t im e  pe r io d  as th e  Serenade. These e d i t io n s  were se lec ted  as a re ­

s u l t  o f  t h e i r  e d i t o r i a l  approach and recognized s c h o la rs h ip .  The 

e d i t io n s  se lec ted  f o r  exam ination inc lude :

(a) Joseph Haydn: Samtl iche K1av ie rsonaten,
e d i te d  by C h r is ta  Landon

(b) Wolfgang Amadeus Mozart: Ten Ce lebrated
S t r in g  Q u a r te ts , e d i te d  by A l f r e d  E in s te in

(c) M ozart: Sonatas and Fantas ies f o r  the  
P i a no, prepared by Nathan Broder

(d) Joseph Haydn: Gesamptausgabe, Lens Pe te r
Larson, gen. e d i t o r

(e) Neue Mozart Ausgabe

( f )  M ozart: Piano Sonatas, e d ite d  by O tto  
von Irmer

In each o f  these  e d i t io n s ,  the  l i s t i n g  and de te rm in a t io n  o f 

accu ra te  and a u t h o r i t a t i v e  sources to  serve as the  bas is  o f  th e  e d i t io n  

was o f  p r im ary  importance. In many com pos itions both th e  autograph 

and the  f i r s t  e d i t io n  were consu lted .  In o th e rs ,  th e  autographs were 

no t a v a i la b le  and p o r t io n s  o f  th e  e d i t io n  were the  r e s u l t  o f  the  

comparison o f  secondary sources. With the  Serenade, however, i t  was
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determined th a t  the autograph provided the most accura te  basis o f the 

a v a i la b le  sources fo r  a performance e d i t i o n .  ^ 9

D iscussion regard ing  performance p ra c t ic e s ,  however, vary in the  

above e d i t io n s .  B r ie f  d iscuss io ns  concern ing such aspects as dynamics, 

o rnam enta t ion , tempo, a r t i c u l a t i o n ,  and instrum ents can be found in the  

e d i t io n s  by C h r is ta  Landon, Nathan Broder and O tto  von Irm er. Broder 

inc ludes a lengthy d iscuss ion  on ornaments and t h e i r  e xecu t ion .  Subse­

quent d iscuss ions  in t h i s  chap ter w i l l  be concerned w i th  the to p ic s  of 

tempo, a r t i c u la t i o n  and ornam enta t ion .

A l l  the above sources s ta ted  th a t  such e d i t io n s  were a n ece ss ity  

as a r e s u l t  o f  the general inaccuracy o f the then e x is t in g  e d i t io n s .

In many cases, such inaccurac ies  were the d i r e c t  r e s u l t  o f e i th e r  the 

u t i l i z a t i o n  o f  n o n a u th o r i ta t iv e  sources or improper e d i t o r i a l  p ro ­

cedures. Again, assuming t h a t  the autograph is  the on ly  a u t h o r i t a t i v e  

source fo r  the  Serenade, t h i s  study is  p a r t i c u la r l y  concerned w ith  

e d i t o r i a l  p ra c t ic e s  and p r in c ip le s .  Of p a r t i c u la r  va lue in t h i s  

re s p e c t  were the e d i t io n s  o f C h r is ta  Landon, A l f re d  E in s te in  and

^ 9 j h i s j s the conc lus ion  reached by Leeson and W h itw e l l :
"The r e s u l t  o f  our in q u iry  is  t h a t  we are now convinced th a t  . . . th e re  
has probably  never been a c o r re c t  p u b l ic  performance o f t h i s  work s ince 
i t  was played a t  the  B urg thea te r in 1784. And i f  our hypo thes is  is  
c o r re c t  abou the 1803 A and I p a r ts  being the g rea t-g randch i Id o f the 
p a r t s  used a t  t h e  B u r g th e a t e r  p e r fo rm a n c e ,  even t h a t  c o n c e r t  is  
su s p e c t. "  Leeson and W h itw e l l ,  "Concerning M ozart ’ s Serenade," p. 130. 
Moreover, t h e i r  conc lus ion  was reached a f t e r  examining (wherever 
p o s s ib le )  a l l  o the r  sources and comparing them d i r e c t l y  o r i n d i r e c t l y  
t o  the  autograph.
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Lens Pe ter Larson, as we ll as the volumes E d i t in g  E a r ly  Music and 

In te rp r e t in g  Mozart a t  the  K eyboard .^ 0

The e d i t o r i a l  p r in c ip le s  incorpora ted  in t h i s  e d i t io n  were 

s e lec te d  from a p p ro p r ia te  p ra c t ic e s  employed in the above e d i t io n s .  A 

broad d iscuss ion  o f the p ra c t ic e s  and techniques in them is  considered 

in a p p ro p r ia te  to  t h i s  study due to  i t s  com para tive ly  l im i te d  scope; a 

s in g le  work w ith  a s in g le ,  a u t h o r i t a t i v e  source as compared to  an 

e d i t io n  c o n ta in in g  m u l t ip le  works and both primary and secondary 

sources. As a r e s u l t ,  t h i s  d iscuss ion  w i l l  be concerned w ith  those 

techn iques  and p ra c t ic e s  t h a t  are re le v a n t  to  t h i s  e d i t io n .

The musical t e x t  o f  the e d i t io n  has been taken d i r e c t l y  from the  

autograph. Any a l te r a t io n , '  ad jus tm ent o r a d d i t io n  to  t h i s  t e x t  has 

been notated and id e n t i f ie d  as such, a l lo w in g  the perfo rm er/exam iner t o  

d is t in g u is h  between the n o ta t io n s  o f  the composer and those o f  the 

w r i t e r .  Such a p ra c t ic e  a l low s  the performer to  deal w ith  the compos­

e r ' s  in te n t io n s  in the s m a lle s t  d e t a i l .  The perfo rm er, then , is  pro­

vided w ith  the  composer's t e x t  and may in te r p r e t  the symbols th e re in  

f o r  h im s e l f .  Furthermore, the  n o ta t io n  o f  ques tionab le  and unc lear 

m ark ings, in a d d it io n  to  an e x p lana t ion  and i d e n t i f i c a t io n  of e d i t o r i a l  

ad jus tm ents , a l t e r a t io n s  and a d d i t io n s ,  are contained in Appendix A: 

E d i t io n  Remarks, and Appendix B: Performance N o t e s . ^

^ ^S e e  Thurston D a r t ,  W alte r Emery and C h r is tophe r M o r r is ,
E d i t in g  E a r ly  Music (London: H o ilen  S t re e t  Press, 1968), pp. 10-22;
Eve and Paul Badura-Skoda, I n te rp r e t in g  Mozart a t  the  Keyboard, t ra n s .  
by Leo B lack (New York: S t.  M a r t in 's  P ress, 1962), pp. 127-45.

141simi la r  l i s t i n g s  are found under the t i t l e  " C r i t i c a l  
Report" in the e d i t io n s  by C h r is ta  Landon, A l f re d  E in s te in ,  th e  Neue 
Mozart Ausgabe and the Haydn Gesamptausgabe.
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Brackets  ( [ ] ) are employed to  i l l u s t r a t e  a l l  added dynamic

in d ic a t io n s ,  s tacca to  m a r k i n g s , 142 a c c id e n ta ls ,  a l te re d  p itche s  

and o th e r  types o f  e d i t o r i a l  t e x t s ,  in c lu d in g  tempo suggestions , 

s im i l e , e tc .  In an a ttem pt to  avoid the overuse of b racke ts ,  e d i t o r i a l  

s lu r  markings added to  the t e x t  w i l l  be id e n t i f ie d  through a v e r t i c a l

bar placed in the cen te r o f a s lu r  mark ( "  * '  • ) .  When

e d i t o r i a l  a d d i t io n s  are intended to  rep lace  markings in the au tograph, 

the  o r ig in a l  markings w i l l  be m a in ta in e d .143 |n a few ins tances , 

s lu r  markings are suggested to  be de le ted  w ith o u t  rep lacement. Such 

suggested d e le t io n s  are marked w i th  a double bar in the cen te r  o f the 

symbol ( "  ^  ) .

For the  most p a r t ,  added markings have been based on requ irements 

suggested in the score, such as p a r a l le l  passages and s im ultaneous 

even ts . Such re la t io n s h ip s  are recorded and id e n t i f ie d  in Appendix A: 

C r i t i c a l  Remarks. Other added markings re q u ire  exp lana tion  and are 

given in Appendix B: Performance Notes. L a s t ly ,  a number o f  sugges­

t io n s  appear in the d iscuss ion  on ornaments and a r t i c u la t i o n  in t h is

142christ 'a Landon d id not b racke t a r t i c u la t i o n  s igns in 
o rde r to  avoid c lu t t e r in g  the p r in te d  page. Ed i t i  ng Ear Iy Mus i c 
suggested th a t  the " .  . . ug ly and expensive procedure o f  enc los ing  
them in square b racke ts "  be avoided by an exp lana tion  in the  form of a 
b r i e f  fo o tn o te ,  E d i t in g  E a r ly  M us ic , pp. 17-18. The s iz e  o f  the 
s tacca to  dots in the  Neue Mozart Ausqabe, Werkgruppe 17, bd. 2, ed. by 
Leeson and Zaslaw, d i f f e r e n t ia t e d  between o r ig in a l  (= la rge )  and 
ed i t o r i a I  (=sm aII) .

143In cases o f  o b v i o u s l y  i n c o r r e c t  no tes  and ins tances  o f  
l i m i t e d  space,  t h e  approach has been a l t e r e d ,  p a r t i c u l a r l y  when th e  
s im u l ta n e o u s  n o t a t i o n  o f  both th e  o r i g i n a l  mark ings and e d i t o r i a l  
s u g g e s t i o n s  was v iewed as c o n fu s in g  and u n c l e a r .  A t  such p o i n t s ,  t h e  
e d i t o r i a l  mark ings appear in the  sco re  and the  o r i g i n a l  mark ings  are 
i l l u s t r a t e d  in Append ix B: Per fo rm ance No tes .  B ra cke ts  have been
employed t o  show e d i t o r i a l  a d ju s tm e n ts .
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chapter and are no t marked in the e d i t i o n .  These markings lack s p e c i f ­

ic  re fe rences  in the form o f p a r a l le l  passagaes and s im ultaneous occur­

rences and are given in the form o f a l te r n a t iv e s  and not a l t e r a t io n s .

Concerning the musical t e x t  i t s e l f ,  the w r i t e r  has a ttem pted, 

wherever p o s s ib le ,  to  r e ta in  the  n o ta t io n a l  p ra c t ic e s  found in the 

autograph. The group ing o f notes and the abbrev ia ted  manner o f n o ta t ­

ing "crescendo" over several measures has been re ta in e d .  S im i la r l y ,  

fermatas found above the la s t  double bar o f a movement ( in d ic a t in g  the  

music does no t con t inue ) have a lso  been re ta in e d ,  as have a l l  t e x ts  

( in c lu d in g  tempo m arkings, names o f  movements and p o r t io n s  o f  

movements, and such terms as do Ic e , s o lo , sempre and tace rono ) and 

t r i l l  symbols. The notated va lue  o f  the appoggiaturas in the autograph 

has been mainta ined and subsequent a l t e r a t io n s  or c o r re c t io n s  appear in 

the  form o f  e d i t o r i a I i z a t io n s .

Other aspects o f  the n o ta t io n a l  p ra c t ic e s  in the autograph have 

been r e w r i t te n  to  conform to  modern conventions in an a ttem pt to  avoid 

con fus ion  and unc lear meanings. The o rd e r in g  o f a c c id e n ta ls  in the key 

s ig n a tu re s  has been a l te re d  in t h i s  way ( the  o r ig in a l  key s ig na tu res  

are  given in Appendix A: C r i t i c a l  Remarks). P a rts  c o n ta in in g

abb rev ia ted  d i r e c t io n s ,  such as col 1? ( col Basso) ,  i n f . ,  coI 11 oboe 

1mo, coI I 1 oboe 2^ ° , £ ( =  J J J J ) ,  £ (= -T3T3 i  J J J ) and 

j r m  J O T  ) ,  have been w r i t te n  o u t  in f u l l .  The F and

Horn p a r ts  appear paired on two staves in the autograph and have 

been w r i t t e n  on in d iv id u a l  staves in the e d i t io n  in the in te r e s t  o f
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Confusing n o ta t io n a l  p ra c t ic e s  in the autograph,

r r r r
4 J « «

and
p

have been re w r i t te n  accord ing to  modern conven tions . The abbrev ia ted  

form o f  the s ix te e n th  note ( ^  ) employed by Mozart, when i t  occurs as 

p a r t  o f  the  regu Ia r  n o ta t io n  (n o t  as an a p p o g g ia tu ra ) , has been 

re w r i t te n  in the form J b . In many cases, successive s lu r  markings 

have been re w r i t te n  as a s in g le  m arking. Bar l in e s  in the autograph, 

fo r  the most p a r t ,  appear on ly  in the in d iv id u a l  p a r ts  and do not span 

the  score from uppermost l in e  to  bottommost. The w r i t e r ,  however, has 

employed bar l in e s  runn ing from the top to  the bottom.

Dynamic level symbols o f te n  appear in a s l i g h t l y  abbrev ia ted  form: 

piano = p i a : , f o r t e  = f o r : . The e d i t io n  u t i l i z e s  the c u r re n t  

a b b re v ia t io n s  o f f_ and jd. The symbols f p , s f , s f p , and _££ have been 

re ta in e d .  These symbols, in c lu d in g  re la te d  symbols such as 

’ c rescend o , ’ o f te n  possess a conc lud ing  colon ( f o r  example, f o r : ) which 

the  e d i t io n  has d e le te d .  The va ry ing  appearance o f the s tacca to  mark 

in the autograph, from a do t to  a s t ro k e ,  has not been re ta in e d ,  but 

appears in the e d i t io n  in the form o f  a do t.

144| n the autograph, th e re  is  f re q u e n t congestion created by
the  c lose  p ro x im i ty  o f  F horn I I  and B° horn I ,  and B*3 horn I I  and
Bassoon I .  The confus ion is  a m p l i f ie d  th ro u g h t  he use of a r t i c u la t i o n
and dynamic markings and the placement o f stems.

c l a r i t y . 144

such as
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The most d i f f i c u l t  aspect o f  the e d i t o r i a l  process was the 

de te rm ina t io n  o f the exact length o f the s lu r  markings in the au to­

graph. While the d iscuss ion  o f t h i s  problem can be found on page 114 

o f t h i s  chap te r ,  on ly  those instances th a t  are unc lear and possess 

m u l t ip le  s o lu t io n s  are id e n t i f i e d  and examined in Appendix B: 

Performance Notes. S i tu a t io n s  th a t  possess an obvious s o lu t io n ,  in the 

in te r e s t  o f b r e v i t y ,  have not been id e n t i f i e d  as such and appear as 

o r ig in a l  markings in the  score.

L a s t ly ,  both rehearsa l le t t e r s  (assigned w ith  re fe rence  to  

s t r u c tu r a l  elements ) and measure numbers have been supp lied  in o rde r 

to  a id  in rehearsa l and p re p a ra t io n .  W hile the score is numbered in 

each measure (found below the  Contrabass), the pa r ts  have numbers on ly  

above the  f i r s t  measure o f each stave.

With re fe rence  to  the p a r ts ,  on ly  those aspects t h a t  d i r e c t l y  

concern the execu tion  o f  the  p a r t i c u la r  p a r t  are no ta ted . Such items 

as o r ig in a l  key s ig n a tu re s ,  ins trum ent names as they appear in the 

autograph, re fe rences  to  the autograph and re fe rences to  o ld e r  

n o ta t io n a l  p ra c t ic e s  are not d e ta i le d .  E d i t o r ia l  suggestions t h a t  

appear in the score, however, have been t ra n s fe r re d  to  the p a r ts .

Tempo

The es tab l ishm en t o f  an a p p ro p r ia te  tempo in music w r i t te n  p r io r  

t o  1800, more s p e c i f i c a l l y  p r io r  to  the in t ro d u c t io n  o f Maelzel’s metro­

nome, is  one o f the most im portan t and d i f f i c u l t  tasks fac ing  the 

conducto r. Rates o f  tempo du r ing  the Viennese C la s s ic a l  period were 

suggested through vague and im precise I t a l ia n  terms such as A l le g ro ,
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Adagio, and Andante. Yet Mozart wrote to  h is  fa th e r  in 1777, " I f  tempo 

is  wrong noth ing  e lse  can be r i g h t .  Tempo is  the most necessary, the 

ha rdes t,  and the p r in c ip le  th in g  in m us ic ."145

Quantz, in an a ttem pt to  r e la te  tempo w ith  the human pu lse , which 

he estim ated to  be a t  the  ra te  o f e ig h ty  beats per m in u te ,146 

c i te d  fo u r  main c lasses o f tempi from which a l l  o the rs  could be 

der i ved :^47

A l le g ro  assai = m.m. 80 = J

AI Iegro d i mol to  
P resto

A l le g r e t t o  = m.m. 80 = J
A l le g ro  ma non ta n to  
A l le g ro  non troppo 
AI Iegro non p res to  
AI Iegro moderato

Adag io  cantab i I e

Cantabi le 
Ar ioso 
La rgh e tto  
Soave

145joseph Beach, "Tempo in the  Performance o f C la s s ic a l 
Music" (Masters th e s is :  U n iv e rs i t y  o f  C in c in n a t i ,  1948), p. 89.

146Quan+z suggested t h is  equ iva lency but added th a t  he 
recognized the f a c t  t h a t  the pulse ra te  is  not c o n s is te n t  from morning 
to  n ig h t .  "N e ve rthe less ,  some d e f in i t e  standard can be se t-up  to  meet 
these c ircum stances. I f  you take  the pulse as i t  found from the midday 
meal t i l l  even ing, and as i t  found in a j o v ia l  and h ig h - s p i r i t e d  and 
ye t  ra th e r  f i e r y  and v o l a t i l e  person, o r ,  i f  you w i l l  pe rm it  the 
exp ress ion , in a person o f c h o le r ic -s a n g u in e  temperament, as your 
b as is ,  you w i l l  have h i t  upon the  c o r re c t  pulse b e a t . "  Johann Joachim 
Quantz, On P lay ing  the  F lu te , t ra n s .  by Edward R. R e i I ly  (New York: 
Schirmer Books, 1966), p. 288.

147Quan+Zj Qn P lay in g  the  F lu te , p. 284.

= m.m. 80 = J
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Dolce
Poco Andante 
A f fe tu oso  
Pomposo 
Maestoso 
A l la  S ic i I ia n a  
Adagio s p i r i t o s o

Adagio assai

Adagio pesante 
Lento
Largo assai 
Mesto 
Grave

The a p p l ic a t io n  o f  such markings must a lso  be made w ith  c o n s id e ra t io n

g iven to  . . the  fa s te s t  notes used in the passage w o r k . " 148

Many c la s s ic a l  w r i t e r s  and modern scho la rs  were in agreement w ith

Quantz, in c lu d in g  Leopold M ozart:

Not on ly  must one beat t im e c o r r e c t l y  and even ly ,  but one 
must a ls o  be ab le  to  d iv in e  from the piece i t s e l f  whether 
i t  re q u ire s  a slow or a somewhat qu icke r speed. I t  is  t ru e  
th a t  a t  the beg inn ing o f  every piece spec ia l words are 
w r i t te n  which are designed to  c h a ra c te r iz e  i t ,  such as 
'A l le g r o '  (m e rry ) ,  'A dag io ' (s lo w ) ,  and so on. But both 
slow and qu ick  have t h e i r  degrees, and even i f  the composer 
endeavors to  e x p la in  more c le a r l y  the speed requ ired  by 
using y e t  more a d je c t iv e s  and o the r  words, i t  s t i l l  remains
im possib le  f o r  him to  desc r ibe  in an exact manner the speed
he de s ire s  in the  perform ing o f  the p iece. So one has to  
deduce i t  from the  piece i t s e l f ,  and t h i s  i t  is  by which 
the t ru e  worth o f  a musician can be recognized w i th o u t  
f a i l .  Every melodious p iece has a t  le a s t  one phrase from 
which one can recogn ize  q u i te  s u re ly  what s o r t  o f  speed 
the p iece demands. O ften , i f  o the r  p o in ts  be c a r e f u l l y  
observed, the phrase is  forced in to  i t s  na tu ra l speed.
Remember t h i s ,  but know a lso  th a t  fo r  such pe rcep tion  long
experience and good judgement are r e q u i r e d . 149

148por a more d e ta i le d  d is c u s s io n ,  see Quantz, On P lay in g  
the  F lu te , pp. 285-86.

149i_eopold M ozart,  V io l i n  PI ay i nq, p. 33.

= m.m. 80 J

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



90

and Ralph K i r k p a t r ic k :

I t  should be po in ted  ou t t h a t  f i r s t  o f  a l l  one has to  look 
a t  the term in d ic a t in g  the tempo a t  the beginning of the 
p iece , and a t  the q u ic k e s t  notes o f which the passage 
c o n ta in s .150

I t  is  im portant to  no te , however, t h a t  Quantz considered these markings

on ly  as 'main c a te g o r ie s , '  o r more s im p ly , as s t a r t in g - p o in t s ,  and

can on ly  be viewed as app rox im a tions . Mozart d id  not conce ive his

tempi in terms o f  pulse ra te s  and Quantz appears on ly  to  be p ro v id in g

the  performer w ith  general g u id e l in e s .

Another fa c to r  t h a t  one may wish to  cons ider in the  s e le c t io n  o f

an a p p ro p r ia te  tempo is  the " d o c t r in e  o f  a f fe c t io n s "  or A f fe k te n le h re .

According to  t h i s  concept, music is  not on ly  capable o f express ing

broad, general emotions, bu t s p e c i f i c  ones as w e l l .  In h is  Essay,

C. P. E. Bach s ta te d :

A music ian cannot move o th e rs  unless he too is moved.
He must o f  n ece ss ity  fee l a l l  o f the a f fe c ts  th a t  he 
hopes to  arouse in h is  audience, f o r  the re v e a l in g  o f 
h is  own humor w i l l  s t im u la te  a l i k e  humor in the 
l i s te n e r .  In la n gu ish in g ,  sad passages, the perform­
er must languish and grow sad. Thus w i l l  the express­
ion o f  the p iece be more c le a r l y  perceived by the 
audience . . . S im i la r l y ,  in l i v e l y ,  joyous pass­
ages, the execu tan t must again put h im se lf  in to  the 
a p p ro p r ia te  mood. And so, c o n s ta n t ly  va ry ing  the 
passions he w i l l  ba re ly  q u ie t  one before  he rouses 
a n o th e r .151

1 5C>Ra I ph K i r k p a t r i c k ,  " E ig h t e e n t h  C e n tu ry  M etro n om ic  
I n d ic a t io n s , "  American M us ico Iog ica I Papers (December, 1938), p.
35.

151C. P. E. Bach, Essay on the  True A r t  o f  P lay in g  Key­
board Ins trum en ts , t r a n s .  by W il l ia m  J. M i tc h e l l  (New York: W. W.
Norton & C o l,  1949), p. 152.
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I t  can be seen from the  many a f fe c ts  which music por­
t r a y s ,  th a t  the accomplished musician must have 
spec ia l endowments and be capable o f employing them 
w is e ly .  He must c a r e f u l l y  appra ise  h is  audience, 
t h e i r  a t t i t u d e  toward the  express ive  con ten t o f  h is  
program, the place i t s e l f ,  and o the r  a d d i t io n a l  
f a c t o r s . 152

Danie l Turk , in h i s - K Ia v ie rs c h u Ie  o f 1789, provided e q u iva lenc ies  

o f  the  most common I t a l i a n  terms o f h is  t im e:153

Presto fa s t
A l le g ro s w i f t  (n o t  as fa s t  as P resto )
Veloce rap i d
V i vace 1 iv e ly
Commodo com fo rtab le , p la c id ,  not f a s t
Moderato moderate
Tempo Gi usto a t  the r i g h t  speed
Maestoso m a je s t ic ,  slow
Andante l i t e r a l l y  w a lk in g ,  medium, ne!

slow nor fa s t
Grave s e r io u s ,  more or less slow
Adag io s low
Lento not as slow as Adagio
Largo broad, slower than Adagio
A l la  breve tw ic e  as fa s t  as usual

R e la t iv e ly  few tempo in d ic a t io n s  are employed in the  Serenade. 

Only the I t a l ia n  terms Largo, Adagio, A l le g r e t t o ,  A l le g ro  and Mo I to  

a l le g r o  are found in the autograph:

Largo: I : 1+

Adag io I I I :  1+
V: I t

V I : 122t  (V a r ia t io n  V)

AI Ie g re t to : V:
V:

I t
25+

152c. p . e. Bach, Essay on the  True A r t  o f  P lay in g  Keyboard 
Ins trum en ts , t ra n s .  by W il l ia m  J. M i t c h e l l  (New York: W. W. Norton 8.
Co., 1949), p. 153.

153Qan j e | G o t t l ie b  T u rk ,  K Ia v ie rs c h u Ie  oder Anweisung zum 
K la v ie rs p ie le n  f u r  Lehre r und Lernende (L e ip z ig  and H a l le :  1789),
p. 4.
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A l le g ro :  V I :  145+ (V a r ia t io n  VI)

Mo I to  a I I eg r o : 1 : 1 5 +
V I I :  1+

In a d d i t io n ,  movement II ( th e  f i r s t  Menuetto) possesses no tempo

marking nor does the theme and f i r s t  fo u r  v a r ia t io n s  o f movement V I.

There are a lso  no accelerando or r i ta rd a n d o  markings in the autograph.

Th is  w r i t e r  makes no s p e c i f i c  recommendations regard ing  the

s e le c t io n  o f  a p p ro p r ia te  tem p i. I t  is  f e l t  th a t  the "a p p ro p r ia te n e ss "

o f  a given tempo may depend no t on ly  on musical requ irem en ts , bu t a lso

on such fa c to rs  as the a r t i s t i c  in s t i n c t s  o f both the  conductor and the

pe rfo rm er,  and the o v e ra l l  cha ra c te r  o f the ensemble i t s e l f .  Ins tead,

t h i s  study w i l l  p rov ide  general remarks and in fo rm a tion  regard ing  the

s p e c i f i c  tempi u t i l i z e d  in the autograph.

F r i t z  Rothschi Id suggested t h a t  moderation may have been the

C la s s ic a l  a t t i t u d e  toward tempo: "T h is  means in the f i r s t  place

a b s te n t io n  from any extreme and s lowness."154 Numerous remarks

made by Mozart suggest t h a t  he, to o ,  may have held the same b e l ie f :

"He [H err V o g le r l took  the f i r s t  movement p re s t is s im o , 
th e  Andante a I Iegro and th e  Rondo, be I ieve  i t  o r n o t ,  
p re s t is s im o . . . . W e ll,  you may e a s i ly  imagine th a t  
i t  was unendurable. A t the  same t im e  I could not 
b r in g  myself to  say to  him Far to o  Q u ick ! Besides, 
i t  is  much eas ie r  to  p lay a th in g  q u ic k ly  than s lo w ly :  
in c e r ta in  passages you can leave ou t a few notes w i th ­
o u t  anyone n o t ic in g  i t  . . . But is  t h a t  b e a u t i fu l?
In t h i s ;  in p la y i n g  th e  p iece  in the  t im e in which i t  
i t  ough t  t o  be p layed and in p la y in g  a l l  the  no tes ,  
a p p o gg ia tu ra s  and so f o r t h ,  e x a c t l y  as they  were w r i t t e n

154pr j+ z Rothschi Id, Musical Performance in the  Times o f 
Mozart and Beethoven, P a r t  I I o f  The Los t T ra d i t io n  in Music (New York: 
Oxford U n iv e rs i t y  P ress, 1961), p. 87.
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and w i th  a l i  the a p p ro p r ia te  expression and ta s te ,  so 
t h a t  you m ight suppose th a t  the  performer had composed 
i t  h im s e l f . ' f55

Please t e l l  my s is t e r  t h a t  th e re  is no adagio in any
o f these concertos [K. 449-451, K. 453] ----- on ly
a nd a n te s .156

The Badura-Skodas, in a d iscuss ion  o f Mozartean tem p i, provided 

in fo rm a tio n  regard ing  tempo in d ic a t io n s  found in h is  works. The 

fo l lo w in g  has been e x tra c te d  from t h e i r  d is c u s s io n :^57

Largo

Adagio:

AI Ie g re t to :

AI Iegro:

o f  the markings in the Serenade, 
t h i s  is  the s lowest and would appear 
t o  re q u ire  s u b d iv is io n  o f the pu lse.

a slow tempo th a t  should f lo w  more 
than the  n in e te e n th -c e n tu ry  concep­
t io n  o f t h i s  term. Furthermore, one 
may wish to  employ a more f lo w in g  
adagio in h is  qaI a n t  works than in 
the  la te r  works. S ubd iv is ion  o f the 
pulse a lso  appears necessary.

on ly  m oderate ly f a s t .  The placement 
o f  the movement may a lso  a f f e c t  the  
tempo; i f  employed as an o u te r  move­
ment the tempo may approach a l le g r o ,  
i f  employed as an inner "s lo w "  move­
ment, the tempo may be taken as a 
f lo w in g  andante.

one o f M oza rt 's  most common m arkings; 
g e n e ra l ly  means 'q u ic k . '  Again , one 
may wish to  d is t in g u is h  between a 
l y r i c a l ,  c a n ta b i le  movement and a

155[rmj |y Anderson, The L e t te rs  o f  Mozart and H is F am ily , 2 
v o l s . ,  2nd. e d . ,  prepared by A. H ya tt  King and Monica Carolan (New 
York: S t.  M a r t in 's  Press, 1966), I :  448-49.

 ̂56 1b i d . , I I : 880.

^E tedu ra -S koda , I n te rp r e t in g  M ozart , pp. 34-36. The e n t i r e  
d iscuss io n  can be found in t h i s  re fe ren ce , pp. 27-52, in c lu d in g  tempo, 
p la y in g  in t im e , agog ics , ruba to  and rhy thm ic  n o ta t io n  p e c u Ia r i t i e s .
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’ f i e r y , 1 v i r tu o s o  movement. Many re ­
p o r ts  suggested th a t  M oza rt 's  a l le g ro  
tended to  be somewhat moderate. 
Furthermore, t h i s  marking, w i th o u t  
a d d i t io n a l  q u a l i f i e r s ,  o r i g i n a l l y  
meant ’ gay' o r  ' c h e e r f u l . '

'F a s t '  must o b v ious ly  be tempered somewhat through c o n s id e ra t io n

o f  the musical c on ten t .  Mozart appeared to  have placed g re a t

importance on c l a r i t y  o f  the  musical l in e  fo r  a f t e r  he l is te n e d  to  a

performance by F.X. S te rk e l ,  Mozart found the pieces to  be " .  . . so

f a s t  t h a t  i t  was hard to  fo l lo w  them, and not a t  a I I c le a r l y ,  and not

in t im e . " ^ 8  Johann Rockl i t z ,  in December, 1798, wrote o f Mozart

in the  AIlegemeine M us ika l isch e  Z e itu n g :

Nothing roused Mozart to  l i v e l i e r  p ro te s t  than did 'b o tc h in g '  
o f  h is  com positions when performed in p u b l ic ,  m ain ly through 
exce ss ive ly  f a s t  tem p i. 'They th in k  th a t  w i l l  add f i r e  
to  i t ' ,  he would say, 'The f i r e  has got to  be in the piece i t s e l f  
— i t  w o n 't  come from g a l lo p in g  away w ith  i t ' .  . . . ^ 9

The second movement, s im ply  e n t i t l e d  "Menuetto" possesses no tempo

markings. F rede r ick  Dorian suggested the  performer bear in mind the

fo l lo w in g  when de te rm in ing  the ra te  of speed of an unmarked c la s s ic a l

m inue t: ^ 0

1. In minuets where ac tua l dancing was in tended, the 
tempo was app rox im ate ly  J = 80.

2. Tempo di menuetto in c y c l i c a l  forms is  o f ten  on ly  
a r e c o l le c t io n  o f the e a r l i e r  dance m inue t, whose

^ 8 /\ncjerS0 n, L e t te rs  o f  M ozart, I :  391.

159(3adura-Skoda, I n te rp r e t in g  M ozart , p. 30. The quote is 
a ls o  accompanied by the statement t h a t  R o c k l i tz  has o f te n  been 
mentioned as a ra th e r  ' o v e r - im a g in a t iv e  w r i t e r . '

ISORrederick D o rian , The H is to ry  o f  Music in Performance 
(New York: W. W. Norton & Co., 1942), pp. 123-25.
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tempo was o f a very moderate speed.

3. The express ive  symphonic minuets o f  M ozart 's  la te r  
works re q u ire  tempi th a t  must conform to  the i n d i v i ­
d u a l i t y  o f  the p a r t i c u la r  symphony.

Dorian a ls o  s ta ted  th a t  th e re  is  " .  . . ho open formula f o r  Mozart

m inue ts , but on ly  the music i t s e l f  can prov ide  the proper en ligh tenm ent

f o r  the performance o f the p ie c e . "161

The Badura-Skodas be lieved M o z a r t 's  m inuets to  be a " .  . . p la c id  
3

dance in 4 t im e , and . . . are o f te n  played too f a s t . "162 A lthough 

th e re  appears to  be no se t tempo fo r  h is  m inuets, those marked 

A l le g r e t t o  (movement IV) should be taken more q u ic k ly  than those 

marked otherw i s e . 163

Dynami cs

According to  the  Badura-Skodas, Mozart was aware o f a 11 the  

dynamic g rada t ions  between _ff_ and pp. In the autograph, he used _f_ and 

j) w i th o u t  e xce p t io n ,  but on ly  in a general sense as these symbols could 

a ls o  imply s l i g h t l y  louder and s o f te r  g rada t ions  (m£, m f, e t c . )  On the 

o th e r  hand, f_f and £p_ re q u ire  spec ia l c o n s id e ra t io n  because they 

re p re se n t a s p e c i f i c  in te n t io n .  The a l t e r a t io n  o f _f or j) to  a louder/  

s o f te r  g rada tion  has i t s  basis in the music i t s e l f .  Performers most

^ F r e d e r i c k  D o r ian , The H is to ry  o f  Music in Performance 
(New York :  W. W. Norton & C o . ,  1942),  p.  125.

