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ABSTRACT

Teaching the stylistic aspects of Classical era violin literature in a systematic way is a
relatively recent endeavor in drastic need for readily accessible material. One of the goals of this
document is to propose applicable and historically informed solutions to Classical era concertos
that lack writterout cadenzas by the composer. Two problematic works
--a speculative violin concerto attributed to Mozart, and an authentic anebfaligstrated
fragment of a projected violin concerto by Beethewsork effectively as sources for stylistic
information and preparation for the authemtimicertantavorks by these composers. They also
provide adventuresome violinists with fresh opportunities to orajinal cadenzas.

The documentdés three studies address issue
in authentic, spurious, and incomplete works for solo violin and orchestra of the late Classical
era (ca. 178a800).The first essay presentdfdrent solutions available for composing,
selecting, and modifying existing cadenzas fo
216, 218, and 219). Since Mozart did not write out his own cadenzas for these works, and the art
of in situimprovisation in the Classical style has virtually disappeared from the concert stage,
most soloists perform lengthy, virtuosic cadenzas by renowned late Romantic virtuosos and
pedagogues such as Joseph Joachim, Leopold Auer, and Sam Franko, who do not abways foll
a stylistically appropriate approach.

The second essay explores the origins, authorship claims, and inherent musical value of
Mozartds Vi ol-HanK. 268, prebietnatic wonk alrkost unanimously dismissed
by scholars. Commonly attributed Mannheimborn violinist and composer Johann Friedrich
Eck (ca. 1766 8 1 0 ) , Mozartds fAsixtho concerto, for al

form and lack of autograph sources, nevertheless constitutes a rare and effective example of late

Xi



eighteath-century violin concerto writing in the tradition of the Frar®elgian school led by

Viotti and Rode, and as such a precursor to the violin concertos of Ludwig Spoh185%84

K. 268 wultimately helps br i dgécntadteeworkstaydl i st i c

Beet hovends monumental Violin Concerto in D M
The third study compares four different attempts to finish a youthful fragment (259 bars)

of a projected violin concerto composed by Beethoven prior to his departierola. The

composer did |leave us a Atorsoo6o that includes

sonata form concertante movement in C major. We now have four completed versions, by one of

Beet hovends acquai nt an ompeserJadsdple HelBreesbengen, early ol i ni

twentiethcentury Spanish violinist Juan Manen, noted Beethoven scholar Wilfried Fischer, and

Dutch composer Cees Nieuwenhuizen, a specialist in completing unfinished works by

Beethoven. They all provide apt and wond#yfinventive solutions, thus enabling violinists to

perform a work that can help prepare students

Xii



PART ONE
A | AM NO GREATDLOVERUOFI ESO: AN EXPLORATI O
HI STORI CALLY | NFORMED AND | DI OMATI C CADENZAS
VIOLIN CONCERTOS
INTRODUCTION

In Classical period concertos, cadenzas were largely improvisgt. However, as
documented by important performance practice treatises by Johann Joachim Quantz (1697
1773), Giuseppe Tartini (1692770), Daniel Gottlob Turk (17586813) and others, the practice
of writing out cadenzas became established early on, in wrdgstematize virtuosity, provide
more definite contents for less inspired soloists, and for pedagogical purposes. In the case of
Mozart, the composer left us several cadenzas to half of his piano concertos, so as to provide
guidelines for his studentss avell as amateurs. Unfortunately, with the exception of his Sinfonia
concertante for violin and viola, K. 364, Mozart left no cadenzas for his violin concertos, which
has been an issue for violinists since.

Most conservatories, competitions, and pratesa orchestra auditions either require, or
at least expect, thde factocadenzas by Romantic virtuosos such as Joseph Joachim, Eugéne
Ysaye, and Sam Franko. For all their intrinsic musical, technical, and pedagogic value, these
cadenzas are highly idigscratic examples, representative of specific artists and a performance
style that succeeded Mozart by several decades. As a result, they do not reflect what was
expected in Mozartodés ti me.

By relying on the aforementioned sources, the first part of myrdent will define and
differentiate typical 18 century instrumental cadenzas, from the sh@itegaengerf or -fil e a d
ins, 0 derived from the operatic tradition), t

finales of Mozartlésalvimlhben rceofnecrearnmisng la widmb e



or stylistic templates aimed at violinists, by minor Classical masters such as Luigi Borghi,
Ferdinand Kauer, and Il gnaz Schweigl. Needl ess
piano concertos Wialso be covered, in order to provide an essential abstract and schematic for a
typical Mozartian cadenza.
| will then evaluate a considerable number of cadenzas currently available for study and
performance. The prefaces to these published editioheinfdadenzas also provide insight to
their compositional processes and adherence to a more authentic musical discourse.
The final portion of this essay will attempt to provide four different solutions to the lack
of authentic Mozartian cadenzas. Thes#ude: 1) modifying existing cadenzas to better suit the
style of Mozartédés time; 2) making informed ch
historical and contemporary manuals and templates to create effective and historically informed
cadenzas#) creating original cadenzas true to Moz
Ultimately, by crafting and presenting my own historically informed cadenzas based on
my research, it is my hope that | will inspire my fellow musicians, regardless of instrument, to
create satisfyingnd stylistically appropriate Classical perstyle cadenzas suitable for both

study and performance.



CHAPTER 1

THE CADENZA IN THE BAROQUE AND CLASSICAL ERAS:
DEFINITIONS AND BACKGROUND

Origins and Early History

Dr. SanHa Kim defines a typical instrumental cadenza as follows:

[It] is a passage of variable length (sometimes improvised) placed near the end of an
aria or a concerto movement with the purpose of providing a flourish and an
opportunity for the performer to displaistor her own virtuosity within the context

of the overlying piece
Frederick Neumann further elaborates on its contents:

It can consist of pure florid, usually virtuoso, figuration with no organic relationship
to the movement, but will more commgrdombine such passage work with the
citation and elaboration of one or more themes from the movément
There is much debate regarding the earliest printed examples of instrumental cadenzas.

Many scholars point to the modest solo concertos of Giuseppdi 658 1709), which

postdate an already established period of i mp
cadenzdike improvisation over a pedal point,proi nt déor gue:
lSangHa Ki m, ATwo Performances and a Stylist

Concertby W. A. Mozart with Cadenzas Composed by F
University of Maryland, 2000), 22.

2 Frederick NeumanrQrnamentation and Improvisation in MozgNew Jersey:
Princeton University Press, 1986), 257.
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FI GURE 1.1: G. Torelli, fAChristmaso Concerto,
Between 1710 and 1716 it became customary for the bass line to pause during cadenzas.

Soon enough, their popularity extended beyond Italy and their practice was adopted by the

Germans, but not the French, a tradition that would extend well into the 1780sd€lihtable

examples in the Italian tradition include the stamtiibitumembellishment passages to be played

during fermatas, f oun d718)mfluéntiat Somgefér SoloWlinel | i 6 s

and Basso Continuo, Op. 5 (1700), as the compdagegthem himself:
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FIGURE 1.2: A. Corelli, Violin Sonata Op. 5, no. 1 (1700)

More in line with what we now regard as a cadenza are the written out virtuosic displays

of some of Ant olv4dlpmaiire voackrobs: 6 s ( 167 8
4
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FIGURE 1.3: A. Vivaldi, @ncerto for Solo Violin, Op. 8 no. 8 (1723)

At first, their designation was somewhat confusing, with the teadsnza, capriccio,
caprice orfantasiau s ed i nterchangeabl y. HRV6é)trevotutiodarnyt oni o
set of violin concertod, 6 Ar t e d@p. 3 (MB3pHelped darify this distinction, as
cadenzasre now to be played over a fermata at the end of each movementayhiteios are
considered their own separate entity, a kind of highly advanced and lengthy virtuoso etude to be

found at the end of the first and last movements:

47 CAPRICE

Moderato
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FIGURE 1.4: P.A. Locatelli, Violin Concerto Op. 3, no. 4
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We can assert that the artimfprovisation and free fantasies flourished in th® 18
century to an extent possible only in eras of great musical creativity. As Eva and Paut Badura

Skoda observe:

It was an indispensable part of every virt
listener sé6 artistic expectations. | mprovisati
artists occasionally would exercise, even

The Classical Cadenza

In terms of structure, there are three sections thatititesa formal Classical cadenza: a
thematic beginning, a virtuosic middle section, and a closing section. The first part is usually
tonal in key and representative of the main theme from either the solo or orchestral part, although
more modern masters gnamploy a variety of thematic beginnings from other sections of the
movement. In slow movements, entirely new themes may sometimes appear.

The virtuosic section is not as free for Classical cadenzas as for those of the Romantic era
or later. It is charderized as a transition that leads into the exploration of technique and
har mony. As Eduard Mel kus points out, Hit is
which will inevitably lead to a cadential trill, bringing the cadenza to a close.

Theaforementioned bravura style of Vivaldi and Locatelli contrasts sharply with the
elegance and refinement of Mozart but may have proved inspirational to Romantic violinist

composers. The subservient role which pure virtuosity is to play in the classical i3 already

3 Eva and Paul Badw@&koda,Interpreting Mozart: The Performance of his Piano Pieces
and Other Compositionsecond edition (New York: Routleddaylor & Francs Group), 251.

