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ABSTRACT .

The purpose of this thesis {s to determine the historical
-significance of three clavier concertos by Johann Christobh Friedrich
Bach (1732-1795). A stytistic/structura1 analysis of one published
work, the Concerto in E major (1765), as well as two unpub]?sheo~ \

works, the Concertos in F major (1787) and E-flat major (1792), is
undertaken, . * | - o

The first chapter provides a b1ograph1ca1 sketch of the
composer, - A brief exam1nat1on of Bach's early years is. fo1lowed
by a discussion concerning h1s pos1t10n at the Buckeburg court,
lasting from 1750 to his death in 1795, Bach's funct1ons as court
conductor and composer, his contact w1th the nus1ca1 world through
his acquaintance with contemporary scores, his compositional act1v1ty,
wh1ch 1nc1uded a d1vers1ty of both voca] and 1nstrumenta] works, and
‘h1s contemporary stature as a competent nus1c1an of the "o1d order"

form the bas1s of th1s discussion, There is an exam1natlon of the

consequences of the London trip of 1778 wh1ch/resu1ted in Bach's J

adaptat1on of the c1a351ca1 compos1t1ona1 sty]e and the acqu1s1t1oh

of an Engl1sh p1anoforte

The second chapter provtdes a histortca] perspective to
Bach's works by trac1ng the emergence of the classical c1av1er con-
'certo from the 1n1t1at1ves of Johann Sebastian Bach, through the
| contr1but1ons of Emanue] Bach and Chr1st1an Bach, to the cu1m1nat1on
of Mozart 5 works A1l of Frledr1ch s known c]av1er concertos are

subsequent]y introduced,: including the ones now lost.



‘rial comments are also included.

‘?"

The third chapter provides an ana]ysis of each movement of

~the Concertos inE maJor F major, and E-flat maJor The forma1

structures, compositiona] and brchestrat1on techn1ques obServed in
the concertos are found to be character1st1c of the period ‘in which
Bach 11ved - More spec1frca11y, there are certain similarities
between Friedr1ch s works and thpse;of his brothers, Emanuel and
Christian. In both of Friedrfch's later concertos, a modified con-
certo-sonata design is emp1oyed for the ftrst movement, a ritornello

or rondo'struCture for the seéOnd, and rondo form for the finale.

The later works reveal a greater -skill in the treatment of thé

_orchestra, There seems to be both external and sty11st1c ev1dence

to suggest the use of the pianoforte, in the f1na1 - flat-major

l

Concerto. ) : ’ +

As a ‘conclusion to the thesis, Friedrich Bach is shown to
be a composer Who knew.his craft, hut who Tacked the inspiration of
a%rea1 innovator, | | |

The score edition of Bach's unpublished F-major and E-flat-

major Concertos in the appendix were compiled by the author. Fdito-
Q"



\ TABLE OF CONTENTS -~ -~ s
Chiapter | . "; .i o S L - Page
1. BIOGRAPHICAL SKETCH . e e AT
n ‘The Pre- Buckeburg Years .. ; e e ; . .‘ ..... 1
The Buckeburg Court e e e e e e e 2
Contact with the Contemporary Musical World . . . .. 10 =
The Blickeburg Court . . . . . . . . .. .. ... 10
Consequences of the London Trip , . ., . ., . .. 13
Overv1ew of Bach's Compositions . . . ... . . . . .. 14
. Contemporary Stoture ..... P e e e e .f. L1
| 2. THE KEYBOARD CONCERTOS:"AN‘INTRODUCTION. e 20
| | 'Emergence of'the Classioa1 Keyboard EOncerto ..... 20
The Concertos of J.C.F. Bach. . . . . R

3. ANALYSIS OF THREE CLAVIER/CONCERTOS BX_J;C.F. BACH., ... . 38

First Movements . . . . v . . .« .. ... ... .. 38
Introduction. . . . . .. ... e e e e e e e 38
Goncerto in E Major: Allegro . . . . .. ... L 42

‘ Concerto in F Major: Allegro moderato. . . . .. 50
Concerto in’ E-flat- MaJor A11egro ..... Y/

Second Movements, . . . . e e e e e e e e e e e e 73

» Introduction, ., ... , . ... e e e e e . v 73
Concerto in E Major: Adag1o sempre piano ... . 74

Concerto in F Major: Larghetto.. . . . . . . .. 78

Concerto in E-flat Major: -Romanza. ... . . . . . £§4

Th1rd Movements . . . . . . . e e e e e ... Y
Introduction, . ,..', . .. .. ... .. e . 94

Concerto in E Major: Allegro moderato. . .. . . 96
Concerto in F Major: Rondo Alleqretto. . . . . . 104

Concerto in E-flat Major: . Rondo AMlegro. . . . . 113
4. SUMMARY AND CONCLUSIONS ... . . o v v w .. .. .. .. 128

‘BIBLIOPRAPHY e B £ 10



: ‘ . ‘l ,‘ ' p»» \. | .v: | 2’ Ipage

o APPENDIX Ed1t1on of ‘the Concertos in.F Major - -
and E-flat MaJor by J.C. F Bach. Loe e e e oo L, 140

Preface to the Ed1t1on . e .';,,;, e e ,‘,;, ... 7140

Concerto in F ”aJOVA'-"- fl, . . .‘;’._. . Ce e ..o 142

“Concerto in E-flat Major. . C e c e .f.., . .. 269

‘ AfEdiforial Comments. v v v v uw R LY

-+ Concerto in F Major . . . . L0 . .. L0 L. 457

\'; Concerto in E-flat Major. . . . . . .. ... ... ..470
RS o : b -



© T LIST OF MUSICAL EXAMPLES.