162Bad ura-Skoda, I n te rp r e t in g  M ozart , p. 35.

163 |n r e fe r r in g  to  the tempo marking o f  the t h i r d  movement 
( 'A l l e g r e t t o ' )  o f  M ozart 's  E*3 Major Symphony (K. 543), Dorian s ta ted  
th a t  "T h is  tempo has become the  model f o r  o the r  minuets where no 
spec ia l in s t r u c t io n s  are g iven , assuming t h a t  Mozart meant a l le g r e t t o  
fo r  a l l  h is  m in u e ts ."  Dorian , H is to ry  o f  Music in Performance, p. 125.
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c e r t a in l y  employed such ad jus tm ents , as suggested by C. P. E. Bach:

. . in o rde r  t o  do j u s t i c e  t o  the  music, one must c o n s ta n t ly  make

use o f  th e  ea r,  because the  necessary marks are  not always found in 

164the  s c o re . "  Quantz, to o ,  made note o f t h i s  f a c t :

From what has been sa id  thus  f a r ,  i t  may be in fe r re d  t h a t
t o  observe th e  Piano and F o r te  o n ly  a t  these p laces where 
they  are  in d ic a te d  is  f a r  from s u f f i c i e n t ,  and t h a t  each 
accompanist must a ls o  know how to  in troduce  them w ith  d is ­
cernment a t  many places where they  are  no t marked. Thus, 
t o  achieve success in t h i s  regard , good in s t r u c t io n  and 
much experience are necessary. 1̂ 5

Concerning the  broad meaning o f  these symbols, Su izer w ro te , "The

s igns  o f  f_ and £ ,  s ig n i f y in g  th e  s trong  and the  weak, do not s u f f i c e .

O ften they  are supp lied  on ly  to  p reven t gross e r ro rs .  I f  they were

r e a l l y  to  be s u f f i c i e n t  i t  would be necessary to  w r i t e  them below every

. 1.166 n o te ."

Mozart u t i l i z e d  r e la t i v e l y  few dynamic symbols in th e  autograph: 

p ia :  sempre piano

fo r :  crescendo

I t  is  in te r e s t in g  t o  note t h a t  w h i le  £ £  is  employed in o n ly  f i v e  

I 67instances f f  is  not u t i l i z e d  a t  a l l .

I 64Dorian , H is to ry  o f  Music in  Performance, p. 167.
| /* c

Quantz,  On P la y in g  t h e  F l u t e , pp. 277-78.

. G. S u iz e r ,  A llgem eine Theorie  der Schonen Kunste 
( L e ip z ig :  1792); as p r in te d  in Dorian , H is to ry  o f  Music in
Performance, p. 167.

16 7 | | I : 46, V: 9, V: 92, V: 105 and V I:  116.
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As noted, the _f and _p markings should not be taken as l i t e r a l  in 

every ins tance . The Badura-Skodas remarked th a t  " . . .  one can on ly  

decide in each in d iv id u a l  case which degree of loudness is  to  be chosen, 

and one o f te n  needs to  know a work very well indeed i f  one is  to  decide 

c o r r e c t l y  in some p a r t i c u la r  c a s e . "168 Facto rs  t h a t  may be 

considered in de te rm in ing  the dynamic leve l inc lude 1) the sco r ing  and 

in s tru m e n ta t io n  a t  the p o in t  in q ue s t ion ,  2) balance problems, 3) r e la ­

t i v e  importance o f the  musical m a te r ia l ,  4) preceding and subsequent 

dynamic l e v e l s , 1 6 9  ancj 5 ) sound p roduc tion  requ irem ents . 170

A l l  dynamic markings added to  the e d i t io n  and not found in the  

autograph conform in p r in c ip le  to  those o f Mozart, t h a t  is ,  on ly  f_ and 

£  symbols have been in s e r te d .  Furthermore, such a d d i t io n s  are based on 

the  requ irements o f  the autograph in the form o f  p a r a l le l  and s im u l ta ­

neous occurrences; pu re ly  s u b je c t iv e  a d d i t io n s  are avoided (see 

Appendix A: C r i t i c a l  Remarks, f o r  a d e s c r ip t io n  o f  each e d i t o r i a I i z a -

t i o n ) .  Whereas Mozart employed p r im a r i l y  the symbols f o r : and p ia : in

the  autograph, the  e d i t io n  has s u b s t i tu te d  the abbrev ia ted  forms o f _f 

and £ .  These s u b s t i t u t io n s  are not notated as e d i t o r i a  I i z a t io n s ,  but 

a l l  o the r  symbols not found in the  autograph conform to  the e d i t o r i a l  

p r in c ip le s  discussed above.

168[3ac|u ra_si<ocja> in te r p r e t in g  M ozart, pp. 20-21.

169-rhe f_ and £  symbols appear fo r  the  most p a r t  in a 
continuous p lay o f  c o n tra s ts  and shadings.

1 70 |nd iv idua l p laye rs  may make adjustments in dynamic le ve ls  
in o rder to  compensate fo r  p roduc tion  problems, such as the bottommost 
notes o f the oboe and bassoon (which may re q u ire  a s l i g h t l y  increased
I eve I ) .
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Movements I ,  I I ,  IV and VII possess no i n i t i a l  dynamic in d ic a t io n s  

but have subsequently been added by the w r i t e r .  In I :  1, the added f

has been deduced as a r e s u l t  o f  the fo l lo w in g  piano in I : 3 . The

opening f_ in movements I I  and IV, l ik e w is e ,  has been determined as a 

r e s u l t  o f  the p iano in I I :  22-3 and IV: 4 -5 ,  r e s p e c t iv e ly .  Movement

V I I ,  on the  o the r  hand, is  less obv ious. The f i r s t  dynamic symbol 

encountered in the movement occurs in V I I :  24, where j_ and _p occur

a l t e r n a te l y  on each pulse f o r  the next two measures. Subsequent 

re tu rn s  o f  rondo theme ( V I I :  40 and V I I :  96) as well as the

c o n t ra s t in g  t h i r d  s ta tem ent (marked p ia n o ) in V I I :  88 suggest the

i n i t i a l  s tatement a lso  be marked f o r t e .

Of p a r t i c u la r  in te r e s t  is  the f i r s t  T r io  o f  movement I I .  I t  

possesses no i n i t i a l  dynamic in d ic a t io n  and the preceding level from 

the  Menuetto is p iano ( I I :  43 -46 ).  A number o f f p , s f  and s fp  symbols

are  found, some o f  which are fo llow ed by piano symbols. The musical 

cha ra c te r  o f  T r io  I and i t s  c o n t ra s t  w i th  the Menuetto (p r im a r i  ly 

through o rc h e s t ra t io n s )  suggest a general level o f p ia n o .^ 1  jh e  

w r i t e r  has placed no marking a t  the o u ts e t  o f  T r io  I ,  d e fe r r in g  th a t  

d e c is io n  to  the perfo rm er.

A number o f dynamic symbols have been added to  the e d i t io n  th a t  

appear in the autograph in one p a r t ,  but not in ano the r.  Examples of 

such a d d i t io n s  can be found in IV: 18 (compare c la r in e t s  to  bassoons),

^ T h e  piano marking occurs in the p r in te d  e d i t io n s  and 
W hitwe ll be lieved t h i s  to  be a ’ reasonable assum ption . ’ W h itw e l l ,  
"Performance Prob lem s," p. 30.
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IV: 37 (compare horns +o a l l  o the r  p a r t s ) ,  and V: 22 (compare Oboe II

to  a I I o the r  p a r t s ) .  At le a s t  one instance occurs in which an apparent 

marking has been om it ted  from a I I p a r ts ,  such as in V I : 68-69. Here,

a f o r t e  marking appears two measures e a r l i e r  (V I :  67) and again

immediate ly fo l lo w in g  the phrase in question  (V I :  72 ) .  Furthermore,

these f o r t e  markings are accompanied by t u t t i  sco r ings  w h i le  the phrase 

in question  is  scored fo r  on ly  c la r in e t s  and bassoons. The om itted  

markings appear, th e re fo re ,  to  be p iano .

There are a lso  a number o f instances in which the primary m elod ic 

l in e s  are given no dynamic in d ic a t io n s ,  such as in V I:  124 and V I:

129. Oboe I p resen ts  the m elod ic m a te r ia l ,  has no dynamic marking and 

is  supported by the  Basset horn, bassoons, and Contrabass, a l l  o f which 

are  marked p iano . The term ’ s o l o , '172 as used in movement 111 t o  

des igna te  the  ro le s  o f  Oboe I ,  C la r in e t  I and Basset horn I ,  has been 

app lied  to  Oboe I in V I :  124 ra th e r  than the less s p e c i f i c  in s t r u c t io n

o f  p iano . L ikew ise , ’ s o lo '  has a lso  been app lied  to  the entrance o f 

C la r in e t  I in V I:  129 and to  Oboe I in V I :  138 fo r  the same reason.

A s im i la r  s i t u a t io n  e x is ts  in the second T r io  o f  movement IV. The 

m elod ic  m a te r ia l is presented by Oboe I ,  Basset horn I and Bassoon I ,  

and is  accompanied by c la r i n e t s ,  Basset horn I I ,  Bassoon I I  and 

Contrabass ( p iz z i c a to ) .  The accompanying ins trum en ts , w i th  the 

excep tion  o f  the  Contrabass, are marked p i ano. Due to  the doub ling  o f  

the  m elod ic m a te r ia l ,  i t  is  suggested th a t  the anacrus is  f ig u r e  in V I: 

64 be marked piano in Oboe I ,  Basset horn I and Bassoon I .

l ^ s e e  p. 100.
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Only f i v e  instances o f in d ic a t io n s  can be found in the 

autograph, two o f  which ( the  la s t  measures o f movement I I I  and movement 

V) are  c a d e n t ia l ly  o r ie n te d .  Two o th e rs ,  V: 9-15 and V: 92, in vo lve

in t e r i o r  phrases. The la s t ,  V I :  136+, and most in te r e s t in g ,  appears

to  be an obvious experiment in te x tu re  and c o lo r  t h a t  supports  a so lo  

m elod ic statement in Oboe I .  The level may have been so marked in 

o rde r  to  p rov ide  balance to  a p o t e n t ia l l y  p rob lem a tica l s i t u a t io n .

Although the re  are no _ff markings in the autograph, p iu  f o r t e  is  

im p lied  through the r e p e t i t i o n  o f f o r t e  markings, as in I :  37.173

Other a ttem pts a t  p ro v id in g  balance can be found in the use o f the  

term ’ s o lo , '  as in I I I :  4 -7 .  The term designates the ro le s  o f Oboe I ,

C la r in e t  I and Basset h o rn • I th roughout the movement as the prim ary 

m e lod ic  ins trum ents . The use o f such a device is h e lp fu l  in view of 

the  c o n t in u a l ly  s trong  support by the accompanying ins trum en ts . Mozart 

a ls o  employed the term 'd o lc e '  in a s im i la r  manner. Th is  term , du r in g  

M ozart ’ s t im e ,  meant ’ p r o je c t ’ and no t 's w e e t ly '  as in contemporary 

u s a g e . 174 iQ o lce ’ is  u t i l i z e d  in I :  1 ( C la r in e t  I ) ,  I I :  16 

( C la r in e t  I ) ,  V I:  21 (oboes, Basset horns, bassoons), and V I:  41 

( C la r in e t  I and Bassoon I ) .

The use o f  such dynamic symbols as 'c rescendo ' and 'd im inuendo ' 

appear in f re q u e n t ly  in the autograph; on ly  seventeen such instances

173w h itw e ll ,  "Performance Prob lem s," p. 30.

174y/hitwell suggests t h a t  t h i s  may be the source o f  the 
mistaken pianos found in the opening measures o f the f i r s t  movement in 
the  p r in te d  e d i t io n s  and the Mozarts Werke. He b e l ie ve s  t h a t  e a r ly  
e d i to r s  may have m is taken ly  t ra n s la te d  'd o lc e '  as p iano . W h itw e l l ,  
"Performance P r a c t ic e s , "  p. 29.
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can be found. Four are marked w i th  'c re s c e n d o :1 o r  s im ply ' c r e s : '  

w h i le  two o the rs  u t i l i z e  the  modern symbol « = n :  ( I I :  42 and 44 ) .  Two 

a d d i t io n a l  instances use both and symbol s (V: 95 and

97).175

Most crescendo markings are on ly  one or two measures in length and

range from a s in g le  p a r t  to  a 11 p a r ts .  The term appears in ta c t

( ' c rescend o : ' ) ,  abb rev ia ted  C e r e s : ' )  o r  separated in to  s y l la b le s  

C e re s :  cen: d o : ' ) .  More im p o r ta n t ly ,  in many cases, the term is

a ls o  accompanied by dynamic symbols o u t l i n in g  the e x t re m i t ie s  o f  the 

inc rease . Such examples as I 1: 97-100 and I I :  122-125 i l l u s t r a t e  a

crescendo from the  p re v io u s ly  e s ta b l is h e d  level o f p iano to  the s ta ted  

f o r t e :

Oboe

1 s
Some instances in movement V are immediately preceded by a £  marking 

and fo l  lowed by a _f m arking:

Oboe

P: cres: c e-nJo: i- P!
The simultaneous use o f  the  crescendo and diminuendo symbol 

( < 2 ^  ) is  in f re q u e n t ,  o c c u r r in g  on on ly  th re e  occas ions. The

f i r s t ,  I I I :  42 and 44, i l l u s t r a t e s  a crescendo to  an u nsp ec if ie d

175/\cu-i-a My, the symbols appear as < ^ >
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W.

zz

The second, V: 95 and V; 97, is  used in con junc t ion  w ith  both _sf_ and

s fp  symbols. The e x t re m i t ie s  are not s p e c i f ie d  in a l l  p a r ts :

Oboe

C Ia r  i nets

Bassoons

The la s t ,  V I :  122, is  the on ly  use o f an uncombined diminuendo symbol

in the  autograph. I t  p rov ides a smooth t r a n s i t io n  from the minor 

t o n a l i t y  o f  V a r ia t io n  IV to  the B*3 major t o n a l i t y  o f V a r ia t io n  V.

Symbols o f  accen tua tion  can be found in the form o f f]D and s f  

(sometimes s f p ) .  The c u r re n t  symbols ( A and >  ) had no t ye t  become 

customary in M ozart 's  t im e . Such markings are now viewed as s ig n i f y in g  

accen tua tion  a t  the e s ta b l is h e d  dynamic I eve 1 .176 I t  is

17£>Whitwel I , "Performance P rob lem s," p. 30.

dynamic le v e l ,  on ly  to  re tu rn  immediate ly to  p iano : 

Oboe I  f=------^£ M
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g e n e ra l ly  agreed th a t  f £  and _sf_ are in te rchangeab le ; ^ 7  in the

autograph, both markings do occur s im u ltaneous ly  (see V: 13-14, where

s fp  and f £  are used). The Badura-Skodas be lieved th a t  i t  is

s i g n i f i c a n t  as to  whether the  _sf_ comes in f o r t e  or p iano , i t s  placement

w i th in  the  measure and i t s  f u n c t io n . 178 They fu r th e r  s ta ted  t h a t

such accents should not be exaggerated and the a t ta c k  o f the note

should be fo llow ed by an immediate reduc t io n  in the level o f volume.

Leopold Mozart wrote:

I t  is  customary always to  accent minims s t ro n g ly  when 
mixed w ith  sh o r t  no tes, and to  re la x  the tone aga in .
For example:

Yea, many a c ro tc h e t  is  played in the same manner. For 
examp Ie:

And t h i s  in r e a l i t y  is  the express ion which the composer d e s ire s  
when he sets _f and £ ,  namely f o r t e  and p iano , a g a in s t  a note .
But when accen ting  a note s t ro n g ly  the  bow must not be l i f t e d  
from the  s t r in g  as some clumsy people do, bu t must be continued 
in the s tr  ' "  s t i l l  be heard c o n t in u o u s ly ,

^ ^ W h i tw e l l ,  "Performance Prob lem s," p. 30. A lso Badura- 
Skoda, In te rp r e t in g  M ozart, pp. 22-23.

^^Badura-Skoda, I n te rp r e t in g  M ozart, pp. 22-23.

179l . Mozart, V io l i n  P la y in g , p. 219.

a I though
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For the most p a r t ,  the performer w i l l  encounter l i t t l e  confus ion 

regard ing  the execu tion  o f  f £  and s f « These symbols occur a t  both the 

f_ and £  le v e ls  and are c le a r l y  marked w i th  regards to  placement. There 

are ins tances , however, which re q u ire  e x p la n a t io n .  In the f i r s t  T r io  

o f  movement I I  ( I I :  65 -69 ),  a s e r ie s  o f  a l te r n a t in g  _sf_ and _p symbols

occu r .  As discussed e a r l i e r ,  no dynamic level is es tab l ishe d  in the  

autograph a t  the o u ts e t  o f  the T r io .  I f  one assumes a level o f  p iano , 

then the  _sf_ th a t  occurs in I I :  65, is executed w ith o u t  excess emphasis

a t  t h a t  le v e l .  I t  i s ,  however, fo l low e d  by £ ,  as are the remaining s_f 

symbols in the fo l lo w in g  measures. The s i t u a t io n  is  made more 

d i f f i c u l t  by the f a c t  t h a t  some question  remains regard ing  the exact 

placement o f  the symbols in I I :  67 and I I :  68 (see Performance Notes,

I I :  67 ).  The question a r is e s  as to  whether or not the _sf in I I :

65-68 should be executed a t  the leve l o f  p iano or do they a c tu a l ly  

change the dynamic leve l to  f o r t e , n e c e s s i ta t in g  a £  symbol to  re tu rn  

to  the  leve l o f  p iano . In V: 80-84, a s im i la r  usage of a l te r n a t in g  £

and _sf symbols can a lso  be found as we ll as in V I: 5-6 . The la t t e r

shows concu rren t use o f both s fp  and s f :  p : .

There appears to  be th re e  p o ss ib le  s o lu t io n s .  F i r s t  the sf_ could 

fo l lo w  the  p ra c t ic e  suggested by W hitwe ll and the  Badura-Skodas -  

accen tua tion  a t  the in d ica te d  dynamic le v e l .  In t h i s  case the 

fo l lo w in g  pi ano marking would be viewed as a reminder of the e x is t in g  

dynamic le v e l .  The second a l t e r n a t i v e ,  the le as t  m u s ic a l ly  accep tab le , 

would be the  adjustment o f the dynamic leve l to  f o r t e  by the _sf_ symbol. 

The la s t  p o s s i b i l i t y  would serve as a compromise o f  the f i r s t  two.
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Rather than an immediate re tu rn  to  p ia n o , as in d ica ted  by s f p , s f : p:

may suggest a s l i g h t l y  extended reduc t io n  to  p iano — in essence, 

s f  p . E in s te in  noted t h a t  the symbol f ; p : (as opposed to  fp )  

denotes a s h o r t  d im inuendo.^ 0  Such an execu tion would a lso  

appear t o  be a p p ro p r ia te  in V I:  5-6 where the melodic m a te r ia l and

s u p p o r t iv e  l in e s  are marked s f :  p: as opposed to  sf_ in the susta ined

p a r ts .

That the s fp  and _f£ symbols are in te rchangeab le  may be i l l u s t r a t e d  

by the  s i t u a t io n  found in V: 13-14. The oboes, p resen ting  the m elod ic

m a te r ia l ,  in co n ju n c t io n  w ith  the  c la r in e t s  and Basset horns, are 

marked s f p . The horns, bassoons and Contrabass, however, are marked 

f p . T h is  suggests two p o s s i b i l i t i e s :  1) the  symbols are in f a c t  

in te rchangeab le  or 2) E in s te in 's  b e l ie f  t h a t  f_p is  a weaker degree o f

accen tua tion  than s fp  is v a l id .  In V: 13-14, E in s te in 's  suggestion

appears to  have some bas is ,  bu t in a s i t u a t io n  such as V I :  77-79,

^ ^ E in s te in  fu r th e r  s ta ted  th a t  M o za r t 's  employment o f  _f£ denoted 
a weaker degree o f  accen tua tion  than does s f . A l f re d  E in s te in ,  The Ten 
Ce lebrated S t r in g  Q uarte ts  (London: Novel Io , 194), pp. i x - x .
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the re  appears to  be no d i f fe re n c e  and the va ry ing  markings may be in

e r r o r .

The e d i to r s  o f  the c r i t i c a l  score in the  Neue Mozart Ausgabe

suggested t h a t  the _sf markings in both c la r in e t s  in I I :  65 can a lso  be

connected w i th  the two qua rte r  notes t h a t  fo l lo w :

In der Regel w ird  das Vortragsze ichen sf_ s te ts  auf e ine
e in z ig e  note bezogen, in KV 361 (370a )  und auch in
anderen Werken M ozarts— g i b t  es indes S te l le n ,  d ie  
ze igen, da s ich  sf_ auch auf mehrere Noten beziehen 
kann (so etwa in den Takten 19 b is  22 aus dem T r io  I 
zum ers ten  Menuett. . .

One l a s t  dynamic sym bol, th e  change from f o r t e  t o  p ia n o  suggested

^ D a n i e l  Leeson and Neal Zaslaw, "V o rw o r t , "  Series  V I I ,  
Werkgruppe 17, Bd. 2, in Neue Mozart Ausgabe (Base l:  B a re n re i te r ,
1979), p. X I I .
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in the autograph by f o r :  pi a : , has been m is taken ly  a l te re d  in the

Mozarts Werke as f p . I t  is  found in f re q u e n t ly  in the autograph and on 

each o f  the  fo u r  o c c a s i o n s 1 8 2  j +  appears s im u ltaneous ly  w ith  the 

fp  symbol. In each ins tance , the f : p: symbols appear w ith  m elodic 

m a te r ia l  w h i le  the _f£ is .ass igned  to  susta ined or background m a te r ia l .  

The f i r s t  ins tance , V I :  5 -6 , employs the  s f :  p: and s fp  symbols.

A r t i  cuI a t i  on

The term ' a r t i c u l a t i o n , '  w i th  respec t to  i t s  use in t h i s  d is c u s s io n ,  

r e fe r s  to  the manner in which the musical m a te r ia l is  presented in the 

s m a lle s t  d e t a i l .  Hermann K e l le r  re fe r re d  to  a r t i c u la t i o n  as " .  . . the  

b ind ing  toge the r  o r the  sepa ra tion  o f the in d iv id u a l  no tes, i t  leaves 

the  in te l le c tu a l  con ten t  o f  a melody l in e  in v io la b le ,  but i t  determ ines 

i t s  express io n . ” 183 j h e term, th e re fo re ,  in co rpo ra tes  'modes o f 

a t t a c k , ' wh ich  in the  case o f the  autograph, concerns on ly  two 

symbols, the s lu r  ( ~^) and the s tacca to  mark ( • ) .

During M o za r t 's  t im e , the s lu r  was no t used as a phrasing mark as 

was the  case la te r  in the n ine teen th  ce n tu ry ,  even though the need to  

shape phrases was re c o g n iz e d .185 Mozart u t i l i z e d  the s lu r  marking,

182see V: 5 -6 , V I :  205-06, V I :  32-34 and V I I :  25-38.

183[qermann K e l le r ,  Phrasing and A r t i c u l a t i o n , t ra n s .  by L.
Gerd ine (New York: W. W. Norton & Co ., 1965), p. 4.

1841Modes o f  a t ta c k '  in t h i s  case re fe rs  to  the manner in 
which a wind perform er i n i t i a t e s  a tone and inc ludes the g ra d a t io n s  
between legato  and s tacca to .

185po r  fu r th e r  d is c u s s io n ,  see Badura-Skoda, In te rp r e t in g  
M ozart, p. 53+.
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however, in two ways: 1) as a legato  s lu r  and 2) as an a r t i c u la t i o n

s lu r .  The legato s lu r  s ig n a ls  t h a t  th e re  is  to  be no cessa t ion  o f 

sound a t  the conc lus ion  o f the  la s t  note o f the symbol. The legato 

s lu r  can be recognized by the  f a c t  t h a t  i t  w i l l  u s u a l ly  span a s in g le  

measure, ending a t  the  bar l in e  or the la s t  note.^®® Such s lu r  

markings may span h a l f  a measure or po s s ib ly  two. In a few ins tances 

in the  autograph, s lu r  marks span as many as fou r  measures. One such 

occasion ( V I I :  124-127, bassoons and Contrabass), a four-measure s lu r ,

was o b v ious ly  no t intended to  be executed s ince i t  appears in the 

Contrabass and would p resen t a s u b s ta n t ia l  performance problem in 

execu tion .^® ^

The a r t i c u la t i o n  s lu r  in d ic a te s  a grouping o f a l im i te d  number o f 

notes (g e n e ra l ly  two to  fo u r )  and re q u ire s  th a t  the la s t  note be 

shortened , in e f f e c t  sepa ra t ing  i t  from the  note th a t  fo l lo w s .  

A r t i c u la t i o n  s lu rs  o f te n  occur above s h o r t  note values and in con junc­

t io n  w i th  s tacca to  marks.

Execution o f  these types o f  s lu rs  c rea tes  less of a problem than 

t h e i r  re c o g n i t io n .  Q u a l i ty  and s t y le  o f a t ta c k s  in wind ins trum ent 

performance, dependent upon the a b i l i t y  o f  the pe rfo rm er,  can range 

from an almost im p e rce p t ib le  break, to  an obvious accented s e p a ra t io n .

^®®The Badura-Skodas s ta te d  th a t  c la s s ic a l  s lu rs  o r ig in a te d  
in v i o l i n  bowing and t h a t  Viennese c la s s ic a l  composers u t i l i z e d  a 
v i o l i n i s t i c  n o ta t io n .  E in s te in  agreed (E in s te in ,  Ce lebra ted  S t r in g  
Q u a r te ts , p. i x ) .  As a r e s u l t ,  long s lu rs  are uncommon and u s u a l ly  
span on ly  a s in g le  measure — a d i r e c t  re fe rence  to  the  length  o f the 
bow.

^®^See Performance Notes, measures V I I :  124-27.
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The re fo re ,  re c o g n i t io n  and execu tion  o f  legato  s lu rs  would e n ta i l  the 

use o f a legato s t y le  a r t i c u l a t i o n ,  one where the ac tua l cessa t ion  o f 

sound created by the a t ta c k  o f the f i r s t  note of the fo l lo w in g  group is 

m in im a l. A r t i c u la t i o n  s lu r s  would re q u ire  a reduc t io n  o f the  length o f  

the  la s t  note o f  the  group -  " c u t t i n g - o f f " 188 the |ast  note.

A t h i r d  s t y le  o f  a r t i c u la t i o n  can be described as 'n o n - le g a to '  and 

is  s igna led  by the absence o f any a r t i c u la t i o n  symbol. In keyboard 

performance, non -lega to  is  accomplished by l i f t i n g  the f in g e r  from one 

key immediately p r io r  to  the touch ing  o f the n e x t . ^89 In wind 

performance, execu tion o f  non - lega to  can be achieved through the  

emphasis o f  c l a r i t y  o f  a r t i c u la t i o n .  Th is  concept l ie s  midway between 

the  less d i s t i n c t  legato  and the po in ted ,  separated s ta cca to ,  

emphasizing the q u a l i t y  o f a t ta c k  w i th o u t  reducing p e rc e p t iv e ly  the 

length o f the note.

Legato s lu rs  appear th roughout the autograph. Of p a r t i c u la r  

in te r e s t  are the s lu r  markings in the t h i r d  movement f o r  Bassoon I I  and 

Contrabass. Predom inantly  in s in g le  measure lengths, th e re  is  an 

occasiona l group ing o f fou r  no tes . In one case, I I I :  31-32 (see

C r i t i c a l  Remarks, I I I :  32 ) ,  an adjustment has been made in the e d i t io n

fo r  the  sake o f  cons is te ncy .  But when cons ide r ing  the concept o f 

lega to  s lu r  markings, the ac tua l d e l in e a t io n  o f th e  symbol becomes 

somewhat less pronounced, p a r t i c u l a r l y  in view o f the o v e ra l l  e f f e c t  o f

IS^Bad ura-Skoda, I n te rp r e t in g  M ozart, p. 54.

1 8 9 jb id . ,  pp. 54-55.
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t h i s  l in e  -  a continuous fo unda tiona l bass l in e  t h a t  v i r t u a l l y  spans 

the e n t i r e  movement. S im i la r l y ,  the  d iscrepancy in the length o f s lu rs  

in V: 4 and V: 19, a ls o  becomes less p r o b le m a t i c a l . ' ^  L a s t ly ,

the  d iscrepancy in s lu r  lengths in the la s t  movement, V I I :  124-127,

may a ls o  be viewed in the same manner.

A r t i c u la t i o n  s lu r  markings are e q u a l ly  numerous. Typ ica l ex­

amples may be seen in I :  35-36, I I :  37-39, I I :  96-102, and the 

accompanimentaI l in e s  in Oboe I I ,  C la r in e t  I I ,  Basset horn I I  and Bas­

soon I o f  the t h i r d  movement. Proper execu tion  o f a r t i c u la t i o n  s lu rs  

w i l l  enhance the o v e ra l l  ensemble sound by ach iev ing  g re a te r  c l a r i t y ,  

p a r t i c u l a r l y  in la rge r  conce rt  h a l ls .  In t h i s  respec t ,  th e re  may be a 

v a l id  comparison in execu tion  between a r t i c u la t i o n  s lu rs  and non - le g a to .

The autograph is  well-marked w i th  s lu r s ,  e l im in a t in g  the need fo r  

e x tens ive  a d d i t io n s .  A l te ra t io n s  and a d d it io n s  have been accomplished, 

however, in an a ttem pt to  c l a r i f y  in c o n s is te n c ie s .  M o z a r t 's  mark ings, 

even though they are q u i te  e x te n s iv e ,  are not always p re c is e .  In many 

cases, t h i s  is  the manner in which he composed. He most o f te n  wrote 

o u t  a score on ly  once, thus i t  is  both the d r a f t  and the f i n a l  copy. 

While he is m eticu lous  in h is  n o ta t io n  o f  p i t c h e s , '9 '  he was less 

exac t in the n o ta t io n  o f  a r t i c u la t i o n  symbols. A l f re d  E in s te in  wrote :

' ^ S e e  Performance Notes, measure V: 4 and V: 19.

'9 'o n ly  fo u r  c o r re c t io n s  in ac tua l p i tche s  have been made in 
the  autograph: I :  124 (Basset horn I I ) ,  I I I :  40 (Basset horn I I ) ,
I I I :  46 ( C la r in e t  I I ) ,  and V I :  149 (C ontrabass). Furtherm ore, the re  
are numerous instances o f  such c o r re c t io n s  in M oza rt 's  hand th roughou t 
the  autograph, bu t r e l a t i v e l y  few c o r re c t io n s  o f a r t i c u la t i o n  markings 
( see Appendix C ) .
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. . . i n  d e ta i l s  o f  a r t i c u la t i o n ,  such as the use o f s lu rs  
and s tacca to  marks, he is  not always so c o n s is te n t  as to  
leave room fo r  doubt. H is s lu rs  a re , o f  course, no t marks 
o f ph ras ing , but in d ic a te  the manner o f  bowing; but the 
marking o f  the in d iv id u a l  pa r ts  is  o f te n  very in c o n s is te n t  
where u n i fo rm i ty  is  o b v io u s ly  re q u ire d ,  and q u i te  f re q u e n t ly  
he binds toge the r  in one passage a group o f  notes which are 
d iv id e d  in correspond ing passages. In such cases i t  is  
no t always p o s s ib le . to  d is t in g u is h  sharp ly  between over­
s ig h t  and d e l ib e ra te  i n t e n t i o n . ^ 2

With respec t to  the  Serenade, he s ta ted  t h a t  "Mozart was not p rec ise  in

h is  musical n o ta t io n ;  but i f  one is  f a m i l i a r  w ith  h is  id io s y n c ra c ie s ,

th e re  remains on ly  a few cases in which one can be in doubt about h is

i n t e n t i o n s . " 1 9 3

A number of s lu r  markings in the autograph were ad jus ted  in order 

to  conform to  c u r re n t  n o ta t io n a l  p ra c t ic e s .  These ad justm ents have not 

a l te re d  the o r ig in a l  in te n t io n s  o f  the composer and r e s u l t  in no change 

in the ac tua l execu tion  o f  the  p a r t  in que s t ion .  For example, in I :  

7 -8 ,  th re e  consecu tive  s lu r s  are replaced by a s in g le  mark:

and have been a l te re d  to :

£
^ 2 E i nst e i n j Ce lebrated S t r in g  Q u a r te ts , pp. v i i - i x .

jn s+e in , " I n t r o d u c t io n "  t o  Gran P a r t i t a ,  K. 361: 
F a c s im i le  o f  the  Holograph, p. 11
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I 12

A s im i la r  s i t u a t io n  e x is ts  in C la r in e t  I ,  V I :  9-10:

a l te re d  to :

A number o f s lu r  markings have e i th e r  been added or de le ted  in 

o rde r  to  c o r re c t  apparent o v e rs ig h ts  in the autograph. M oza rt 's  

com pos it iona l process g e n e ra l ly  e n ta i le d  f i r s t  w r i t in g  ou t the m elodic 

m a te r ia l ,  then supp ly ing  the bass, w ith  the inner vo ices being f i l l e d  

in a f t e r w a r d s . ^94 In many ins tances , in c o n s is te n c ie s  appeared in 

the  secondary p a r ts ,  namely those completed a f te r  the m elod ic  and bass 

vo ices .  The e f f e c t  is  t h a t  s lu r  markings in some parts  are e i th e r  l e f t  

o u t  e n t i r e l y  or d i f f e r  in v a ry in g  degrees w ith  those in o the r  p a r ts .  