“Eduard Mel kus, AOn the Problem of Cadenzas
Perspectives on Mozart Performanced. R. Larry Todd and Peter Williams (New York:
Cambridge University Press, 1991), 75.



forecast in several treatises that describe the aesthetic qualities of a good cadenza. Although the
cadenza was in a state of considerable transition through the first half of the eighteenth century,
it did acquire a fundamental stabildfter 1750, setting the stage for the more highly stylized
and structured examples of Mozart.
For the purposes of defining the stylistic parameters of an acceptable Classical
instrumental cadenza we must reference several importimeh8ury treatisesroperformance
practice. Johann Joachim Quantz, in\essuch einer Anweisung die Flote traversiere zu
spielen(1752), includes a chapter on what he deems desirable in terms of style, while
simultaneously denouncing the excesses and misuses of someafitbimporaries. To Quantz,
Athe object of a cadenza is simply to surpris
the piece and to | eave bePAthaighde dogsaatinclude i mpr e
printed examples (see point no. @yantz further outlines the following principles, which are
most definitely prescient when it comes to Mozart, and can be summarized as follows:

1. Cadenzas should originate from and reflect the sentiment and mood of the piece and
include short fragments fromt . fiHappy o0 cadenzas are creat
and fast figurations. fASadd cadenzas are ¢
and dissonances.

2. Cadenzas should be short and fresh, rather than lengthy and extravagant, and sound as if
they are being improvised.

3. They should keep their harmonic range narrow and refrain from introducing too many
ideas.

4. One must avoid excessive repetitions (both in terms of intervals and figures) in
transpositions and at the same pitch level.

5. Keys that theomposer of the concerto does not use are to be avoided. Short cadenzas
should be entirely set in the tonic key, while more extended ones can modulate to the
subdominant and dominant, in passing. Brief modal modulations are acceptable.

6. Regular meter shdédinot be observed, as cadenzas should be constructed of detached
ideas rather than a sustained melody.

® Johann Joachim Quantn Playing he Flute trad. Edward ReillyLondon: Faber &
Faber, 1966), 180.



7. Vocal and wind cadenzas should last no longer than what can be played in one breath.
String players can play them as long as needed, provided theghaire inventiveness.

8. Cadenzas cannot be composed beforehand, as it is impossible to write them as they must
be played, and it defeats the purpose.

Al so, of wvalue i s Olavienschdle odeoAnwelsungpzum ¢ r K6 s | a
Clavierspielen fur Lehrer uhLernendd 1 7 8 9 ) . I't compl ements Quant z

few additional rule$:

1. It should not consist of intentionally added difficulties, nor should it last several minutes.
2. A cadenza should be novel, witty, and include an abundanceaaety of ideas, while
still maintaining unity.
3. The same tempo and meter should not be used for the entire cadenza. It should be more
like a fantasia, with the tempo and meter of the concerto movement to be used in places.
4. Cadenzas that are written outrnemorized should still be performed as if they were
being improvised in the moment. Players are encouraged to write out or memorize them
ahead of time, since inventing a cadenza in performance is risky.

By way of contrast, violinist, composer and pedagoGiuseppe Tartini, in higraité des
agréments de la Musiqgel 771) , advises the soloist to make

or as | ong as Higeinclades sqvera éxamplgs intbbtiemajordand minor

modes, and gives directions baw to construct them:

® Daniel Gottlob TiurkSchool of Clavier Playingrans Raymond H. HaggtLincoln:
University of Nebraska Press, 1982), 288l.

" Giuseppe TartiniTraité des agrément[s] de la musig{Raris, 1777), edErwin Jacobi,
trans. Cuthbert Girdlestone (Celle: Hermann Moeck, 1961), 117.
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FIGURE 1.5: G. Tartini, CadPatedesagréniep®/bOnt s dobo
As opposed to Quantz and Turk, Tartini does not insist that the cadenza should have any
relationship to the original composition excepthwegard to the key, nor does he advise against
the repetition of fragments. He does, however, outline a standard chordal progression for an
artful cadenza:-V7-I-IV-V-I.
I n Mozartds own mature cadenzas weéengsee a ¢C
analysis, largely taken fromBadegak o daés aut horitative treatise
characteristics present in each.

Opening sectiongypically vary between-42 measures in length. They can either be

thematic or virtuosic, yet bothiils must be as interesting as possible, taken from the
movement, and facilitate the transition from the 6/4 chord at the fermata to a motive or theme set
in the tonic. In examples of the former category, Mozart uses the first subject of the movement,

9



(with perhaps a novel harmonization) or sometimes a motive previously heard only in the
orchestra. This is a very effective way of re
often, Mozart will use a theme from the middle of the movement. As medtimefere, in the

slow movements Mozart sometimes introduces a new theme, although the-Bkddas advise

against attempting such an audacity. Generally speaking, these thematic openings do not quote

the complete theme and soon lead into passage worktaken from motives of the movemént.

As opposed to Beethoven, Mozart obviously wanted to confirm the key of the movement rather

t han call it into question. As wil/ be addres
that is often ignored ithat they do not modulateThey also do not usually contain full periods,

which means that themes are never quoted in full but open at the end and continued sequentially.
Another typical Mozartian device mined for emotional effect involves abrupt moaageb. A

surprising majoto-mi nor transition can be perceived as
a Asunlight upshot. o Of course, these technigqg
typical features of many Viennese composers of th&Ctassical and Classical periods (from

Wagenseil to Schuberty As a result, they are recommended.

For hismiddle sectionsiMozart prefers cantabile themes, often second subjects. He
generally follows a harmonic scheme. Whereas in the body of the movéragmire rounded
off by a cadence, thus forming a setfntained whole, in the cadenza Mozart resorts to a
continuous development technique Fartspinnung Prior to it, some motive from the theme is

unexpectedly treated in sequence, often in rhythmiendiion, and almost always ending with a

8 BaduraSkoda, 258.
9 |bid, 260.

19 Ibid, 263.
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sustained chortf Mozart makes a clear distinction between the way he uses his themes in the

body of the movement and in the cadenza: in the concerto itself the themes are linked in a very

fluid manner, whereasinhs cadenzas he seems more intereste
for all its apparent solidity, ?Onoeiabaih,thisdés pul | e
in sharp contrast with Beet hovecodanedandc hni que
dramatic musical essays that could compete with (or even surpass) the main body of the

movement.

In shaping thelosing sectionsgenerally containing a number of virtuoso runs, Mozart

does not tie himself to any scheme. In a way, a Mozart caderfeatheencapsulates the
composer6s mastery of compositional techniqgue
performer of the first order. Whereas in the early Salzburg concertos closing sections are

distinctly short, later examples extend and enrichgbadion with thematic materidd.

Regardless, all closing sections end on a trill. This stereotypical ending made it possible for the
orchestra to know when to come in properly, even when there had been no time for rehearsals.
Double or triple trills occuvery rarely and only in the concertos for two and three pianos.

However, since Mozart sometimes did write these trills, it is clear that he considered them

musically admissible and avoided them only on grounds of technical difficulty. Although there is

nor e al necessity for a use of a double trildl [

even in the violin concertos, as Mannheim violinist Ignaz Franzl was wontfo do.

1 BaduraSkoda 265.
12 |bid, 269.
13 |bid, 271.

14 Emily Anderson, edThe Letters of Mozart and hiamily, third edition (New York:
W.W. Norton & Company, 1985), 384.
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The Lead-in

The Leadin (orEingang i s a -liké paasdge that 8 mushorter and less strictly
formatted than a formal cadenzaSltiswénctiosallyi | | ma
different counterpart to the cadenza, as it serves to connect distinct sections of a movement by a
short solo.

Unlike cadenzas, &tins rarely show any motivic connection with the main body of the
movement. They mainly consist of scales, leaps, ornaments, and various kinds of passage work.
Despite their transitional character, they are still introductions to be literally consaderedfi | e a d
insdo because the preceding section is rarely
dominant seventh chord, they are nearly always built on the dominant of the succeeding section.
Exceptions occur in several of the violin concertos, whezddadin comes after a cadence in
one key preceding the return of the Rondo theme in a different key. In the case of K. 216, there
are also half cadences on the dominant of the relative minor. In such cases -thenest

contain at least two differéharmonies to ensure a proper continuation:
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FIGURE 1.6:Badurdk o d a 6 s s u g g-ndot theRandobf K.r2164m. 21&)a d
Naturally, leadins should be kept much shorter than cadenzas, will usually linger on one

harmony, and avoid anticipatitige tonic triad in the course of a leisd

15Kim, 36.
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The question of when to ornament must be contextually evaluated. This decision will
involve considering whether a grand pause instead of ardagreferable for musical,
dramatic, or textual reasons. As auk, it is in theory desirable to ornament a rest as a transition
to the principal theme in a work in ABA or rondo form, yet somewhat questionable to insert a
leadin between the slow introduction to allegro movement and its main part, as it would
A d inigh the surprise effect if the tempo change were disturbed by some embellishment
not¥s. o

Many Mozart cadenzas and leixd were fortunately preserved because the Viennese
publisher Artaria decided to print a collection (K. 626a). Additionally, oppitsrfor leadins
can also be found in various chamber music works, as they are not exclusive to concertos, arias,
variation cycles, or sonatas. Bach8koda mentions the finale of the Piano Quartet K. 478 and
the closing variations of the Piano Trio KQ&(where the piano has a decidectycertante
character), as well as the Violin Sonata in F, K. 377.