.Example Page
1. AConcerto in. E major, Allegro, pr1nc1pa1 ' L
- _ 'rltorne11o theme, bars 1-6 of v1o11n I . ... .. 44
C 2. Concerto*1n‘E maJor A]ngro, stretto ‘4: ~
presentations, bars 98-102 of the :
keyboard e e e e e e e, S e e e e oo, 45
3. Concerto in E maJor Al]egro bars 33 ; o
o and 86 of the keyboard e e e e e e e e e e 49
4. . Concerto in E major, Allegro bars 57- 68 i L
. . of the keyboard ..... e e e e e i e e 49,
5. Concerto in F maJoF A]]egro moderato, B . o W_
- bars 1-8 of v1o11n oo oo oo oL, e e e ,“.XXSO
) ‘ ° . i W
6. Concerto in F major, A11egro moderato, ; i
‘ motive a, bars 16 18 of violin I Ce e e e Ce 51
7. Concerto in F major, Allegro moderato, . |
. preparatory’ techn]que, bars 105-107 v .
of the keyboarq ................... 55
8. Concerto’ in E-flat major, Allegro,
motive a, sect1on 1, bars 1-4 of ‘
violin I, ., [ .. e e e e Wete o Wt .., 58
9; Concerto in E-flat maJor ~Allegro,
- motive al, section la, bars 9-12 of ;
cvielin I, . ... .. et e e e e e . 58
10. - Concerto in E-fTat major, Allegro,- ®
motive x, section 2, bars 16-17 of :
Soboe I L. . 58
Ornamented motive x, bars 20 21 of ‘
V]O]'ln I . . . . . . . . . . . . . . . . . o\ . . . . 59 .“
11. Concerto in E-flat maJor A11egro, .
variation of motive a, section 4, ,
bars 33- 34 of violin I . . . . . . ... ..... . 59
12. Concerto in E-flat major, A11egro, |

opening of section 6, bars 61-62 of - .
oboe I, . . ... .. S 10



Example ' L _ : S Page

13. Concerto in E~-flat major, Allegro,
opening phrase of theme h, bars 105-108
of the keyboard, . . . . T

14.  Concerto in E-flat major, Allegro, L
theme 1, bars 151-154 qof the keyboard. R

15, Concerto in E- f1at major, Allegro,
: bars 24-25 of the basso, 25-26 of
oboe I e e e e e e e e e e e e

16. Concerto in E-flat méjor, Allegro, o
barsh95—96 of the keyboard and violins . .. . . . .

\v,&7. Concerto in E major, Mlegro, bar™3 oF :
the strings, . . ... . . . ... .. . S Coe e .

Concerto in E major, Adagio, bar 1 of
the strings, . . . . . ... .. e

18. Concerto in F major, Larghetto,
motive a, bars 1-2 of violin I. : \
Motive al, bars, 5-6 of violin I, \
Abbreviated motive al, bars 20-21 of A
violin I . .., . .. ... e e e e ee e oo .79

19. Concerto in F major, Larghetto, \
motive by bars 9411 of violin IT , , , . .. o 19

20. - Concerto in F maJor Larghetto,. L
bar 35 of the keyboard and basso . . . . ., . .. . 84

21. Concerto in E-flat major,. Romanza,
' motive a bars 1-2, 5-6 of the “
% - keyboard ............ e e e e e e e .85

22. - Concerto in E-flat major, Romanza,
~ motive.a, -bars 9-10, 13-14 of , , .
cviolin I ., L L L., e e e e . e e ... 86

23, Concerto in E-flat major, Romanza, 5} o
' -+ motive x, bar 23 of the keyboard*. , . ., .}, .-. . . 86

24, .Concerto in E-flat major, Romanza,
' expanded motive x, bars 37-38 of the
_oboes and v1o11ns e ete s e e e e e e e ‘. . 87

25, Concerto in E flat major, Romanza,
bars 73-74 of the violins and keyboard . . . . . . . A8

o+



Example Y , a ’ o Page
o N o PR B
26. - Concerto in E-flat major, Romanza,

bars 79-80 of the keyboard . . . . . .. . . . .. . 89

27. - Concerto in E-flat major, Romanza,

bar 143 of the keybeard. . . . . . .. ... .... 9

28, ConcertO‘in E-flat méjor, Romanza,
N bar 149.0of the keyboard. . . . . . B 91