Examples o f  s lu r  markings added in the e d i t io n  as a r e s u l t  o f  in c o n s is ­

te n c ie s  reported  above inc lud e  C la r in e t  1 1 , 1 :  64 and 184, Bassoon I ,  

I I I :  24, F Horns, IV: 75, and Basset horn I ,  V I :  32. Examples of 

s lu r  markings in the autograph th a t  have been added in o rder to  conform 

to  o th e r  s im i la r  p a r ts  inc Iude C Ia r in e t  I ,  I :  226-27, and C la r in e t  I ,

V: 12. An example o f  a s lu r  marking th a t  has been de le ted  can be

194/\ d e s c r ip t io n  o f  t h i s  process can be found in E r ich
Hertzmann, "M o z a r t 's  C re a t iv e  P rocess ,"  pp. 17-30, in Paul Henry Lang, 
e d i t o r ,  The C re a t ive  World o f  Mozart (New York: W. W. Norton & Co.,
1963), pp. 17-30. A d d it io n a l  in fo rm a tion  may be obta ined from
E in s te in ,  Celebrated S t r in g  Q u a r te ts , pp. i i i - x i i .
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found in Basset horn I I ,  I :  197. In a l l  s i t u a t io n s  where the markings

in the  autograph have e i th e r  been a l te re d  or de le ted ,  an exp lana tion  of 

the  ad justm ent has been provided in Appendix B: Performance Notes.

S i tu a t io n s  e x is t  in the  autograph where r e p e t i t io n s  o f a f ig u r e  

may n o t  possess the same.markings as did the o r ig in a l  s ta tem ent. In 

movement V, the  A l le g r e t t o  (V: 25) begins w ith  the m elodic m a te r ia l  in

the  Basset horns. The r e p e t i t i o n  o f t h a t  phrase in V: 33-40 has added

the  oboes and c la r in e t s  to  the m elod ic m a te r ia l but the s lu r  markings 

do no t appear in the r e p e t i t i o n .  The w r i t e r  has suggested the 

r e p e t i t i o n  o f  the s lu r  markings in those vo ices doubling the o r ig in a l  

s ta tem ent (Oboe I ,  C la r in e t  I ,  V: 34-35) as well as in the vo ices

whose m a te r ia l  is s im i la r  but not id e n t ic a l  (Oboe I I ,  C la r in e t  I I  and 

Basset horn I I ,  measure 35).195

There are numerous instances where s lu r  markings in id e n t ic a l  or 

c lo s e ly  re la te d  p a r ts  are not in agreement. One such example occurs in 

I :  138 where Oboe I and Basset horn I have id e n t ic a l  pa r ts  w ith

c o n t r a d ic t in g  s lu r  m a r k i n g s : ^96

Oboe
4'  ft S

Basset 
horn I

a ig :

t o  <

^ ^ S e e  Performance Notes, measures V: 35-37.

^9£>See Performance Notes, measure I : 138.
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I 14

A more pe rp lex ing  example can be seen In I I :  1, 21 and 29, where

id e n t ic a l  f ig u re s  in the oboes, c la r in e t s  and Basset horns possess no 

less than th re e  d i s t i n c t  s lu r  markings. The problem has been fu r th e r  

com plicated by the  f a c t  th a t  the s lu r  markings in the autograph a t  t h a t  

p o in t  were im prec ise ly  no ta ted , and i t  is d i f f i c u l t  to  determine the 

exac t p o in t  a t  which they begin and conclude (see Performance Notes,

I I :  1 ). Both E in s te in  and the Badura-Skodas be lieved th a t  Mozart

tended to  begin h is  s lu r  markings too  soon and extend them too

f a r . 1 9 7

In T r io  I I  o f  movement I I ,  I I :  104-108 and I I :  127-131, th re e

separa te  s lu r  markings appear above the f ig u r e

found in the  oboes, Basset horns, F and B^ h o r n s . 198 Here,

to o ,  the  problem is  lessened when cons ide r in g  the exact length o f the

s lu r  marks in the autograph. Other examples o f s lu r  d isc repanc ies

between p a r ts  may be found in V: 4 , V: 19, V I:  25-26, and V I I :

124-126.

Another category o f a d d i t io n s  is  concerned w ith  m iss ing markings 

th a t  may have subsequently been supp lied  by e i th e r  the performer or the  

c o p y is t  as a r e s u l t  o f  performance p ra c t ic e s  of the pe r io d .  In t h i s

197Bad ura-Skoda, In te rp r e t in g  M ozart, pp. 60-61, E in s te in ,  
Ce lebrated S t r in g  Q u a r te ts , p. x.

198gee Performance Notes, measures I I : 104-08.
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group o f  a d d i t io n s  f a l l s  the p ra c t ic e  o f  s lu r r in g  an appoggia tura  to

the  fo l lo w in g  note. Leopold Mozart s ta te d :

Here is  now a ru le  w ith o u t  e xcep t ion :  The appoggia tura
is  never separated from i t s  main no te , but is  taken a t  
a l l  t im es in the s t r o k e . 159

Many s lu r  markings between the  appoggia tura  and the fo l lo w in g  note

(main note) have been om itted  in the  autograph. On such occas ions,

s lu r  markings may appear in one p a r t  and no t in another ( I :  57, I ;

213), w h i le  o th e r  occasions are com p le te ly  devoid o f s lu r  markings in

a l l  pa r ts  ( I I :  33-36, I :  132-135). One may assume, th e re fo re ,  th a t

such markings were om itted  as a r e s u l t  o f hasty copying. Presumably,

i t  was no t e s s e n t ia l  t h a t  Mozart be as d e ta i le d  in t h i s  re s p e c t ,  as

compared t o  the ac tua l n o ta t io n  o f p i tc h e s ,  leaving such ad justm ents to

the  performer or the c o p y is t .

In those instances where the  musical m a te r ia l possesses a

cantab i le q u a l i t y ,  such as movement I I I ,  p o r t io n s  o f  movement V and

V a r ia t io n  V o f movement V I ,  the a d d i t io n  o f  legato s lu rs  is  p o s s ib le .

Such a d d i t io n s  on the  p a r t  o f the perform er should be confined to

s tep -w ise  motion and c o n s is te n t  w i th  the legato  cha rac te r  o f the

m elod ic  m a te r ia l .  The Badura-Skodas be l ie ved :

In a lmost every cantabi le theme i t  is necessary to  l i n k  the  
notes by p lay in g  legato ; even when a l i t e r a l  in te r p r e ta t io n  
o f  a r t i c u la t i n g  s lu rs  would lead one to  l i f t  the hand from 
the  keys, one should no t do s o . 2 0 0

199|_. M ozart, V io l  in P la y in g , p. 166.

200Bacjura-Skoda, I n te rp r e t in g  M ozart , p. 56.
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I 16

There are numerous occurrences o f a rpeggia ted accompaniment 

f ig u re s  in small note va lues ,  most f re q u e n t ly  assigned to  the 

c la r i n e t s .  The f ig u re s  ( a l l  but one) are  unmarked and the w r i t e r  

suggests the  a d d i t io n  o f s lu r  marks, as in V: 80-83:

C la r in e t  I I

n V I :  69-76, V I :  81-84 and V I:  109-118.

A lthough the c a n ta b i le  na ture  o f the m elod ic m a te r ia l suggests a legato 

performance, the a d d i t io n  o f s lu r  markings is  s t ro n g ly  ind ica ted  by the  

in h e re n t  performance problems when such f ig u re s  are a r t i c u la te d ,  even 

lega to . The f ig u re s  in V I:  136+, on the o the r  hand, do possess s lu r

markings and may p rov ide  an a p p ro p r ia te  model.

In movement V I I ,  the opening l in e s  in the oboes and c la r i n e t  show 

s lu r  markings over the  s ix te e n th  notes and s tacca to  marks above the 

repeated e igh th  no tes. V I I :  6-7 and p a r a l le l  f ig u re s  bear no such

m arkings. The w r i t e r  suggests s lu r  and s tacca to  markings be added

accord i n g Iy .

In the la s t  movement, the  s ix te e n th -n o te  m a te r ia l  in V I I :  124-131

is  marked w ith  s lu r s ,  except fo r  those in the oboes, V I I :  128-29.

(The w r i t e r  did no t add s lu r  markings to  these measures even though 

they would seem a p p r o p r ia te . ) A legato  s t y le  is  not in d ica ted  because

o f  the  use o f s tacca to  markings in o the r  vo ices ( c la r in e t s  and Basset

horns) and i t  may be d e s ira b le  to  execute such a passage non-

lega to . The Badura-Skodas s ta ted  t h a t  Mozart " . . .  does indeed o f ten
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I 17

demand a legato fo r  m elodic passages, bu t f o r  whatever ins trum en t,  he 

a lmost always wanted v i r tu o s o  passage-work played ’ n o n - le g a to . '201 

L a s t ly ,  accord ing to  David W h itw e l l ,  a form o f nega tive  

a r t i c u la t i o n  can be found in e ig h te e n th -c e n tu ry  horn pa r ts  and invo lves 

the  a p p l ic a t io n  o f  t i e s  above extended pedal notes t h a t  bear no 

m a r k i n g s . 202 | n vI I ; 73+, the horns are w r i t te n  as

r i r  i r n n i r  r > u r-
and may be rendered as

fT rT r r r  n r  > u r
Furthermore, i f  _fR symbols are incorpora ted  in such s i t u a t io n s ,  they 

would in d ic a te  th a t  the perform er a r t i c u la t e  the p i tc h  and not add the  

t i e .  Instances where such a concept may be app lied  to  the Serenade are 

l i s te d  in Appendix B: Performance Notes.

With respec t to  s tacca to  markings and a r t i c u la t i o n  in gen e ra l,  i t  

has been suggested t h a t  the most common s t y le  o f  a t ta c k  (touch on the 

keyboard, bowing on s t r in g e d  ins trum ents) du r in g  M oza r t ’ s t im e may not 

have been lega to , but a c tu a l ly  non - le g a to .  Even Czerny remarked: 

"M o z a r t 's  schoo l; no tab ly  b r i l l i a n t  p la y in g ,  more w i th  an eye to

s ta c c a to  than legato .*203

201 Badura-Skoda, I n te rp r e t in g  M ozart , p. 54-55.

202Qa v j cj W h itw e l l ,  "N o ta t io n  Problems in E igh teen th  Century 
M a n u s c r ip ts , "  In s t r u m e n ta I is t , September, 1971, p. 31.

203por a fu r th e r  d is c u s s io n ,  see Badura-Skoda, I n te rp r e t in g  
M ozart, pp. 54-56, p. 66.
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Staccato markings in the  autograph range from mere dots ( • ) t o

v e r t i c a l  s trokes ( • ) . 204 I t  is  not p o s s ib le ,  however, to

determ ine any recogn izab le  d i f fe re n c e  in usage and deployment between

the  two types o f markings in the autograph. In some cases, both

s troke s  and dots appear in the same p a r t  w i th in  the span o f  a few

measures, and may be the r e s u l t  o f w r i t in g  mechanics and not a musical

d e l in e a t io n .  E in s te in  be lieved  th a t  Mozart on ly  knew th e  ’ s tacca to

s t ro k e '  and not the  's ta c c a to  d o t . ' 2*-^ E v id e n t ly ,  as a r e s u l t  of

the  r a p id i t y  w ith  which he w ro te , Mozart would o c c a s io n a l ly  tu rn  the

s tro k e  in to  a d o t .  Other ins tances , however, may appear to  make a

d i s t i n c t i o n  between the two and may a c tu a l ly  be a s i t u a t io n  o f

accen tua tion  being a p p ro p r ia te  to  the musical cha rac te r  and not

n e c e s s a r i ly  se p a ra t io n ,  as in d ica ted  by the s t ro k e .  The w r i t e r ,  as

suggested by E in s te in ,2^  has employed on ly  the s tacca to  do t.

Concerning the execu tion  o f s tacca to  a r t i c u la t i o n s ,  i t  is

appparent t h a t  a wide v a r ie t y  of g rada tions  were not on ly  p o ss ib le  but

des ired  during the e igh teen th  cen tu ry ,  from very s h o r t  to  on ly  a s l i g h t

s e p a ra t io n .  C. P. E. Bach w rote :

A t ta c k  and touch are the same th in g .  Every th ing  depends 
on t h e i r  fo rc e  and d u ra t io n .  When notes are to  be detached 
from each o the r  s troke s  or dots are placed above them. . . .

2040th e r  sources note th a t  Mozart a lso  employed a heavier 
wedge-shaped s troke  th a t  supposedly suggested a cce n tu a t io n .  See 
Badura-Skoda, I n te rp r e t in g  M ozart, pp. 63-65; K e l le r ,  Phras ing and 
A r t ic u I  a t  io n , p. 95.

20 5 £ in s te in ,  Ce lebrated S t r in g  Q u a r te ts , p. ix .

206 Ib id .
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Notes are detached w i th  r e la t io n  to :  (1) t h e i r  notated
leng th , t h a t  is ,  a h a l f ,  q u a r te r ,  or e igh th  o f a bar; (2) 
the  tempo, f a s t  o r slow; and (3) the  volume, f o r t e  or piano.
Such tones are always held fo r  a l i t t l e  less than h a l f  t h e i r  
nota ted length . In gen e ra l,  detached notes appear m ostly  in 
leaping passages and ra p id  t e m p o s . 207

The Badura-Skodas be lieved t h a t  the performer must a lso  cons ider the

A f f e k t  ( th e  ' f e e l i n g  o f the p ie c e ')  in a d d it io n  to  such fa c to rs  as

le ng th ,  volume le v e l ,  and t im b re  o f a p a r t i c u la r  n o t e . 208

I t  is  a lso  po ss ib le  t h a t  s tacca to  markings may in d ic a te  something

o th e r  than j u s t  length o f  note . Again, the Badura-Skodas suggested

th a t  a s t ro k e  (o r  wedge) may a lso  in fe r  acce n tu a t io n .  Furthermore,

depending upon the  s i t u a t io n ,  i t  may in d ic a te  sepa ra t ion  as

w e l 1.209 E in s te in ,  to o ,  suggested th a t  in some instances Mozart

employs the " .  . . s t ro k e  and do t as d i s t i n c t  expression marks,

deno ting  re s p e c t iv e ly  a s tron ge r  or s l i g h t e r  a c c e n tu a t io n . "210

A number o f e d i t o r i a I i z a t i o n s  w ith  respec t to  s tacca to  markings

w i l l  be found in the e d i t i o n .  O c c a s io n a l ly ,  a p a r t  w i l l  begin w ith

s ta cca to  markings, then , a f t e r  a measure, the markings w i l l  cease w h i le

the  p a r t  i t s e l f  con t inues . According to  E in s te in ,  " I n  the m a jo r i ty  o f

cases Mozart con ten ts  h im se lf  w i th  in d ic a t in g  the a r t i c u la t i o n  a t  the

f i r s t  appearance o f  a m otive , and leaves i t  to  the p laye r to  make

207q . p. e . Bach, Essay, p. 154.

208gad ura-Skoda, I n te rp r e t in g  M ozart, p. 64.

209ytiey suggest t h a t  in those instances where Mozart f e l t
t h a t  the  then standard symbol f o r  accen t, s fz ,  was too  s tro n g , he would
employ the  s tacca to  m arking. Badura-Skoda, In te rp r e t in g  M ozart , 
pp. 64-65.

21O E ins te in ,  Ce lebrated S t r in g  Q u a r te ts , p. ix .
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subsequent r e p e t i t io n s  c o n s is te n t . "211 Many instances are q u i te

c le a r ,  such as the  Basset horns in I :  30+, and again in I :  95+. On a 

few occas ions, the s tacca to  markings may be continued fo r  a co n s id e r­

ab le  length o f  t im e , such as in V a r ia t io n  VI o f  movement V I ,  and the  

beg inn ing o f  movement V U .

More p rob lem a tica l are the  many instances in which Mozart made 

improvements in some p a r ts  and not o th e rs .  Moreover, i t  is  r e l a t i v e l y  

easy to  encounter such adjustments made in the subsequent sta tements o f 

m o tives . For example, the runn ing  e ig h th -n o te  sca la r  f ig u re s  o f  the 

f i r s t  movement,

which begins in I :  44, possesses no s tacca to  markings in the  f i r s t  two

statements ( I :  44 in the bassoons, and I :  54 in the Basset ho rns).

However, s tacca to  marks are g iven in p a r a l le l  passages in both the 

development sec t ion  ( I :  95+) and r e c a p i tu la t io n  ( I :  168+). The

s tacca to  marks appear in the  statement of t h is  f ig u r e  in the deve lop­

ment sec t ion  (Basset horns, I :  95+), as well as in the measures th a t

fo l lo w  and the statements in the r e c a p i tu la t io n  ( I :  168+). The w r i t e r

has t ra n s fe r re d  the markings to  the  o r ig in a l  s ta tem ent.

A lso p rob lem atica l are those instances in which s tacca to  marks 

appear in one or two p a r ts ,  b u t  not in o th e rs  t h a t  have e i th e r  s im i la r

2 1 lE in s te in ,  Ce lebrated S t r in g  Q u a r te ts , p. ix .

Bassoons 
1: 44
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or id e n t ic a l  m a te r ia l .  In many s i t u a t io n s ,  the re  is l i t t l e  doubt as to  

the  composer's in te n t io n ,  such as in I :  37, where a l l  q u a r te r  notes 

except those in the horns are marked s tacca to ,  and in IV: 9—11, where 

s tacca to  marks occur in the c la r i n e t s ,  bassoons and Contrabass, but no t 

in the  o th e r  p a r ts .  One.may argue t h a t  t h e i r  absence was the  r e s u l t  o f 

an o v e rs ig h t  on the p a r t  o f  the composer.

Other instances are no t as c le a r  o r obv ious, such as in I : 74-79.

The e ig h th  notes in t h i s  c a d e n t ia l  f ig u r e  are i n i t i a l l y  unmarked ( I :  

74-75) and in the r e p e t i t i o n  ( I :  78-79) o n ly  th re e  e igh th  notes in the

Basset horns are marked s ta cca to :

p pBasset horns

S im i la r l y ,  in V I:  73-74, the  oboes and Basset horns a l te r n a te  e ig h th

notes on and o f f  the beat. In the autograph, on ly  the f i r s t  e igh th  

note o f  Basset horn I is  marked s ta cca to .  L a s t ly ,  in the opening 

measures o f  V a r ia t io n  IV o f  movement VI (V I :  101-104), s tacca to

markings are not notated du r in g  the f i r s t  fou r  measures. Then, in 

measures 104-106, s tacca to  marks appear in the Basset horns and 

bassoons, and o c c a s io n a l ly  in the  c la r i n e t s .  In t h is  case, however, 

s ta c c a to  marks have no t been added to  the f i r s t  fou r measures. F u r the r  

exam ination revea ls  t h a t  the  o r ig in a l  s tacca to  markings precede both an 

jfp marking and a p a i r  o f  s lu r re d  no tes, suggesting th a t  Mozart employed 

the  s tacca to  to  in form  the perform er to  continue the non - lega to  

a r t i c u I a t i o n s  o f the i n i t i a l  measures.
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The use o f s tacca to  markings to  imply non -lega to  occurred in an 

e a r l i e r  ins tance . In I :  5 -9 , Basset horn I ( fo l low ed  by bassoons and

Contrabass) has s tacca to  marks above e igh th  notes th a t  stand in d i r e c t  

c o n t ra s t  to  the s lu r re d ,  syncopated e igh th  notes in Oboe I .  I t  seems 

u n l ik e ly  t h a t  Mozart intended these notes to  be played s h o r t  o r de­

tached, but s im ply  d id  not want them s lu r re d .  Return ing to  the p r e v i ­

ous example, the assumption t h a t  the  markings in V I:  105-106 are

s ta cca to  and not non - lega to  would a lso  imply t h e i r  t ra n s fe re n ce  to  the

unmarked e igh th  notes in the  f i r s t  fou r measures ( c la r in e t s )  as we ll as 

the  m a te r ia l  th a t  fo l lo w s  in measures 109-119. In another ins tance , i f  

the  m elod ic  m a te r ia l in Oboe I in V I :  138+ can be termed c a n ta b i le ,

the  s tacca to  markings would most l i k e l y  r e fe r  to  non -lega to .  L a s t ly ,  

some f i n a l  cade n t ia l p a t te rn s  make use of s tacca to  symbols, in c lu d in g  

V: 23-24 and V: 105-106, where non -lega to  appears to  be more appro­

p r ia t e  than s tacca to .  L ikew ise ,  I I I :  46 u t i l i z e s  s tacca to  markings

on ly  above the la s t  notes preceded by the rhy thm ic  f ig u re  U -  Again , 

non - lega to  would appear to  be more a p p ro p r ia te .

In on ly  one instance has a s tacca to  marking been added to  rep lace

a s lu r  marking. In I :  48, the f i r s t  fou r  notes o f the m otive in

C la r in e t  I appear beneath a s lu r  m arking, w h ile  the same m otive is  

s ta te d  s im u ltaneous ly  in C la r in e t  I I  and in the oboes in the fo l lo w in g  

measure as: ‘ ^

Furthermore, subsequent s tatements o f the motive in the remainder of 

the  movement a lso  possess the s tacca to  mark.
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Throughout the autograph, s tacca to  markings appear on ly  above 

s m a lle r  note values -  e igh th  and s ix te e n th  notes. In on ly  one ins tance 

are  they app lied  to  longer note va lues as is  the case in V I: 57-58,

where they are placed above q u a r te r  notes in Basset horn i .  Th is  may 

be an in d ic a t io n  o f  both accen tua tion  and s tacca to  as suggested by the

B a d u r a - S k o d a s . 2

There are a lso  instances o f  combined s tacca to  and s lu r  markings 

( !! ! ~ T  ) ,  in c lu d in g  I I :  65, I I I :  10 and 34, and V I:  13.

The legato  na ture  o f  the  marking is  apparent in each i n s t a n c e . 213

Ornamentation

The most f re q u e n t ly  employed ornament in the  autograph is  the

appogg ia tu ra , appearing in i t s  long, s h o r t ,  and compound forms. T r i l l s

and tu rn s  are a lso  presen t but occur w ith  cons ide rab ly  less frequency.

The long appogg ia tura , by the e igh teen th  c e n tu ry ,  had g e n e ra l ly

come to  rece ive  one-ha I f  the va lue  of the note i t  preceded ( tw o - th i r d s

the  va lue  i f  the note was d o t te d ) .  C. P. E. Bach s ta te d :

The usual r u le  o f  d u ra t io n  fo r  appoggia turas is  t h a t  
they take  from a fo l lo w in g  tone o f  duple length one- 
h a l f  o f  i t s  va lue  . . . and tw o - th i r d s  from one o f  
t r i p l e  length . . . .214

Leopold d is t in g u is h e d  between two types o f  long appogg ia turas:

212Badura-Skoda, I n te rp r e t in g  M ozart, pp. 64-65.

2 1 3 « e | |e r  re fe r re d  to  t h i s  n o ta t io n a l  symbol as non -lega to  
w i th  the s lu r  removing or m od ify ing  the se p a ra t io n .  K e l le r ,  Phrasing 
and A r t i c u l a t i o n , p. 35-36.

214q . p . p. Bach, Essay, p. 90.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



124

The descending appoggia tura  are o f two k inds: namely,
the  Long and the  Short.  Of the long the re  are two 
k in d s ,  o f  which one is  longer than the o th e r .  I f  the 
appoggia tura  stands before a c ro tc h e t  [q u a r te r  n o te ] ,  
quaver [e ig h th  note] o r  semiquaver [s ix te e n th  n o te ] ,  
i t  is  played as a long appogg ia tura  and worth h a l f  o f 
the  va lue o f  the note fo l lo w in g  i t .  The appoggiatura 
is  th e re fo re  susta ined the length o f t ime e q u iv a le n t  
to  h a l f  the note and is  s lu r re d  smoothly to  i t .  What 
the  note loses is  given to  the appogg ia tu ra . Here are 
examp Ies:

Of the second type  o f lo n g 'a ppogg ia tu ra ,  Leopold wrote th a t  i t  is

. . .  found f i r s t l y  be fore  do tted  notes; secondly before

minimums i f  they occur a t  the  beg inn ing of a bar in ^
2 4t im e ; o r i f  in ^ t im e or ^ t im e on ly  one, o r  a t  the most 

two occur, o f  which one is  marked w i th  an appogg ia tura .

In such cases the appoggia tura  is  held lo n g e r .215

Quantz, to o ,  agreed:

. . . the  appoggiatura is  held f o r  h a l f  the va lue of the 
fo l lo w in g  p r in c ip a l  note. . . .  I f  the note to  be orna­
mented is d o t te d ,  i t  is  d i v i s i b l e  in to  th ree  p a r ts .  The 
appoggia tura  rece ives two o f these p a r ts ,  but the note i t ­
s e l f  on ly  one p a r t ,  t h a t  is ,  the va lue  of the d o t . 216

Donington s ta ted  th a t  even though the long appoggiatura continued

to  re c e iv e  h a l f  the value o f  the fo l lo w in g  note , by the m id -e igh teen th

c e n tu ry ,  appoggia turas ta k in g  th re e -q u a r te rs  o f the length o f a duple

215|_, Mozart, V io l i n  P I ay i ng, p. 167. 

216QUan tz ,  On P lay ing  th e  F lu te , p. 95.
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note were beg inn ing to  be regarded as r e g u la r . 217

Execution o f  long appoggia turas requ ired  them to  be accented,

played on the beat and s lu r re d  to  the fo l lo w in g  note. C. P. E. Bach

s ta ted  t h a t  " . . .  appoggiaturas are louder than the fo l lo w in g  tone. . .

and they are jo in e d  to  i t  in the absence as well as the presence of a

s l u r . "218 According to  Quantz, appoggia turas " .  . . must be

t ippe d  g e n t ly  w ith  the tongue, a l lo w in g  them to  swell in volume i f  t im e

p e rm its ;  the fo l lo w in g  notes are s lu r re d  a l i t t l e  more s o f t l y . "219

In d iscuss in g  the execu tion o f appogg ia turas on the v i o l i n ,  Leopold

Mozart s ta ted  t h a t :

. . . the  accent must, in the long and longer appogg ia ture , 
always be on the appoggia tura  i t s e l f ,  the s o f te r  tone 
f a l l i n g  on the  melody note . But t h i s  must be c a r r ie d  ou t 
w ith  a p leasan t moderating o f the s t ro k e .  A lso , the 
accent must have a s o f te r  tone preceding i t .  In the  long 
appogg ia tu ra , o f which we speak here, i t  is  q u i te  easy to  
accent somewhat g e n t ly ,  l e t t i n g  the  tone grow r a p id ly  in 
s t re n g th  and a r r i v in g  a t  the  g re a te s t  o f tone in the 
m idd le  o f the  appogg ia tura ; but then so d im in is h in g  the
s t re n g th ,  then f i n a l l y ,  the  c h ie f  n o t e . 2 2 0

In c o n t ra s t ,  sh o r t  appoggia turas were executed q u ic k ly .  Leopold Mozart

w ro te :

The s h o r t  app og ig ia tu ra  is  made as r a p id ly  as p o ss ib le  and 
is not a ttacked s t ro n g ly ,  but q u i te  s o f t l y .  The sh o r t  
appoggia tura  is  used: (1) when severa l minims [ h a l f  notes]
fo l lo w  each o th e r ,  o f which each is  marked w ith  a l i t t l e

2 1 7 R o b e r t  D o n i n g t o n ,  T h e  I n t e r p r e t a t i o n  o f  E a r l y  M u s i c ,  n e w  

v e r s i o n  ( N e w  Y o r k :  S t .  M a r t i n ’ s  P r e s s ,  1974), p p .  94-95.

2 1 ^ 0 .  p. p .  B a c h ,  E s s a y ,  p .  8 8 .

2 1 9 g u a n t z >  Q n  P l a y i n g  t h e  F l u t e ,  p .  9 3 .

2 2 0 | _ .  M o z a r t ,  V i o l i n  P I  a y  i  n q ,  p .  171.
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appoggia tura  note ; (2) o r  i f  a t  t imes on ly  one minim be 
p resen t which, however, occurs in such a passage as is  
im ita te d  immediately by a second vo ice  in the fo u r th  above, 
o r f i f t h  below; (3) or e lse  i f  i t  be foreseen th a t  the 
re g u la r  harmony, and th e re fo re  a lso  the ear o f  the l i s te n e r ,  
would be o ffended by the use o f  a long appogg ia tu ra ; (4) and 
f i n a l l y ,  i f  in an a l le g ro  or o the r  p la y fu l  tempo, notes 
descend in consecu tive  degrees or even in t h i r d s ,  each being 
preceded by an appogg ia tu ra ; in which case the  appoggia tura  
is  played q u ic k ly  in o rde r to  not to  rob the piece of i t s  
l i v e l in e s s  by the long-sus ta ined  a p p ogg ia tu ra .221

Leopold summed-up h is  d iscuss ion  o f sh o r t  appoggiatura by r e fe r r in g  to

them as ' Anschlag' appogg ia tura  (on the bea t) .

C. P. E. Bach w ro te : " I t  is  w ho lly  na tu ra l t h a t  the i n v a r i -

able222 s h o r t  appoggiatura should appear most f re q u e n t ly  before

q u ic k  notes. . . .  I t  c a r r ie s  one, two, th re e ,  or more t a i l s  and is

played so ra p id ly  t h a t  the fo l lo w in g  note loses sca rce ly  any o f i t s

le n g th . "223 The length o f the s h o r t  appoggiatura was not always

in v a r ia b le ,  as Bach s ta te d ,  f o r  he a lso  wrote t h a t  "When these

appogg ia turas f i l l  in the in te r v a l  o f a t h i r d ,  they a lso  are played

q u ic k ly .  But, in an Adagio t h e i r  express ion is  more tender when. . .

they  are played as the  f i r s t  e ig h th  o f a t r i p l e t  ra th e r  than as

s ix t e e n th s . "224

2211_. Mozart, V io l i n  P I ay i nq, p. 171.

222i | nvar iab !e* was a term app lied  to  sh o r t  appoggia turas by 
C. P. E. Bach. The term re fe r re d  to  the  length o f  the s h o r t  appoggia­
tu ra  in any given s i t u a t io n  in comparison to  the long appoggiatura 
( ’ v a r ia b le ' )  whose va ry ing  lengths were not as narrow as those of the  
s h o r t  appogg ia tura . See Donington, I n te rp r e ta t io n  o f  E a r ly  M us ic , 
pp. 207-08.

223c.P.E. Bach, Essay, p. 91.

224 i b i d . ,  p. 92.
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Leopold a lso  discussed 'p a s s in g  appogg ia tu ra ' as s h o r t

appogg ia tura  executed before  the beat:

These appoggia tura  do not belong to  the t im e o f the p r in c ip a l  
note to  which they descend but must be played in the t im e of 
the preceding note . I t  is  t r u e ,  one could in d ic a te  the s t y le  
by means o f a l i t t l e  no te , bu t i t  would look very unusual and 
s trange . He who wishes to  express i t  in p r i n t ,  sets i t  down 
in p rope r ly  d is t r ib u te d  notes. I t  is customary to  use these 
passing appoggia tura  in a s e r ie s  of notes ly ing  a t h i r d
a p a r t . 2 2 5

Quantz, to o ,  recognized passing appogg ia tura :

Passing appoggia turas occur when severa l notes of the same 
va lue  descend in leaps o f t h i r d s .  . . .

C. P. E. Bach disagreed w ith  both Quantz and Leopold and c la s s i f ie d  

most o f  them as ' i n v a r ia b le '  appogg ia tu ras , to  be performed as fa s t  as 

po ss ib le  and on the beat.

U n fo r tu n a te ly ,  th e re  was much d i f fe re n c e  of op in ion  as to  the 

execu tion  o f  the s h o r t  appogg ia tu ra . The e igh teen th  cen tu ry  sources 

g e n e ra l ly  suggested accented and on the beat as the proper manner of 

e xe cu t io n .  The Badura-Skodas be lieved t h a t  in some instances sh o r t

225j_. M ozart, V io l i n  P la y in g , p. 177.

226guan+z> Essay, p. 93.
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appoggia ture  were unaccented and, p o s s ib ly ,  be fore  the b e a t . 227

The problem . . is  less in te re s t in g  to  the  l i s te n e r ,  who in most

cases w i l l  n o t ic e  hard ly  any d i f fe re n c e  between appoggiaturas on and

before the  beat, than to  the  perfo rm er, who even in these minor

ques tions  needs to  know where he stands i f  he is to  be ab le  to

concen tra te  on a r t i s t i c  form a t  a h igher le v e l .  Th is  is  probably a lso

the  reason why many tex tbooks and t u to r s  a ttem pt to  dispose of a l l  such

ques tions  by means o f ove r-s im p le  fo rm u Iae ."228

In d e c id ing  whether an appoggia tura  is  to  be long or s h o r t ,  Robert

Donington suggested:

The l i k e l i e s t  in te r p r e ta t io n  of an e igh teen th  cen tu ry  
appogg ia tu ra , and the one to  t r y  f i r s t  when in doubt, 
is  long. I t  may a l t e r n a t i v e l y  be s h o r t .  But i f  i t  is  
long, i t s  length  must u l t im a te ly  be decided by co n te x t  
ra th e r  than r u le .  I t  may need s h o r ten ing .  . . .

[For example] a long appoggia tura  on an e x c e p t io n a l ly  
long main note may need shor ten ing  a l i t t l e ;  but is 
g e n e ra l ly  d e s ira b le  to  make the long appoggia turas as 
long as the c o n te x t  makes f e a s ib le . Long appoggiaturas 
a t  less than (e .g .  h a l f  o f )  the standard length are some­
t im es imposed by the harmonic progress io n . "229

227y|ie y be lieved th a t  the primary concern o f rende ring  
appogg ia turas is  a cc e n tu a t io n ,  no t leng th . The on ly  p o s s i b i l i t i e s ,  
a c c o rd in g ly ,  are a) accented and on the beat, b) unaccented and on the 
bea t, and c) unaccented and a na c ru s ic .  They a lso  ru led  o u t  accented 
and anacrus ic  fo r  musical reasons. Badura-Skoda, I n te rp r e t in g  M ozart, 
pp. 70-71.

228gad ura-Skoda, I b i d . ,  p. 79.