Fortunately, many vocal ledds by Mozart have been preserved, including some for his
beloved Aloysia Weber. The composer wrote several fermata eshinedints in Mannheim for
arias by J.C. Bach, as well as for his own opleRe PastoreK. 217 (1775), a new, more
brilliant aria for the revival oThe Marriage of Figarq1789),ldomeneo, ZaidandCosi fan
tutti. He would do so when he had areasonitosmt r ust t he singer (Ahe ha
a cadenza e ®nahe bnie kaad, wodal embellishments extend a phrase ending

followed by a rest. They also extend the held note to prepare the next phrase. The first kind is

16 BaduraSkoda, 284.
171bid, 281 and 285.

18 Neumann, 214.7.
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referredasé&t er mi nal 0 embel |l i shment while the secon
should never exceed the extent of one breath, fit the character of the specific passage in which it
occurs, and consider the words and the dramatic situation. While the fgnaitieocal cadenzas

are somewhat different than instrumental {ee] they can still be studied and applied to the

latter:

a K 527,11, 21

b.
Andante grazioso m N
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FIGURE 1.7: F. Neumann, possible adaptation of a vocalife&edm Don Giovannito the
finale of the Violin Concerto in 8lat, K. 207

I n addition to vocal embell i shment s, Moz ar
study material. In the case i§f 613, the theme contains a writteat original leaein, and for
each variation Mozart wrote a different version dft.
Although later composers and soloists often treated both cadenza aimldsatithey
were one and the same, as Dr. David Hakbbdkovitz points out, Mozart was consistent in
assigning each its proper place, characteristics, and futt@adenzas are generally longer

than leadins, as the latter may consist of only a single scale, leap, passagework or ornament, and

19 BaduraSkoda, 27778.

®David Harold Moskovitz, AA Comprehensive
andan Essay Consisting of a Stylistic Study of
Violin Concertos in G Major (K. 2(DMAdss,D Maj or
University of lowa, 1974), 25.
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rarely makes se of any thematic material. Rhythmically, ldad are more effective when they
suggest a spontaneous gesture. Harmonically, the cadenza is typically more complex, while the
leadin is usually based on a single harmony, in reality a kind of dominantngation which
begins with the fermata and resolves with an authentic cadence initiating fresh melodic material,
such as the restatement of a rondo theme. Finally, and as expecteds Igiaould not be
unnecessarily virtuosic. As Frederick Neumann observe
The longer the neiMozartian implants, the more they are likely to contrast unfavorably
with the genuine material. In fact, one of the more difficult tasks in inventing
embellishments is to find the proper mean between too much and to# little.
Oppotunitiesforlead ns i n Mozartds violin concertos

movements of K. 207, 216, and 219, the slow movements of K. 211 and 218, and the rondo

finales of K. 211, 216, 218, and 219.

21 Neumann, 224
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CHAPTER 2
CADENZAS BY MOZART FOR HIS CONC ERTOS

A Study of Mozartds Authentic Cadenzas

While Mozart did not write cadenzas to any of his solo violin concertos, we are fortunate
to have a considerable number of cadenzas to his piano concertos. Going somewhat against the
prevailing custom ofis time, Mozart liked to write down the cadenzas and sometimes even the
leadins for his piano concertos. He probably notated them because he wanted them to be
balanced compositions on equal grounds with the movements to which they belong, but also
becaue (and similarly to J.S. Bachds approach t
other performers of his work to invent appropriate dAes.

Although his widow Constanze once remarked that the piano cadenzas were written
Aonl y f or hitalsowrotedeversl foohisidister @etters reveal he did not even trust
Leopold!), and fellow pianists who commissioned the concertos. There is also clear proof of
i mprovisation during Mozartés perfor mandoces: i
[ of K. 271] because when | play th#s concerto

Many musicologists do not rule out the possibility of Mozart, his great improvisatory
skills notwithstanding, played his own realized cadenzas on occasion. Mostantlyoitlozart
wrote cadenzas mainly to provide models for his students and colleagues, something that directly
pertains to the present document. Since the art of improvisation is partly the result of
premeditation combined with spontaneous spur of the mbaierations, we can assume that

Mozartds | onger cadenzas wer e, if not at | eas

22 BaduraSkoda, 251

23 Anderson, 837
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This is suggested by the perfect balance and the carefully worked out details of many of the
surviving cadenzas, almost alwaygtten on separate single sheets (with the exception of K.
488), which explain why many have been fdst.
Of particular interest are the cadenzas th
concertos (K. 175, 238, 246, and 271), since they are relatgatgmporary to the violin
concertos. Some were written in Salzburg in the late 1770s, while the rest were composed in
Vienna in the early 1780s. The first group i s
mostly comprise fast figurations, repeatarial, and bear no thematic references. The Vienna
cadenzas, on the other hand, are miniature movements based orpathsteicture. With rare
exceptions, these later examples do quote thematic material, preserve a unifying tempo,
modulate to the domant or closely related keys for the second section, and end with virtuosic
runs leading up to a cadential trill. They are also similar in length, averagidg m@asures
each, subscribing to the 1:10 proportion with respect to the duration of thetoanogement.
Furthermore, Paul and Eva Badi8koda, in their thorough study of all thisyx cadenzas by
Mozart, determine that they typically range betweenfoneh and ondifth of the total length
of the movement. Therefore, the Vienna cadenzamarelaborated to show the direct influence
of Quantz, yet do seem to be more in |Iine wit
As already mentioned, Mozart did write a full cadenza to his Sinfonia concddante
violin and viola in EFlat, K. 364 (K. 320d). This lone effort is alsbgreat value in helping us
determine idiomatic instrument al treatment fo

the element of virtuosity. Since K. 364 features two soloists, it was unreasonable for the

24 BaduraSkoda, 252
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composer to expect both soloiststoscs sf ul |y i mprovi se simultanec
written cadenzas indirectly provide clues to the amount and kind of music he considered suitable.

As expected, his cadenzas to the first two movements are of moderate lengths (twenty
five and sixten measures, respectively), remain in the tonic key, quote thematically in a rather
limited way (more so for the first movement), display a generally metrical framework, and the
technical difficulty level is on par, if not slightly more modest, than whatbe found in the
proper movements (doub$tops are used sparingly and in long values for harmonic filirig

rather than virtuoso effect).
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FIGURE 1.8: W.A. Mozart, Sinfonia concertante, K. 364: cadenza to the second movement
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In addition toK. 364, the piano cadenzas, the vocal arias, and the variation sets,
Neumann also recommends studying the few wrttgihcadenzas by Mozart for some of his
chamber works, such as tGadenza in temp@6 mm) found in the finale of his Quintet for
Piano ad Winds, K. 453, the nethematic yet brilliant cadenza that closes the third movement
of his Sonata for Piano and Violin, K. 306 (45 mm.), and the one found aoticertante
movement of th@osthornSerenade (15 mm?}.It can be read as the ultimate riwas joke that
Moz art 6 s -oubdadenzaforisdlotvielin can be found in, of all places, the slow
movement oEin musikalischer Spask. 522, a brutal takedown of incompetent composers and
untrained village performers filled with aimless sequenitéistone scales, mediocre virtuosity,

and a cadential trill on the wrong note.

Pl aying Mozartés Cadenzas: A Matter of Choice
As a body of wor k, Mozartds authentic pian

approached by evdns most successful imitators, and, as a source of stylistic enlightenment,

they are indeed an 2PFovraloubavbil ceu smurse acsad n sl ,e ghioczya. r

most authoritative single source of stylistic information available to the musyeiai,is

unfortunate that so many performers and compo

when creating new cadenzas.

To most interpretation experts, the substi
el seds i s har dsofoorpesedday cahcern Rrestylistic dohgeusnce, the fact
remains that Mozartés cadenzas, whether writt

25 Neumann, 260.

26 Moskovitz, 21.
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improvisation or independently created, are the final product of a carefully planned
compositional procesas evidenced by sketches and second revised versions (in some cases
even written into the autograph score as an integral part of the work). As Neumann observes:

A

All of Mozart s c-K a7, rae masterfully sviittencfittiagl | y post

structurallyand of course stylistically as perfectly into the frame of the movement as if

they had been conceived as part of it. Often, they achieve the ultimate unification by

functioning as a second development that shows some of the themes in a new light

through heir harmonic and melodic elaboration; thereby they intensify the dramatic

tension that finds its dramatic resolution in the c&da.

Furthermore, Neumann disagrees with the principle that improvisation and its inherent
element of surprise are essential to a contemporary performance of a cadenza. While this
scenario was commonplace for eighteecghtury audiences accustomed to a skiliftist,

[tloday such artists and the display of such skills have disappeared from the concert

stage. Cadenzas we hear nowadays are all prepared or bought in the stores, and the

Asurpriseo with which the audi ealkdytharan be

not going to be an unpleasant dfe.

Since the goal of historical performance is to recreate a musical work in the spirit of the
composer, in an authentic Mozartian cadenza w
intentions. As a result, there is no point in finding more originality or spontaneity in a cadenza

presumed to match athoughtut composi ti on by Mozart, one th

too complex, too flashy, too wrong in style, and alltoo oftemo unrmusi cal . 0

2I' Neumann, 258.
28 |bid, 258.

29 |bid, 2509.
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Anatomy of a Mozartian Cadenza

Further el aborating on the tripartite stru
cadenzas, Moskovitz comprehensively evaluates fifteen published cadenza sets by renowned
nineteenth and early twaeth century violinists. He does so by assessing their stylistic and
musical merits by gauging their length, general rhythmic characteristics, harmonic procedures,
and thematic and instrumental treatment.

Mozartds first mov e meshart, espacily whemcompareddo sur pr
the excessively long examples by Romantic and early twerttggttury violinists. They vary
between five and twenty measures, although the most extensive examples can reach up to forty
(as in the case of K. 414, 459 ab@b). In regards to rhythm, we see frequent extended, free, and
melismatic passages that suggest spontaneous improvisation. Sections that follow more
delineated metrical patterns usually deal with thematic material.

BaduraSkoda reminds us thatinthecommp er 6 s own cadenzas, AfAMoz
confirm the key of the m&Vhsmserobablytheone t o cal |
characteristic that subsequent composers elud
creating a wide palette of harmomiglor and variety in a relatively uncomplex setting. In
Mozartdbs cadenzas, the harmonic activity can
shifts), but is essentially tormriented, always taking into account the modulatory scheme of the
concerb. All thematic quotations appear in the tonic and chromatic harmonies limited to seventh

chords.

