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WOLFGANG AMADEUS MOZART (1756-1791) 

Clarinet Concerto in A, KV 622 
Klarinettenkonzert A-dur • Concerto pour clarinette et orchestre en La 

[H 1. Allegro 11:59 
[H 2. Adagio 7:43 
H] 3. Rondo (Allegro) 8:40 

Sonata in B flat, KV 292 
Sonate B-dur • en Si bemol 
for Bassoon and Cello • fiir Fagott und Violoncello 
pour basson et violoncelle 

E 1. Allegro 3:42 
E 2. Andante 2:56 
E 3. Rondo (Allegro) 2:42 

Bassoon Concerto in B flat, KV 191 
Fagottkonzert B-dur • Concerto pour basson et orchestre en Si bemol 
(Cadenzas • Kadenzen • Cadences: Klaus Thunemann) 

E 1. Allegro 6:54 
S 2. Andante ma adagio 6:06 
E 3. Rondo (Tempo di menuetto) 4:05 

KARL LEISTER clarinet • Klarinette • clarinette 
KLAUS THUNEMANN bassoon • Fagott • basson 
STEPHEN ORTON Violoncello • violoncelle 
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CULTIVATING A SINGING QUALITY 

During the first half of the eighteenth cen¬ 
tury the upper register of the clarinet 

was its most characteristic feature, and was 
exploited by composers such as Handel, Tele¬ 
mann and Vivaldi. As the name implies {clari- 
netto, diminutive of clarino), it was then 
widely regarded as the woodwind equivalent 
of the trumpet. Some chromatic notes were 
available on the early two-keyed instrument 
by means of cross-fingering, but in the lower 
compass these were sometimes unsatisfac¬ 
tory. A further restriction upon the clarinet’s 
capabilities by comparison with the flute or 
oboe derived from its principal registers lying 
a twelfth apart and therefore in different 
tonalities. Mozart may have known the two- 
keyed instrument in Salzburg, where it found 
a place in military bands; he also encountered 
the clarinet during his London visit of 1764. 
However, his letter from Paris in 1777 surely 
refers to the sweeter, more expressive instru¬ 
ment which evolved in its five-keyed form in 
the Classical period: “Ah, if only we too nad 
clarinets! You would not believe the glorious 
effect of a symphony with flutes, oboes and 
clarinets.” 

Mozart was thus already receptive to the in¬ 
strument’s qualities when he began his friend 

ship with the clarinettist Anton Stadler soon 
after he moved to Vienna in 1781. A review of 
Stadler’s playing from 1784 gives some indi¬ 
cation of his musical eloquence: “I have never 
heard the like of what you contrived with your 
instrument. Never should I have thought that 
a clarinet could be capable of imitating the 
human voice so deceptively as it was imitated 
by you. Indeed your instrument has so soft 
and so lovely a tone that no one with a heart 
can resist it.” Stadler himself recommended 
that the essentials of music should be learned 
through singing, whatever the quality of one’s 
voice. Significantly, he also cultivated an en¬ 
thusiasm for the low register of the clarinet, as 
indicated by his appointment as second clari¬ 
net in the Vienna court Harmonic, and also by 
his espousal of the basset horn, a tenor instru¬ 
ment usually pitched in F and at that time 
relatively new. Mozart responded to his re¬ 
lationship with Stadler by writing increasingly 
idiomatic clarinet parts in serenades, in three 
of the piano concertos and in the Trio with 
viola and piano. For both the Quintet (1789) 
and Concerto (1791) Mozart opted for the A 
clarinet as solo tone-colour, a rather unusual 
choice since at that time the slightly longer in¬ 
strument was widely regarded as more lifeless 
and melancholy in tone than the more popular 
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B flat, though nowadays its more mellow 
qualities seem entirely appropriate to the two 
works. By the time of their composition 
Stadler had extended the range of his clarinet 
downwards by four semitones, so that the bot¬ 
tom note was the tonic, as on the basset horn. 
This basset clarinet was Mozart’s intended 
concerto instrument, as is evident from a 
preliminary sketch of part of the first move¬ 
ment for basset horn in G, and from an early 
review of a first edition, in which the work had 
already been altered to suit the normal A 
clarinet. This is the well-known version 
recorded here. 