229[)0n ing ton , I n te r p re ta t io n  o f  E a r ly  M us ic , pp. 203-04.
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Broder suggested th a t  a s h o r t  appoggia tura  should be u t i l i z e d  when a

long would " . . .  d is ru p t  or obscure the melodic or rhy thm ic  shape o f  a

passage."230 S p e c i f ic  suggestions can be found in the e d i t io n s

o f  Broder and the Badura-Skodas.231

I t  became genera I l y - p r a c t i c e d  in the la t t e r  h a l f  o f  the  e igh teen th

cen tu ry  t h a t  appoggiaturas were notated in the lengths in which they

would be performed. According to  C. P. E. Bach, such a development

occurred  due to  the  d ive rse  s i t u a t io n  in v o lv in g  appoggia turas:

Because o f  t h e i r  v a r i a b i l i t y ,  such appoggiaturas have 
been notated o f la te  in t h e i r  rea l lengths. P r io r  to  
t h i s  a l l  were w r i t te n  as e ig h th s .  At t h a t  t im e , 
appogg ia turas as d ive rse  as ours were not y e t  in use.
Today, we could not do w i th o u t  the n o ta t io n  o f t h e i r  
re a l va lues , fo r  the  ru le s  cover ing  t h e i r  length in per­
formance are in s u f f i c i e n t  to  cover a l l  cases, s ince a l l  
types appear before every k ind o f n o te .232

M oza r t 's  appoggia turas were u s u a l ly  based on t h e i r  rea l va lu e ,  bu t 

h is  n o ta t io n  o f appoggiaturas s h o r te r  than e igh th  notes was 

ineonsi s t e n t . 233 Furthermore, Mozart f re q u e n t ly  employed the 

f ig u r e  ^  to  no ta te  an appogg ia tu ra . This was a c tu a l ly  th e  South 

German form o f  the  s ix te e n th  note ; i t s  e x c lu s iv e  use as a "g ra ce -n o te "

230|s|athan Broder, e d i t o r ,  Mozart; Sonatas and Fan tas ies fo r  
the  Piano (Bryn Mawr: Theodore Presser Co., 1956), p. ix .

231 See Broder, "P re face "  t o  Mozart; Sonatas and F a n ta s ie s , 
pp. i i i - x i i ;  Badura-Skoda, I n te rp r e t in g  M ozart, pp. 70-78.

232q . p. e . Bach, Essay, p. 87.

233Th is  conc lus ion  is  supported by a number o f instances in 
the  au tograph, p a r t i c u l a r l y  movement I I I .  Badura-Skoda, In te rp r e t in g  
Mozart, p. 70.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



130

d id  no t occur u n t i l  the n ine teen th  cen tu ry .  The same s i t u a t io n  e x is ts  

between $  and . Mozart employed ^  as a normal note va lue as

w e l l ,  p a r t i c u l a r l y  in movement I I I ,  fo r  example:

Oboe
=Tt =F F i l= H

*  *

L t i V
“ T " ! -----------r — r

1 p •
-----4

= F l
•  s

r
S ’

i s:

The most common rhy thm ic  f ig u r e  th a t  appears w ith  an appogg ia tura

f   ̂*
T h is  f ig u r e ,  accord ing to  the t r e a t i s e s ,  were executed as e i th e r

( 1 )

•  m

o r  (2)

L. Mozart s ta te d :  " I f  the appoggia tura  stands before a c ro tc h e t

[q u a r te r  n o te ] ,  quaver [e ig h th  no te ] or semiquaver [ s ix te e n th  n o te ] ,  i t  

is  played as a long apppoggiatura and is  worth o n e -h a lf  o f  the va lue of 

th e  note fo l lo w in g  i t , "234 supp o rt ing  number ( 1 ) .  Quantz a lso  

a g r e e d . 235 j ^ q  Badura-Skodas s ta ted  th a t  the appoggia tura  in the 

fo l lo w in g  combinations should be executed as ;236

23 4 ^ ,  M o z a r t ,  V i o l i n  PI  ay i n g , p. 167.

235Q0n] ngton, I n te rp r e ta t io n  o f  E a r ly  M usic, p. 202. 

236gad ura-Skoda, I n te rp r e t in g  M ozart, p. 72.
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a)

b)

c)

b

*

>

k

r ' c_r
u i
ud
Ud
Ud

» |» » »

Pm
Quantz and C. P. E. Bach supported both s o lu t io n s .  L a s t ly ,  Donington 

suggested th a t  when in doubt, f i r s t  t r y  a long appogg ia tura .

In the f i r s t  movem ent'(I :  88 -89 ),  the f ig u re :

Lr to* t j
occurs as p a r t  o f the c lo s in g  m a te r ia l a t  the conc lus ion  o f  the expos i­

t i o n ,  the  development and the r e c a p i tu a I t io n .  As t h i s  rendering  

appears to  s a t i s f y  most sources, the  w r i t e r  recommends i t  be employed 

in a l l  such instances in the f i r s t  movement. Furthermore, t h i s  

rende ring  can a lso  be u t i l i z e d  in the fo l lo w in g  f ig u re s :

y:~ m 2 *
m =

■— i9 -
as

Basset 
horn

I ! : 8

if

a as
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Oboe
as3

Oboe I —I — W~
VI : 5

if.
as

* . :p: p
—w—m-----

M = L—

C Iar i net 
I

VI : 7

Oboe I 
V I :  25

.j f ----- #
2*̂

9 ~
& ----------

..
*« :------:------ *-----

as £

I
:biC

as

Oboe
IE

1 4 3 as

Oboe
6 as

The Badura-Skodas be lieved th a t  Mozart was fond o f  the  Lombardic 

rhythm or 'S c o t t is h  snap ,' the  r e s u l t  o f sho rten ing  the f i r s t  o f two 

equal e igh th  n o t e s ; 2 3 7

£L£r ~

237ead ura-Skoda, In te rp r e t in g  M ozart, p. 72.
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I t  can be app lied  q u i te  e f f e c t i v e l y  in a t le as t  two occasions in the 

Serenade:

Oboe I 
I I I :  4 3

Oboe I 
V: 100

t o

Norm ally , execution as a long appoggia tura  would render these examples

as

and (5 2 J ?  Q
r e s p e c t iv e ly .  A p p l ic a t io n  o f the Lombardic rhythm would r e s u l t  in

L L T  O' u
and

r e s p e c t iv e ly .  Note the degree o f s i m i l a r i t y  between such an execution 

and the d iscuss ion  o f  C. P. E. Bach on s h o r t  appogg ia tura  (see above, 

p p .  1 2 6  -  2 7 ) .
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The appoggia turas th a t  appear in V: 39 and V I:  69 are less c le a r

than those discussed above. In V: 39, the appoggia tura  is  placed

between two sets o f  syncopated f ig u re s :

Oboe I 
V: 39-40

f-b-M. 1-- r f —* 0— m
/ m— f

The n o ta t io n a l  va lue o f  the appoggia tura  suggests the fo l lo w in g :

T h is  is  fu r th e r  supported by D on ing ton 's  recommendation o f  f i r s t  t r y in g  

a long appogg ia tu ra . Rendering i t  as a sh o r t  appoggia tura

is  a lso  p o ss ib le  and would no t be in c o r re c t .  The note fo l lo w in g  the 

appoggia tura  in V I :  69, however, c a r r ie s  a s tacca to  mark above i t .  I f

one assumes th a t  the  s tacca to  mark im p l ies  acce n tu a t io n ,  the 

appogg ia tura  should probably  be s h o r t  and e i th e r  on or before the beat:

T i f  r i> o r

However, in view o f  the musical cha rac te r  o f  t h i s  v a r ia t io n ,  which 

tends t o  be more cantabi le , the w r i t e r  suggests rendering  the appoggia­

tu ra  as long:

C la r i  net M.
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Such an execution is  a lso  supported by the fa c t  t h a t  the appoggiatura 

a c tu a l ly  fu n c t io n s  as an accented passing tone.

One la s t  example o f long appoggiaturas can be found in I I I :  6-7:

C la r in e t  I lb

w
H -

In I I I :  6, the n o ta t io n a l  va lue  o f the apppogg ia tura  ( ) sug-
r \

gests  i Y be rendered as E L f  As noted above, Leopold Mozart and 

Quantz s ta ted  th a t  appogg ia turas before a do tted  note rece ive  the va lue  

o f  the  note i t s e l f ,  suggesting L E /  as an a l t e r n a t i v e  rende r ing .

Th is  a l t e r n a t i v e ,  however, assumes th a t  the note va lue o f the 

appoggia tura  is  in e r ro r  ( f t  should read then, and not ) .  Since
J > * t  - T o ,

Mozart used a quaver in the fo l lo w in g  measure ( = f T > *
recommendation would be to  employ the i n i t i a l  suggestion ( ELT- 

As discussed e a r l i e r ,  Mozart tended to  no ta te  appogg ia turas 

accord ing  to  t h e i r  rea l va lue . The vas t m a jo r i ty  o f appoggia turas in 

the  autograph appear in the va lue  o f  a s ix te e n th  no te . A number of 

t h i r ty - s e c o n d  notes are used, bu t on ly  th re e  instances of appoggiaturas 

occur whose value is  longer than a s ix te e n th  note (each is  an e ig h th  

n o t e ) , 2 3 8  suppo rt ing  the b e l ie f  o f rea l va lues. M o za r t 's  use of

and $  appogg ia turas, however, is  not c o n s is te n t ,  fo r  the  $  is  

employed in place o f  $  on th re e  occasions ( I I I :  13, 22, 23) and does

n o t appear to  be in te n t io n a l .

238j n a | |  th re e  ins tances , the  tempo is  Adagio and each 
appoggia tura  precedes a qua r te r  note ( J j *  )• No values longer than 
an e igh th  note are employed. I
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The s ix te e n th  note appog ia tu ra  ( $  ) appears not on ly  before

e ig h th  and s ix te e n th  no tes , but be fore  qua r te r  notes as w e l l .  In such 

ins tances , i f  one assumes t h a t  the notated va lue is intended by the 

composer, they may be viewed as s h o r t  appogg ia tu ras . In I :  57, and 

la te r  in I :  ' 180-182, the f ig u r e

is  found. The Badura-Skodas s ta ted  t h a t  semiquaver ( s ix te e n th  note) 

and demisemi quaver ( th i r t y - s e c o n d  note) appogg ia tu ras , when they appear 

as accented pass ing -tones , are accented and on the b e a t , 239 which 

would r e s u l t  in

The question th a t  now a r is e s  is  not one of leng th , but one o f 

placement -  on or before the beat. Contemporary t r e a t i s e s  o f fe re d  no 

c le a r  answer as they d id  not agree among themselves: C. P. E. Bach and 

Turk be lieved  sh o r t  appoggia turas should be accented and on the beat, 

w h i le  J. P. M i I c h m e y e r ^ ^ O  be lieved  they should be on the beat 

but unaccented. The Badura-Skodas be lieved th a t  " . . .  i t  is  

d i f f i c u l t  and o f te n  m is lead ing  to  t r y  a t  a l l  cos ts  to  lay down the law.

239[3acju ra_skoc|a, I n te rp r e t in g  M ozart , p. 72.

240 I b id . ,  pp. 79-80.
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. . . Much can o f te n  depend on the cha rac te r  and speed of the  p iece,

fo r  as we have sa id ,  Mozart r e l ie d  not on ly  on contemporary n o ta t io n ,

bu t always on the ’ t a s te '  and understand ing o f h is  in te r ­

p r e t e r s . " ^ !

In the  d iscuss ion  on s ta cca to ,  i t  was shown th a t  the p o s s i b i l i t y

e x is ts  wherein s tacca to  markings may a lso  s igna l a ccen tua t ion .  The

Badura-Skodas remarked th a t  in s i t u a t io n s  where the main note possesses
X  ■

a s tacca to  marking ( t t  r  ) ,  the execu tion is  to  be unaccented

and s h o r t .  Numerous instances can be found, in c lu d in g :

Oboes
38

» 0----------

Oboe I 
V I:  151

Oboe I 
V I:  158

I -  •

£

Oboe I 
V I I :  111

Regarding the execu tion  o f these f ig u re s ,  the w r i t e r  o f f e r s  on ly  

recommendations, p r e fe r r in g  to  leave the  de te rm ina t ion  o f on or before

241[3adura-Skoda, I n te rp r e t in g  M ozart , p. 78.
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the  beat to  the perfo rm er. In I I :  38 ( r r ) ,  the  s t re n g th  of the

rhy thm ic  aspect suggests the accen tua tion  of the s tacca to  q u a r te r  no te . 

P la c in g  the appoggia tura  be fore  the  beat would m a in ta in  the cons is tency 

o f the  s tacca to  q u a r te r  on the  bea t. On the  o the r  hand, p la c in g  the  

appogg ia tura  on the  beat-would emphasize the pulse i t s e l f  and a d ju s t  

the  appoggia tura  from unaccented to  accented.

In V I:  152, however, the  combination o f tempo and s im ultaneous

s ta cca to  q u a r te r  notes in the  o th e r  p a r ts  (w ith o u t  appogg ia turas) 

suggests the appoggia tura  be executed unaccented and before  the beat. 

V I:  159, taken from the  same v a r ia t io n  as V I:  152, would re q u ire  a

s im i la r  execu tion . V I I :  11, however, may re q u ire  a d d i t io n a l

exam ination as a r e s u l t  o f an ornament t h a t  occurs on the  p rev ious  

measure (see p. 144). In any even t,  the appoggiatura is  executed 

q u i c k l y , 242 e i th e r  be fore  or on the beat.

Accented passing tones notated as appoggiaturas can a lso  be found 

a t  c a d e n t ia l  p o in ts ,  in c lu d in g  I :  190 and V I:  87:

242Broc|er suggests t h a t  appogg ia tu ra s  before syncopated 
notes be executed as s h o r t .  He a lso  added th a t  in moderate or slow 
tempos, the sh o r t  appoggia tura  may be executed longer, thus breaking 
down the  d i s t i n c t i o n  between long and s h o r t .  Broder, Mozart: Sonatas
and F an tas ies , p. x i .

C la r in e t  I 
I : 190

C la r in e t  I 
VI : 87
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Although o f te n  rendered as r t r  r and £j? l f  , the value o f the

appogg ia tu ra  ( ) suggests e i t h e r  r Er l r  and tir r •
The f ig u re  ^  ’ ^oun<  ̂ ' n V: 84-85 and V I:  31, may be

executed in th ree  ways:

(a)

(b)

E£T f
E£f f

(c)
0 0 0 !>

In view o f  the tempo and r e s u l t in g  performance problems, (c) is  leas t 

d e s i ra b le .  For the same reason, and the f a c t  t h a t  Mozart, in h is  la te r  

works, wrote ou t the f ig u re  as in example ( a ) ,  the f i r s t  rende ring  is 

p re fe r re d .

y  y  #In V: 15, the f ig u r e  7 .p  7 -p 7 is  seen accompanied by

s tacca to  e igh th  notes:

The appoggia turas are accented passing tones and should be rendered on

the  beat. Executed as long appoggia tura  ( PP ~t PP ^  PP d is c re p -
□  □  □

ancies r e s u l t  between the  length o f  the main note and the accompanying
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s ta cca to  e ig h th  notes. As a r e s u l t ,  the w r i t e r  recommends the f ig u re  

be rendered sh o r t  and on the beat ( i p r  » r 7 ) -

In the f i r s t  movement, the A l le g ro  ( I :  15) begins w ith  the f ig u re

j |  "f f  ) ,  which recurs  repea ted ly  th roughout the movement. The 

rende r ing  o f  the appoggiatura as long is no t ind ica ted  by i t s  notated 

va lue  ( ) .  As an accented passing tone , the  Badura-Skodas s ta ted

t h a t  i t  should be executed on the beat243 yef  as an unaccented 

appogg ia tura  in combination w ith  a s tacca to  main note , i t  should be 

unaccented (no de te rm ina t ion  o f placement is  suggested).244

David W hitwell be lieved t h a t  Mozart tended to  w r i t e - o u t  any o rna­

ments t h a t  may have been unc lear to  the p e r f o r m e r . 2 4 5  Many 

ornaments in the autograph appear to  have been w r i t te n -o u t2 4 6  

in c lu d in g  an accented appoggia tura  in I :  92-94. Mozart may have f e l t

t h a t  by no t w r i t in g  ou t the ornament in I :  16 the execu tion was

obv ious . W hitwe ll suggested th a t  the appoggia tura  be executed before  

the  beat as unaccented. Since the appoggia tura  appears w r i t t e n - o u t  as 

f  in I :  92 and, accord ing  t o  W h itw e l l ,  the appoggia tura

appears to  have been 'wedged1 in as an ' a f t e r  though t ' a f t e r  the f i r s t  

note was w r i t t e n ,  the execu tion would have to  be before  the bar 

I i ne.247

243Bad ura-Skoda, I n te rp r e t in g  M ozart, p. 72.

244 i b i d . ,  p. 76.

245^|-,| +we| 11 "Performance P r a c t ic e s , "  p. 30.

246frxamp | es 0f  w r i t t e n - o u t  ornaments can be found in I : 35,
192, I :  130, I :  198-99, I I I :  19 and V: 47.

247yjh [ f we| | > "Performance Prob lem s," p. 30.
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One la s t  appogg ia tu ra , a lso  mentioned by W h i t w e l l , 248 o c c u r s  

in I : 2:

C la r in e t  I

The notated va lue o f the appoggia tura  suggests a long ( J ) ) ,  but the  

r e s u l t in g  dissonance in such a rende ring  is  unusual. Mozart s ta ted  

t h a t  the s h o r t  appoggia tura  is  used " . . . i f  i t  be foreseen th a t

the  re g u la r  harmony, and th e re fo re  a lso  the  ear o f  the l i s te n e r ,  would 

be o ffended by the use o f a long appogg ia tu ra . . . ."249

As w ith  the  sh o r t  appogg ia tu ra , the question  remains as to  placement: 

e i t h e r

o r

248yjh] f we| | f "Performance P rob lem s," p. 30. 

249[_. Mozart, V io l i n  P la y in g , p. 171.
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The Badura-Skodas noted t h a t  " . . .  a t  t im es he [M ozart] ob v io u s ly  

in d ica te d  the  d u ra t io n  o f  appoggia turas in a c c u ra te ly ,  e i th e r  on purpose 

o r  by m is ta k e . "250 |+ may be po ss ib le  t h a t  by w r i t in g  the

appogg ia tura  in a s h o r te r  va lue  ( $  o r $  ) ,  the performer may 

in te r p r e t  i t  as s h o r t  and render i t  be fore  the beat. Ins tead, by 

n o ta t in g  i t  as a long ( J) ) ,  the performer would place i t  on the beat 

and temper i t s  length in accordance w ith  Leopo ld 's  remark. The w r i t e r  

recommends the appoggiatura be executed as:

1
re c o g n iz in g ,  however,

would not be in c o r re c t .

Mozart a lso  employed compound appoggia turas in the  autograph.

Each instance c o n s is ts  o f two con junc t  notes preceding a main note 
B

( t L j *  )• Such ornaments were g e n e ra l ly  executed as accented and on 

the  bea t. But the re  is  no abso lu te  r u le  govern ing t h e i r  execution as 

suggested by Donnington:

250ead ura-Skoda, In te rp r e t in g  M ozart , p. 87.
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F re d e r ick  Neumann . . . demonstrates the very ex tens ive  French 
[baroque] use o f  a p a i r  o f  ambiguously notated l i t t l e  notes 
o f te n  found s lu r re d  to  the ensuing main note. He c la s s i f i e s  
these as unaccented s l id e s ,  a n t ic ip a t in g  the beat, and has I
t h in k  shown th a t  they o f te n  do t h i s .  On the o the r  hand, both
Chambonniferes and D 'A ng lebe rt  no ta te  t h e i r  s l id e s  unambiguous­
ly on the  beat . . . ,  as do German sources such as G o t t l ie b  
M u f fa t ’ s Companimenti per i l  Cembalo and h is  Toccatas. . . .
Not on ly  h a rp is i  c h o rd is ts  took the s l i d e  thus accented and on
the beat. . . . Then as now, i t  was perhaps more a m atte r o f  
temperament than o f r u le ;  but a s l id e  on the beat is always 
much s tron ge r  and was probably much c o m m o n e r . 251

The Badura-Skodas, on the o th e r  hand, be lieved th a t  Mozart u s u a l ly

t re a te d  compound appoggiaturas l i k e  unaccented s in g le  ones, but they

a ls o  recommended t h a t  L. M ozart ’ s compromise s o lu t io n  be employed —

execu ting  them  on t h e  b e a t  b u t  w i t h o u t  a c c e n t u a t i o n . 252

In I :  86-87, double qppoggia turas are used in con junc t io n  w i th

h a l f  notes:

The notated va lues suggest t h a t  they be executed q u ic k ly .  Due to  the  

f a c t  t h a t  Mozart had e a r l i e r  ( in  I I :  72-73) w r i t t e n  ou t the ornament

as , the w r i t e r  suggests t h a t  by doing so, he intended I I :  72-73

to  be executed before the beat. However, the  performer may e le c t  to  

render them in accordance w i th  Leopo ld 's  compromise (unaccented and on 

the  b e a t ) .

251[)onington c la s s i f ie d  t h i s  type o f compound ornament w ith  
two tones a second a p a rt  as a ' s l i d e , '  whereas he c la s s i f ie d  a tw o-no te  
appoggia tura  w ith  an in te rv a l  g rea te r  than a second as a 'compound 
a p p o g g ia tu ra . '  Donington, In te rp r e ta t io n  o f  E a r ly  M usic, pp. 217-21.

252Bad ura-Skoda, I n te rp r e t in g  M ozart , p. 96.
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A s im i la r  s i t u a t io n  e x is ts  in I :  183:

Oboe I
183

I f  one supports  the  above argument, the execu tion should, in t h i s  

ins tance , be be fore  the beat:

Th is  may a ls o  be confirmed by the  fa c t  t h a t  the main note bears a 

s ta cca to  mark, suggesting an unaccented rende r ing .  The s tacca to  marks, 

however, do not occur in the  autograph a t  t h is  p o in t  and have been 

added by the w r i t e r ,  based on prev ious occurrences (see C r i t i c a l  

Remarks, I :  183). The w r i t e r  recommends a before the beat re n d e r in g .

One la s t  instance occurs in V I I :  110:

as well as in subsequent measures. Whereas the p rev ious examples from 

the  f i r s t  movement could be re la te d  to  w r i t t e n - o u t  ornaments w i th in  the 

movement, no such r e la t io n s h ip  e x is ts  in the la s t  movement. I t s  

execu tion  may be r e la te d ,  however, to  o the r  events . In each instance

Oboe I 
1: 183

Oboe I
V I I :  110-12
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( V I I :  110, 118 and 122), the  f ig u r e  is  preceded by a two-measure

descending, chrom atic  f ig u r e  (which commences in V I I :  116 a f te r  a

fe rm a ta ) .  I f  the compound appoggia tura  is executed before the beat, 

the  a lignm ent o f the exchanging vo ices  may appear to  be awkward. The 

accented, on the beat execu tion  o f  the appoggia tura  in the fo l lo w in g  

measure ( V I I :  111) would a ls o  appear to  be awkward w ith  a before  the

beat execu tion  o f the  compound appogg ia tu ra . The w r i t e r  recommends an 

accented, on the beat rendering  o f the double appogg ia tura :

T r i I  Is can be found in each movement o f  the  Serenade w ith  the  

excep tion  o f movement IV, which has no ornaments whatsoever. They can 

be discussed in terms o f whether they fu n c t io n  in a melodic c a p a c i ty ,  

in t h a t  they p rov ide  in te r e s t  and may occur a t  any p o in t  w i th in  a 

phrase, or as a c a d e n t ia l  t r i l l ,  where they enhance and c o lo r  the  

com ple tion o f  a phrase. T h e ir  fu n c t io n ,  however, does not a f f e c t  t h e i r  

execu t ion .

The s t i l l  unresolved ques tion  concern ing la te r  e igh teen th  cen tu ry  

t r i l l s  p e r ta in s  to  the  s t a r t in g  note; the note th a t  c a r r ie s  the t r i l l  

s ign  ( re fe r re d  to  as "unp re pa red ") o r  the note above the  w r i t t e n  p i tc h

Oboe I
V I I :  110-12
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( "p re p a re d " ) .253 j h e convention  d u r in g  the  seventeenth and e a r ly

e ig h te e n th  c e n tu r ie s  was to  begin a l l  t r i l l s  on the  upper note .

In 1789, Daniel G o t t l ie b  Turk h in te d  t h a t  th e re  were excep t ions ,

bu t most t h e o r is t s  g e n e ra l ly  subscr ibed t o  the  upper note beg inn ing .

The f a c t  t h a t  mention o f  main note beg inn ings can be found in the

254la te  e igh teen th  cen tu ry  and e a r ly  n ine teen th  cen tu ry  suggests 

t h a t  they  were p o s s ib le .  N ine teen th  cen tu ry  t h e o r is t s  began t o  

support main note beg inn ings because such s t a r t s  strengthened the 

main note and underscored the  importance o f  the t r i l l  as a m elod ic  

ornament.

I f  th e o r ie s  are generated by p ra c t ic e ,  i t  appears lo g ic a l

t h a t  main note beg inn ings may have been p o s s ib le  du r ing  M oza rt ’ s

t im e . The Badura-Skodas b e l ie ved  t h a t  th e  la te r  e ig h te e n th

cen tu ry  was a pe r io d  o f  t r a n s i t i o n  in t h i s  respec t and t h a t  a

755degree o f  freedom was a llow ed.

253 | n Baroque te rm in o lo g y ,  the  note-above s t a r t  was assumed 
rega rd less  o f n o ta t io n .  'P repared ' was app lied  t o  those t r i l l s  whose 
note-above was held s u b s ta n t ia l l y  longer than usua l.  In ’ unprepared’ 
t r i l l s ,  the  note-above was no t held as long. See Donington, I n te r -  
p r e ta t io n  o f  Early  M us ic , pp. 241-47.

254I b i d . , pp. 255-57.

They suggested numerous cases in which main note 
beg inn ings may be accep tab le : I )  when in  a le ga to ,  the  t r i l l  is
immediate ly preceded by the  note above; 2) when the  t r i l l  is  preceded 
by th re e  r i s in g  o r  f a i l i n g  notes ( o r ) ;  3) when the

t r i l l  is  on a d issonan t no te ; 4) t r i l l s  in the bass v o ic e ;  5) a t  the  
conc lus ion  o f  r i s in g  sca le  passages; 6) when th e  t r i l l  is  a n t ic ip a te d
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The t r i l l  was u s u a l ly  te rm ina ted  w i th  turned endings:

T u rk , in h is  K Ia v ie rs c h u Ie , 1789, s ta te d :  "The Turn is  made to  the

Shake t r i l l  even w i th o u t  a Mar, when the length of the Note admits of

i t . "256 Such endings were to  be app lied  to  the t r i l l  rega rd less

o f whether o r not they were no ta ted . In 1828, Hummel w ro te , "Every

t r i l l  must end w ith  a turned end ing , whether t h i s  is  marked or no t.  . .

Except f o r  ra re  and spec ia l e f f e c t  i t  is a t  the same speed as the

t r i l l . "257 Donington s ta te d ,

I t  thus appears t h a t  a l l  the hundreds o f standard t r i l l s  in 
Haydn, Mozart, Schubert o r  Beethoven are meant to  be taken 
w ith  a turned ending (performed a t  the same speed as the  re s t  
o f the t r i l l )  in s p i te  o f  the  f a c t  t h a t  some are so marked 
w h i le  o the rs  are no t. . . . La te r  in the n ine teen th  cen tu ry ,  
i t  remains by fa r  the s t ro n g e s t  p r o b a b i l i t y  t h a t  t r i l l s  
shown w i th o u t  any marked te rm in a t io n  should be given a turned 
ending by the pe rfo rm er.  The unterm inated t r i l l  appears to  
be an e n t i r e l y  modern in n o v a t io n .  There is  no such th in g  as 
an unterm inated standard t r i l l  e i th e r  in baroque or in c la s s i ­
cal m us ic .258

by the  same note as a sha rp ly  a ttacked anacrus is ;  7)  in cha ins of 
t r i l l s ;  8) in the f ig u r e  y i f ;  and o the r  more s p e c i f i c  ins tances . See 
Badura-Skoda, I n te rp re t in g  M ozart , pp. 111-18.

25£>Q0 n ;  n g + o n  f i n t e r p r e t a t i o n  o f  E a r l y  M u s i c , p.  2 5 7 .

257 |b id .

2 5 8 ]b i d . , p. 258.
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A common formula in the  autograph invo lves a t r i l l  in a ca d e n t ia l 

s i t u a t io n ,  u s u a l ly  descending by s teps , as the fo l lo w in g  examples 

i I l u s t r a t e :

Oboe 1 
I I :  12

J l .

Oboe I 
I I :  15

C la r in e t  
I I I :  7 fl f r \  I &i
Oboe I 
I I I :  16-17

In each instance the tempo is  moderate to  s low, a l lo w in g  ample t im e t o  

add the tu rned e n d i n g s . ^59 A lso ,  each t r i l l  comes beneath a s lu r  

mark. Because the note preceding the t r i l l  and the upper note o f the  

t r i l l  are id e n t ic a l ,  the  commencement o f the t r i l l  on the  upper note 

w i l l  r e q u i re ,  in e f f e c t ,  t y in g  the  preceding note past the fo l lo w in g

beat: r = M i r J
259jhe Badura-Skodas s ta te d  th a t  " . . .  accord ing  to  an o ld 

r u le ,  one can best om it  the f i n a l  tu rn  [ tu rned  end ing] in descending 
s tepw ise  m o tio n ."  Badura-Skoda, I n te rp r e t in g  M ozart, p. 122.
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I t  is  p o s s ib le ,  accord ing  to  the Badura-Skodas, to  begin the t r i l l  on 

the  main note:

Oboe I 
I I :  12

f ' 1 .......  m jl 1 jm . ‘ '# 0 r 0 - f - *  p- #\-U— 
/

The o th e r  examples may be rendered in the same manner.

In I I :  14 and V I:  149, the  cadence occurs on the la s t  beat o f

the  measure ra th e r  than the f i r s t ,  and the la s t  note moves upward 

ra th e r  than downward:

— -
Oboe I 
I I :  14

No a l t e r a t io n ,  however, is  requ ire d  in the execu tion :

P

fr-ffl-rr r r f-H or

In the  second T r io  o f  movement I I ,  many cadences in co rp o ra te  t r i l l s ,
"Cl

a l l  o f  which possess the  same rhythm: or r r -  T h e ir  execu tion  may
s

e a s i ly  begin on the upper note and may inco rpo ra te  turned end ings:

Oboe I 
I I :  103

The f ig u r e  L f *  o r Lrr , found in V I:  4 and 24 re s p e c t iv e ly ,

because of the  moderate tempo, can a lso  be executed w ith  tu rned endings:

M  r or L ttta rr
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Turned endings are a c tu a l ly  nota ted  in on ly  one instance in the 

autograph: V I:  166-172, □ r r .  and may be rendered as:

Many instances occur in which the performer may cons ider o m i t t in g

Oboe I .  Even a t  a moderate tempo, a rendering  th a t  would in co rp o ra te  

both an upper note beginning and a tu rned ending may sound labored due 

t o  the  requ ire d  a r t i c u la t i o n  o f the  s ix te e n th  no te . To be e f f e c t i v e ,  

the  t r i l l e d  note must be separated from the  s ix te e n th  note in order to  

p rov id e  a measure o f c l a r i t y  to  the  f ig u r e .  This w i l l  r e q u i re  the con­

c lu s io n  o f  the t r i l l  on the main no te , po ss ib ly  as e a r ly  as the upbeat. 

Furthermore, the  Badura-Skodas be lieved  th a t  when a passage began w i th  

a t r i I  I , i t  was 'b e s t '  t o  s t a r t  w i th  the  main n o te .260 a 

r e s u l t ,  the  w r i t e r  recommends t h a t  the f ig u r e  be rendered w i th o u t  

tu rned  endings (a lthough  in c o rp o ra t in g  them would not be in c o r re c t )  

w i th  e i th e r  a main note or upper note beg inn ing:

tu rned  endings. In I I :  95, fo r  example, the f ig u re appears in

Oboe I
95

260Badura-Skoda, I n te rp r e t in g  M oza rt , p. 118.
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S im i la r l y ,  the  t r i l l  in V: 30 may be executed

in the  same manner: L  m.  .  JV -• -

. . m  ..  fc
The f ig u r e  er r it r found in V I I :  6 5 t ,  may a lso  d e le te  the

use o f the  turned end ings. As above, the t r i l l  must be completed by 

the  la s t  s ix te e n th  note o f the  second beat in order to  achieve g re a te r  

c l a r i t y .  A lso ,  s ince  the t r i l l  is  preceded by the same note (s h a rp ly  

accen ted ),  i t  is  p o ss ib le  to  s t a r t  the t r i l l  on th a t  note:

mm or B
In e i th e r  case, upper note beg inn ings are accep tab le .

Many t r i l l s  in the  autograph may be c la s s i f ie d  as h a l f - t r i l l s  or 

1p r a I l - t r i  I I s ' (P r a I I t r i I l e r ) . They u s u a l ly  c o n s is t  o f two a l te r n a t io n s  

and conclude on the main note, which is  to  be held long enough to  be 

a u d ib le .  The praI I —t r i  11 may begin on e i th e r  the upper note or the  

main n o te ,261 ancj lacks the tu rned ending. S imply, a pra I I —t r  i I I

261 As suggested by the Badura-Skodas. Donington be lieved 
t h a t ,  as s ta te d  w ith  re fe rence  to  s t a r t in g  note o f t r i l l s  in g e n e ra l,  
h a l f - t r i l l s  continued to  s t a r t  on the upper note (u s u a l ly  not pro­
longed). Donington, In te rp r e ta t io n  o f  E a r ly  M usic , p. 258.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



152

is  used when th e re  is  no t enough t im e to  render a f u l l  t r i l l .
1 st ^

tempos, i t  may even be executed a s | p = y j  .262
3

PraI I —t r  i l l s  are found in both s lower and fa s te r  tempos.

A t fa s t

47, i t  occurs in the  f ig u r e :

C la r in e t  I 
1: 47 wi

and may be rendered as e i th e r :  

(a) (b)

or i f  the  tempo is  very f a s t :  (c)
=

Example (b) appears to  be both te c h n ic a l l y  and m u s ic a l ly  e f f e c t i v e .  