30 paul BadursSkoda,Interpreting Mozart on the Keyboarttans. Leo BlackLondon:
Barrie and Rockliff, 1962218.
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Mozartds own cadenzas are only slightly t
he chooses and places thematic material in his cadenzas. As a esautijds introducing one
theme after another without clear division, as pogourri. In terms of structure, a typical
threepart structure is desirable, but not mandatory. In other words, they use on a moderate scale
some of the procedures associateth\aidevelopment section.

Neumann brings to our attention incompatible cadenzas by Hummel, Hoffman, and even
Beethoven that exceed one hundred measures, which, although fine compositions and technically
reasonable, do not fit the work either, due to thegigth, copious and far modulations, and
seemingly endless trill chains. I n an effort
relative simplicity of Mozartdéds own model s, 0
cadenza that isore than fifty measures long, that has technical demands that are out of line with
the body of the movement, modulates to and dwells in far off keys, or that looks like a
counterpoint exercis&.This, however, does not mean that they have to be as gpefsaible to
minimize the extent of neMozartian inserts. A reasonable length is still necessary to establish
the formal balance of opening concerto movements. Most importantly, the cadenza must satisfy
the expectation created by the fermata on the &hdny as well as the need to build up enough
tension to justify the dramatic release when the cadential trill resolves into the orchestral coda.
We have, after all, Mozartian thematic material to work with, and if we do so with restraint and
taste we caachieve the length necessary for the architectural function of the cadenza without
upsetting listeners with excessive foreign musical matter.

Finally, an important question has to do with the technical level of the cadenza, in

comparison with that of theoacerto movement. It has already been discussed how the cadenza

31 Neumann, 25%0.
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evolved from a vehicle of creative expression and improvisation in the Classical era, to one of
almost purely technical display in the Romantic and modern periods. In many nineteetity
concertos, the number of cadenzas also decreases from three to only one in the first movement.
When creating cadenzas for Mozart concertos, we must still adhere as much as possible to the
pairing of Classical balance with spontaneous and brilliant expressioi n  whi ch fAat no
the technical requiremefBy Ehkeierdnathose, oMoz &I
concertos make relatively modest virtuosic demands, in fact less ambitious than what can be
found in the serenades adidertimentifeauring solo violin of the same perio@in important
and often referenced source for understanding
written correspondence with his father, from November 22, 1&ff&r. prefacing his letter
statingthathess Aino | over of difficulties, 0 Mozart vi
violinist I gnaz Franzl 6s playing:

he plays difficult things, but his hearers are not aware that they are difficult; they think

that they could at once do the same themselves. Treliplaying. He has too a most

beautiful, round tone. He never misses a note, you can hear everything. It is all clearcut.

He has a beautiful staccato, played in a single bowing, up or down, and | have never
heard anyone play a double trill as he dtes.

32 Franz Beyer, foreword tdadenzen zu Mozarts Violinkonzerten K.V. 216, 218, 219
(Adliswil-Zuerich: Eulenburg, 1970).

33 Anderson, 384.
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CHAPTER 3
A SURVEY OF PUBLISHED CADENZAS FOR THE VIOLIN CONCERTOS
The Moskovitz and Kim Dissertations

Most Romanticand20c ent ury cadenzas for Mozartés vi.
account, or directly violate the Classical standardsrajth, harmony, thematic treatment,
structure, and level of virtuosity. As a result, they can be virtually incompatible with the concerti
for which they were composed. On the other hand, one can still find appropriate choices for a
modern performance af¢ Mozart violin concertos that still captures the combination of spirit,
style, and technique that is unique to the composer.

It should be noted that the musical and idiomatic qualities of some examples (such as
Joachi méds cadenza sding soraeto avarléok their stydistia defigienceas.t st a
Ultimately, they do make a better impression on the listener than a stylistically correct but
otherwise dull cadenza. Moskovitz advises that in those cases where the musical worth of a
cadenza far outwghs its stylistic shortcomings, it might be appropriate for the performer to
attempt to make a few judicious cuts to a lengthy cadenza, or at least modify a passage whose
technical demands far exceed stylistic appropriateness.

We have two valuable dissatibns that survey a good portion of the cadenza literature
available, one by Dr. David Harold Moskovitz (1974), and a complementary one by DH&ang
Kim (2000). Moskovitz limits his research to the last three concerti (K. 216, 218, and 219), while
Kim includes all five concertos (adding K. 207 and 211).

Moskovitz methodically applies his criteria outline to cadenzas by nineteenth and

twentiethcentury virtuoso violinists and pedagogues, including Edward Herrmann, Fritz
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Kreisler, Yehudi Menuhin, Leopolduer, Carl Flesch, Eugene Ysaye, Sam Franko, Joseph
Joachim, Henri Marteau, Max Rostal, Manuel Quiroga, Tossy Spivakovsky, and Joseph Szigeti.
The author | aments that dAunfortunately, [
editions ofthe Mozart i ol i n concertos are provid&d with c
According to Moskovitz, none of the aforementioned examples are stylistically or musically
suitable, either as a unified set, or for the first movement. Almost uniformly, they all ctimemit
same musical sins in terms of inappropriate length, rhythm, harmonic structure, thematic
treatment, and instrumental level of difficulty. More often than not, these cadenzas are overly
long virtuoso vehicles for the soloist, to the point of creatmgradurance problem. They are
also generally uneven stylistically or anachronistic, saturated with thematic quotations and
harmonic activity, lacking structural cohesiveness, and emphasize an excessive level of
virtuosity i ncomp a taidenaeds (featdrihg ablodara dowble and trilec h ni ¢
stops, extreme range, l¢fand pizzicato combined with trills, artificial harmonics, extended
chromatic runs, scales in thirds, sixths, octaves and tenths, glissandi, etc.)
He does concede therelativerhes of a few exampl es appropr.i
movements (Flesch, Spivakovsky, Ysaye, Kreisler, Marteau, and Rostal), afasléaidthe
finales (Franko and Joachi m), and recommends
technical and musitgualities, despite their numerous stylistic shortcomings.
On the other hand, Moskovitz does praise the excellent and extremely well tbatight
contributions by PaulBadwak oda and Franz Beyer, as being 0

satisfactohgyonaeddt hat mirror the el ements of

34 Moskovitz, 8.
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a ¢ ¢ u ey length is proportional to the concerto movement that precedes them, the
harmonic language is mostly torgentered, polyphonic material is treated as optional, thematic
material is expertly handled with sequential treatment, and their level of difficulty is modest, yet
they are musically rewarding to perform and teach.

Beyerds in particular, Acombine simplicity
convincing musicati y3 atb characteristics that enhance rather than detract from their relevancy.

In addition,Badurss k o dadés are unigue for their great am
various possibilities and transitions into the different sections. The saat®fetylistic

sensitivity applies to his short yet effective embellished-leadAt the very worst, Moskovitz

admits, a few of them can be somewhat unimaginative.

While Dr. Kim does cover the Joachim and Ysaye cadenzas, she also considers less
frequented fare, such as the ones by Maxim Jacobson for K. 207 (too long and filled with
meaningless technical displays, although the harmony and technique fit the Classical style), Zino
Francescatti for K. 211 (appropriate in length and difficulty, espgdiale take into account its
designation as eoncerto facilevhen it was first published), and Ferdinand David for K. 218

(which combines fdia Romantic chaft’acter through

Recent Additions to the Literature
Several original and noteworthy sets of cadenzas andredthve been published or

made more readily available since the Moskovitz and Kim documents, either as individual

35 Moskovitz, 45.
36 |bid, 47.

37TKim, 47.
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publications or included in more historically informed scholarly editions. It séshsas a
welcome result of all the recent advances in Mozart scholarship, the pendulum is slowly but
surely swinging in the direction of a greater number of stylistically informed and appropriate
cadenzas.

There are still, howekeepermsdewlfl remaaonltd R«
the late nineteenth and early twentieth century virtuosos, such as the cadenzas by internationally
renowned soloist and awawvednning recording artist Rachel Bartdtine, as well as seasoned
orchestral and chambmusician Roland Jones, both firmly entrenched in the JoaEhamko
mold. There are also more eclectic and intriguing efforts, such as those written by former Dallas
Symphony Concertmaster Emanuel Borok. In his preface, Borok claims his cadenzas,

arethee esult of my experiments over the years

concertos through different musical prisms. At times | would try to stay within the

parameters of the style known in the era of Mozart, and at others | would use more

exuberantte hni ques (.. .) I n some cases, I felt |
other instruments similar to a technique used in operas in thosé®days.
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38 Emanuel Borok, foreword t8adenzagor the Five Violin Concertos, the Adagio in E
Major, and the Rondo in C Major by W.A. Mozatpre(Columbus, OH: Editions Orphee,
2002).
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Also bridging the gap betwea the Romantic and Classical traditions we have the
valuable cadenzas and leiad by violinist Kurt Guntner, as included in the Henle edition of the
Mozart violin concertos. While they may be slightly longer and ambitious than what was
expectedin Mozadts t i me ( some eXxces sMoxadgianipdssagesih i ¢ quoOt ¢
thirds), Guntnerds cadenzas constitute a rare
interest is how they get progressively more technically difficult with each subsequeattopnc
as well as the composer ds mul-ind (e suchmgdtheappr op
one for the finale of K. 211, even manage to include brief thematic quotations).