Mozart’s complete understanding of the clari¬ 
net is apparent from every page, and even the 
introductory nature of the opening tutti is an 
indication that the whole concerto belongs 
essentially to the soloist. Mozart’s preoccu¬ 
pation with cantabile melody opens up a new 
world of sonority, particularly in the central 
Adagio. To complement this, the idiomatic 
use of wide peals over the whole extensive 
range transfers an operatic technique which 
can occasionally imply a dialogue between 
two distinct voices. The virtuosity is always at 
the serive of the music, whilst initiating 
numerous figurations which soon became an 
integral part of first-rate clarinet writing. The 
bitter-sweet quality of much of the musical 

material reflects Mozart’s close juxtaposition 
of contrasting moods throughout his dra¬ 
matic works. Overall, his innovative exploi¬ 
tation of technical possibilities forms only 
part of his realisation of a quite new aspect of 
the clarinet’s character, and in this last in¬ 
strumental work there are also signs of a dif¬ 
ferent approach to concerto writing, with 
ensemble considerations and solo virtuosity 
an ever-increasing spiral. 

The Bassoon Concerto, written in June 1774, 
shows the influence of opera at a much earlier 
stage in Mozart’s life. A comparison with the 
Clarinet Concerto undeniably reveals the 
magnitude and depth of his achievement over 
a period of less than 20 years. However, the 
youthful work also illustrates his early ability 
to draw upon the widest possible range of 
musical styles and the alacrity with which he 
grasped the essentials of idiomatic writing for 
orchestral instruments. The combination of 
lyricism and brilliance is already evident, with 
the bassoon’s agility as prominent as its vocal 
qualities. The key of B flat suits the bassoon 
particularly well, the darkness threatened by a 
soloist of low register offset by the oboes and 
unusually high-pitched horns. The tenor 
register of the soloist is featured against 
muted strings in the aria-like Andante ma 
adagio, though the lowest notes are also 



floated without violating the atmosphere of 
the whole. The little phrase with which this 
movement begins appears in a notebook writ¬ 
ten when Mozart was eight, recurring later in 
“Porgi amor” in “Le nozze di Figaro.” In the 
finale Mozart unusually follows J.C. Bach in 
providing an energetic minuet in rondo form, 
around which the bassoon weaves intricate 
variations revealing various aspects of its 
character. 

Mozart’s appreciation of the bassoon at the 
age of 18, only a year after the composition of 
his first piano conceto, formed the basis for 
some highly characterful writing throughout 
his operatic and symphonic output. Mean¬ 
while, though Mozart’s Bassoon Concerto 
was by no means the first in its field (Vivaldi, 
for instance, wrote almost 40), recent 
examples were so rare by the end of Mozart’s 
life that when Andre published it in 1801 a 
second edition became necessary a mere four 
years later. 

The Sonata for Bassoon and Cello K. 292 
(196c) survives only in a Breitkopf and Hartel 
edition of 1805. The work was almost cer¬ 
tainly written in Munich during the first half 
of 1775 for Baron Thaddeus von Diirnitz, an 
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enthusiastic amateur player of both bassoon 
and harpsichord. He was also the recipient of 
a total of three bassoon concertos by Mozart, 
of which only K. 191 has survived. In style 
this sonata closely resembles the piano 
sonatas K. 279-283 (189d-h); the rather dry, 
precise quality of expression illustrates in par¬ 
ticular the influence of Haydn, notably in the 
rondo finale. The character of the material is 
reflected in the overall structure, with vir¬ 
tually exact recapitulations in the first two 
movements, and development sections which 
merely elaborate the preceding cadences 
rather than exploiting the potential of the 
principal subjects. The musical language 
throughout is essentially homophonic, with 
momentary elevation of the cello from its 
accompanying role when some rudimentary 
imitation occurs. The unusual combination of 
timbres in this sonata enables Mozart to 
explore once again the singing, expressive 
character of the bassoon’s tenor register, his 
idiomatic treatment of the instrument now 
harnessed to a more intimate, occasional 
piece of chamber music. 

Colin Lawson 

© 1989 Philips Classics Productions 
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