S im i la r l y ,  the  praI I —t r  i I  I in I : 146:

Oboe I 
I : 146 m m

may be rendered as e i th e r :

(a) (b) t = p * — {LmJP
-h

2620a(j u ra_sKoda, I n te rp r e t in g  M ozart , p. 124.
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The t r i l l  in V I I :  103, due to  the f a s t  tempo, may be l im i te d  to :

or m
a I though

may be p o s s ib le .  An upper note s t a r t  would a lso  depend on both tempo 

and the  p e r fo rm e r 's  te c h n ic a l a b i l i t y .

Pra I I —t r  i l l s  in moderate and slower tempos are less t e c h n ic a l l y  

demanding. Instances such as V I :  25:

■R-

and V I:  130

may be executed e i th e r  w ith  the upper note

or the  lower note
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Two instances in s lower tempos, 111: 5,

C Ia r  i net

and V I:  142, Oboe h
* 7 f -

are q u i te  s im i la r .  The w r i t e r  recommends:

The la s t  type o f ornament, the tu r n ,  occurs in the autograph in 

th e  form o f  compound ( w r i t t e n - o u t )  apo gg ia tu ras .  A l l  th re e  instances 

are found in movement VI and are r h y th m ic a l ly  id e n t ic a l  in n o ta t io n  and 

e x e c u t io n :

C la r in e t  I 
V I : 81 & 83 as

C Ia r  i ne t 
V I:  128

# = -
H r - i 9 - ft

-t—
r — V—

as

Oboe I 
V I :  137 m

p. 0 *— * * T ~—
........

/
as *
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SUMMARY

M ozart ’ s c o n t r ib u t io n  to  the  corpus o f  wind l i t e r a t u r e  was sub­

s t a n t i a l .  From the u n p re ten t ious  and w h o lly  s im p l i s t i c  q u a l i t y  o f h is  

e a r ly  wind d i v e r t im e n t i , the development o f h is  wind ins trum ent tech ­

nique appears to  have come to  m atu ra t ion  w i th in  the th re e  wind sere­

nades. Of these th re e  works, K. 361 best i l l u s t r a t e s  the composer's 

knowledge and understanding o f wind ins trum ents .

In the years s ince  the composition o f these serenades, few com­

posers have produced com positions in t h i s  genre th a t  equal o r surpass 

them in q u a l i t y  or m e r i t .  ’M o za r t 's  wind w r i t i n g  a b i l i t y  had become 

recognized e a r ly  in the n ine teen th  c e n tu ry .  Thomas Busby, in h is  A 

H is to ry  o f  M usic, (1819) w r i t e s :

[M o z a r t 's ]  f e l i c i t y  in the use o f wind instrum ents is  so 
we ll known, t h a t  i t  would be supe rf luous  to  i n s i s t  upon 
the  u n r iv a l le d  a r t  he u n i fo rm ly  d is p la y s  in t h e i r  manage­
ment. His accompaniments d e r iv e  from h is  p e c u l ia r  s k i l l ,  
a charm th a t  no o the r  resource o f h is  genius could have 
s u p p l ie d .  But w i th  M ozart, i t  was a NATURAL RESOURCE.266

Furthermore, the e ig h te e n th -c e n tu ry  phenomenon o f the  'o c c a s io n a l '

d iv e r t im e n to  and serenade d id  not con t inue  in to  the n ine teen th  cen tu ry

w ith  the same p o p u la r i ty  i t  had held e a r l i e r .  Th is  is  w itnessed in the

n o t ic e a b le  lack o f  wind com positions in t h i s  genre s ince  M o z a r t 's  t im e ,

266fhomas Busby, A H is to ry  o f  M usic , 1819, as c i te d  in 
Donald M i t c h e l l ,  "The Serenade f o r  Wind Band," H.C. Robbins Landon, 
e d i t o r ,  p. 67.

155
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the  p r in c ip a l  ones being the Rondino, S e x te t , and T r i o , o f  Beethoven, 

the  O c te t -P a r t i ta s  o f  Franz Krommer and th e  Serenades o f  Schubert, 

Dvofak, Gounod and R ichard S trauss .

As a r e s u l t  o f the c u r re n t  need and demand fo r  accurate  and re ­

l i a b le  performance e d i t io n s ,  the e x is t in g  pub lished performance 

e d i t io n s  o f K. 361 have proven to  be inaccura te  and inadequate. The 

e x is t in g  pub lished score o f th e  Serenade had i n i t i a l l y  been p r in te d  by 

B re i tk o p f  & H a rte l in 1877. The p r in te d  p a r ts ,  however, appear to  have 

been taken from a se t  o f  p a r ts  pub lished in 1803 in Vienna by the 

Bureau d 'A r t s  e t  d * In d u s t r ie .  In both p u b l ic a t io n s ,  the  markings of 

the  composer are no longer d is t in g u is h a b le  from those o f i t s  subsequent 

e d i to r s  and perfo rm ers .

The e igh teen th  cen tu ry  m usic ian appears not to  have shared the 

c u r re n t  demand fo r  n o ta t io n a l  accuracy. A c r i t i c a l ,  exac t ing  no ta -  

t io n a l  system had no t ye t  f u l l y  developed a t  t h a t  t im e and composers 

r i g h t f u l l y  expected many o f the d e t a i l s  o f  performance to  be handled by 

p r o f i c i e n t  and experienced p la y e rs .  A c c o rd in g ly ,  the  lack o f m inute 

d e t a i l  in the autograph w ith  regards to  a r t i c u la t i o n  and dynamic 

symbols may perp lex  and confuse the  tw e n t ie th  cen tu ry  perfo rm er.

The purpose o f t h is  study has been to  supply the perform er w i th  

both an o b je c t iv e  and p rec ise  re p re s e n ta t io n  o f the o r ig in a l  t e x t  o f K. 

361 and the  necessary m a te r ia ls  upon which to  base d ec is io ns  regard ing  

the  rende r ing  o f the t e x t  and the performance p ra c t ic e s  assoc ia ted  w ith  

i t .  A c r i t i c a l  e d i t io n  o f t h i s  work has re c e n t ly  been re leased as p a r t
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o f the  Neue Mozart Ausqabe but con ta ins  no pa rts  and does no t appear to  

be intended fo r  performance. Since t h i s  e d i t io n  is  a c r i t i c a l  recon­

s t r u c t io n  o f the score, i t  does no t p rov ide  s o lu t io n s  to  ques tions  

created by in co n s is te n c ie s  in the  n o ta t io n  found in the autograph, nor 

does i t  re fe rence  those p a r t i c u la r  markings whose exact s p e c i f i c a t io n s  

may be s u b je c t  to  in te r p r e ta t io n .

To the wind e n th u s ia s t  who wishes a c lo se r  co n ta c t  w ith  t h i s  

Serenade, i t  is  recommended t h a t  a copy o f the fa c s im i le  e d i t io n  o f the  

autograph be obta ined fo r  exam ination and comparison w ith  the p r in te d  

e d i t io n s .  The p ro x im i ty  to  the composer's in te n t io n s  in t h i s  respec t 

a re  most e n l ig h te n in g  and g r a t i f y i n g .  I t  is  hoped th a t  w ith  t h i s  

e d i t i o n ,  the a v a i l a b i l i t y  Of the  composer's t e x t  and the w r i t e r ' s  

remarks w i l l  s a t i s f y  the  needs o f  the perfo rm er, a l lo w in g  him to  con­

c e n t ra te  more on a r t i s t i c  and a e s th e t ic  m atte rs  and enab ling  him t o  

render a more accu ra te , g r a t i f y i n g  performance fo r  both h im se lf  and h is  

I i  s tene rs .
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APPENDIX A

Movement
Measure

C r i t i c a l  Remarks

and Item and 
  D e s c r ip t io n

a) o r ig in a l  in s trum en ta t ion  (and t ra n s p o s i t io n )  given 
on page 1 o f autograph:

i nstrument reads sounds

2
Oboe ZEE

CIar i n e t t i  
i n 
B ¥

-b-o-

2
Corn i 

d i
Ba ̂ e t to ¥

i
m x ;

2
Corn i 

i n 
f

Z Z
Z Z

2
Corn i 

i n 
B

m
y

158
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^____________ ______ Q—   i? O...
F a g o tt i  r y  fr —  O p 1 ■ —

Contra  q
Ba^o

- b e -

b) o r ig in a l  key s ig n a tu re s  a l te re d  from

Oboe

m
fa£

'  2 
corn i 
in f

corn i 
in B

$52
/
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Bassoon I

Bassoon I I

Contrabass

f_ added to  a l l  p a r ts  (except C la r in e t  I ) ,  suggested by 
foM ow ing  £  in measure 3

s in g le  s lu r  mark placed above oboes, c la r in e t s  and 
Basset horns (see Performance Notes, these measures)

s lu r  mark added t o  C la r in e t  I ,  spanning from f i r s t  to  
la s t  note ( re fe re n c e  Oboe I ,  measure I :  6 -9 )

s lu r  mark added t o  Bassoon I,  two e igh th  notes, t h i r d  
beat ( re fe re n ce  Contrabass, same measure)

t i e  added t o  F Horn I I ,  from f i r s t  to  second, beat 
( re fe rence  F horn I ,  same measure)

f_ added t o  Oboe I I  and C la r in e t  I I  ( re fe re n c e  Oboe I ,  
same measure)

s tacca to  marks added to  unmarked e igh th  notes in oboes, 
c la r i n e t s ,  Basset horns and B*-1 horns ( re fe re n c e  
measures I : 143-46)

: 31 s tacca to  marks continued in Basset horns from prev ious
measure

: 37 f_ added to  C la r in e t  I I  and Basset horn I I  ( re fe re n c e
C la r in e t  I and Basset horn I ,  same measure)

: 37-39 s tacca to  marks added to  a I I unmarked q u a r te r  notes from
f i r s t  bea t, measure 37, through f i r s t  bea t, measure 39 
( re fe rence  oboes, c la r i n e t s  and bassoons, same measures; 
a lso  see Performance Notes, measure I :  161, I :  163)

: 1 

: 7-8

: 10 

: 11 

: 14

: 19

: 19-22
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I : 41

I : 43

1: 44-46

1 : 48

I : 49

I : 51

I : 53

I : 54-56

I : 57

I : 58

I : 59

I : 62

I : 64

s tacca to  marks added to  F horn I I ,  qua r te r  notes 
( re fe re n c e  Horn I ,  same measure)

s ta cca to  marks added to  F horns, q u a r te r  notes 
( re fe re n c e  Basset horns, same measure)

s tacca to  marks added to  Bassoons I and I I ,  e igh th  notes 
( re fe re n ce  Basset horns I and I I ,  measure I :  168)

o r ig in a l  ly w r i t t e n  HD J J in the autograph, Basset 
horn I is  a l te re d  t o 'T e f  Ie*ct’ the a r t i c u la t i o n  p a t te rn  
o f  Basset horn I I  (same measure) and C la r in e ts  I and 
I I , measure I : 172 ( m i  j  j  >•

s tacca to  mark added to  Oboe I I ,  f i r s t  e igh th  no te , beat 
th re e  ( re fe re n c e  Oboe I ,  same measure)

s lu r  mark added to  F horn I ,  from appoggiatura to  
f o l lo w in g  q u a r te r  note

s lu r  mark added to  Oboe I ,  from appoggiatura to  fo l lo w ­
ing qua r te r  note

s tacca to  marks added to  Basset horns I and I I ,  e igh th  
notes ( re fe rence  measure I : 168, Basset horns)

a) s lu r  mark added to  Basset horn I ,  from appogia tura  
to  fo l lo w in g  q u a r te r  note

b) s ta cca to  marks added to  e igh th  notes in bassoons and 
Contrabass ( re fe rence  measure I : 54-56, Basset horns)

s ta cca to  marks added to  unmarked q u a r te r  notes in Oboe 
I I ,  F and B^ horns, bassoons and Contrabass 
( re fe re n c e  Oboe I ,  same measure)

a) s ta cca to  marks added to  f i r s t  beat e igh th  note in F 
and B^ horns, bassoons and Contrabass ( re fe re n ce  
oboes, same measure)

b) £  measured to  c la r in e t s  ( re fe re n c e  £  in bassoons, 
same measure and f_ in c l a r i n e t s  in measure I :  6 6 )

s tacca to  marks added to  Bassoons I and I I ,  f i r s t  e igh th  
note ( re fe rence  bassoons, p rev ious  measures)

s lu r  mark added to  C la r in e t  I I ,  from f i r s t  beat to  la s t  
beat ( re fe re n c e  C la r in e t  I ,  same measure)
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I : 66-69 s tacca to  marks added to  Bb horns ( re fe re n c e  Contra­
bass, same measure)

I : 73

I : 74-'

I : 78-'

I : 88—!

I : 90

I : 96-'

I : 99

I : 103

I : 111

I :  113

I : 114

s tacca to  marks added to  q u a r te r  notes in c la r i n e t s ,  
Basset horns, F and Bb horns ( re fe re n c e  Oboe I I )  and 
to  beats two and fo u r  in Oboe I ( re fe re n c e  Oboe I I ,  
same measure)

5 s taccato-m arks added to  a l l  e igh th  notes (excep t f i r s t )
in oboes, Basset horns, F and Bb horns, bassoons and 
Contrabass ( re fe re n c e  Basset horns, measure I : 78; see
Performance Notes, these measures)

9 s tacca to  marks added to  a l l  e igh th  notes but f i r s t  as
in measure I :  74-74 (see Performance Notes, measures
I :  74-75)

9 a) s lu r  marks added to  appoggia turas and fo l lo w in g
e igh th  notes in oboes and Basset horns

b) s ta cca to  marks added to  q u a r te r  notes in c la r i n e t s ,
F horns, and Contrabass ( re fe rence  same ins trum ents , 
measures I :  214-215)

c) s ta c c a to  marks added to  e igh th  notes in Basset horn 
I I ,  f i r s t  beat ( re fe re n c e  Basset horn I ,  same measure)

s tacca to  marks added to  a I I pa r ts  to  q u a r te r  notes 
( re fe re n ce  Contrabass, measures I :  216+)

7 s tacca to  marks added to  Basset horns, e ig h th  notes
( re fe rence  p rev ious  measure)

£  added to  F horns ( re fe re n c e  oboes, same measure) :

105 s tacca to  marks added to  bassoons, e igh th  notes
(re fe rence  Basset horns, measure I :  95)

s tacca to  marks added t o  Bassoons I and I I ,  Contrabass, 
e ig h th  notes ( re fe re n c e  same ins trum ents , preceding 
measures)

115 s tacca to  marks added to  Bb horns, unmarked q u a r te r
notes, from second bea t,  measure 113, to  f i r s t  beat, 
measure 115 ( re fe re n c e  oboes and bassoons, same 
measures)

s ta cca to  marks added to  Basset horn I I ,  e ig h th  notes 
( re fe re n c e  Basset horn I ,  same measure)
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I :  115

I : 117

I : 124

I : 127

I : 130

I : 132'

I : 138

I : 143'

I : 146

I : 151

I :  155

I :  159

I :  161

163

s tacca to  marks added to  f i r s t  beat q u a r te r  note in 
oboes, c l a r i n e t s ,  Basset horns, B*3 horns and Bassoon 
I I ( re fe re n ce  Contrabass, same measure)

£  added to  bassoons ( re fe re n c e  Basset horns, p rev ious 
measure)

o r ig in a l  p i tche s  in Basset horn I were

s lu r  added to  h a l f  no tes , oboes ( re fe rence  bassoons and 
Contrabass, nex t measure)

f_ added t o  F horns ( re fe rence  measure I :  127-128)

-135 a) s lu r s  added from appoggia turas to  fo l lo w in g  e igh th  
notes in oboes and Basset horns

b) s tacca to  marks added to  c la r in e t s  and F horns, 
q u a r te r  notes ( re fe re n ce , Contrabass, measures I :  
132-133) and to  f i r s t  beat e igh th  notes ( I :  132) in
C la r in e t  l |  ( re fe re n c e  C la r in e t  I I ,  same measure)

s lu r  ad jus ted  in Basset horn I from

p 3  f t  I h

h r * — I-------------- L

4 - J ( I - d
to

\[m K
A > — —uL—J 4 4

(see Performance Notes, t h i s  measure)

-44 s tacca to  marks added to  B^ horns, unmarked e igh th
notes ( re fe rence  oboes and c la r i n e t s ,  same measures)

s tacca to  marks added to  B*3 horns, e ig h th  notes 
( re fe rence  oboes, same measure)

s lu r  mark added from appoggia tura  to  fo l lo w in g  qua r te r  
note , C la r in e t  I

-58 s tacca to  marks added to  Basset horns, e igh th  notes
( re fe rence  p rev ious  measure)

-60 f £  added to  bassoons, Contrabass ( re fe re n c e  Oboe I ,
same measure; bassoons, measures I : 35-36; see
Performance Notes, t h i s  measure)

-63 a) f_ added to  Oboe I I ,  c l a r i n e t s ,  F and B̂ 3 horns,
bassoons and Contrabass ( re fe re n c e  Basset horns, same 
measure)
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I : 163 

I : 165 

I : 169-70

I : 173

I : 179-83

I : 180

I :  182-83

I : 184

b) s ta cca to  marks added to  unmarked q u a r te r  no tes, from 
f i r s t  bea t, measure 161, through f i r s t  bea t, measure 
163 ( re fe re n c e  measures I : 37-39; see Performance
Notes, measure I :  161, I :  163)

c) s ta cca to  marks continued above e igh th  notes in Basset 
horns ( re fe rence  same ins trum en ts , measure I :  161)

see Performance Notes, t h is  measure, fo r  a l t e r a t io n  of 
C la r in e t  I I  and t ra n s fe re n ce  o f s tacca to  marks

s lu r  mark added to  C la r in e t  I I ,  from appog ia tu ra  to  
fo l lo w in g  q u a r te r  note

s ta cca to  marks continued in Basset horns ( re fe re n c e ,  
same ins trum en ts , measure I :  168)

s ta cca to  mark added to  Oboe I I ,  f i r s t  e igh th  note 
( re fe re n c e  Oboe I ,  same measure)

s ta cca to  marks continued in bassoons ( re fe re n c e  same 
ins trum en ts , measure I :  178)

s lu r  added from appoggia tura  to  fo l lo w in g  q u a r te r  note 
in Basset horn I

s tacca to  marks added to  q u a r te r  notes in oboes, Basset 
horns, c la r i n e t s ,  F and B13 horns ( re fe re n c e  measure 
I : 58)

a) s ta cca to  marks added to  f i r s t  beat e igh th  notes in 
oboes, Basset horns and F and B*3 horns ( re fe re n c e  
measure I : 59)

b) s lu r  added to  C la r in e t  I I ,  from f i r s t  e igh th  note of 
measure 184 to  f i r s t  e ig h th  note o f  measure 185

c) add n a tu ra l s ign (^} ) t o  C la r in e t  I I ,  on fo u r th  
beat (n a tu ra l m isp laced, appears before the very la s t
n o te ) :

IM- ~ f - A a t m- m k L .
■f — r i— - 4 w

w *

( re fe re n ce  C la r in e t  I I ,  measures I :  59, I :  186)

d) add £  to  c la r in e t s  ( re fe re n c e  Basset horn same mea­
sure and f  in c la r in e t s  in measure I :  191)
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I :  185-87

I : 191

I : 197

I : 200-01

I : 204-205

I : 206

I : 213

I :  214-15

I : 216

I : 225-26

I : 227-28

I : 229-32

s ta c c a to  marks continued above e igh th  notes in Basset 
horns ( re fe rence  measure I :  184)

_f added to  Basset horn I I ,  second e igh th  note 
( re fe re n ce  Basset horn I ,  same measure)

suggest s lu r  mark in Basset horn I I be de le ted  (see 
Performance Notes, t h i s  measure)

S - i - 5 * j Wf-
kJ

to
/ 0 r “1• ——

—4—1

s tacca to  marks added to  e igh th  notes, from second 
e ig h th  note, measure 200, to  la s t  e igh th  no te , measure 
201, in oboes, Basset horns, F and B° horns, bassoons 
and Contrabass ( re fe rence  measure I : 74-75, I : 78-79)

s ta cca to  marks added to  e igh th  no tes, from second 
e ig h th  no te , measure 204, to  la s t  e igh th  no te , measure 
205, in oboes, Basset horns, F and B° horns, bassoons 
and Contrabass ( re fe rence  measure I : 74-75, I : 78-79)

note changed in Bassoon I I (see Performance Notes, I : 
206)

s lu r  marks added from compound appoggia turas to  fo l lo w ­
ing h a l f  notes in Oboe I ( re fe re n c e  Oboe I I ,  same 
measure)

a) s lu r  marks added to  oboes and Basset horns, from 
appoggia turas to  fo l lo w in g  e igh th  notes

b) s ta c c a to  marks added to  qua r te r  notes in c la r i n e t s ,  
B13 horns, Contrabass ( re fe re n c e  Contrabass, measure
I :  214)

s ta cca to  marks added to  unmarked q u a r te r  notes in 
Basset horn I ,  F and B^ horns, bassoons ( re fe re n c e  
oboes and c la r i n e t s ,  measure I :  216)

s lu r  mark added to  C la r in e t  I ( re fe re n ce  Oboe I ,  same 
measures)

s ta cca to  marks added to  s in g le  e ig h th  notes in Oboe I I ,  
c la r i n e t s ,  Basset horns ( re fe re n c e  Oboe I ,  measure I: 
228)

s ta cca to  marks added in a l l  pa r ts  to  e ig h th  notes 
( re fe re n ce  measures I : 74-75, I : 78-79)
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1: 233

I I :  1

s tacca to  marks added to  a I I unmarked q u a r te r  notes in 
a l l  p a r ts  ( re fe re n c e  Oboe I ,  same measure)

O r ig in a l  key s ig n a tu re s  a l te re d  from

'V i— r -Oboe

2
corn i 
in f

2
corn i 
i n B

Bassoon I

Bassoon

Contrabass

m1
I \ZL

a) f_ added as i n i t i a l  dynamic level ( re fe rence  £  in 
measure I I :  2)

b) s lu r  p a t te rn s  in Oboe I and C la r in e t  I ad jus ted  to

r S r | r
(see Performance Notes, t h i s  measure)
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I I :  2 -3

I I :  5

I I :  9

I I :  11

I I :  17

I I :  19

I I :  21

I I :  22

I I :  24

I I :  25

I I :  27

t i e  added to  C la r in e t  I ,  la s t  no te , measure 2, to  f i r s t  
no te , measure 3 ( re fe re n c e  Oboe I and C la r in e t  I I ,  same 
measure; see Performance Notes, these measures)

a) s lu r  marks added from appoggia tura  to  fo l lo w in g  
e igh th  note and from e igh th  note to  la s t  s ix te e n th  note 
in Oboe I and c la r in e t s

b) s lu r  marks added in Oboe II  and horns, from 
h a l f  note to  t h i r d  beat qua r te r  note ( re fe re n c e  Basset 
horns, same measure)

s lu r  marks added t o  Oboe I from appoggia tura  to  f o l lo w ­
ing e igh th  note , and from e igh th  note to  second s ix ­
teen th  note:

( re fe re n ce  Oboe I ,  measure I I :  11)

s lu r  marks added t o  Oboe I I ,  C la r in e t  I and Basset horn 
I ,  same as above (measure 9 ) :

( re fe re n ce  Oboe I ,  measure I I :  11)

s lu r  mark added to  F horn I I ,  from dotted  h a l f  note to  
fo l lo w in q  q u a r te r  note ( re fe re n ce  F horn I ,  measures 
I I :  17-18)

s lu r  marks added to  F horns, from dotted h a l f  note to  
fo l lo w in q  q u a r te r  note ( re fe re n ce  Basset horns, measure 
I I :  19-20)

s lu r  marks ad jus ted  in oboes, C la r in e t  I and Basset 
horns, as in measure I I :  1 (see Performance Notes,
measure I I :  1)

£  added to  C la r in e t  I I ,  t h i r d  beat ( re fe re n c e  C la r in e t  
I ,  same measure)

£  added to  Basset horns, ( re fe re n ce  oboes and 
c l a r i n e t s ,  measure I I :  22, t h i r d  beat)

£  added to  bassoons and Contrabass ( re fe re n ce  oboes and 
c la r i n e t s ,  measure I I :  22)

a) s tacca to  marks added to  f i r s t  e igh th  note in Basset 
horns ( re fe rence  oboes, same measure)
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I I :  28

I I :  29

I I :  30-

I I :  33-

I I :  36

I I :  38-

I I :  40

I I :  43-

I I :  45-

I I :  52

I I :  55

I I :  58

I I :  67

b) f_ added to  la s t  th re e  e igh th  notes in bassoons and 
Contrabass ( re fe rence  oboes and Basset horns, same 
measure)

_f added to  e igh th  notes in c la r in e t s  ( re fe re n c e  oboes 
and Basset horns, p rev ious  measure)

s lu r  marks ad jus ted  in Oboe I and C la r in e t  I ,  as in 
meaure 11: 1 (see Performance Notes, measure I I :  1)

-31 t i e  added to  C la r in e t  I ,  from beat th re e ,  measure 30,
to  beat one, measure 31 ( re fe re n c e  C la r in e t  I ,  measure 
I I :  2 -3 ; see Performance Notes, measures I I :  2-3)

-36 s lu r  marks added to  oboes, Basset horns, bassoons, and
Contrabass, from appoggia tura  to  fo l lo w in g  e ig h th  note, 
from e iqh th  note to  la s t  s ix te e n th  ( re fe re n ce  measure 
I I :  11)

s tacca to  marks added to  Basset horns, qua r te r  notes 
( re fe re n ce  Oboe I,  same measure)

-39 s lu r  marks added Basset horns, from appoggia tura  to
fo l lo w in g  q u a r te r  note

s lu rs  in Basset horns ad jus ted  from nun t o  J H7U
as in oboes, same measure (see Performance Notes, I I :
40)

-44 s lu r  marks added in B*3 horns, from do tted  h a l f  note
to  qua r te r  note in fo l lo w in g  measure ( re fe re n c e  Basset 
horns, same measure)

-46 s lu r  marks added in B^ horns, from do tted  h a l f  note
to  q u a r te r  note in fo l lo w in g  measure ( re fe re n c e  Basset 
horns, same measure)

s tacca to  mark added t o  C la r in e t  I ,  ( re fe re n c e  C la r in e t  
I , measure I I :  76)

s lu r  mark in Basset horn I I  ad jus ted  (see Performance 
Notes, I I : 47-90)

s tacca to  marks added to  C la r in e t  I I ,  Basset horns, un­
marked q u a r te r  notes ( re fe re n c e  C la r in e t  I ,  same measure)

a) a l ignm en t o f _sf_ unc lear in autograph (see 
Performance Notes: I I :  67 ).  A f te r  exam ination o f
preceding and fo l lo w in g  measure, sf_ is  placed on t h i r d  
bea t, measure 67
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I I :  68

I I : 75-76

I I :  79

I I : 84-85

I I : 89-90

I I : 92-95

I I :  96

I I :  97

I I :  100

b) s ta cca to  marks added to  c la r i n e t s ,  beat th ree  
q u a r te r  note ( re fe re n ce  Basset horns, same measure, 
beat th ree )

a) pad ded  to  C la r in e t  l ( re fe re n ce  C la r in e t  I I ,  same 
measure)

b) s lu r  mark added to  Basset horn I I ,  from h a l f  note to  
fo l lo w in g  qua r te r  note  ( re fe re n c e  Basset horn I ,  same 
measure)

s lu r  mark added to  C la r in e t  I I ,  from t h i r d  beat e igh th  
note to  qua r te r  no te , next measure ( re fe re n ce  C la r in e t  
I , same measures)

s lu r  mark in Basset horn I I  ad jus ted  (see Performance 
Notes, I I : 47-90)

s lu r  mark added to  C la r in e t  I I ,  from f i r s t  beat, 
measure 84, to  second bea t, measure 85 ( re fe rence  
C la r in e t  I ,  same measure; see Performance Notes, t h i s  
measure)

s lu r  mark added from beat th re e ,  measure 89, to  f i r s t  
note o f fo l lo w in g  measure in C la r in e t  I I  and Basset 
horn I ( re fe re n ce  c la r i n e t s ,  measure I I :  75-76)

s lu r  marks added t o  Basset horn I I ,  connecting do tted  
h a l f  notes from measure 92 to  measure 95 ( re fe rence  
Oboe I I ,  same measure; see Performance Notes, these 
measures)

a r t i c u la t i o n  p a t te rn  in Oboe I ad jus ted  from

( ± R n u J \ f  u T u i iir| r
(see Performance Notes, measures I I :  96-100)

s lu r  mark in C la r in e t  I ad jus ted  to  conform w i th  Oboe
(re fe re n ce  Oboe see 96 above)

a) s l u r  mark a d ju s te d  in Oboe I as f o l l o w s :

Oboe 3>
( re fe re n c e  Oboe I ,  measures I I ,  98 and 101)
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I I :  101

I I :  102

I I : 104-05

I I :  106-08

I I :  109-12

I I :  120

I I :  122

I I :  125

I I :  127-129

I I :  129

b) s tacca to  marks added to  Oboe I I ,  t h i r d  beat t r i p l e t s  
( re fe re n ce  Oboe I ,  same measure)

a) s ta cca to  mark added to  Oboe I I ,  f i r s t  note 
( re fe re n ce  Oboe I ,  same measure)

b) s ta cca to  marks added to  Basset horns, t h i r d  beat 
t r i p l e t  ( re fe re n c e  Oboe I I ,  p rev ious measure)

s tacca to  marks added to  Oboe I ,  Basset horns, f i r s t  
note  ( re fe re n ce  Oboe I ,  p rev ious  measure)

s lu r  marks and s tacca to  marks added to  F horns (see 
(Performance Notes, these measures)

F horns SE E S

a) a r t i c u la t i o n  p a t te rn  ad jus ted  in oboes and Basset 
horns to  conform to  F horns ( re fe re n c e  F horns, 
measures I I :  104-05, see Performance Notes, these
measures)

b) £  added to  Oboe I I ,  Basset horn I I  ( re fe re n ce  oboe 
I,  same measures)

c) n a tu ra l s ign added to  e_J_ on Oboe I I ,  measure 107 
( re fe re n c e  Oboe I ,  same measure)

s tacca to  marks added to  Oboe I I and Basset horns, un­
marked q u a r te r  notes ( re fe re n ce  Oboe I ,  same measures)

t r i l l  added to  Oboe I ,  f i r s t  note ( re fe re n c e  prev ious 
th re e  measures)

c res .  added to  Oboe I I ( re fe re n ce  Oboe I , same measure)

s lu rs  added to  second and t h i r d  notes in bassoons and 
Contrabass ( re fe re n c e  same ins trum en ts , measure I I :
102 )

s lu r  marks and s tacca to  marks ad jus ted  as in measures 
104-05 in B*3 horns (see Performance Notes, measures 
I I :  104-08)

£  added to  Basset horn I I  ( re fe re n ce  Basset horn I ,  
same measure)
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O r ig in a l  key s ig na tu res  from:

Oboe

Basset Horn

2
corn i 

E la fa

Bassoon

Bassoon

Contrabass

H -

M - EpEjz
f i t

I :  7

: 8

:  9

a i s suggested fo r  the b_ on the f  i r s t  beat i n 
Bassoon I as a r e s u l t  o f the b l  in the preceding 
measure (see Performance Notes, t h i s  measure)

s lu r  mark added to  Basset horn I from appoggia tura  to  
fo l lo w in g  e igh th  note (see Performance Notes, t h is  
measure)

a) s ta cca to  mark added to  Oboe I I ,  la s t  s ix te e n th  note, 
second group ( re fe re n ce  Bassoon I ,  same measure)

b) s ta cca to  mark added to  C la r in e t  I I ,  la s t  s ix te e n th  
no te , f i r s t  group ( re fe re n ce  Bassoon I,  same measure)
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I I I :  10

I I I :  11

I I I :  13

I I I :  14

I I I :  17

I I I :  22

I I I :  23

I I I :  24

I I I :  25

I I I :  26

c) s ta cca to  marks added to  Basset horn I I ,  la s t  s i x ­
teen th  note , second group ( re fe re n ce  Basset horn I I ,  
fo l lo w in g  measure)

d) t i e  mark added to  Basset horn I I ,  connecting  f i r s t  
two s ix te e n th  no tes , second group ( re fe re n ce  Bassoon I , 
same measure)

a) s ta c c a to  mark added to  C la r in e t  I ,  e igh th  note 
( re fe re n c e  C la r in e t  I ,  measure I I I :  34)

b) s ta cca to  mark added to  C la r in e t  I I ,  second s ix te e n th  
note , f i r s t  group ( re fe re n ce  Basset horn I I ,  same 
measure)

s ta cca to  mark added to  a) Oboe I ,  e ig h th  note , t h i r d  
note o f f i r s t  group ( re fe re n ce  Oboe I ,  measure I I I :  35) ,  
and b) C la r in e t  I I ,  second s ix te e n th  note, f i r s t  group 
( re fe re n c e  Oboe I I ,  same measure)

s lu r  marks added to  Oboe I ,  fo u r th  beat from a) appog-
g ia tu ra s  to  fo l lo w in g  s ix te e n th  no tes , b) from s i x ­
teen th  notes to  conc lud ing  th ir ty - s e c o n d  notes (see 
Performance Notes, t h i s  measure)

s lu r  marks added to  Basset horn I as in Oboe I ,  measure 
I I I :  13 (see above)

s tacca to  marks added to  Bassoon I and Basset horn I I , 
s ix te e n th  note a f t e r  f i r s t  beat ( re fe re n ce  C la r in e t  I I ,  
same measure; see Performance Notes, t h i s  measure)

s lu r  marks added t o  Oboe I as in measure I I I :  13 (see
above)

s lu r  marks added to  Basset horn I as in Oboe I
( re fe rence  measures I I I :  13-14, see above)

25 a) s lu r  mark added to  Bassoon I ,  la s t  fo u r  e igh th  notes 
( re fe re n ce  Bassoon I I and Contrabass, same measure)

b) t i e  added to  Basset horn I I ,  la s t  no te , measure 24, 
t o  f i r s t  no te ,  measure 25 ( re fe re n c e  Oboe II  and 
C la r in e t  I I ,  same measure)

s tacca to  mark added t o  Basset horn I I  and C la r in e t  I I ,  
f i r s t  group, second s ix te e n th  note ( re fe re n c e  Oboe I I ,  
same measure)

s tacca to  mark added to  Bassoon I ,  f i r s t  group, second 
s ix te e n th  note  ( re fe re n ce  Basset horn I I ,  same measure)
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I I I :  27-28