In a more uniformly Classical vein, we have beautiful and commendabigesafor all
five concertos by violinist Wolfgang Schneiderhan, one of the great Mozartians of the twentieth

century, and some entries by contemporary Canadian virtuoso James Ehnes.

|V 1 W W ety
-:—_:-'---.’l‘

FIGURE 1.10: W. Schneiderhan, cadenza to the second movemer218 K.
But without a doubt, the two most important contributions to the literature are the original
cadenzas and leads by pianist, Mozart scholar and composer Robert D. Levin, and
performance practice specialist and conductor Andrew Manze. Levin follev&atiiuraSkoda
templ ate, by basing his examples on the compo

terms of structure, | anguage, difficulty | eve
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however, is that, in order to approximate theispfrimprovisation, at least two versions are
always offered, in addition to a maximum number of combinatorial possibilities purposefully
built in. This allows the player the option of assembling and customizing many different
cadenzas from the basic aitatives, thus providing an evergreen resource for performance and
teaching (see Appendix 1.1).

Il n t he c a<calenaak, hisexamplesthave the advantage of being perhaps more
idiomatic and attuned to the possibilities of the instrument. They are entirely stylistically
appropriate, musically rewarding, and displ ay

with some occasional yet idiomatic counterpoint.
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CHAPTER FOUR

DIFFERENT APPROACHES TO THE LACK OF AUTHENTIC MOZART
CADENZAS FOR THE VIOLIN CONCERTOS

Stylistic Suggestions Based on P+Existing Material and Sources

One of the most common magtes by performers today (but not only today!) is that they
are often far too long. It seems that the worst offenders in this respect are violinists, who more
often than not, end up in a situation where a
cade z a*$To avoid this, and in addition to adopting the more successful published examples
covered above, there are also several alternatives for creating stylistically appropriately cadenzas
for Mozartodés concertos fornsiolin, or even ot

The 18" century performance practice ideal, as proposed by Quaat#d be to become
so fluent with the language and musical conventions (not to mention courageous enough) to
improvise a fully unique cadenmasitu.A mor e pragmatic solution wou
recommendation, to improvise in performance based omngusy planned material. This would
probably be more in |Iine with Mozartdéds own pe
written-out cadenzas, which are not so obviously influenced by Quantz.

A plausible solution for less adventuresome performerddivoe to use a thoroughly
composed cadenza template that adheres to the key, tempo, affect, and character of the concerto
movement . Many exampl eTsaitédesragrdmentsfsimiland i n Tar ti
pedagogical treatises by minor Classical mastark as Luigi Borghi (1748806), Ferdinand
Kauer (17511831), and Ignaz Schweigl (d. 1803), which can serve as useful models.

Furthermore, as described by Melkus, it is also possible to insert melodic material from the

39 Turk, 309
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concerto movement in question (béretm solo or tutti passages) in order to craft a more

satisfying and thematicalgrounded cadenz4®

Allegro
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FIGURE 1.11: Cadenza by L. Borghi with suggestions for thematic insertion by E. Melkus
If one simply chooses to perform one (or several) of the vialitenzas available
separately or included in the many performanc
should be given to the principles established in tieckBitury treatises discussed above, as well
in Mozarto6s own crhapsthemassdesirdble cadenzasasethke ones by e
Franz Beyer, the Badw®kodas, Robert D. Levin, Wolfgang Schneiderhan, and Andrew Manze,
since they follow the rules of length, harmony, structure, thematic treatment, and appropriate
level of technicaldi f i cul ty present in Mozartés time and
As Mel kus demonstrat eRomaintt iics zalos da hpo snoir kel

inflated, yet firmly established cadenzas of #d early 20 century violin virtuosos such as

40 Melkus, 83.
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Joseph Joachim, his pufibm Franko, and others. The process entails shortening their length,
limiting modulations to related keys (or distant ones, but only in passing), reducing the range,
eliminating chromaticism, adapting bowings and articulation, and altogether simplifying
excessive and historically inappropriate virtuosity (see Appendix 1.2).

On the other hand, it is also possible to compile a stylistically appropriate set of cadenzas
and leadns for a particular concerto by not adhering to one particular author, bei bt
combining strong idiomatic examples from different violirismposers.

Mel kus al so encourages Vviolinists to study
easily translatable ideas on the violin. As a general rule, the author advises taveiither
adapt passages that are too pianistic (which include chromatic runs, broad arpeggios, and broken
octaves), to shorten passages in order to accommodate the more limited range of the violin, and
to simplify the @AchattlAnotherinerestimg@andpragsies a ge wor k

suggestion involves reinstating a discarded passage by Mozart found in the manuscript to K. 218:
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FIGURE 1.12: A. Manze, lea for the Finale of K. 218

32



Zachary Ebin foll ows up on ddmedoktheeasierdi r ect i
Salzburg cadenzas almost literally (the early one of K. 246 has no part for the left hand). Once
one feels comfortable with this kind of transcribing, it is also possible to follow suit with the
similarly idiomatic piano cadenzas by Moz contemporary August Eberhard Mdiller (1767
1817), Paul Badur&koda, and Geza Anda, among others.

Finally, the ideal practice which all seasoned performers should adopt would be to create
an original cadenza in t he wolingdloecadentza, iview afr t 6 s
the instrumental 6s natural | i fdandanariy@ns, shoul
century cadenzas are far too long and resort to technical complexities to achieve harmonic depth
or even polyphony or to startlee audience with acrobatic feats. For much of the twentieth
century, this combination of anachronistic technical difficulties, stylistic incongruousness, and
inordinate length have plagued most cadenzas heard in recordings and in live performances. To
sunmarize: in general terms, violin cadenzas should be relatively brief and simple; they can have
some brilliant passage work but should be sparing with double and triple stops, and only to
provide some harmonic support, not for empty virtuosity. For the siowement they may start
with a thematic quote leading into passage work whose speed must not be at odds with the
prevailing mood, and for finales they should be very brief, preferably with no thematic

recollection, and consisting mainly of a brilliant gage leading to the tritt

41 For referenceleumann praises Badufak o d a6s set as well as th
2-5 by Marius Flothius (published by Albersen & Co., Den Haag, unfortunately impossible to
track down for study), and hop#seywill set a new standard for the futu®ee Neumann, 261
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Applying Historically Informed Practice to Writing our Own Cadenzas

I n composing cadenzas for Mozartédés concert
in question have to determine the character of its cadenza(s). While it is hardly possible to make
up anything that <can c¢compar estilwytodppraioatests t 6 s o w
his personal style and quality of his music, from the very basic yet often overlooked assumption
that a cadenza to a Mozart concerto should sound like Mozart. This view, however, is not
universally shared, as there are innumleraadenzas in styles quite different from MoZart.

To write stylistically suitable cadenzas, one must be absolutely familiar with the whole
scheme of the concerto in question and especi
diatonic passages arauoh easier to imitate than his complicated chromatic progressions and
enharmonic changes. To imitate the latter while remaining in style is particularly difficult,
because even in his boldest chromatic progressions Mozart kept strictly within certain limit
which are sometimes difficult to define. Even
only by exploiting the indirect relationships
the flow of the music, instead of vertically.

BaduraSkodaobserves how one element of personal style for any composer is the
voluntary recognition of certain sathposed limits, in which to set free a sense of musical
fantasy. Therefore, a cadenza in a later style (romantic, impressionistic, atonal, etolycan o

offend the spirit of the work. In the cadenza, the soloist should throw new light on the themes

2For an extreme example in theatri-geard ity a
leadins to K. 216 and 218. In addition to lasting as long as the movements themselves, the
soloist incorporates completely incompatible musical styles (jazz, bluegyrass, whistling),
culminating in a jam session with a sislage gypsyRomaband Video of live performance by
Gilles Apap, (2003 performance, uploaded 2009),
https://www.youtube.com/watch?v3eCZQSpXvM
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https://www.youtube.com/watch?v=LJeCZQSpXvM

occurring in the piece in an appropriate way, further extending the content of what has already
been said with perhaps a personal view of it (without gmodar, so as to not endanger the
overall unity of the concerto). Mozart gave the cadenza only a fairly subsidiary place in his
concertos, its primary function being to simultaneously delay and enhance the effect of the final
tutti. Thus, the cadenza mudtvays have a linking character. It is also important that it should
not be out of proportion, as inappropriately
in an organism that is® otherwise perfect and
In composing cadenzas, it is hielpto begin by selecting from the movement all the
motives and passages that may be suited to a developmental treatment customary in a cadenza.
Once written out, this makes it much easier to see new ways of combining them. There is no
objection to incorpmting whole nofthematic and neutral passages by Mozart (transposed, if
necessary), even from other works of his.
For my own example for the first movement of K. 219 (found in Appendix 1.3), | start
with a fast run leading up to a compressed versioheobpeninghllegro apertatheme, with
optional and idiomatic polyphony (mm:9Q). After a hesitant descending passage derived from
the opening orchestral tutti (mm.-1Q), | reenvision a fragment of the expository theme in
referential Mozartian termsrét in the style of a Viennese musical clock (pickup of m18),
and then in a more masculine, mahiie, declamatory fashion. Some neutral passagek
transposed from the first movement of K. 364 follows (pickup of r21)8a device influenced
by asimilar occurrence found in one of Back8& o d a éirss fol Ke 218l which in turn is
based on a passage from the third movement of

thematic fragmentation follows (mm.-&D), until a series of runs leads to threaf cadential

43 BaduraSkoda, 255.
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trill. Following Robert D. Levinds approach,
choose from, if one wishes for a more compact cadenza. Both the A and C endings incorporate
some brief motivic quotation before the cadentidl
My brief second movement cadenzas (a8l Bieasures in length), true to the lyrical
character of thé&dagiq are strictly homophonic, with the sole exception of an opening chord in
option C. All of the material is thematic, comes from the precediogement, and is elaborated
and developed in an improvisatdike fashion. For th&®ondeaul decided to include thematic
material for all leadns, ranging from brief motives for the fermatas in mm. 58 and 109a, to
more developed ones (mm. 109band 282.e A Tur ki sho epi sode i s wha
nickname, so | thought it would be suitable to incorporate some of its exotic sounds, energy, and

effects 6ul ponticellg into the final leaen.