I I I :  28

I I I :  29

I I I :  30

I I I :  31

I I I :  31-32

I I I :  32

I I I :  34

I I I :  36

I I I :  37

I I I :  38

s lu r  marked added to  horns, la s t  s ix te e n th  note, 
measure 27, to  f i r s t  no te , measure 28 ( re fe re n ce  
C la r in e t  I I  and Basset horn I I ,  p rev ious  measure)

s lu r  mark added t o  Oboe I ,  from beat th re e  to  la s t  note 
( re fe rence  Oboe I , measure I I I :  4)

s tacca to  mark added t o  Oboe I I ,  f i r s t  group, second 
s ix te e n th  note ( re fe re n c e  Basset horn I I ,  same measure)

a) s tacca to  marks added t o  Oboe I I  and C la r in e t  I I ,  
f i r s t  group, second s ix te e n th  note ( re fe re n c e  Basset 
horn I I , same measure)

b) s lu r  mark added to  C la r in e t  I ,  from appoggia tura  to  
f o l l o w i n g  do tted  e igh th  note

c) s l u r  p a t te rn  in Basset horn I I ,  second group, 
ad jus ted  from

t f f  t0 Qj'
( re fe rence  c l a r i n e t  I I ,  same measure)

s lu r  mark added to  C la r in e t  I ,  from appogg ia tura  to  
f o l l o w i n g  q u a r te r  note

s lu r  marks added to  Bassoon II  and Contrabass, from 
f i f t h  e igh th  no te , measure 31, to  fo u r th  e igh th  note , 
measure 32 ( re fe re n c e  measures I I I :  7 -8)

s l u r  mark added t o  Basset horn I from appoggia tura  to  
f o l l o w i n g  e ig h th  note (see Performance Notes, I I I :  8)

s tacca to  mark added t o  Basset horn I I ,  f i r s t  group, 
second s ix te e n th  note ( re fe re n c e  C la r in e t  I I ,  same 
measure)

s tacca to  mark added to  Oboe I ,  e ig h th  note a f t e r  beat 
th re e  ( re fe re n c e  Oboe I ,  measure I I I :  12)

s lu r  marks added to  fo u r th  beat, Oboe I ( re fe re n ce  Oboe 
I , measure I I I :  13)

a) s l u r  marks added to  Basset horn I ( re fe re n c e  Oboe I ,  
measure I I I :  13)
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I I I :  39

I I I :  40

I I I :  43

I I I :  43-44

I I I :  44-45

I I I :  45

I I I :  46

b) s l u r  marks ad jus ted  in Bassoon II  and Contrabass, 
from

(re fe rence  p rev ious  measure)

a) s ta c c a to  mark added to  c la r i n e t  I I ,  f i r s t  group, 
second s ix te e n th  note  ( re fe re n ce  Oboe I I ,  same measure)

b) s l u r  mark added to  Bassoon I ,  from f i r s t  ha l f  note 
t o  second h a l f  note  ( re fe re n ce  Bassoon I ,  measure I I I :  
15)

p i tc h e s  co rre c ted  in Basset horn I I  (see Performance 
Notes, I I I :  40)

s ta cca to  mark added to  E*3 horns, f i r s t  group, second 
s ix te e n th  note ( re fe re n c e  E*3 horns, prev ious measure)

s lu r  marks- added t o  Oboe I,  from appoggia turas to  
f o l l o w i n g  e ig h th  notes, both measures

t i e  added t o  Bassoon I ,  from la s t  no te , measure 44, to  
f i r s t  note , measure 45 ( re fe re n ce  Basset horn I I ,  same 
measure)

s ta cca to  mark added to  f i r s t  s ix te e n th  note in Oboe I 
and Basset horn I ( re fe re n c e  C l a r i n e t  I ,  same measure)

a) s ta c c a to  mark added to  Oboe I I ,  C la r in e t  I and 
Basset horn I ,  e igh th  note ( re fe re n c e  Oboe I ,  C la r in e t  
I I ,  Bassoon I ,  same measure; see Performance Notes, 
t h i s  measure)

b) p i tc h e s  ad jus ted  in C la r in e t  I I  (see Performance 
Notes, I I I :  46)

O r i g i na l  key s ig n a tu re s  a l te re d  from:

to

Oboe I I
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2
corn i

in
f

Bassoon

Bassoon

f_ added to  a 11 p a r ts  ( re fe rence  £  in measure 4)

s l u r  marks added to  B*3 horns, f i r s t  two q u a r te r  notes 
( re fe re n c e  Basset horns, same measure)

s ta cca to  marks added to  Oboe I ,  c la r i n e t s ,  Basset 
horns, unmarked q u a r te r  notes on beat one ( re fe re n c e  
Oboe I I , same measure)

s tacca to  marks continued above a l l  unmarked q u a r te r  
notes in a l l  p a r ts  ( re fe re n c e  bassoons and Contrabass, 
same measure)

£  added to  c la r i n e t s ,  ( re fe re n ce  oboes, Basset horns 
and bassoons, measures I I I :  12-14)

£  added to  c la r i n e t s ,  ( re fe rence  bassoons, same 
measure)

s l u r s  added to  B^ horns, f i r s t  two q u a r te r  notes 
( re fe re n ce  Basset horns, same measure)
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IV: 33 O r ig in a l  key s ig n a tu re s  a l te re d  from:

Oboe I : k
m

t o

C la r in e t  11 § =  to m*

2 co rn i 
in f

2 co rn i 
i n B
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IV: 35-36

IV: 37

IV: 38

IV: 38-40

IV: 46-51

IV: 47

IV: 50

IV: 58-60

IV: 64

IV: 65

Bassoon I

Bassoon I I

Contrabass

to §Siw

s lu r  mark added t o  Bassoon I I ,  from dotted ha l f  note to  
q u a r te r  note ( re fe re n c e  Bassoon I ,  same measure)

f_ added to  F and B^ horns ( re fe re n c e  a I I o the r  p a r ts ,  
same measure)

k  sign added to  beat two o f Oboe I I ( re fe re n ce  F horn 
I I , same measure)

s tacca to  marks added to  unmarked qua r te r  notes from 
f i r s t  bea t, measure 38, to  f i r s t  bea t, measure 40, in  
Oboe I I ,  c la r i n e t s ,  Basset horns, F and Bb horns, 
bassons, and Contrabass ( re fe re n c e  Oboe I ,  same 
measure)

s l u r  marks in Bassoon II  ad jus ted  from one mark every 
two measures to  one mark every measure ( re fe rence  
Bassoon I ,  same measure: see Performance Notes, these 
measures)

n a tu ra l s ign added to  aj_ ( t h i r d  beat e igh th  note) in 
oboes and to  e|_ in Basset horns ( re fe re n c e  Bassoon 
I I , same measure)

s ta cca to  marks added to  f i r s t  q u a r te r  notes in Basset 
horns I and I I ( re fe re n ce  oboes, same measure)

s tacca to  marks added to  a l l  p a r ts ,  unmarked qua r te r  
notes ( re fe rence  measures IV: 38 through f i r s t  beat,
measure IV: 40)

£  added to  anacrus is  f ig u r e  in Oboe I ,  Basset horn I 
and Bassoon I (see p. 99)

£  added to  Contrabass ( re fe re n c e  c la r in e t s ,  Basset horn 
I I ,  and Bassoon I I ,  same measure)
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IV: 74

IV: 75

IV: 88

V:

£  added to  F horns ( re fe re n c e  dynamic l eve l ,  measure 
IV: 65)

a) s lu r  mark added to  f i r s t  th ree  e igh th  notes of F 
horns ( re fe re n ce  Basset horn I ,  same measure)

b) s tacca to  marks added to  la s t  th ree  notes of F horns 
( re fe re n ce  Basset horn I)

arco added to  Contrabass fo r  da capo

O r i g i n a l  key s ig n a tu re s  a l te re d  to :

Oboe

BasSet horn 
I I

corn i in 
E la fa

Bassoon I
E g

K -

t o

to

7

SL

t o
0 .

Bassoon I I E 2 =  >to  d i C Tm
Contrabass
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V: 4 s l u r  p a t te rn s  in Oboe I and C la r in e t  I t  ad jus ted  as 
f o l l o w s :

Oboe I from
- f r j

y -

C Ia r in e t  I I from

s t o m
7-8

V: 12

13-14

15

17-18

19

(see Performance Notes, t h i s  measure)

s ta cca to  marks added to  horns and bassoons, s i ng l e  
e igh th  notes ( re fe rence  oboes, same measures)

s l u r  mark ad justed in C l a r i n e t  I

from f  m y  to

( re fe re n c e  c la r i n e t s ,  preceding measure)

t i e  added to  E*3 horns, from dotted ha l f  note in 
measure 13, to  do tted  ha l f  note in measure 14 
( re fe re n ce  C la r in e ts ,  same measure)

s tacca to  marks added t o  Oboe I I ( re fe re n ce  Basset 
horns, same measure; see Performance Notes, t h is  
measure)

s l u r s  ad justed in C l a r i n e t  

from ^ to f r f r
( re fe re n ce  c la r i n e t s ,  measures V: 1-2)

a) s l u r s  adjusted^ 'm Oboe I ,  c la r in e t s  and Basset horns

tofrom [ffLLU Q -----------------
( re fe rence  measure V: 3; see Performance Notes)

b) s l u r  marks added to  Bassoon I I  and Contrabass from 
beat two to  la s t  note  ( re fe re n ce  same ins trum ents , 
measure V: 3)
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V: 21

V: 22

V: 23-24

V: 25

V: 34-35

V: 35

V: 36-37

V: 41

V: 45-46

V: 61-62

V: 66-67

V: 67

V: 68-69

V: 70

s l u r  mark added to  C la r in e t  I I ,  from h a l f  note to  
q u a r te r  note ( re fe rence  c la r i n e t s ,  measure V: 5)

f_ added to  Oboe I I ,  la s t  note ( re fe re n ce  Oboe I and 
c la r i n e t s ,  same measure)

s tacca to  marks added to  horns and Contrabass, 
s i n g l e  e igh th  notes ( re fe rence  bassoons, same measures)

£  added to  Basset horns and bassoons ( re fe re n c e  
Contrabass, same measure)

s l u r  mark added to  Oboe I ,  C la r in e t  I and Basset horn 
I ,  from la s t  e igh th  no te , measure 34, to  la s t  e igh th  
no te , measure 35 ( re fe re n ce  Basset horns, measures V: 
26+)

s lu r  mark added to  la s t  th re e  e ig h th  notes in Oboe I I ,  
C la r in e t  I I ,  Basset horn I I  ( re fe re n c e  Oboe I ,  same 
measure; see Performance Notes, t h i s  measure)

s l u r  p a t te rn s  in oboes, c la r i n e t s ,  and Basset horns 
d u p lica te d  from measures V: 34-35 (see above)

£  added t o  Basset horns and bassoons ( re fe re n ce  
Contrabass, same measure)

s ta c a t to  marks added to  e igh th  notes in Basset horns, 
Bassoon II  and Contrabass ( re fe re n c e  oboes and 
c la r i n e t s ,  measures V: 61-62)

s tacca to  marks added to  Basset horn I I ( re fe re n ce  
Basset horn I ,  same measure)

s l u r  mark added from la s t  e igh th  no te , measure 66, to  
la s t  e igh th  no te , measure 67, in Oboe I ,  C l a r i n e t  I and 
Basset horn I ( re fe rence  same ins trum en ts , measures V: 
34-35)

s l u r  marks added to  la s t  th re e  e igh th  notes in Oboe I I ,  
C l a r i n e t  I I ,  and Basset horn I I  ( re fe rence  same in s t r u ­
ments measure V: 35)

s l u r  marks added to  oboes, c la r in e t s  and Basset horns 
as in measures V: 66-67 (see above)

a) s fp  added t o  Basset horns ( re fe re n ce  oboes and 
c la r i n e t s ,  same measure)
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b) s l u r  marks added to  Oboe II  and C la r in e t  I I ,  from 
second to  t h i r d  notes ( re fe re n c e  Oboe I ,  same measure)

V : 71

V: 73-75

V: 80-83

V: 81-83

V: 84-85

V: 87

V: 92-93

V: 98

V: 103-104

a) s l u r  marks added to  Oboe II  and C l a r i n e t  I I ,  from 
appogg ia turas to  f o l l o w i n g  e igh th  notes

b) s fp  added to  Basset horns ( re fe re n c e  Oboe I I and 
C l a r i n e t  I I ,  same measure)

s tacca to  mark added to  t h i r d  e igh th  note in C l a r i n e t  I 
( re fe rence  second e igh th  note, C l a r i n e t  I ,  same 
measures)

s l u r  marks added t o  C l a r i n e t  I I :  

o r i g i n a l l y  w r i t t e n  as

ad jus ted  to  | S H S /

(see Performance Notes, t h i s  measure

f_ changed to  sf_ in Bassoon I ( re fe re n c e  Bassoon I I ,  
Basset horns, same measure)

s l u r  marks added t o  C la r in e ts  from a) appoggiaturas to  
f o l l o w i n g  s ix te e n th  notes and b) f i r s t  s ix te e n th  note 
to  second s ix te e n th  note ( in  both measures)

fermata in horns t ra n s fe r re d  from beat two qua rte r  
r e s t  to  downbeat qua r te r  note  (see oboes and Basset 
horns, same measure)

s l u r  marks added t o  C l a r i n e t  I ,  from dotted  h a l f  no te , 
measure 92, to  do tted  h a l f  no te , measure 93, and to  
C l a r i n e t  I I ,  from dotted  h a l f  n o te ,  measure 92, to  
t h i r d  beat q u a r te r  no te , measure 93 ( re fe re n c e  
c la r i n e t s ,  measures V: 88-89)

£  added to  Basset horn I ( re fe re n c e  a I I p a r ts ,  same 
measure)

s l u r  marks in E*3 horns ad jus ted  from r r r  r r r
in the autograph to  f f f r r r
( re fe re n ce  Contrabass, same measure; see Performance 
Notes, these measures)
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V: 104

V: 105

s lu r  mark in C la r in e t  I ad jus ted  to  one mark spanning 
a l l  f i v e  e igh th  notes ( re fe rence  c l a r i n e t  I I ,  VI :  
103-104 and C la r in e t  I ,  V I :  103)

s tacca to  marks added to  c la r in e t s ,  E*3 horns and 
Contrabass, s i n g l e  e igh th  notes ( re fe rence  oboes, same 
measure)

O r i g i n a l - k e y  s ig na tu res  a l te re d  from

t ---------Oboe to

corn i i n 
f £

J J

t o

corn t i n 
B m

t o

Bassoon

Bassoon

Contrabass

to m

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



183

VI : 2

VI : 5 

V I:  5-6

VI : 7

V I :  15

VI : 17

V I:  25-26

V I:  29

VI : 32 

VI : 38

s fp  added to  C l a r i n e t  I I  and Bassoon I ,  la s t  e igh th  
note  ( re fe re n c e  C l a r i n e t  I and Bassoon I I ,  same 
measure; see Performance Notes, t h i s  measure)

s l u r  marks added t o  F horns from ha l f  note to  f o l l o w ­
ing q u a r te r  note ( re fe re n c e  B^ horns, same measure)

s l u r  marks added to  Oboe I ,  C l a r i n e t  I and Basset horn 
I ,  from appoggia tura  to  f o l l ow i ng  e igh th  note and from 
second beat e igh th  note to  la s t  s ix te e n th  note  ( r e f e r ­
ence Basset horn I ,  measure V I: 5)

s l u r  marks added to  c la r in e t s ,  from appoggia tura  to
f o l l o w i n g  e ig h th  note , and from downbeat e ig h th  note to  
second s ix te e n th  note ( re fe rence  Basset horn I ,  
p rev ious  measure)

s ta cca to  marks added to  C l a r i n e t  I ,  second beat e igh th  
notes ( re fe re n c e  C l a r i n e t  I ,  measure V I: 13)

£  added to  Contrabass ( re fe re n ce  F horns, same measure)

a) s l u r  mark added t o  Bassoon I I from f i r s t  to  second 
q u a r te r  no tes, both measures ( re fe re n ce  Bassoon I ,  same 
measures)

b) s l u r  mark added to  B^ horns, measure V I:  26, from
f i r s t  to  second q u a rte r  notes ( re fe re n ce  Bassoon I,  
same measures; see Performance Notes, these measures)

c) s l u r  mark added t o  Contrabass (VI :  26), from f i r s t
to  second q u a r te r  notes (see Performance Notes, these 
measures)

d) s l u r  marks added to  Oboe I and Basset horn I ,  both 
measures: a) from appoggiatura to  f o l l o w i n g  e igh th  
note and b) from second beat e igh th  note to  la s t  s ix ­
teen th  note (see Performance Notes, these measures)

£  added to  en trance o f Oboe I I ( re fe rence  Oboe I , 
p rev ious  measure)

s l u r  mark added to  Basset horn I ,  f i r s t  group of 
th i r ty - s e c o n d  notes ( re fe rence  oboes, same measure)

s l u r  marks added to  Oboe I : a) t o  f i r s t  two groups o f
th i r ty - s e c o n d  notes and b) to  la s t  two groups o f t h i r ­
ty -second notes ( re fe re n c e  prev ious measure, Oboe I )
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VI : 44

VI : 45

V I :  45-

VI : 47

V I :  57-

V I : 58

VI : 64

V I : 68-

V I :  69-

V I:  73'

V I :  73'

VI : 75

VI : 77

VI : 78

s lu r  marks added to  Basset horn I and Bassoon I ,  from 
f i r s t  to  t h i r d  e ig h th  notes ( re fe re n ce  Oboe I ,  same 
measure; see Performance Notes, t h is  measure)

£  added to  B^ horns ( re fe re n ce  F horns, p rev ious 
measure)

■46 t i e  added to  F horn I I ,  from h a l f  note, measure V I:
45, to  h a l f  no te , nex t measure ( re fe re n ce  B^ horns, 
same measure)

s tacca to  mark added to  e igh th  note in F horns 
( re fe rence  bassoons, same measure)

■58 s tacca to  marks added to  s ix te e n th  notes and q u a r te r
notes in F and B*3 horns, bassoons and Contrabass
(re fe re n ce  Basset horn I ,  same measure)

s tacca to  mark added to  C la r in e t  I ,  second beat e igh th  
note ( re fe re n c e  C la r in e t  I ,  p rev ious measure)

s lu r  mark added to  Oboe I and B*3 horn I ,  f i r s t  two 
e ig h th  no tes , and to  F horn II and B̂ 3 horn I I ,  
q u a r te r  note to  e igh th  note (see Performance Notes, 
t h i s  measure)

-69 p_ added to  beg inn ing of phrase in c la r in e t s  and
bassoons, im plied by f_ in measures V I:  67 and V I:  72

-72 s lu r  marks added to  C la r in e t  I I ,  spanning complete
measures in V I :  69-70, h a l f  measures in V I :  71-72
(see Performance Notes, these measures)

-74 s tacca to  marks added to  oboes and Basset horns, s in g le
e igh th  notes ( re fe re n c e  oboes and Basset horns, measure 
V I:  73)

-76 s lu r  marks added to  C la r in e t  I I  spanning half-m easures
(see Performance Notes, measurs V I:  69-72)

s lu r  mark added to  C la r in e t  I ,  la s t  two e igh th  notes 
( re fe rence  oboes, measure V I:  75 and C la r in e t  I ,
measure V I : 72)

fp  added to  Bassoon I ,  f i r s t  note ( re fe re n c e  bassoons, 
fo l lo w in g  measure; see Performance Notes, t h i s  measure)

s lu r  mark added to  Bassoon II  t o  span e n t i r e  measure 
( re fe re n ce  Bassoon I ,  same measure)
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V I :  8 1 -8 4

VI : 83

V I : 87-88

VI : 90

VI : 91

V I:  100

a) s lu r  marks added to  C la r in e t  I I ,  each spanning one 
measure (see Performance Notes, measure V I:  69-72)

b) s tacca to  marks added to  C la r in e t  I ,  second beat 
e ig h th  no tes , measures V I:  81-83 ( re fe re n ce  C la r in e t
I , fo l lo w in g  measure)

s tacca to  marks added to  e igh th  notes in Contrabass 
( re fe rence  bassoons, prev ious measure)

s lu r  marks added t o  C la r in e t  I I : a) la s t  th re e  groups 
o f  th i r ty - s e c o n d  notes, measure V I:  87, and b) f i r s t
two groups o f  th i r ty - s e c o n d  notes in measure V I :  88
(see Performance Notes, measure V I: 69-72)

crescendo added to  bassoons and Contrabass ( re fe re n c e  
a l l  o the r  p a r ts ,  t h is  measure)

s tacca to  mark added to  bassoons, second beat, f i r s t  
s ix te e n th  note ( re fe re n c e  Contrabass, same measure)

O r ig in a l  key s ig na tu res  a l te re d  from

Oboe to BE

C la r in e t  I I t o

Basset Horn 
I   t o  jLL-H-V fr—— -fcBi

Basset Horn to
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V I: 101

V I:  104

V I :  106

V I :  109

V I :  117

186

Bassoon *
L ,

Bassoon I I r y , —  t o

Contrabass

sempre piano added t o  C la r in e t  I I  ( re fe re n ce  C la r in e t  
I , same measure) and sempre added to  Bassoon I I 
( re fe re n ce  Bassoon I ,  same measure)

■107 s tacca to  marks added to  oboes and c la r i n e t s ,  to  la s t  
unmarked e igh th  note o f each measure ( re fe rence  
C la r in e t  I ,  measure V I:  104, Basset horns and
bassoons, measures V I:  105-06)

v*- '*s i #
s lu r  ad jus ted  in Bassoon I ,  from f  f  f  To 0 0 0  

( re fe re n ce  Appendix C, V I :  106)

-15 s lu r  marks added to  Basset horns, each spanning two
groups o f s ix te e n th  notes (see Performance Notes, t h i s  
measure)

•18 s lu r  marks added to  Basset horns, one spanning each
group o f  s ix te e n th  notes (see Performance Notes, 
measures V I : 109-15)

-20 a) a r t i c u la t i o n  p a t te rn  on oboes ad justed from

to  7 cir p ( re fe re n c e  c la r in e t s ,  same measure)

b) s tacca to  marks added t o  Basset horns, e igh th  note in 
measure V I:  120 ( re fe re n c e  c la r in e t s ,  same measure;
see Performance Notes)
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V I:  122 O r ig in a l  key s ig n a tu re s  a l te re d  from

t o  | | §  

c , a r i n 8 t "  j p t —  t o

Basset horn - f— trfe \

Basset horn -----  /
11 ip r  I

Bassoon I

Bassoon I I fJ ;  t o  :

Contrabass O'.

VI : 124 ’ s o lo '  added t o  Oboe 1 (see p. 100)

VI : 126 suggested ad justm ent gf fo u r th  
Basset horn 1 from b*31 ( in  key

th i r ty - s e c o n d  note in 
s ig n a tu re )  t o  b^  '

VI : 128 j) added t o  Oboe I I ,  C la r in e t  1 
horns, measure V I:  123)

1 ( re fe re n c e  Basset

VI : 129 ’ s o lo '  added t o  C la r in e t  1 (see p. 100)

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



188

V I :  131

V I:  137

V I :  138

VI: 144

V I :  147

V I:  148+

V I:  149

V I:  161

V I:  163

VI: 166-68

V I :  167

a) s lu r  ad jus ted  in Oboe II  from

+° i f  f  r  f  f  I f  ( re fe re n c e  Oboe I ,  Basset horns, same
I. I ' I I I-  L I -I '  '1 11 1 T f 1 J

measure)

b) s lu r  added to  Contrabass, from f i r s t  q u a r te r  note to  
fo l lo w in g  e igh th  no te , measure 131

c) s tacca to  mark added to  Contrabass, la s t  e igh th  note,
measure 131 ( re fe rence  bassoons, same measure)

an a d d i t io n a l  £  added to  Bassoon I I  and Contrabass 
(re fe rence  c la r in e t s  and horns, p rev ious  measure)

's o lo *  added to  Oboe I (see p. I0Q)

s lu r  marks added to  oboes a) from appoggia tura  to  
fo l lo w in g  s ix te e n th  note and b) from s ix te e n th  note to  
la s t  th ir ty - s e c o n d  note in each group ( re fe rence  
C la r in e t  I , V I : 131)

s tacca to  marks added to  q u a r te r  notes in F and B*3 
horns ( re fe rence  a l l  o th e r  p a r ts ,  same measure)

s tacca to  marks above r e i t e r a te d  q u a r te r  notes continued 
through remainder o f  v a r ia t io n  ( " s im i l e " ) ;  (see 
Performance Notes, t h i s  measure)

p i tc h  ad jus ted  on t h i r d  beat, Contrabass (see 
Performance Notes, t h i s  measure)

s lu r  mark added from appoggia tura  to  fo l lo w in g  q u a r te r  
note in Oboe I ,  f i r s t  beat

s tacca to  marks added to  e igh th  notes in Basset horn I 
( re fe rence  Oboe I , same measure)

-K
s lu r  added to  f  f ig u r e  on beat th re e  in oboes,
c la r in e t s  and Basset horns (see Performance Notes, 
these measures)

a) s lu r  added to  Basset horn I ,  from f i r s t  to  second 
q u a rte r  notes ( re fe re n c e  Basset horn I I ,  same measure)

b) f_ added to  F horns ( re fe re n c e  o th e r  p a r ts ,  prev ious 
measure)
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ik .

170-172 s lu r  mark added to  f ig u re  on beat th re e  in

oboes, c la r in e t s  and Basset horns (see Performance 
Notes, measures V I:  166-68)

O r ig in a l  key s ig n a tu re s  a l te re d  from:

Oboe I

2 corn i 
in f

2 co rn i 
in B to

Bassoon I

Bassoon
-------

to

VI 1: 1 f_ added to  a 11 p a r ts  (see p. 98 )

V I I :  1-3+ s tacca to  marks added to  e igh th  notes in Basset horns,
F and B^ horns, bassoons and Contrabass and continued
through measure 16 ( re fe rence  oboes and c la r in e t s ,
measures 1-2)
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V I I :  6

V I I :  8

V I I :  10-

V I I :  14

V I I :  15

V I I :  16-

V I I :  28-

V I I :  31

V I I :  34-

V I I :  35

V I I :  36

V I I :  39

s lu r  marks added a) from appoggiatura to  fo l lo w in g  
e igh th  note , and b) from f i r s t  e igh th  note to  la s t  s i x ­
teen th  note in oboes, c la r in e t s  and Basset horns (see 
Performance Notes, measure V I I :  6-7)

s lu r  mark added to  two e ig h th  notes in horns 
( re fe re n c e  Basset horns, same measure)

11 s lu r  mark added to  oboes and c la r i n e t s ,  spanning from 
second group o f s ix te e n th  notes (second b e a t) ,  measure 
10, through la s t  group o f s ix te e n th  notes (second beat) 
measure 11 (see Performance Notes, same measures)

s lu r  marks added from a) appoggia tura  to  fo l lo w in g  
e ig h th  note and b) from f i r s t  e igh th  note to  la s t  s i x ­
te en th  note in oboes, c la r i n e t s  and Basset horns 
( re fe rence  same ins trum en ts , measure V I I :  6)

s lu r  mark added to  f i r s t  group o f notes ( f i r s t  beat) 
in oboes, c ia r i n e t s ,  and Basset horns ( re fe re n ce  same 
ins trum en ts , measure V I I :  7; see Performance Notes,
same measure)

24 s ta cca to  marks added to  unmarked e ig h th  notes in a l l
p a r ts  and continued to  measure 24 ( re fe rence  oboes and 
c la r i n e t s ,  same measures)

■29 s lu r  mark added t o  Bassoon I I ,  from t h i r d  e ig h th  no te ,
measure 28, to  la s t  e igh th  no te , measure 29, ( re fe re n ce  
c la r i n e t s ,  same measure)

a) s lu r  mark added from appoggia tura  to  fo l lo w in g  s ix ­
teen th  note in oboes, c la r in e t s  and bassoons

b) s ta cca to  marks added to  unmarked e igh th  notes in 
Basset horns, bassoons, and Contrabass ( re fe re n ce  
oboes, same measure)

■39 s tacca to  marks in bassoons continued through measure 39
(re fe re n ce  bassoons, measure V I I :  30)

s tacca to  marks added to  e igh th  notes on beat two in 
C la r in e t  I I ( re fe re n ce  oboes and Basset horns, same 
measure)

s ta cca to  mark added to  f i r s t  beat q u a r te r  note in 
c la r in e t s  and Basset horn I ( re fe rence  oboes, same 
measure)

s tacca to  marks added to  second beat e ig h th  notes in 
Basset horns ( re fe rence  c la r i n e t s ,  same measure)
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V I I :  40

V I I :  41

V I I :  41-56

V I I :  46

V I I :  47

V I I :  48

V I I :  50-51

V I I :  52

V I I :  54

V I I :  55

V I I :  56+

V I I :  58

V I I :  61

s tacca to  mark added to  f i r s t  beat q u a r te r  note in 
oboes, c la r in e t s  and Basset horns ( re fe rence  same 
ins trum en ts , measure V I I :  36)

f_ added to  F and B1-* horns ( re fe re n c e  bassoons, same 
measure)

s tacca to 'm arks  added to  e igh th  notes in Basset horns, F 
and horns, bassoons and Contrabass, and continued 
to  measure 56 ( re fe rence  same ins trum en ts , measures 
V I I :  1-5)

s lu r  marks added a) from appoggia tura  to  fo l lo w in g  
e igh th  note and b) from f i r s t  e igh th  note to  la s t  s i x ­
teen th  note in oboes, c la r in e t s  and Basset horns 
( re fe re n ce  same in s trum en ts , measure V I I :  6)

s lu r  marks added to  f i r s t  group of notes ( f i r s t  beat) 
in oboes, c la r in e t s  and Basset horns ( re fe rence  same 
ins trum en ts , measure V I I :  7)

s lu r  marks added to  e igh th  notes in B^ horns 
( re fe re n ce  same ins trum en ts , measure V I I :  8)

s lu r  marks added to  oboes and c la r i n e t s ,  from second 
bea t, measure 50, to  la s t  s ix te e n th  no te ,  measure 51 
( re fe re n ce  same ins trum en ts , measure V I I :  2-3)

s tacca to  marks continued in C la r in e ts  I and II 
( re fe re n ce  c la r i n e t s ,  V I I :  4-5)

s lu r  marks added from a) appoggia tura  to  fo l lo w in g  s i x ­
teen th  note and b) f i r s t  e ig h th  note to  la s t  s ix te e n th  
note in oboes, c la r in e t s  and Basset horns (re fe rence  
same ins trum en ts , measure V I I :  6)

s lu r  marks added to  f i r s t  group o f notes ( f i r s t  beat) 
in oboes, c la r i n e t s  and Basset horns ( re fe re n c e  same 
ins trum en ts , measure V I I :  7)

i_ added to  entrances o f Basset horn I and I I , Bassoon I 
and I I  and C la r in e t  I (see Performance Notes, V I I :
57)

s ta c c a to  marks added to  C la r in e t  I ,  e ig h th  notes on 
second beat ( re fe re n c e  Basset horn I ,  measure V I I :  56)

s lu r  mark added to  C la r in e t  I ,  spanning e n t i r e  measure 
( re fe re n c e  Basset horn I ,  measure V I I :  59)
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V I I :  62

V I I :  64-66

V I I :  65-69

V I I :  67-68

V I I :  69-71

V I I :  72

V I I :  80

V I I :  94

V I I :  95

V I I :  97-99

V I I :  102

V I I :  103

V I I :  111

s tacca to  marks added to  C la r in e t  I ,  second beat e igh th  
notes ( re fe rence  measure V I I :  60, Basset horn I)

s tacca to  marks added to  Oboe I I ,  second beat e igh th  
notes ( re fe re n c e  Oboe I ,  same measures)

f l a t s  added to  oboes above t r i l l  in V I :  65 and 69 (see
Performance Notes, V I:  65)

s lu r  marking ad jus ted  to  span both measures in C la r in e t  
I ( re fe rence  c la r i n e t s ,  measure V I I :  65-70; see
Performance Notes, measures V I I :  65-71)

s tacca to  marks added to  oboes, unmarked e igh th  notes 
( re fe re n ce  Oboe I ,  measures V I I :  68-71)

s tacca to  marks added to  oboes and c la r i n e t s ,  second 
beat e igh th  notes ( re fe re n ce  same ins trum en ts , measure 
V I I :  76)

£  added to  Bassoon I ( re fe rence  Bassoon I I and Contra­
bass same measure; see Performance Notes fo r  a d d i t io n a l  
in fo rm a tio n  concern ing a r t i c u la t i o n  in Bassoon I ,  
measures V I I :  81-87)

s lu r  marks added a) from appoggia tura  to  fo l lo w in g  
e igh th  note and b) from f i r s t  e igh th  note to  la s t  s i x ­
teen th  in Oboe I ( re fe re n ce  Oboe I ,  measure V I I :  6)

s lu r  mark added t o  Oboe I,  f i r s t  group o f s ix te e n th
notes ( re fe re n c e  Oboe I ,  measure V I I :  7)

s tacca to  marks continued in a l l  pa r ts  above unmarked 
e ig h th  notes to  measure V I I :  1-15 ( re fe re n c e  measures
V I I :  1-15)

s lu r  marks added a) from appoggia tura  to  fo l lo w in g  
e igh th  note and b) from f i r s t  e igh th  note to  la s t  
s ix te e n th  note in oboes, c la r i n e t s  and Basset horns 
( re fe rence  same ins trum en ts , measure V I I :  6)

s lu r  mark added to  f i r s t  group of notes, f i r s t  beat,
in Oboe I ( fo u r  s ix te e n th s ) ,  and Oboe I I ,  c la r in e t s
and Basset horns, e ig h th  note and two s ix te e n th  notes, 
( re fe rence  same ins trum en ts , measure V I I :  7)

s tacca to  marks added to  downbeat e igh th  note in oboes 
( re fe rence  c la r i n e t s ,  measures V I I :  123 (see
Performance Notes V I I :  123)
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V I I :  112

V I I :  116-11

V I I :  119

V I I :  123

V I I :  124-27

V I I :  128-29

f_ added to  F and and horns ( re fe re n c e  oboes, same 
measure)

s lu r  mark ad jus ted  in c la r in e t s  from f (mm
fC\ ____  ^

to  f cr UXLT ( re fe rence  c la r i n e t s ,  measures V I I :  

108-109)

s tacca to  mark added to  f i r s t  beat e igh th  note in oboes 
( re fe rence  c la r i n e t s ,  measure V I I :  123, see
Performance Notes, V I I :  123)

a) s tacca to  marks added to  f i r s t  beat e ig h th  notes in 
bassoons ( re fe re n c e  c la r in e t s ,  same measure, see 
Performance Notes, V I I :  123)

b) s lu r  mark added to  C la r in e t  I I ,  from appoggiatura 
to  fo l lo w in g  e ig h th  note

s lu r  marks ad jus ted  in oboes, c la r i n e t s ,  Basset horns, 
bassoons and Contrabass, one s lu r  mark spanning two 
measures (see Performance Notes, same measures)

s tacca to  marks added to  e igh th  notes in Basset horns, 
bassoons and Contrabass ( re fe re n c e  c la r i n e t s ,  same 
measure)
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APPENDIX B

Performance Notes

Movement and 
Measure

Item and'
Descri p t io n

The s lu r  in Bassoon from h a l f  note to  e ig h th  note

I : 7-8

I : 12

  ?

may be o m it te d .  A l l  p a r ts  t h a t  progress to  beat th re e  
through a change in p i tc h  a r t i c u la t e  the la s t  note. 
Furthermore, the  B° horns possess the same p itche s  
and have no s lu r  marks.