36



CONCLUSION

As the title of Melkusd seminal article, 0
Concertoso implies, it is impossible to presc
observation and experimentation, skilled and imaginative violinists garbgtter shape and
presentation to their musical ideas in a stylistically informed format and manner. By crafting and
presenting my own historically informed cadenzas based on my research, it is my hope that this
practice will ultimately inspire fellow nsicians, regardless of instrument, to create satisfying
and stylistically appropriate Classical perstfle cadenzas suitable for both study and

performance.
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APPENDIX 1.1: CADENZA TO THE ALLEGRO OF K. 218, BY ROBERT D. LEVIN
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APPENDI X 1.2: STYLI STI C ADAPTATI ON OF SAM FRA
ALLEGRO OF K. 216, BY EDUARD MELKUS

1. Satz, Allegro Sam Franko (Eduard Melkus, gekiirzt)
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weiter mit Takt 33 der Kadenz von Sam Franko
oder mit Takt 19 der Kadenz von Badura-Skoda

ossia ab Takt 19: weiter mit Takt 31 der Kadenz von Sam Franko

42



APPENDIX 1.3:

Ins to K. 219

Cadenzas and Lead

G. Oyenard

Allegro aperto

it

= o

(m. 219)

AUl ™

5

*

17 ] E Tk i

VV

7

{ossiaE B D#)

el L] "

&

16

J

=) .Llh.
1] 4h.#-
I J &lll

o] A

i

d 8

_ _I}- mVsﬁ.I

e =

4y s

| O m_

- &

11 e N

Tl Wl

&l 3=’
| .JQ 3]

oML o
e :

L) £
TINER S bl 7
Y 4
m (- oL
Tt
Hhaj SLH i
_n o
& kqy

AN/ o
. Y

22

)
V4

27

Optional cut to

30

43



A QIDID
@AY g
el
y
Lﬁ-
Mﬁ_ﬂi
o
(VAN
Gl
o
Y
@
.
o1
oAl
e
Ao 'II.
o

32

37

fat &

2
e

/_—_——\
Zetporfle

Nud =

N

. .

£ 7 Ll

VPV,

Cresc,

44



V

~ et

Adagio

L - 7O |
LE 1

mf

mp

T e T T e e T e T P

v

TN
-

l
I

i

D iy 3
mf ——= f

T
{
1
1

Vv
)
=

13

v
L
T~

| el
=

AN
e)

e

EF:

e

Eele e

=

el

o

ol
o

ol

13

mp

Yy

Vioy
[~

-

4

¥

-

1 b

ol

’—-_\\a /-\—

1

5 -
'{“ i

B GEE ——T"7 2P

(ossia: B

Tirrean

45



Rondeau: Tempo di Menuetto
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PART TWO
MOZARTO6S SPURI OUS VI OLI| WLAT,BNGEARSTODYION ITE
SOURCES,AUTHORSHIP, AND PLACE IN THE CLASSICAL CONCERTO
LITERATURE
INTRODUCTION

Mozartdos five yout hful vi olSymphomieocancegtanteo s, a
K. 364, are standard entries in the repertoire for solo violin and orchestra. They are also
unequivocally Mozartds. I n addition to them,
performed concertos: K. 268 infEl at Maj or ( Ano. 6ro)( Aannod. K7.0)2.7 1Te
works were relatively popular during thel&nd early 20 centuries, as evidenced by at least
four different editions for each, and their place in the concert hall and the conservatory teaching
curriculum. As Mozart scholarship evotijghey have been unanimously dismissed by
musicologists as little more than unworthy pastiches, and all but disappeared from the modern
day soloistds repertoire and recording catalo

This document will initially analyze the origins and sources fa264g, in an informed
attempt to ascertain how much of this work is
ot her hands. This wil!/| be based on a comparat
violin concertos of C.F. Eck to whom the concestattributed, as well as a revealing and
anonymous 18century transcription for clarinet.

Finally, I wi || then evaluate K. 2686s int
regardless of provenance, this concerto constitutes, in my opinianpantant yet neglected

entry in the transition from the Viennese to the FraBetgian school of violin playing and

concerto writing of the late ¥&entury.
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CHAPTER ONE

A STYLI STI C AND HI STORI CAL OVERVI EW OF MOZART
VIOLIN

Despite hisvell-earned reputation as a keyboard virtuoso, Mozart and the violin were
linked to each other since an early age, when he received his first instrument and lessons from
his father. It remained an important part of his life until at least 1780, wheogpedtplaying
altogether, and is particularly revealing when addressing the complex relationship between
Mozart father and son.

Leopold Mozart, in addition to being an influential figure in the history of violin
pedagogy, represents one of the last bastidra life of highly respected musical servitude to
higher powers. This established regime, which would effectively be supplanted by the support of
independent artists through commissions by wealthy patrons once Beethoven moved to Vienna,
was still the dsirable way of life that Papa Leopold was trying to instill in young Wolfgang. In
this context, Athe violin was an essential to
syst* mo.

By all accounts, Mozart was a fast learner, beggingto joihlsiss her 6 s chamber
reading sessions before he even began proper lessons at age six, and astonishing and delighting
everyone with his unorthodox playing style, first with the second violin part, and then graduating
by his own judgement to the first. Hpublic debut as a violinist took place three months later,
playing a concerto for the Archbishopbés birth

i mportant part of the Mozart family fAacto, du

“Gabriel Banat, @ MbeaMazart vioknrcahcetti:taéacsivhileeditiom , o
of the AutographéNew York: Raven Press, 1986), 8.
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During that first Eurpean journey, Mozart got acquainted with the works of established
composers, such as J.C. Bach (282%and Joseph Boulogne (1799), as well as countertenor
Giuseppe Manzuoli (1722 . 1790), all of whom became f or mat
eariest compositions published during his lifetime featured the violin, such as a set of
accompanied keyboard sonatas. This trip was followed by another one in 1769 to Bavaria,
Hungary, Austria, and, most importantly, Italy, where Mozart took compositioongsgth
Padre Martini (17084) and performed with violinistomposer Pietro Nardini (17223). Other
composers with whom Mozart became acquainted were Italians Luigi Borghit {8048% and
Gaetano Pugnani (17818 ) , t he | att er 6 s modelsforihimown Mozarer t os |
also met Josef Myslivecek (17-82) in Bologna in 1770rhe Bohemian composer was friendly
with Mozart and each admired the othero6és musi
Wol fgangbs correspdhdeprcéeswhbhdbubtf amilty My s
influenced Mozart a great deal in opera, symphonies, and violin concertos. Furthermore,
Myslivecek also wrote the earliest examples of string quintets with two violas (before 1767), a
form Mozart madeihs own much | ater. Myslivecekdéds music
of the man itself, as he combines a melodic gift with virtuoso writing yet never forgets that he is
writing for the listener who appreciates orderly forms, pleasing harmoniesfujraetodies,
and fiery finales?

While most writers are quick to point out the exploitative aspect of these exhausting

travels (which would have consequences on Moz

45 Robert Dearlingyiolin Concertos by Myslivecek, Viotti, Schubert &pbhr
(Hyperion, 1996), CD liner notes;2
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to note the cumul ative effect ftohre yi hhea da bisno rMoezd
everything that he found valuaB® e in European

Back in Salzburg and working for Archbishop Colloredo, Mozart produced his first
concertantevork for strings, the Concertone for two violins in C Major, K. 19@bably
premiered by Leopold and Wolfgang, the solo writing is relatively simple, so as to also allow the
Archbishop to play it without difficulty. Biographer Otto Jahn stated that the technical difficulty
in Mozartds vi ol i n pagresssas akvielpist, wphichbecamemdren hi s o
evident after 1773, and culminating in the concertos, sinfonias concertantes, and solo movements
found in his serenades and divertimentos between 1775 and’l78#ade sense for Mozart to
continue cultivatingthg e nr e at home and on tour. Vienna we
with no shortage of accomplished soloists, bi@ateburg, as in many Austrian courts with
limited instrumental resources, the leader was the natural and perhaps only soloistyof qual
available, a trugrimus interpares Si mi | arl y, and as Mozartbs | e
concerto was the natural vehicle for travelling perforrfiérs.

Mozartds five authentic violin concertos (
quick sucession, between April and December 1775. Some theorists argue that K. 207 may have
been written as early as 1773. Since these were written at home, there is no correspondence
detailing first performances, although we can assume Wolfgang played thent hintisel
Salzburg court where he wE®nzertmeisterand we know through family letters that he

performed them elsewhere. There is also the theory that Mozart wrote them for court violinist

46 Banat, 10.
47 |bid, 12.

BpPhilip Wilby, @AThe JoiuMmzeayr tTéoswaQarsc d rntdeesp ef
CD liner notes taComplete Mozart Edition, Vol. 8: Violin Concert@zhilips, 1990), 20.
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Antonio Brunetti, since he asked for substitute movements fo@ Kad K. 219, but his request
and subsequent performance of them was not made until a year later.