The s lu r  markings above the oboes, c la r i n e t s  and Basset 
horns in these measures have been ad jus ted  to  conform 
to  modern conventions (see p. I I I ) .  The d iscrepancy 
between I :  7-8 and both the preceding and fo l lo w in g
measures in Oboe I r e s u l t  from the f ig u r e  spanning the 
bar l in e  between I :  6 and I :  7. The w r i t e r  has
assumed t h a t  the markings should be id e n t ic a l  in I :
5-9 and have been a l te re d  a c c o rd in g ly .

David W hitwe lI 
th re e  and fo u r  
to  g ^ppo rt  the

suggests th a t  
in the  Basset 
re s o lu t io n  of

the e igh th  notes on beats 
horns be extended in o rde r 
the suspension in Oboe

Oboe

Basset 
horn I

Basset 
horn I I

"Performance Problems" pp. 28-31.

I94
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I : 37

I : 74-75

I : 88

In a d d i t io n ,  the  p r in c ip le  would apply to  the  fo l lo w in g  
measure as w e l l .

A lso  in these measures, the  melodic m a te r ia l  (Oboe I ,  
C la r in e t  I ,  Basset horn I I )  con ta ins  an occasiona l 
s tacca to  mark. Examination wiI I show th a t  the  s tacca to  
mark on ly  occurs above a th ir ty - s e c o n d  note th a t  
fo l lo w s  e i t h e r  a t ie d  note or a s lu r re d  no te , and may 
be an in d ic a t io n  s im i la r  in in te n t  to  t h a t  found in the  
Basset horn in I :  5-6 (see p. 122)

W hitwe ll s ta te s  t h a t  the f o r t e  in t h i s  measure a c tu a l ly  
r e fe rs  to  an increase in the dynamic level ( f o r t e  in 
I :  30) to  p iu  f o r t e  (see p. 100).

In a d d i t io n ,  the f i r s t  qua r te r  note in t h i s  measure is 
unmarked in a l l  p a r ts  except fo r  a s tacca to  mark in 
C la r in e t  I I .  No marks appear, however, in the  p a r a l le l  
passage in I :  161. Th is  w r i t e r  has suggested th a t  f o r
musical reasons the  mark be app lied  in both ins tances . 
The e d i to r s  o f  the  Neue Mozart Ausgabe agree and have 
a lso  app lied  the s tacca to  mark to  a l l  p a r ts  in both 
s i t u a t io n s  in t h a t  e d i t i o n .

Th is  m otive occurs in I :  74-75, I :  78-79, I :  200-
201, I :  204-45 and I :  229-32. S taccato marks appear
on ly  in I :  78 (Basset horns):

The e d i t i o n ,  a f t e r  comparing o the r  c a d e n t ia l  f ig u re s  in 
t h i s  movement, has assumed th a t  Mozart intended the 
s tacca to  marks be extended over a l l  e ig h th  notes in 
t h i s  f ig u r e  as we ll as in each r e p e t i t i o n  o f  t h i s  
m otive .

In the autograph the oboes are w r i t t e n :

Oboe

Oboe
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I : 122+

I : 138

and the  Basset horns are w r i t t e n :

suggesting t h a t  Oboe I I may be executed as:

p= P-------- f=£!y ... :.

As in I :  74-75, t h is  ca d e n t ia l f ig u r e  (a lso  found In
I :  132-35 and I :  214-15) c o n ta ins  s tacca to  marks
above the q u a r te r  no tes . While no such markings are 
found in I :  88-89, i t  is  assumed th a t  the la te r
markings were subsequent re finem ents  and a l l  th re e  
statements were intended to  be rendered i d e n t i c a l l y .

The me Iod i c mot i ve ■ U  f J J  is  executed c o n s e c u t iv e ly  
by pa ired com binations beg inn ing in I :  116. The
s t r e t t o - l i k e  en trances (beg inn ing  in measure I :  120)
u t i l i z e  the  same motive but w ith  each a l te r n a te  s ta te ­
ment lack ing  the accompanying appogg ia tura . A f te r  the  
statement in I : 120, every o the r  entrance o f  the
m otive lacks the  appogg ia tura  in both p a r ts .  I t  is  
po s s ib le  t h a t  Mozart may not have w r i t te n  these s ta te ­
ments on the  i n i t i a l  w r i t i n g ,  re tu rn in g  la te r  to  in s e r t  
them. I f  so, one may wish to  add the accompanying 
appoggia t u r a s , b u t  o n ly  in th o s e  in s ta n c e s  where t h e  
appoggia tura  and the h a l f  note preceding i t  are 
id e n t ic a l  in p i t c h  (compare c la r i n e t s ,  I :  118-19, w i th
c la r i n e t s ,  I :  116-17). Th is  is  the on ly  instance in
the movement where the appoggia turas are com ple te ly  
lack ing  in the m otive .

In the autograph, Oboe I and Basset horn I appear as:
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Oboe

Basset 
horn I

138

Two fa c to rs  suggest the p re ference fo r  the s lu r  p a t te rn  
in Oboe I :  a) Oboe I appears to  be the primary in s t r u ­
ment s ince  the  Basset horn re s ts  ( I :  136) w h ile  the
oboe continues w ith  the m a te r ia l .  Thus, i t  is  p o ss ib le  
t h a t  Mozart completed the oboe f i r s t ,  re tu rn in g  to  add 
the  Basset horn a f te rw a rd s ,  b) There is a tendency fo r  
s lu r  p a t te rn s  to  fo l lo w  the  m elod ic and rhy thm ic  
contour of a l in e ,  suggesting in t h i s  case the s lu r  
pa t te rn  o f  Oboe I .

I :  159-60 The w r i t e r  has suggested d u p l ic a t io n  o f the fp  markings
in the bassoons and Contrabass as a r e s u l t  o f  s im i la r  
instances in v o lv in g  such accen tua tion  markings, as in 
I I I :  9 -10 , V: 81-83, V: 95, V I:  5 -6 ,  V I:  77-79 and
V I:  105-06. There are a ls o  instances where the
bassoons and Contrabass do not share the markings (such 
as V: 38-39, V I :  31 -3 2 ) ,  but in each case, the
m a te r ia l is  n e i th e r  id e n t ic a l  nor s im i la r .

161 The s tacca to  mark added to  the f i r s t  q u a r te r  note in 
a l l  p a r ts  is  based on the p a r a l le l  passages in I :  37
and a s tacca to  mark t h a t  occurs in C la r in e t  I I .  See 
Performance Note, I :  37.

163 In the autograph, the preceding measures bear the 
in s t r u c t io n s  c o l l *  oboe 2 : c*° in C la r in e t  I I :

Oboes

C la r in e ts
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I :  197

1: 206

In I ;  163, Mozart appears to  have copied the f i r s t  
note o f  C la r in e t  II d i r e c t l y  from C la r in e t  I (which 
a ls o  is  w r i t t e n  in the same form at: coI I * oboe 
1:mo) . The e d i to r  has ad jus ted  C la r in e t  I I  in 
measure I :  163 to :

p i ^ r i n r t  t 1 11 1* *

------1*r-
= fe = V = 4 -
-T--------- * * j  •

The e d i to rs  o f the  Neue Mozart Ausqabe have fo llow ed  
the  same procedure.

The added s tacca to  marks in these measures are taken 
not on ly  from the  oboes, c la r i n e t s ,  bassoons and 
Contrabass in these measures, bu t a lso  from the 
p a r a l le l  passage in I :  37-39. The two p o in ts  o f
ques tionab le  t r a n s fe r  are the  f i r s t  beat o f the f i r s t  
measure and f i r s t  beat o f  the la s t  measure of t h i s  
c a d e n t ia l  f ig u r e  (see Performance notes, measure I :
37 ) .  Staccato marks in I :  39 appear above C la r in e t
I I , Bassoon I I and the Contrabass and have been t ra n s ­
fe r re d  to  a l l  p a r ts  in t h i s  measure and in the p a r a l le l  
passage in I :  163 (where the marking does not o c c u r) .
The performer should examine these measures c a r e f u l l y  
in order to  determ ine the s p e c i f i c  t r a n s fe r  re q u ire d .

While the re  are no a r t i c u la t i o n  marks w i th in  t h is  
measure (excep t f o r  t i e s  f r om whole notes in the 
prev ious  measure o ' F ~ i  ) ,  Basset horn I I  is 
marked: i<ib I

m

and may be ad jus ted  to

-------
m ---------- 1 * 4 ...... • —

T : ~ " .....

The fo l lo w in g  s i t u a t io n  is  found in the bassoons, 
I :  204-06 in the autograph:
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Bassoon

Bassoon 11

Contrabass

*
- W f

rV ;t> "7 '

y * ------------

-M-

■ * ? -------

----------

T J f  f f f — f -

4
........

% £ £ = ! = =

Bassoon I I ,  to  be copied from th e  Contrabass, a c tu a l ly  
concludes w ith  Bassoon I .  The e d i to r  has notated the 
la s t  note in Bassoon II  ( I :  206) down an octave so
th a t  i t  is id e n t ic a l  w i th  the Contrabass. The e d i to rs  
o f  the  Neue Mozart Ausqabe have fo l low e d  the same 
procedure.

The opening f ig u r e  j  jm \ i  can a lso  be found in 
I I :  5, I I : 21 and I I :  29, as well as in s l i g h t l y  
a l te re d  forms:

j C 5
J CJ73

( I I :  9)

( I I :  11)

j j trn  ( I I :  33-36)

The d i f f i c u l t y  in de te rm in ing  the a r t i c u la t i o n  p a t te rn  
fo r  t h i s  f ig u r e  l ie s  in the vague, sometimes confus ing 
placement o f  the markings in the autograph. Three 
d i s t i n c t  a r t i c u la t i o n  p a t te rn s  can be found in the 
above measures:

Oboe I 
I I :  1

Basset horn I 
I I :  21

_ p _
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C la r in e t  11 
I I :  29

A t le a s t  two o f the above p a t te rn s  can be found in I I :  
1 and I I :  29. In o th e r  pa rts  in these measures, some
m ark ings-are  so vague th a t  the beg inning and ending 
p o in ts  of the s lu r  cannot be a c c u ra te ly  determ ined.

As noted (see pp. 106-10), Mozart tended to  begin h is  
s lu r  marks too  e a r ly  and extend them too  f a r .  As a 
r e s u l t  the w r i t e r  recommends the p a t te rn s  in t h is  and 
s im i la r  measures be s tandard ized to r car r
Th is  is  fu r th e r  s u b s ta n t ia te d  by examining the s i t u a ­
t io n s  in measures I I :  9, I I :  11 and I I :  33-36. I f
the s lu r  is  extended over the bar l in e  to  the fo l lo w ­
ing no tes , the r e s u l t in g  e f f e c t  may be less d e s ira b le :

r r °r p o r r r
In th e  Neue Mozart Ausgabe the c r i t i c a l  score shows the
s lu r  
I I

mark fo r  Oboe 
1-2 as

Cl ar i net

r m
and Basset horn i n

w h i le  the marking fo r  Oboe 
horn I I  is  given as _

3  p

, C la r in e t  I I  and Basset

9 P P P r
Th is  marking is  a lso  given in the oboes, C la r in e t  I 
the  Basset horns in I I :  21-22 and again in  Oboe I ,
C la r in e t  I and Basset horn I in  I I :  29-30.

and

2-3 The a d d i t io n  o f  the t i e  in the c la r i n e t

C la r in e t

a

in t h i s  ins tance , and i t s  r e p e t i t i o n  in  I I :  30-31,
is  suggested p a r t i a l l y  as an a ttem pt to  u n i fy  the th re e  
ins trum ents  p lay in g  a t  t h a t  p o in t ,  and p a r t i a l l y  based 
on a s im i la r  occurence in I I :  22-23. A t t h a t  p o in t ,
C la r in e t  I possesses a t i e .
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I : 17-20 The n o ta t io n  o f  measures 18 and 20 in the F horns
appears to  be c o n fus ing .  S im i la r  f ig u re s  in the  Basset 
horns in the same measures suggest t h a t  the notes in 
the  F horns be rendered s im u ltaneous ly :

F horns

£ m
t

35-40 Th is  sec t ion  o f  the  Menuetto begins in I I :  33 w ith  a
canon between the oboes and the Basset horns fo llow ed 
by the  bassoons and Contrabass a f te r  one measure. In 
the  autograph, Oboe II  is  marked in f  ( c o p y is t  is  to  
d u p l ic a te  the  notes from Oboe I ) ,  Basset horn I I  is  
marked in f  ( from  Basset horn I ) ,  w h i le  the bassoons are 
marked Col B (from the  Contrabass). T he re fo re ,  o f  the  
seven vo ices  in the canon, on ly  th re e  are a c tu a l ly  
no ta ted . There are a number o f c rossed -ou t m is takes 
and o v e r - w r i t in g s  in these measures; they are p reva len t  
in Oboe I and le a s t  presen t in the  Contrabass. In I: 
35, Oboe I was o r i g i n a l l y  w r i t t e n  as:

which was then a l te re d  to :

k f m ^ P 4 *
1 4 - —

by c ross ing  ou t the  h a l f  note . The c o r re c t io n  occurs 
on ly  in Oboe I and not in the Basset horn or 
Contrabass, suggesting t h a t  Oboe I was w r i t te n  f i r s t  
(w i th  the h a l f  n o te ) ,  but upon re tu rn in g  to  f i  I I  in the 
o th e r  p a r ts ,  Mozart made subsequent re finem ents  and 
read jus ted  Oboe I .

In I I :  37-39 (Oboe I ) ,  the second and t h i r d  q u a r te r
notes o f  each measure con ta in  both s tacca to  marks and a 
s lu r .  The same s i t u a t io n  e x is ts  as above: the  oboe
bears o v e r - w r i t in g s  in each measure, as does the 
Contrabass ( I I :  38-40 as a r e s u l t  o f the canon), w h i le
the  Basset horn has o v e r -w r i t in g s  on ly  in the f i r s t  
measure (37) and not in the fo l lo w in g  two measures.
Th is  suggests t h a t  Mozart completed the oboe and 
Contrabass l in e s  before the Basset horn, a t  which t im e 
he re tu rn e d ,  copied one measure, then ad jus ted  the
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a r t i c u la t i o n  p a t te rn  from r r r  to  r r r» anc* "^e
o v e r - w r i t in g s  in Oboe I and Contrabass.

In the  Pe ters  E d i t io n ,  I I :  36 (oboes and Basset horns)
and I I :  37 (bassoons and Contrabass) are w r i t t e n  w i th
the  f i r s t  q u a r te r  note marked s tacca to  and the second 
and t h i r d  q u a r te r  notes s lu r re d .  The autograph, 
however, has the  qua r te r  notes c le a r l y  marked s ta cca to ,  
w i th  t h e 's lu r s  beginning in the f o i l  owing measures. A t 
f i r s t  g lance, one may assume th a t  t h is  may have been 
M oza rt 's  in te n t ,  f o r  I I :  36 ( the  measure where oboes
and Basset horns begin w ith  the th re e  q u a r te r  notes) 
stands a t  the  end o f a page, and I I :  37 ( the  measure
in which the s lu rs  on beats two and th ree  occur) is  the 
f i r s t  measure o f  the fo l lo w in g  page. I t  would be easy 
to  assume th a t  when Mozart changed h is  mind concern ing 
the a r t i c u la t i o n  p a t te rn ,  he merely moved to  the f i r s t  
measure o f the page and began to  o v e r -w r i te  h is  
c o r re c t io n s ,  s im ply  fo r g e t t in g  the la s t  measure on the  
prev ious  page. However, the measure in which the 
Contrabass begins w ith  the th re e  s tacca to  qua r te r  notes 
( I I :  3 7 ) , .s tands a t  the beginning o f t h i s  page. Since
the second measure o f th e  Contrabass p a r t  con ta ins  the 
o v e r - w r i t in g s  ( s lu r s  over s tacca to  marks) and the  f i r s t  
measure does n o t ,  i t  wou-ld seem th a t  Mozart intended 
the  f i r s t  measure o f q u a r te r  notes to  be s tacca to  and 
the s lu r s  to  be added on ly  in the second and t h i r d  
measures.

The d iscrepancy between the s lu r  marks in Oboe I

c o n t in u a t io n  o f the s i t u a t io n  in the p rev ious measures. 
Close exam ination o f the autograph revea ls  t h a t  Oboe I 
was or ig ina I I y wr i t te n  as f f t f f f  and then la te r  
ad jus ted  to  f  f  f  f f ' f  . One must then determ ine which 
p a t te rn  to  employ. As s ta ted  above, Oboe I must have 
been completed p r io r  to  the  Basset horn as suggested by 
the c o r re c t io n s  w i th in  the  p a r t .  I f  Mozart had simply 
copied the  Basset horn p a r t  from Oboe I ,  one could 
assume th a t  the s in g le  s lu r  in t h i s  measure was 
completed q u ic k ly  and in a c c u ra te ly .  The w r i t e r  has 
ad jus ted  the s in g le  s lu r  mark in the Basset horns to  
r e f l e c t  the markings in the  oboes.

An extended s t ro k e ,  e i th e r  suggesting s ta c c a to ,  o r 
p o s s ib ly  a misplaced note stem, can be found above 
C la r in e t  I in the  autograph:

and Basset horn i s a c t u a I l y a
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The marking does not appear in any o the r  p a r t  and is  
suggested to  be o m it te d .  This marking does not appear 
in the  Neue Mozart Ausgabe.

I I :  47-90 In T r io  I o f  movement I I  in the autograph, l in e s
comprised o f d ia to n ic  e igh th  notes g e n e ra l ly  possess 
con fus ing  s lu r  marks, such as seen in I I :  76-79:

jfcr 4.vm 9 iTrrfffr
-o-

—

f-l-------------------- 1 1» i* r r i ~.rf-f-W—Pp* --p-http *  ̂.. -

...........

7

.•f i--------
-

\h.--=

t ±4+* • t

.....7
^ -

M-----------------

The ends o f  many s lu rs  in s im i la r  s i t u a t io n s  ( I I :  
51-52, 62-63, 75-76, 79-80 and 89-90) a re  a lso  vague. 
This researcher be l ie ves  th a t  these s lu r  marks appear 
t o  conclude above the penu lt im a te  note and are so 
marked in the  e d i t i o n .

Th is  is a p o in t  o f  s ig n i f i c a n t  disagreement w ith  the 
c r i t i c a l  e d i t io n  o f the  Serenade found in th e  Neue 
Mozart Ausgabe. In such ins tances, the e d i to r s  have 
continued the s lu r  mark to  the q u a r te r  note in the 
fo l lo w in g  measure. Thus, I I :  55-56 appears as:
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I t  is  suggested th a t  the performer c o n s u lt  the  Neue 
Mozart Ausgabe in order to  id e n t i f y  the exact p o in ts  of 
disagreement and, i f  p o s s ib le ,  to  a lso  c o n s u lt  the 
autograph in order to  determine the n o ta t io n  o f the 
s lu r  marks.

The f ig u r e  J JJJ|J t h a t  appears e i th e r  in C la r in e t  
I and I I ,  o r  C la r in e t  I I  and Basset horn I I  is c le a r l y  
marked in each ins tance , except in I I : 75 ( C la r in e t  I I )
and I I :  89 ( C la r in e t  I I  and Basset horn I I ) ,  where
s lu r  marks are m iss ing a l to g e th e r .  O therw ise, the s lu r  
marks are c a r r ie d  over the b a r l in e  to  the f i r s t  note o f 
the  la s t  measure. In one ins tance , the s lu r  mark has 
been redrawn to  insure the l in k :

67

C la r in e t F p g p
The placement o f the  sf_ in the autograph is  no t 
p rec ise :
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f V .L S ---------C Ia r  i net

C la r in e t '

Basset 
horn I

Basset 
horn I

The ac tua l placement and a lignm ent of the sf_ markings 
in I I :  67 can be accomplished in one o f two ways:
f i r s t ,  the sf_ may be placed beneath the second beat o f  
I I :  67 w ith  the  fo l lo w in g  £  mark placed beneath the
f i r s t  beat o f the fo l lo w in g  measure. Although t h i s  
phys ica l a l ignm en t appears to  s a t i s f y  the phys ica l 
placement o f the symbols as they are given in the a u to ­
graph, t h is  w r i t e r  ques tions  the musical e f f e c t  created 
by such a placement.

Since T r io  I is  scored on ly  fo r  c la r in e t s  and Basset 
horns, Mozart has not included the o the r  ins trum ents  on 
t h i s  page. Thus, the tw e lve  staves are d iv id e d  in to  
th re e  braces, r e q u i r in g  Basset horn I I  ( in  the lower 
r e g is t e r )  t o  come in c lose  p ro x im i ty  w ith  C la r in e t  I 
( in  the upper r e g is t e r )  on the brace below. The re ­
s u l t in g  congestion th a t  appears in the area o f  these 
measures may account f o r  the  w r i t in g  o f the  symbols in 
the  Basset horns above the  notes ra th e r  than below. 
Furthermore, i f  Mozart i n i t i a l l y  provided on ly  the 
notes and re tu rned  to  f i l l - i n  the dynamic and 
accen tua tion  markings, t h i s  could account f o r  the  
im precise n o ta t io n .

T h is ,  coupled w i th  the  musical e f f e c t ,  has led the re ­
searcher to  the  op in io n  th a t  the sf_ in  I I :  67 should be 
placed beneath the  t h i r d  beat q u a r te r  note in a l l  fo u r
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p a r ts  and the fo l lo w in g  £  should be placed beneath the 
downbeat o f  I I :  68. Only the e d i t o r i a l  markings are
given in the  e d i t io n .

I I :  83-84 In the autograph, s lu r  marks in the  Basset horns are
unci e a r ly  marked:

Basset horn

Basset horn 
11

Although no p a r a l le l  passage e x is ts  f o r  comparison, the  
w r i t e r  has suggested d u p l ic a t io n  o f the  Basset horn I I  
mark in Basset horn I .  The marking in Basset horn I I  
appears to  be a b o ld e r ,  more d e l ib e ra te  s t ro k e  and may 
have been copied f i r s t .  I t  is  p o s s ib le ,  however, to  
a d ju s t  the marking in Basset horn I I  in  o rder to  
conform t o  Basset horn I .

I I :  85 The conc lus ion  o f the s lu r  marks in t h i s  measure are 
a lso  im prec ise:

C la r in e t

C la r in e t  I I

Basset horn

Basset horn
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I I : 9 2 -9 5

I I :  96-100

I I :  104-08

The cu r led  ends o f the s lu r  marks in C la r in e t  I and 
Basset horn I suggest t h a t  the t h i r d  beat q u a r te r  note 
is  to  be a r t i c u la te d .

The question remains as to  whether Basset horn I should 
a ls o  b e ,s lu r re d  (see below) s ince  i t  moves in p a r a l le l  
s ix th s  above Basset horn I I  and merely em bellishes 
a l te rn a te  measures:

Basset horn I

The placement o f the s lu r  markings in Oboe I and Basset 
horn I in these measures and again in I I :  121-25 is
in c o n s is te n t .  I t  appears to  t h is  w r i t e r  t h a t  a f t e r  
comparing a l l  in s tances , the p a t te rn

is  most common, p a r t i c u l a r l y  in I I :  121-25. In
a d d i t io n ,  the  re tu rn  o f t h i s  f ig u r e  in the second 
s e c t io n  (Oboe I ,  I I :  121) possesses a s tacca to  mark
above the  f i r s t  note:

r
Th is  mark does no t appear in the i n i t i a l  sta tement in 
I I :  96 (Oboe I ) .  The w r i t e r  suggests t h a t  the
s ta cca to  mark be t ra n s fe r re d  to  Oboe I , I I :  96, and
th a t  the a r t i c u la t i o n  p a t te rn  o f

uiuiw r
be app lied  to  a l l  a p p ro p r ia te  instances in Oboe 
Basset horn I in I I :  96-100 and I I :  121-25.

and

The performer should no te , however, t h a t  the e d i to rs  of 
the c r i t i c a l  score in the  Neue Mozart Ausgabe have 
in te rp re te d  these same markings to  span the f i r s t  fou r  
notes:

The use o f the c a d e n t ia l  f ig u r e
t r  f r r r

f i r s t  appears in the  F horns ( I I :  104-06, 127-29) and
is  answered by the oboes and Basset horns (measures 
106-08, 129-31). Major d isc rep anc ies  e x i s t  in the  
a r t i c u la t i o n  p a t te rn s  w i th in  the p a r ts :
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I I I :  5
28-29

I I I :  7

I I I :  8

F horns 
m. 104-06

Oboes 
m. 106-08

Oboes and 
Basset horns 
m. 129-31

. " * - i  t 4 — f&
^ 7

— m-

;h...
£1

Again , c o n s id e r in g  M oza rt 's  tendency to  no ta te  s lu r s  
too  long, and s ince  no d isc repanc ies  e x is t  between the 
p a r ts  in I I :  129-31 ( t h i s  p a t te rn  a lso  appears in Oboe
I and Basset horn I in I :  106-08), i t  is  suggested
th a t  the  p a t te rn  # be s tandard ized in a l l

pa r ts .
nrrrrcr r

However, i t  may a ls o  be p o s s ib le  to  con tinue  the  s lu r  
to  the la s t  q u a r te r  note in the t h i r d  bar:

(as suggested by Oboe I I ,  I I :  107—

108, and Basset horns, I I :  130-31, and the s lu rs  in
the  bassoons and Contrabass, I I :  128-30, 130-31).

In I I I :  5, Oboe I ,  and I I I :  29, Oboe I ,  the f i r s t  two 
notes lack s lu r  marks:  ̂ 7 7 ' ' \

Li f f l f
In view o f the slow tempo and the predominant use of 
s lu r  marks th roughou t the th re e  m elodic instrum ents in 
t h i s  movement (Oboe I ,  C la r in e t  I ,  Basset horn I ) ,  i t  
is  p o ss ib le  f o r  a s lu r  to  be added to  t h i s  f ig u r e  in 
both ins tances:  N

u y m r
In Bassoon I ,  i t  is  p o s s ib le  t h a t  Mozart intended to  
t i e  the la s t  note o f  I I 1: 6 t o  the f i r s t  note o f  I I I :
7. Th is  would account fo r  the m issing a c c id e n ta l .

The fo u r th  beat f i g u r e  ( f  f f ) in Basset horn I 
(which recu rs  in I I I :  32) bears no s lu r  marks.

rrrr lro r
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I I I :  13

I I I :  17

I I I :  40

Performance p ra c t ic e ,  as noted, d ic ta te s  th a t  the 
appoggiatura be connected to  the fo l lo w in g  e igh th  note 
by a s lu r  mark.

The two remaining s ix te e n th  notes are p ro b le m a t ic a l.
At no o the r  p o in t  in the  movement are two consecu tive  
s ix te e n th  notes ( in  a m elodic s i t u a t io n )  l e f t  unmarked. 
Three p o s s ib le  (and accep tab le )  a l te r n a t iv e s  are a v a i l ­
a b le :  a) t o  fo l lo w  the o r ig in a l  markings, observ ing
the s lu r  from the appoggia tura  to  the fo l lo w in g  e ig h th  
note ( ) ,  b) t o  s lu r  the fo l lo w in g  two s ix ­

teen th  notes ( ) ,  as suggested by C la r in e t  I in
I a  %  ^  ^

I I I :  6, o r  c) t o  s lu r  the e n t i r e  group ( ^  )

which is  suggested by Basset horn I in the fo l lo w in g  
measure.

The researcher has suggested th a t  the  f ig u r e  in Oboe I 
be s lu r re d  in groups o f fo u r  notes in order to  more 
e f f e c t i v e l y  presen t the c a n ta b i le  m elod ic m a te r ia l .  
T h ir ty -second  notes occur in f re q u e n t ly  in t h i s  movement 
and, except f o r  t h i s  p a r t i c u la r  p a t te rn ,  are in e v i ta b ly  
s I u r re d .

The simultaneous occurence o f s ta cca to  marks and s lu rs  
in t h i s  measure, a lthough no t common, is  not unique.
In view o f the s tacca to  mark Mozart has placed above 
the conc lud ing  s ix te e n th  note of the  f i r s t  beat

am in C la r in e t  I I ,  the f i r s t  co n s id e ra t io n  may
be to  remove the  s lu r  above the f i r s t  beat f ig u r e  in 
Oboe I I .  However, Oboe I I  must be compared w i th  the 
almost id e n t ic a l  f ig u r e  in Oboe I in the prev ious  
measure ( I I U  16). I t  would appear t h a t  the a r t i c u l a ­
t io n  symbols are in te n t io n a l .

In the autograph, Basset horn I I  appears as:

The second group o f  notes are in c o r re c t  in p i t c h  
c on ten t  and should read:

1
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111:  46

IV: 9-11

The s tacca to  mark above the la s t  e ig h th  note in Oboe I ,  
C la r in e t  I I  and Bassoon I is  most l i k e l y  an in d ic a t io n  
to  the performer not to  extend the length of the note 
beyond the normal va lue .  C e r ta in ly ,  the conno ta tion  o f  
the  s tacca to  mark as e i th e r  " s h o r t "  or "detached" is  
not a p p l ic a b le  in t h i s  ins tance , nor is  the conno ta t ion  
o f  the symbol suggesting a "n e g a t iv e "  use, as seen in 
measures 5-8 o f the f i r s t  movement.

A lso  in t h is  measure, the  symbol appears above the 
second beat dotted  e igh th  note:

-h

The symbol appears to  be l ig h te r  in c o lo r ,  p oss ib ly  in 
p e n c i l ,  and may be a n o ta t io n  by someone o the r  than 
M ozart, c a l l i n g  a t te n t io n  to  the wrong p itche s  given in 
the  autograph. Assuming t h a t  Mozart intended t h is  
rhythm and the same con tou r,  the a l te r n a t iv e s  in c lud e :

# = f = f
1' 1 t \W -J -3 --------

— m—

? p------------- fvin ,,,

fP -U _ J / ------------ 1------ a 4

Since b) appears in Bassoon I,  i t  is  d iscoun ted , a) is  
suggested, and appears in both the p r in te d  e d i t io n s  and 
the  Neue Mozart Ausgabe.

In the autograph, the s tacca to  marks occur on ly  in the 
c la r i n e t s ,  bassoons and Contrabass and do not appear in
the  oboes, Basset horns and F and B^ horns. I t  is
po ss ib le  t h a t  Mozart may have completed the oboe and 
Basset horn pa r ts  and la te r  re tu rned  to  the bass l in e  
pa r ts  a t  which t im e the s tacca to  marks were added as a 
re f in e m e n t.  That the  s tacca to  marks do not appear in 
the horns is  not unusual as they g e n e ra l ly  lack such 
markings. The fu n c t io n  o f these marks in a negative
sense is  not a p p l ic a b le  w ith  re fe rence  to  the m a te r ia l
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IV : 31

IV: 46-51

in the preceding measures. More r e a l i s t i c  would be a 
d e f i n i t i o n  in terms of note leng th , p a r t i c u l a r l y  i f  one 
makes a d i s t i n c t i o n  between IV: 1-4 and IV: 9 -12.

The s in g le  s taca to  mark found in C la r in e t  I I ,  t h i r d  
beat q u a r te r  note , may be de fined  in the nega tive  sense 
-  the symbol may not r e fe r  to  length o f no te , but may 
in fo rm  the performer to  a r t i c u la t e  the note and not to  
p lace i f  beneath the s lu r  above the preceding qua r te r  
notes.

The e igh th  note f ig u re s  in the bassoons possess two 
d i f f e r e n t  s lu r  p a t te rn s ;  the  f i r s t  p a t te rn  spans a 
s in g le  measure ( s ix  e igh th  notes: Bassoon I ,  IV:
46 -47 ),  the second spans two measures ( tw e lve  e igh th  
no tes: Bassoon I I ,  IV: 4 6 -4 9 ) .  The c o n s tru c t io n  of
the  Contrabass l in e  suggests the use o f s lu rs  spanning 
two measures (as in Bassoon I I ,  IV: 46 -47 ) .  However,
the  use o f s lu rs  one measure in length is  suggested by 
the  re c u r r in g  emphasis placed on the f i r s t  beat o f each 
measure in the  melodic m a te r ia l  (through e i th e r  a 
s ta cca to  qua r te r  note , o r  a longer note va lue -  the 
h a l f  n o te ) .  The w r i t e r  has suggested s in g le  measure 
s lu r  leng ths , bu t e i th e r  p a t te rn  is  accep tab le .