The first two concertos are definitely in thalantmold, full of imaginative yet
underdeveloped and unrelated themes, a somewhat limited depth of exprsgian overall
sense simplicity, gracefulness, and elegance that was certainly appreciated by the nobility. K.
207 is said to be modeled after a now lost concerto in the same key by Vanhal, wRilkestbe
finale simple foll oJase, rddrentramtbendostroctueetMazarf or m t em
favored for his remaining violin concerttsOne of Mozart 6s most i mport
composer took place precisely during the creation of these concertos, specifically between K.
211 and K. 216. Whiléhe first two are perfectly admirable, arguably superior to similar efforts
by contemporary violinist o mposers and on a par with Haydnos
invention, depth, and spirit of the last three that have cemented their place in thedstarih
repertoire, and established Mozartdés stature
Beginning with K. 216, we sd@avuraoperatic infusions (in this case quite literally, as he
borrows from one of his arias frolinRe Pastorg Arustic weddings, 0 and |
(the debatetrassburgetune® and the gminor section in the last movement). But it is the
sublime slow movement, with its heavenly solo line over muted strings and pizzicato basses, that

is the miraculous higight of the work.

“OGilesDul ong, f@AUne concession aQGompleteMorarté gal ar
Edition, Vol. 8: Violin Concerto&hilips, 1990), 50.

®®Banat is unique in citing D®nes Bartha fo
a collection of Hungarian foltunes from 178810 that matches the G major episode in K.
216. Al most every other Mozart expert <c¢cl ai ms

it seems to be based on a Musette also used by Dittersdorf in one of his symphonies.

51



Banat also sees much@bfaro andDon Giovanniin the Andanteand in several of the
Rondosecti ons of K. 218, and ther @naledsK.81®,acour se
direct lift, albeit in the minor mode, from his ballet musid¢.&Gelosie del Seragli¢. 135a for
his operd.ucio Silla( 1 772 ) . T hi s-ferfilizaton between insgrunemtad and vocal
s t y ¥ veas unheard of and completely origa | at the time, and woul d
operatic imprint in everything he wrote from then on.

While technically accessible compared to the more virtuosic entries by Locatelli et al.

(publisher Johann André dubbed th€wncertos Facile$or his firstedition of the works), these

concertos make considerable expressive demands on the performer, asking for violinistic flair at
the service of this new, vocal style, and ful
must s i Abgrt nertdnd howin these works, Mozdith ad no ti me for pyrc
passagework ¢é is effective without being obtr
imaginativecantabilitak e e ps pur e Vvi r t u 0dnifactyMozari was @locsamta nt ¢ b
to play his concertos outside of Salzburg other than for a few selective private gatherings, as he

did not want to be primarily known as a virtuoso.

Mo z a concértantestyle for the violin represents a perfect balance between Italian
lyricism and French elegance, with some touches db#teburg serenade and the Viennese

concerto forgood measut¢T hi s fdi nternational 06 character sul

51 Banat, 13.

52 Hermann AbertW.A. Mozarttranslated by Stewart Spencer, edited by Cliff Eisen
(London: Yale University Press, 2007), 361.

Bl n addi t i oamthehticconbkoas,aviplinigissought to become familiar with
the dozen or sooncertantenovements inserted into numerous divertimentos, serenades, and
cassations. Some of his greatsagiosfor solo violin are tucked away in K. 287 and 334, while
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interes and appeal for the time, but wultimately,
enduring place in the heart of every violinist [because they place] music as an art above music as
a personal>opportunityo.

While Mozart did not develop a particulareasion to the violin as he did with other
instruments, it seems like in his early twenties he only practiced and performed in order to fulfill
his workrelated duties, and out of obedience to Leopold. Once he resigietzertmeisten
Salzburg, Mozarset out on another trip, this time without his father and sister, in order to seek
recognition abroad and establish himself as a composer in Mannheim or Paris. After a frustrating
and personally painful journey tarnished by the death of his mother, whiohdde n Leopol do
place for the trip, Wolfgang had no choice but to return to Salzburg, although he declared in a
l etter to his father that this time he woul d
and accomp @hsyriefraturnaseitude did produce the magnificent Sinfonia
concertante for violin and viola, K. 364, which will be of importance later in this paper.

Mozart cut ties with the Archbishopbés cour
Vienna where he remained urtiis death. From this point on, there is no more documentation
concerning his violin playing, although he did write many late masterpieces for the instrument in
chamber music settings. It is almost as i f Mo
occasonal quartet and quintet readings on the viola stood for a final rebellious statement against

his working situation with Colloredo, as wel |

the middle moe ment s of the K. 203 (AColloredoo), 239
serenades are miniature violin concertos in all but name.

54 John N. BurkMozart and His Musi¢New York: Random House, 1959), 341.

55 Banat, 16.
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could become, as Wolfgang described himself in a letter to hig fatiee a successful

performance, Athe first violinist in Europeo.
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CHAPTER TWO
TRACING THE ORIGINS AND SOURCES OF K. 268

A hundred and twenty years ago, the work known as the Violin Concerto no-felan E
Major, K. 268, wasMo zart 6s most popular violin concerto
been in doubt and no autograph manuscript exists.

Mozartds questionable sixth violin concert
Offenbach in 1799. Interestingly enough, of@f Moz art és sol o concertos
this was the only one that was published before $88Mce no surviving manuscript exists, it

has become a particularly problematic work to analyze and catalogue. Of the limited research

(@)
(9]

materi al available in English, C.B. Ol dman
has become a valuable rasce in providing a relatively plausible chronology of events.

The authenticity of the concerto has been under scrutiny since its first printing, which
produced a scathing review questioning its authenticity. Already in the October 1799 issue of the
Allgeneine Musikalische Zeituryn anonymous correspondent | amer
the victim of an obvious forgery containing #
rules of composition. o Mozart 6s nwi dhoew Chounssbtaannd
biographical materials and cataloguing his manuscripts for sale, came upon the review and wrote
to André (who had purchased a number of works from her that year), in hopes of clarifying the
situation. Mozart kept a thorough journal of psst1784 works; therefore, if the concerto was
written within the last seven years of his life, there must be a corresponding entry. Her letter

received no response from Andr ®. Moreover, th

%6 GernotGruber,Mozart and posterityBoston: Northeastern University Press, 1994),
24.
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journal or his firs thematic catalogue, nor was there a surviving manuscript available for
examination.

In the intervening decades, none of the early Mozart biographies alluded to the work until
Kdchel included it in 1862 as K. 268. He also proposed 1776 as the date aistmmnpand
assumes that the manuscript is lost. The concerto continued to be published and performed
regularly (particularly in Paris) despite some dissenting voices. The great violinist Joseph
Joachim, who had already edited and written cadenzas forafdhme authentic concertos, never
played it or prepared it for publication, even though he thought it was genuine.

In stark contrast with the earlier Viennese review, an enthusiastic one appeared in
London in 1851 for the lamnedtd&avabednsritt@rinili82.s h deb
The Timepr ai sed the first movement as being Al arg
orchestra developing that fullness akndlevari et
was deemed 7 hirnigg hatn da rf du®l Bitprestihglyienough, the archastration
and the pedestrian nature of the last movement were the very features that had elicited such
rejection early on. Nineteenttentury listeners were undoubtedly impressed by features éke th
Beethovenian form and proportions of the first movement, in which the first theme reappears
frequently, and the episodic development is longer than the solo exposition. But these very
features may in fact suggest that the concerto was actually compatbed than merely
published, around 1800.

The case for the concertods authenticity w

published their collection of the complete works of Mozart. THddE concerto was now

SC.B.Ol dman, f@AMozartodos \PiMosic& bettesyval.d2XotDd i n E
(April, 1931), 178.
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unceremoniously relegated to volum& Bestined to spurious, incomplete, and recently

discovered compositions. It also included a lengthy essay by editor Ernst Rudorff, who declared

this could not be the work of Mozart, citing glaring errors of composition, superfluous repetition
ofuninterest i ng material, and the Aempty garrulityo
showing off the soloistds technique (which in
|l over of great difficultieso). isJthewBrkahtoalyf f , t h
although he does acknowledge that the concerto has some genuine Mozartean material, but was
ultimately finished by an unskillful hand.

K. 268 was more or less considered a forgery until 1923, when noted Mozart scholar
SaintFoix prodiced a fastidious analysis of the work. He claimed that at the very least the
orchestral introduction and most of the solos
comparison with works of the time, it was composed in 18R4T his led to an accepy revival
of the work, favored through performances by soloists like Eugene Ysaye, Jacques Thibaud,

George Enesco and his legendary pupil Yehudi Menuhin, and also included in the teaching
curricula of influential pedagogues like Leopold Auer and Alfredb@s.

Oldman saves the best for last. Apparently, in preparation for his article, he came across a
fascinating and insightful source that apparently went unnoticed when it first appeared, in
response to the original 1800 review of K. 268: a letterlsent vi ol i n virtuoso F.
(17451805) to theAllgemeine Musikalische Zeitung Er nst 6 s t esti mony brin
time, the essential involvement of Johann Friedrich Eck (IIBA®/387?), court musician,
KonzertmeisterandKapellmeistemat theMunich opera. Mozart had met Eck while in Munich
backin1788 1, and, being taken by the young violin

E-Flat concerto for him from memory. According to Eck via Ernst, Mozart made it through it,
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ithougahpéed @scgood de a’fevidencinga lack ofpnacticeutsat Leopotd, 0
certainly would have not approved!

| f we choose to believe Ernstdés account, t
have at least had the solo part more or less fedliRid he give it to Eck as a generous gift
since he appreciated the young violinist so much and had, at the time, no use for it? There is
reason to believe that this projectedrlat concerto was started in Salzburg in late 1779 and
intended for perfformace i n Mannheim for its celebrated or
Aportfoliod for a number of positions that di
Italian style and higher level of technical difficulty prevalent in its older cousins. €rag baid,
it is clear, however, that the entirety of the solo part could not have been by Mozart, primarily
the extended passages in double stops and the somewhat trivial material questioned by Rudorff.

Ernst cites 178485 as the date of this fortuitousesting, which is implausible since
Mozart left Munich in 1781 and did not return until 1790. There is also correspondence stating
that Mozart did become acquainted with Eck in 288)and he does not mention or write about
him after that. SairFoix alsoproposes K. 268 belonging to the 1788l period, but he bases his
theory on a supposed dedication to Italian virtuosa Regina Strinasacchi, as well as the stylistic
similarities with other works of t huttis(dlsome. Th
present in Mozartdés mature piano concertos K.
the striking enharmonic modulation before the last statement of the theme in the slow movement
(al so seen in the #AStr indamoedhightydevelopdRioodofornm, s on at
as seen in the K. 499 piano concerto and the K. 457 piano sonata. In regards to the orchestration,

SaintFoix also points to the thicker wind section not found in earlier concertos but typical of the

58 Oldman, 180.
58



piano concertosfd 784-86, which included one flute, two oboes, two bassoons, and two horns.
Of course, there is stildl a strong chance t ha
modified the original instrumentation to keep in line with turn of the century strelse

More recently, conductor Richard Kapp, who recorded the work with violinist Mela
Tenenbaum, expressed his belief that K. 268 is a pastiche with no genuine material, written after
Mozartds death by a composer riragque€ ddasnglesowt e ds ¢
Eck and Andre (who, as mentioned negotiated t
widow the year K. 268 was first published), as well as Abbé Maximilian Sta@lern st anz e 6 s
musical advisora nd Mo z ar t éXavea|bispemayr, sifkce thay both undertook
completions of fragmentary works by MozatThe composer of K. 268 clearly had some
insight into Mozartdés style, to judge from de
and the charming intrusion of teloist in the final bars of the rondo.

All of these contradicting theories (as well as the -@wvgrortant absence of a manuscript)
have made analyzing this work and the circumstances surrounding its compaosition extremely
problematic. In my estimation, Mart began the work in late 1779 with hopes of having it ready
for Mannheim (perhaps even considering the completion of a set of six concertos for publication,
as Oldman suggests and was fashionable at the time) but had to focus on composing an opera for
Munich instead (eithddomenear The Marriage of Figarp He most likely played it and
shared what he had up to that point with Eck, during one of his visits in the 1780s, who probably
put it aside and hastily recomposlealt e tasati Mntdl

The absence f riBcatslogaeacantbd explameddby the fact that he entered only

59 Kevin Bazzana, CD liner notes kozart Violin Concertos Vol. 2: Concertoss4
(ESS.A.Y Recordings, 1999);&
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complete work$® There is also a possibility that André himself might have had a hand,
particularly in the orchestral parts, as @nded by his vague and noncommittal exchanges with

Constanze.

0 A. Hyatt King, Mozart Wind and String Concertos (Seattle: University of Washington
Press, 1978), 32.
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CHAPTER THREE
SCHOLARLY AND CRITICAL APPRAISAL AND AUTHENTICITY CLAIMS
Generally speaking, mostf t he concertobdés points of cont
orchestration issues, lack of coherent construction ifilake, andthose instances where the
solo writing is uninspired and technically difficult in an unidiomatic way (for mature Mozartian
standards, at least). Regarding the irregularities found in the orchestration, it is very plausible
that if Mozart did write down any portion of the concerto, it was done in his most common
working method, known as leadiwgice shorthand; this means that;, the sake of time, the
composer would focus on notating the solo part and possibly sketch some of the most important

orchestral parts only.

FI GURE 2. 1: An e x a mpolceshattiandMatatian tethaigue, bseseed in & g
page from the unfinished manuscript of his Concerto in D, K. Anh 56 (315f) for Violin, Piano,
and Orchestra, mm. 928 (piano solo linetutti violins, and celli/basi cues).
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It is also possible that some of the more promising sections, like the opettiincame
to André fully scored. As for the extended length of the introduction, the higher level of
virtuosism for the soloist, the presence of melodic passagksiblestops, and the use of
Airockets, o fAisteamroll ersodo and other effects a
to do with Mozartdéds desire to please his Germ
Burk echoes the opi ni onBeomHestrahapenngatbneen he ¢
rings true, its themes are characteristic and presented with the assurance of mastery. With the
devel opment onedbs confidence ceases. The sol o

accompani ment a me®tiereférring to the slew molremént, Einstiein @alled n o .

—
1]

a crude forgeryo, while Burk simply | abel
acknowl edges that the Rondo fAihas the authent.i
stretches, asiite composer had again |eft the®ounterf
Robert Levin, who coincidentally wrote extensively on another maligned work attributed
to Mozart, cites Donald Tovey in deeming the concerto in its current shape a lost cause:
it does not make sense or grammar. [It is] in so shocking a mess as to scoring and details
that it cannot possibly be genuine as it stands. Perhaps a genuine work might assume such
a shape, if an unmusicianly enthusiast had before him the solo part wittiting of the
tuttis, and tried to make a full score from its data. At present the work looks as if the
composition were all/| wrong (€é). But i ncomp
astonishing power to obliterate masterly fdm.

There are many other features of K. 268 that raise eyebrows, such as the lack of cadenzas

in the outer movements (a true anomaly in Moz

61 Burk, 34445.
62 |bid, 345.

3 Robert D. LevinWho wrote the Mozart fouwind concertantePNew York:
Pendragon Press, 1988), 37.
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fermatas in the slow movement that encouiggangepr brief leadin improvisations, for the
soloist. Also questionable are awkward melodic passages in thirds (made even harder for the

violinist, based on the key), and theflagxte

although there is evidence of lhrt pushing the soloist to reach a high D in a discarded passage

of K. 218, and in some of the solo movements found in several serenades and divertimentos.
Less conspicuous is the absence of folk and episodic dance elementialéha salient
feature of the closing movements in most of the authentic violin concertos.
Kevin Bazzana, who wrote liner notes to the aforementioned TenerAkapm
recording, argues that:
In conception as well as execution, all three movements are suspeaiatiieis bereft

of Mozartbés oper at i cRogdoidsingulark dlu)l. Thene & nothimte
of Mozartdés prodigious melodic i maginat

digressions; the music is gaudlely and ban

assured, original, natural. The scoring and eRdynantic soleviolin writing are highly
suspecf?

Marius Flothius further echoes the overall critical sentiment:

The balance between musical invention and technical requirements is compissihg
in this concerto. The solo part includes many passages in the highest register, double

stops, and uncharacteristic of Mozartds.

Mozartian works does not show nor contradict the authenticity of the worke \Mbitart

does occasionally incur in sédbrrowing, it could also be the work of a clever falsifier,

aiming for a verosimile appearance. We can only take into account that the work was

once attributed to Mozart and simply ask what is Mozartian and whatj3

With so many inherent deficiencies, it may seem like there is little to recommend about
K. 268. In essence, it becomes a question of whether to embrace the uniqueness of this

problematic concerto or simply limit ourselves to point out and criticize its inconsistencies with

64 Bazzana, 6.

®Marius Flothius, #fAGI ei chgeimilozansWerkenirs c h
Violine und Or che €dmplete MozaEditior: VialireQoncertost MIs8 t o
(Phillips, 1990), 42.
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its five predecessors, as has been done ad nauseam, while at the same time ignore the remote
plausibility of Mozart 0s snribedions asidenltwe entedams i n
the former, several interesting parallels with authentic Mozartean masterpieces of the late 1770s

and early 1780s begin to emerge.
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CHAPTER FOUR

THE SINFONIA CONCERTANTE IN E -FLAT, K. 364 AS A POSSIBLE PRECURSOR
TO K. 268

As mentioned earlier, and upon his resignation from the Salzburg court, Mozart found
himself distanced from the violin in favor of the dark and mellow timbre, and expressive
capabilities, of the viola. His major contribution to the literature is, of cothieandisputable
masterpiece that is the Sinfonia concertante-F& for violin and viola, K.364 (1779), but his
love for the instrument can also be tracked in later chamber gems, suclikagelstattTrio
with clarinet and piano, K. 498 (1786), and his masterful late string quintets with two violas.
Mozart himself enjoyedlt pdi @yquar ttdnte whiodm alns @
Dittersdorf, and Vanhal.
If, based on the proposed chronolpgke are to believe that K. 268 was a contemporary
or immediate successor to K. 364, it can be argued that some of the more criticized features of
the former can already be found in the latter, such as extended passages in the lower register
intended to belayeduna corda(something that Viotti and later violinistomposers favored),
and abrupt transitions into the minor mode, u

may have before us a concerto where the violin is treated like a surrogate viol

5 | . —— -
lb" e ;T-.W - ot @w
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FIGURE 2.2K. 268,Allegro moderatommm. 185188
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FIGURE 2.3: K. 364Allegro maestosanm. 9094
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Much like K. 364, the E-lat concerto is a study in light and dark, with several instances

of the soloist performing an operatic duet with himsetheathan with the viola:

b be s
_ . reeelEes E—

I%ﬁ e et e
e/

FIGURE 2.4: K. 268Allegro moderatomm. 188193

Dramatic aria moment s ( @peramangustylesdoar act er i s
prevalent in his five authentic concertos as a result of the lack of opportunities for wuéng
operas during the Salzburg years) can be found in the effusimeor episodes, some of them

even sharing similar figurations with K. 364:

a)

b)
FIGURE 2.5 AB: K. 268,Un poco Adagipmm. 4750, andAllegro moderatoinm.232234

a)

b)
FIGURE 2.6 AB: K. 364,Andantemm.20622, and 4849
Another point of interest lies in the expanded orchestral introduction of the first
movement , both i n terms of | ength and richnes
treatment of the winds for bothorks, here more confident and less decorative than before, his

growth as an orchestrator a direct consequence of his recent experidveasireim and Paris.
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