Mozart has w r i t t e n  r uu  f o r  Oboe I , but the

r e p e t i t i o n  o f  t h is  f ig u r e  in V: 20 appears as mu-
Furthermore, C la r in e t  I I  was w r i t t e n  r r u , but

i t s  r e p e t i t i o n ,  a lso  in V: 20, appears as rr u ■
which bears a degree of s i m i l a r i t y  t o  Oboe I in the 
same measure. Oboe I I , Basset horn I and Bassoon I are 
id e n t ic a l  in each ins tance : rtn orfi7r
In an a ttem pt to  u n i fy  the two s ta tem ents , the w r i t e r  
has suggested the adoption o f the p a t te rn s  in V: 20
s ince  those marks appear to  be somewhat more complete:

Oboe

C la r in e t

r p  u  
r r  u
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I t  is  a lso  po ss ib le  to  a d ju s t  Oboe I I  and Bassoon I t o :

r u r or r a p 7
in o rder to  more c lo s e ly  approximate Oboe I .

V: 15 The question as to  whether Oboe I should bear the
s tacca to  marks t ra n s fe r re d  t o  Oboe I I from the  Basset 
horns is  not one o f  musical s t y le  or d u ra t io n ,  but one 
o f  ornament execu t ion .  The Badura-Skodas remark th a t  
"appogg ia tu ras  are to  be unaccented (s h o r t )  . . . when 
the  main note has a s tacca to  marking (do t  or 
s t r o k e ) . "264 W ithou t the s tacca to  marks, the 
appoggia turas should be rendered as an accented 
appogg ia tu ra ; w i th  the s tacca to  marks, then, the 
appoggia turas should be rendered unaccented.

V: 19 In c o n t ra s t  to  V: 3, V: 10 u t i l i z e s  a s in g le  s lu r  in
the oboes, c la r in e t s  and Basset horns to  span a l l  th re e  
beats ( p • p p p ^p ) as compared to  two s lu r  marks

i n V :  3 (  p- p p p p ) .  I t  is  suggested th a t  the

markings from V: 3 be d u p l ic a te d  in V: 19. Mozart
may have been less c a re fu l  when he was working in V: 
17-21, as is  apparent in the  number o f s lu r  d isc repan­
c ie s  in these measures:

a. C la r in e t  I ,  V: 17-18 (compare V: 1-2)

b. Bassoon I I and Contrabass, V: 19 (compare
V: 3)

c .  Oboe I ,  V: 20 (compare V: 4)

d. C la r in e t  I I ,  V: 21 (compare V: 5)

V: 32 W hitwe lI suggests t h a t  the qua r te r  note and the f i r s t
s ix te e n th  note o f the second beat in Bassoon I I and 
Contrabass should be t ie d  t o g e t h e r : 265

264|3acju ra_sk,oda, I n te rp r e t in g  Mozart on the  Keyboard, p. 76-
77.

2 6 5 w h itw e lI , "Performance Problems in the B^ Serenade,"
In s t ru m e n ta I is t ,  October 1970, p. 28. A lso see W h itw e lI ,  "N o ta t io n  
Problems in 18th Century M a n u sc r ip ts ,"  In s t r u m e n ta l is t ,  September 1971, 
p. 31.
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V: 35 -37

V: 80-83

V: 103-04

Bassoon I I 
and 

Contrabass

3)

¥ h -

Although the s lu r  markings added to  Oboe I ,  C la r in e t  I 
and Basset horn I are  e a s i ly  j u s t i f i e d ,  the markings 
suggested by the e d i t io n  in Oboe I I ,  C la r in e t  I I  and 
Basset horn I I  a re  less so. The w r i t e r  has suggested 
they be s lu r re d  in order to  conform w i th  Oboe I ,  
C la r in e t  I and Basset horn I .  I t  seems u n l ik e ly  th a t  
Mozart would leave the f i r s t  pa r ts  unmarked (p o s s ib ly  
assuming th a t  the c o p y is t  or the perform ers themselves 
would t r a n s fe r  the s lu r  markings from V: 26-29) and
then expect the second p a r ts ,  a lso  unmarked, to  be 
a r t i  c u Ia ted .

a) The w r i t e r  suggests the c la r i n e t  f ig u r a t io n  be 
s lu r re d  in o rde r to  m a in ta in  the b a s ic a l ly  lega to , 
l y r i c a l  s t y le  in these measures.

b) The £  and sf_ symbols 
autograph as:

in the c la r in e t s  appear in the

The s lu r  marks in the  F horns have been ad jus ted  to  
r e f l e c t  the markings in the Contrabass (same measures) 
based on the assumption th a t  Mozart completed the 
Contrabass p a r t  before the horn p a r ts .  However, one 
may a ls o  e le c t  to  s u b s t i t u te  the  s in g le  s lu r  found in 
the  autograph ( i n  the F horn p a r ts )  f o r  the double 
s lu rs  in the  Contrabass.

I t  seems u n l ik e ly  t h a t  Mozart would no ta te  Bassoon II  
w ith  a s fp  and no t in tend C la r in e t  I I  o r  Bassoon I,  
which are r h y th m ic a l ly  re la te d ,  to  a lso  possess the 
marking.
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V I: 5-6

V I :  10-11

The c r i t i c a l  score in the Neue Mozart Ausqabe does not 
show a s lu r  mark above beat two in the  Basset horn th a t  
appears in the  autograph:

The e d i t io n  has re ta ine d  the s t ,  s fp , and £  markings in 
these measures as they appear in the autograph. As 
p re v io u s ly  noted, s f , and s fp  re q u ire  an accent a t  the  
e s ta b l is h e d  dynamic le v e l .  Examination o f  these 
measures shows t h a t  the pa r ts  t h a t  sus ta in  a p i t c h  
th rough the f i r s t  beat o f V I : 6 are marked w i th  s f p ,
perhaps an a ttem pt to  insure proper balance. The o th e r  
p a r ts ,  those w ith  the melodic m a te r ia l  and a c t iv e  
accompanimentaI p a r ts ,  are marked w ith  an _sf_ on the  
f i r s t  beat and a j3 on the second. The _£ mark th a t  is  
g iven in V I :  7 in the c la r in e t s  and Contrabass may be
considered as a reminder o f an in a d v e r te n t ly  placed 
m arking.

In the autograph, these measures are separated by a 
page tu rn  which crea tes  a s lu r  mark d iscrepancy between 
the  anacrus is  f ig u re s  in V I:  11 and those in the
p rev ious  measues:

C la r in e t  I

I t  is  assumed th a t  the page tu rn  should not a l t e r  the 
s lu r  p a t te rn  p re v io u s ly  e s tab l ishe d  and should read as 
fo l lo w s :

C la r in e t  I

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



215

V I :  2 5 -2 6

VI : 34

VI : 44

Two d i s t i n c t  s lu r  p a t te rn s  appear: the f i r s t  in the
B*3 horns and the  second in Bassoon I .  I f  one assumes 
t h a t  Mozart had completed the bassoon pa r ts  before the 
B^ horns, then the  B*3 may be ad justed a c c o rd in g ly .
This is  fu r th e r  supported by the s lu r  p a t te rn s  in Oboe 
I I ,  C la r in e t  I I  and Bassoon I ,  as we I I as by the 
m elod ic m a te r ia l in Oboe I and Basset horn II ( l i t e r a l  
r e p e t i t i o n ) .

A lso , in the same two measures, the la s t  group of notes 
in Oboe I and Basset horn I bear no s lu r  marks in the 
autograph. I t  is  suggested th a t  the fo l lo w in g  s lu r  
p a t te rn  be u t i l i z e d ,  based on the emphasis given to  the  
dup le s u b d iv is io n  o f the meter th roughout the 
v a r ia t io n :  ^

-L _ y
Oboe I ,  in the Neue Mozart Ausgabe c r i t i c a l  score, is 
marked as fo l lo w s :

v34 ^ i -  jm.

- f t --------------------------
- t & h - 1

---------- ¥—

Because i t  does not appear in the  autograph, the dot 
should be considered an e r ro r .

The w r i t e r  has recommended the extens ion  o f the s lu r  
marks in Basset horn I and Bassoon I in o rde r to  
conform t o  C la r in e t  I as a r e s u l t  o f  the  s lu r  mark in 
C la r in e t  I as i t  appears in the autograph:

C la r in e t
4

.*-■■■'—“V,p *..-'-T-

The end o f the s lu r  mark appears to  be w r i t te n  in such 
a manner t h a t  th e re  may have been an a ttem pt to  extend 
i t  to  the t h i r d  e igh th  no te . However, the w r i t e r  a lso

i t y  o f a d ju s t in g  the s lu r  in 
as is  the case in the

recogn izes the  possi bi 
Oboe I from j> |» p to

Contrabass and Bassoon 
ins tances (V I :  64, VI
s im i l a r l y  marked, whi ' 
e n t i r e  th re e  notes.

U  f  ’
I I . Furthermore, fou r  o the r  

: 72, V I : 75, V I : 129) are
e on ly  one (V I :  104) spans the
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V I :  5 3 -5 6

VI : 64

V I:  65-66

V I : 68-69

I t  is poss ib le  to  a d ju s t  the s lu r  mark in the Contra ­
bass in these measures, as suggested by the bassoons, 
from:

S3r r r r  rr S3

to r r  r r  r r
The s lu r  p a t te rn s  in the  oboes, c la r i n e t s ,  Basset horns 
and F and horns, as they appear in the autograph 
are not c o n s is te n t  w ith  each o th e r .  Oboe I and the
B*3 horns show not s lu r  marks whatsoever ( U  P

appear to  s lu r  on ly  
j* j»  ^  7 ) ,  and Oboe I I

and the c la r in e t s  s lu r  from a q u a r te r  note to  the
second beat e ig h th  note ( p ' 7 ) .  The w r i t e r

whi le  F horn I and Basset horn 
the  f i r s t  two e igh th  notes (

r p
suggests t h a t  the  s lu r  from the qua r te r  note to  the  
e ig h th  note (Oboe I I ,  c l a r i n e t s ,  and Basset horn I I )  be 
t ra n s fe r re d  to  F horn I I and B^ horn I I , and t h a t  the 
s lu r  above the  f i r s t  two e igh th  notes (Basset horn I 
and F horn I ) be t ra n s fe r re d  to  Oboe I I . Support fo r  
the la t t e r  may be found in C la r in e t  I ,  V I :  72 and 75,
where a s im i la r  s i t u a t io n  ( m~<p ' •  7) e x i s t s .U  £
The s tacca to  e igh th  notes in Oboe II  have been 
re ta in e d .  They can be in te rp re te d  as e i th e r  I )  
in d ic a t io n s  to  the performer not to  t i e  the notes 
to g e th e r  (as in the  o th e r  p a r ts )  o r  2) e r ro r s  in need 
o f  c o r re c t io n .  The w r i t e r  p re fe rs  the fo rm er, see 
pages 121-22.

The o r ig in a I  bar 
repea t s igns in a I

ine between these measures conta ined 
I p a r ts ,  but were crossed o u t :

I t  appears t h a t  Mozart o r i g i n a l l y  intended to  m a in ta in  
the  same manner o f c o n s t ru c t io n  as the two p rev ious 
v a r ia t io n s  and the  theme (see Chart 6: S ix th  Movement,
K. 361, p. 67 ) .  However, the repeats in both se c t ion s  
are w r i t t e n - o u t  and the  m a te r ia l is  v a r ied  on each 
r e p e t i t i o n .  The repea t s ign a t  the conc lus ion  o f the 
movement remains in t a c t  (V I :  100). In view o f t h i s
and the r e s u l t in g  length o f the v a r ia t io n ,  the w r i t e r  
recommends t h a t  the repea t not be observed.
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V I :  6 9 -7 2

V I:  77-79

VI : 85

V I:  109-15

V I :  119-20

V I:  120-21

The e d i to rs  o f  the Neue Mozart Ausqabe support t h is  
b e l ie f  and do not inc lude t h is  repeat in t h e i r  e d i t i o n .

The w r i t e r  suggests s lu r  marks be added to  C la r in e t  I I ,  
each spanning a s in g le  measure. F i r s t ,  such marks w i l l  
support the c a n ta b i le  cha rac te r  o f C la r in e t  I and, 
second ly , may e l im in a te  execu tion  problems f o r  C la r in e t  
I I  i f  the th ir ty - s e c o n d  notes are to  be a r t i c u la te d .

As In V I :  5, the o r ig in a l  markings have been re ta in e d
( s fp  and f j> ) . An j f£  has been added to  Bassoon I as a 
r e s u l t  o f  t h a t  marking occur ing  in both bassoon pa r ts  
in the  fo l lo w in g  measure. The e d i to rs  o f the Neue 
Mozart Ausgabe have a l te re d  the symbols in V I:  77-78
(bassoons) from jf£  to  s f p . They may fee l t h a t  the 
markings are not id e n t ic a l  in meaning and th a t  the 
c re s c . in V I :  79 (horns and Contrabass) may be
involved in such an a l t e r a t io n .

In the autograph, C la r in e t  I I  is  w r i t t e n  as:

The e d i to rs  of the  Neue Mozart Ausqabe suggest the  
f i r s t  note may be in c o r re c t  and o f f e r  a w r i t te n  c_}_ 
(sounding JT^) as a s u b s t i t u t io n .

The e d i t io n  recommends th a t  s in g le  measure s lu r  marks 
be added to  Basset horns I and II  in a l l  measures th a t  
c o n s is t  o f e ig h t  s ix te e n th  notes ( the  markings in 
Basset horn I ,  V I :  16, appear in the au tog raph).  Such
markings conform to  the susta ined q u a l i t y  o f the oboes, 
horns and bassoons.

The a r t i c u la t i o n  p a t te rn  in the oboes has been ad justed 
fo r  two reasons: f i r s t ,  i t  is  p o ss ib le  t h a t  the  oboes
were w r i t te n  a f t e r  the c la r in e t s  (which possess 
s tacca to  marks above the la s t  two e igh th  n o te s ) ,  sug­
g e s t in g  t h a t  the oboes were q u ic k ly  cop ied, and second­
ly ,  the v a r ia t io n  u t i l i z e s  a s tacca to  e igh th  note j u s t  
p r io r  to  the bar l in e  in the  melodic m a te r ia l w i th  
r e g u la r i t y ,  f u r t h e r  r e in fo r c in g  the a r t i c u la t i o n  pa t­
te rn  in the c la r in e t s  and Basset horns.

In the  autograph, the bassoons and the  Contrabass 
appear as:
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V I:  124

V I:  133-35

V I :  149

V I :  163-64

' 7 ;!l&X fr | J
These f i r s t  and second endings are not found in the  
o th e r  pa r ts  and have been supp lied  by the e d i to r  
accord ing  to  conven tiona l n o ta t io n a l  p ra c t ic e s .

The e d i t io n ,  l i k e  the autograph, p rov ides no dynamic 
in d ic a t io n  f o r  Oboe I .  I t  is understood th a t  t h i s  l in e  
be recognized as the prim ary m elod ic  m a te r ia l and 
ad jus ted  a c c o rd in g ly .  L ikew ise , the entrance o f  
C la r in e t  I in V I:  128 is  unmarked fo r  the same reason.

The f_, £ ,  and _f£ are given as they appear in the  au to­
graph. The _f£ in the  F and Bb horns is a c tu a l ly  an 
accen t, but one must assume th a t  the dynamic leve l 
should be £  in o rde r to  conform w i th  the £  found on 
beat two o f  V I : 132-33 in the o the r  p a r ts .

a) the  autograph appears to  place the s lu r  mark in Oboe 
I and Basset horn I on ly  above the f i r s t  two q u a r te r  
notes ( |*  ̂ in which case the la s t  q u a r te r  note

in these two pa r ts  would be marked s tacca to .

b) Th is  measure in the  Contrabass appears in the 
autograph as :

M  _________

—

• — • -----------

«

I t  seems u n l ik e ly  t h a t  Mozart intended the  Contrabass 
to  p lay the f i f t h  o f the  chord (f_ in a Bb major 
t r i a d )  in view o f i t s  founda tiona l support preceding 
and fo l lo w in g  t h i s  p o in t .  The w r i t e r  has suggested the 
r o o t  o f the chord (Bb) be s u b s t i tu te d ,  as a lso  
recommended by the e d i to rs  o f the  Neue Mozart Ausqabe.

A s lu r  appears in Bassoon I I  in the  autograph moving 
from the f i r s t  q u a r te r  note o f  V I :  161 to  the f i r s t  in
V I:  162. Close exam ination re v e a ls ,  however, th a t
Mozart a lso  placed a s tacca to  mark above the f i r s t  
q u a r te r  note in V I:  162 but d id  not c ro s s -o u t  the s lu r
mark. I t  is  assumed th a t  the s lu r  is  in c o r re c t  and 
appears so marked in the  e d i t io n .
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V I :  166

V I I :  6 -

V I I :  10

V I I :  15

V I I :  25

V I I :  57

V I I :  65

68 O bv ious ly , a t  a qu ick  tempo, the a r t i c u la te d  execution 
o f  p . w i l l  not on ly be d i f  f  i cu 11, i t  may be e i th e r

in a u d ib le  or labored. The w r i t e r  suggests a s lu r  mark 
be added in order to  avoid both s i t u a t io n s .

S lu r  marks in the oboes, c la r in e t s  and Basset horns 
were determined as a r e s u l t  o f  markings in the p rev ious 
measures-and an id e n t i f i c a t io n  and sepa ra tion  of 
p a t te rn s .  I t  is  a lso  re la te d  to  the f ig u re  in V I I :  
124-27, which is  a lso  s lu r re d .

11 Th is  p a r t i c u la r  p a t te rn  f i r s t  occured in V I I :  2 -3 , and
recu rs  in V I I :  42-43, 50-51, 90-91 and 98-99. Only
the  instances V I I :  10-11 and 50-51 are not marked w i th
a s in g le  s lu r ,  and t h i s  is the r e s u l t  o f page tu rn s  in 
the autograph sepa ra t ing  the measures.

A lso p o s s ib le ,  a lthough less d e s i ra b le ,  would be L&trlr in Oboe I I ,  c l a r i n e t s ,  and bassoons. An

a r t i c u la te d  e igh th  note a t  the beg inn ing o f the measure 
may d e t ra c t  from the legato cha rac te r  e s tab l ishe d  by
the  same instrum ents in the preceding measure and
continued by Oboe I.

■30 As in the  la s t  movement (see V I:  5 ) ,  two areas of
dynamic concepts are invo lve d .  The c la r in e t s  possess 
both f o r t e  and piano in d ic a t io n s  ( f o r t e  on beat one, 
p iano on beat tw o ) .  The bassoons, on the o the r  hand, 
are marked _f£ (a c c e n t ) .  However, t h e i r  es tab l ishe d  
dynamic leve l is  f o r t e  (measures 25 through the f i r s t  
beat on 28 ),  p lac in g  them a t  the same level as the 
c la r in e t s  and Basset horns. The £  in measure 28 
a d ju s ts  the dynamic level a c c o rd in g ly .

The autograph con ta ins  jto  dynamic adjustment in t h i s  
sec t ion  ( th e  la s t  level is f o r t e , marked in measures 
39 -41 ) ,  but the  Kalmus E d it io n  has i t  marked p iano .
The £  th a t  appears in the  fo l lo w in g  sec t ion  ( V I I :  65+)
suggests t h a t  the level a t  t h i s  p o in t  remains f o r t e .

■71 a) I t  is a lso  poss ib le  to  a d ju s t  the s lu r  p a t te rn  in 
the  c la r in e t s  in these measures from one every two 
measures to  one above each measure (groups o f e ig h t  
s ix te e n th  n o te s ) ,  as suggested by the emphasis placed 
on each f i r s t  beat in the bassoons and Contrabass, as 
we ll as t h a t  o f the t r i l l  in the oboes.

b) The £_j_ t r i  I Is in the  oboes ( V I I :  65 and 69) have
been marked w ith  f l a t s  in view o f  the  C minor t o n a l i t y .
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V I I :  73+

V I I :  116

V I I :  123

V I I :  124-27

As suggested e a r l i e r  (see page | | 7 ) ,  i t  would be 
p o s s ib le  fo r  the B13 horns to  t i e  the h a l f  notes 
to g e th e r ,  r e s u l t in g  in :

r > rr r
The fermata in Basset horn I ,  bassoons and Contrabass 
have been placed above the f i r s t  note and should be 
located above the fo l lo w in g  e igh th  r e s t ,  as in the 
o th e r  p a r ts :

JHL
= ? =

I t  is  im portan t t h a t  the  s tacca to  marks found in the  
c la r in e t s  (above the  f i r s t  e igh th  note) be t ra n s fe r re d  
to  the  oboes ( V I I :  119) and the bassoons ( V I I :  123). 
In t h i s  s i t u a t io n ,  as in V: 15, the s tacca to  mark 
p lays a r o le  in the de te rm ina t ion  o f the  execu tion  of 
the  ornament (see page 137 ) .  I t  should a lso  be noted 
t h a t  the e d i to rs  o f the  Neue Mozart Ausqabe d id not 
in c lud e  t h i s  mark in t h e i r  c r i t i c a l  score.

Three d i f f e r e n t  s lu r  p a t te rn s  occur in these measures 
in the  oboes and c la r in e t s

th e  Basset horns

tin rcjir tuititfCX23 p e n  \ * *_1

wwuswwms
and the bassoons and Contrabass

Furthermore, the p a t te rn  recu rs  in measures 130-31 w i th  
one s lu r  spanning two measures. O bv ious ly ,  the 
Contrabass would be incapable o f s lu r r in g  measures 
124-27, e l im in a t in g  th a t  p a r t i c u la r  p a t te rn .  The 
p re fe r re d  cho ice is  the  two-measure p a t te rn  ( in  the  
Basset ho rns ).  Note th a t  the m a te r ia l  progresses in a 
two-measure sequence and t h i s  is  f u r t h e r  re in fo rc e d  by 
the  susta ined notes in the B^ horns.
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APPENDIX C

Autograph Notes

Numerous c o r re c t io n s  can be found in the autograph and are assumed 

t o  be in M oza rt 's  hand. Such c o r re c t io n s  occur in many forms: some

a d ju s t  o bv ious ly  wrong p i tc h e s  or a r t i c u la t i o n s ;  some prov ide  

a d d i t io n a l  m a te r ia l in the form o f phrase ex tens ions ; o th e rs  r e f l e c t  

what appear to  be changes o f  mind. Most o f  the c o r re c t io n s  occur 

e i th e r  in the  form o f s t r i k e - o u t s  ( the  o r ig in a l  item is  l i t e r a l l y  

c ro s s e d -o u t ) , o r  o v e r - w r i t in g s  (where the c o r re c t io n  is  made d i r e c t l y  

over the  o r ig in a l  i te m ).  A number of instances e x is t  where i t  appears 

t h a t  the c o r re c t io n  was made immediately and the wrong item was "w iped" 

from the page, o f te n  leav ing a l i g h t  smear and a f a i n t  image of the 

o r ig in a l  marking. Other instances appear to  have been co rrec ted  a f te r  

the  ink had d r ie d ,  r e q u i r in g  the  marking to  be "sc ra tc h e d "  from the 

page and f re q u e n t ly  r e s u l t in g  in the removal o f the stave l in e s  and 

subsequent re -d raw ing  o f  them.

Examination o f these instances w ith  the autograph in hand may 

prov ide  im portan t c lues as to  the ac tua l o rder in which the pa r ts  were 

w r i t t e n  down. The performer may f in d  t h i s  usefu l in de te rm in ing  the 

accuracy o f the a r t i c u la t i o n  markings as we ll as i l l u s t r a t i n g  M oza r t 's  

method o f  com pos it ion .

I t  should be noted t h a t  no t a l l  the c o r re c t io n s  and o v e r -w r i t in g s  

encountered in the  autograph are conta ined in t h i s  appendix. The items

221
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t h a t  fo l lo w  were se lec ted  as re p re s e n ta t iv e  samples. Those c o r re c t io n s  

or o v e r - w r i t in g s  not l i s te d  are g e n e ra l ly  s im i la r  in both in te n t  and 

co n te n t  in comparison to  those th a t  fo l lo w .

I :  36 C o rre c t io n  found in B13 horn I ,  beat th re e ,  autograph
reads:

41

w
C o rre c t io n  found in Bassoon I,  autograph reads:

*1JL

I : 57 C o rre c t io n  found in F horn I I ,  autograph reads:

I : 69

0f 7 l  I J

i ....

I n i t i a l l y ,  Mozart intended on ly  the  Basset horns to  
con t in ue  the m elodic m a te r ia l in t h i s  measure, la te r  
adding the bassoons. Th is  is  ev id e n t in the autograph 
in Bassoon I ,  f i r s t  note, I :  69. The f i r s t  note was 
o r i g i n a l l y  a s in g le  e ig h th -n o te  (cj_) w i th  the 
remainder o f the measure comprised o f re s ts .  The 
m a te r ia l  now found in the e d i t io n  was added la te r :

Such an example a l low s  one to  w itness M ozart ’ s manner 
o f  composing by ske tch ing  in the main pa r ts  and la te r  
r e tu rn in g  to  f i l l - i n  the d e t a i l s .
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70 Mozart o r i g i n a l l y  placed the horn pa r ts  on the  F 
horn s tave , then co rrec ted  the e r r o r :

72

F horns

horns

T h is  measure, aga in , o f f e r s  the o p p o r tu n i ty  to  observe 
M ozart ’ s com pos it iona l process. In the autograph, the 
measure appears as:

Bassoon f e W
Bassoon jC

...... &F

Contrabass

 «  —  -  .....

C le a r ly  the  Contrabass was w r i t te n  f i r s t  w i th  " C r f  " 
then placed in the bassoons. A t some la te r  p o in t ,  
Mozart c rossed-ou t the markings in both bassoons and 
rew ro te  the p a r ts .

I : 91 There appears to  have been a t  one t im e , a se t  o f
repea t marks a t  the o u ts e t  o f t h i s  measure:

■ ........................  / TTTf~

/ /

C lear erasure marks e x is t  fo l lo w in g  the  double bar t h a t  
concludes measure 90 (measure 90, in the autograph, is 
the  la s t  measure o f page 10):
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as we ll as a t  the  beginning o f measure 91 on page 11

126

Both the s t a f f  l in e s  and the o r ig in a l  markings appear 
t o  have been erased, and the stave l in e s  were 
subsequently redrawn.

C o rre c t io n s  o f  p i tc h e s  can be found in the Basset 
horns:

Basset 
horn I

Basset 
horn 11

157 C la r in e t  I appears in the autograph as: 

ll£L

165

(See the  d iscuss ion  regard ing  these measures in the  
P e r f o r m a n c e  N o t e s ,  I :  1 5 4 + . )

The appoggia tura  and the f i r s t  qua r te r  note o f  C la r in e t  
I appear to  have o r i g i n a l l y  been w r i t t e n  a step lower:

C Ia r in e t
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I : 182

I : 183

I I :  5

I I :  14-15

I I :  22

and la te r  w r i t t e n  over w i th :

C la r in e t  I 4 ------- 4 ^ ------£-----------------------~i

H r f  ^
The f i r s t  note o f Basset horn I ,  now a q u ra te r  no te , 
appears to  have o r i g i n a l l y  been a h a l f  note:

An erasure appears to  have been made in the bassoons 
and Contrabass as the ca l ig ra p h y  is s l i g h t l y  d is to r te d .  
In a d d i t io n ,  the s t a f f  l in e s  have been redrawn. The 
o r ig in a l  markings are no t v i s i b l e .

The f o r : mark ing i n C Ia r  i ne t I I  i s a I most t o ta  I Iy 
obscured by what appears to  be a large ink b lo t .

Mozart seems to  have i n i t i a l l y  intended C la r in e t  I t o  
t i e  over the  bar l in e ,  fo r  the t i e  between the measures 
was "w iped" away but is  s t i l l  apparent. The dotted  
e ig h th  r e s t  was probably then in se r ted :

C la r in e t

Although the  s ize  o f the  ink  marking and the smear over 
lap the o r ig in a l  markings, i t  appears th a t  B*3 horn I I  
o r i  g i n a I ly  read :

and was then a l te re d  t o :
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I i : 35+

I I : 43-46

I I I :  3

I I I :  5

I I I :  24

I I I :  29

See Appendix B, Performance Notes, I I :  35+.

Erasures have been made in the Basset horns and the  
o r ig in a l  markings are no t c le a r .  I t  appears th a t  
Mozart o r i g i n a l l y  notated measure 43 in measure 44, 
then re a l iz e d  the e r ro r  and removed the m arkings. The 
f a i n t  image o f what appears to  be a p ia : symbol is 
recogn izab le  in Basset horn II in I I :  44. In 
a d d it io n ',  the  f a i n t  image o f a h a l f - n o te  (f_) appears in 
the  Contrabass (an octave below Bassoon I) but was 
wiped away before  the ink had d r ie d .

The fo u r th  group o f notes in Basset horn I I appear to  
have i n i t i a l l y  been w r i t te n  a t h i r d  h ighe r :

C o rre c t io n s  have a lso  been made in the t h i r d  group o f 
notes in both Basset horn I and Bassoon I :

Basset 
horn I

Bassoon I

In Bassoon I ,  the note head of the t h i r d  beat e ig h th  
note is  so expanded ( b lo t t e d )  t h a t  the exact p i tc h  is 
unce rta in  and had to  be c l a r i f i e d  by w r i t in g  the l e t t e r  
name o f  the note above i t :

§ s=
Bassoon I con ta ins  th re e  c o r re c t io n s  w i th in  a s in g le  
measure:
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I l l :  42 The E*3 Horns were o r i g i n a l l y  w r i t t e n  as whole notes:

-ee -

These marks were then wiped away before the ink had 
d r ie d .  The p a r ts  were then changed to :

s - .-m  m  rn A
u i m I&

IV: 1 The f i r s t  note o f t h i s  measure in Basset horn II was 
o r i g i n a l l y  w r i t t e n  a t h i r d  h ighe r ,  then immediately 
wiped away (e v id e n t  by the smear and f a i n t  image of 
o r ig in a l  m ark ing).

£
IV: 30 Oboe I appears to  have been i n i t i a l l y  w r i t t e n  as:

ra th e r  than as
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IV: 37-38

IV: 44

IV: 57

Oboe I I appears in the autograph as:

I t  appears th a t  the o r ig in a l  l in e  may have been q̂ ? -
-  e -  _f, in IV: 37-38. When th a t  l in e  was given

to  the bassoons and Contrabass, Mozart rew ro te  Oboe I I 
The re fo re ,  i t  is  suggested th a t  the q t j  11 is  the 
c o r re c t  p i t c h .

The la s t  beat o f t h i s  measure ( th e  anacrus is  in to  the 
fo l lo w in g  measure) in the oboes and Basset horns was 
o r i g i n a l l y  marked w ith  re s ts :

Oboes

Basset horns

Adjustments and c o r re c t io n s  have been made in Oboe I I ,  
both c la r i n e t s ,  both Basset horns and the Contrabass. 
Th is  is  ev id e n t in the smudged appearance o f both the  
staves and the notes in these p a r ts .  Furthermore, the 
s t a f f  l in e s  have been redrawn. The o r ig in a l  markings 
are not apparent but the v i s i b l e  c o r re c t io n s  in the 
fo l lo w in g  measure (58) can be seen in the c la r in e t s  and 
Basset horns:
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V: 16

C la r in e t

Basset 
horn I

Basset 
horn I I

C la r in e t  I

The fermata marking above the E*3 horns o r i g i n a l l y  
appeared above the second beat qua r te r  note and was 
wiped away and replaced above the la s t  beat qua rte r  
r e s t .

V: 21 The p iano in Oboe I o r i g i n a l l y  appeared beneath the 
th re e  s ix te e n th  notes a t  the  conc lus ion  o f the measure 
bu t was c rossed-ou t and placed a t  the beginning o f the 
measure.

V: 24 What appears to  be a f i r s t  ending symbol can be found
in t h i s  measure. The symbol a lso  appears to  have been 
rubbed-out f o r  the ink is  b lu rre d  and smudged. The 
w r i t e r  has assumed t h i s  to  be the case and has no t 
inc luded the symbol in the e d i t io n .

V: 35-37 Basset horn I I appears in the autograph as:

V I :  17-18

suggesting th a t  the co rre c ted  notes were o r i g i n a l l y  a 
t h i r d  h igher.

C la r in e t  II and both Basset horns con ta in  p i tc h  
c o r re c t io n s  in these measures and are notated in the  
autograph as:
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VI : 21

VI : 58

VI : 68

V I:  106

230

C la r in e t

Basset 
horn I

Basset 
horn I I

Oboe I o r i g i n a l l y  doubled C la r in e t  I in t h i s  measure, 
but was scratched ou t and read jus ted :

4 —
J - 4 =

The markings above the s e x tu p le ts  in  Oboe I in t h i s  
measure (a ls o  in Bassoon I ,  V I :  23) a t  f i r s t  appear to
be s lu r  markings but are " 3 's "  denoting rhy thm ic  sub­
d iv is io n s .

An extraneous mark appears between the two s ix te e n th  
notes in B^ horn I I  in the autograph:

I P

For a d iscuss ion  o f the c rossed-ou t repea t sign in V I:  
68, see pp. 216.

In the autograph, the bassoons are w r i t te n  as:

* 4 0 ' " Ny ? i  j
Jor: P: ; f ’ i f -

a

i  P'dj» 4
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The f ig u r e  was o r i g i n a l l y  marked w i th  a s lu r  above the 
la s t  th re e  e igh th  notes and then a l te re d  to  show

in two o f the  fou r  measures.

V I :  113 Basset horn I o r i g i n a l l y  was w r i t t e n  w ith  an f 1 on 
beat one and was subsequently scratched ou t and a l te re d  
t o  a ' :

V I I :  1 (a I so V II : 2 and 9) th e  ej_ on _ beat one in B*3 horn
I I  was o r i g i n a l l y  w r i t t e n  as cj_ and then scratched 
o u t .  The le t t e r  name "e "  accompanies t h i s  procedure in 
each ins tance.

V I I :  16 The o r ig in a l  p i tch e s  (now u n id e n t i f i a b le )  in the F 
horns were scratched o u t  and rep laced :

V I I :  84 Adjustments in both p i tc h  and a r t i c u la t i o n  in the  
Contrabass were made in t h i s  measure, as shown in the 
autograph:
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