29. Concertd in E'major, A]]egro moderato, |

principal ritornello theme, bars 1-4 : -

of wiolin o . L 97

30, Concerto in E major, Allegro.moderato, o

bars 15-17 of the violins. . . . . . ... .. . . . a7

. C 3

31. Concerto in E major, Alleqro moderato,

bars 49-52 of the keyboard. Bars
+ 57-60 of the keyboard., Rars 73-76
of the keyboard. . ™. . ., .. .. ... ... .. 9899
A . .
32. . Concerto in E mafor, Allegro moderato,
clavier version of ritorneilo head .
motive, bars 29-30. IMotive in solg
>~ phrase in ‘exposition, bars 37- ., of (
the keyboard. Motive in sequence in
dévelopment, bars 117-118 of the .
keyboard, Motive in sequence in
recapitulation, bars 168-169 of the T ' ‘
keyboard . . . . . .. . .. e ere e e e e e 102-103

¥

33. Concerto in E major, Allegro moderato,ﬁ
bars 62-63 of the strings ‘and . PR
tokeyboard ... Lo L e e e 104°

34. Cdncerfo in F-major, Rondo Allegeetto, : '
- figure x, bars-41-47 of the keyboard . ., ., . . . 107

35. Concerto in F major, Rondo Allegretto, - :
bars 45-46 of the keyboard . . . . . . e e e e e . 107

~

' 36.  Concerto in F major, Rondo Allegretto, v
- bars 96-98 of the keyboard . . . . . e e e e e . 109

37. ‘Concerto in F major, Rondo Allegretto, .
episode II1, bars 142-144 of the
kKeyboard , ., . . . . . . . . . .

11N



ExampTéf

38,
39
40,
41,

42.

43_‘

Concefto in E- f]at manr, Rondo Allegro,

ep1sode I, bar 53 of the keyboard. . . . . .. ... l1g e

Concerto in E-flat major, Rondo Allegro, , B
episode I, bars 45-48 of the keyboard. . . . . . . . 116

1]

.Concerto in E£flat major, Rondo Allegro,

episode I, bars 65-68 of the keyboard. . . [ . . . . 117

Cpnceﬁfo in E-flat-major, Rondo A11egfo,
episode III, bars 132-133 of the - » .
keyboard and strings . . . . . e e e e e e - . 119

Congerto in E-flat major, Rondo A11egro,
‘second ending to part I, episode IV,
bars 235-237 of the keyboard and < : ~
strinss. J ............ e e e e ceowow12l

. Concerto in E-flat mijor, Rondo Allegro,

episode IV, bars %5§~259 of oboe I , S
and horn I, ., , .. e e e e e e e . coea . 122



LIST OF FIGURES

‘Figure
1. “* Plan of a typical concerto first N
movement in-a major mode by Emanuel .
Bach . . ... . ... .. e e e e e e . e e
2., "PTan’of a typica1:concerto-sonata_ .
movement by J.C. Bach., . , ., . . O
3. Plan of a conCerto-sonéta movement b} : .
Mozart .., . . . T PR
4. Formal design of the E-major Allegro,
- Concerto in E major. ¢ . . ... . .. e e e
o5, Formal design of the F-major Alleqro
o moderato, Concerto in F major, . . ., . ... .. Yo e
6. Formal design of ritornello I, Allegro,
o Concerto in E-flat major . . . . .. D
7. Formal design of solo/orchestral
‘exposition, Allegro, Concerto in :
E-flat major . . . . S
- 8, Formal-design,of:the E-flat-major . | ,
- Allegro, Concerto in E-flat major, e . oo,

’ 9.> Formal design of the A-major Adagio,

sempre piano, Concerto in E major. . . . . . . .. -
10, Formal design of the C-major Larghetto,
Concerto in F major. Sttt e e e e e e e e,
a7 11, Formal design of the C-minor Romanza,
Concerto in E-flat major . . . e e e e .

12. - Formal design of the E-major Allegro

moderato, Congerto in E ma@on;“. e e e e e e e,
13. " Formal design of rondo I Rondo _ . :
A11¢gretto, Concerto in Fmajor., . . . . .. e e e

14, Formal design of the F-major Rondo .
. Allegretto, Concerto in F major. . . .. .. . T e



Figure

15,

16.

i

Page
Formal design of rondo I, Rondo Al]%gro, ,%
Concerto in E-flat major . . . . . .. ... A
Formal design of the E~flat-major Rondo .
Allegro, Concerto in E-flat major. . 124-125
: . 3
v‘s ?
L
4
{ .
TN
.
2

xiii -



Chapter 1

BIOGRAPHICAL SKETCH:

The Pre-Biickeburg Years

Johann Christoph Friedrich was born on June 21, 1732, the
fifth son of Johann Sébagpian and Anna,Mégdalena Bach. 4Littie is
known of his fiﬁgt eighteen years,excépt that he attended fhe 
Thomasschule and that he began to studyllaw at tHe University of
Leipzig before turning to music full time.

It is believed that Sebastian was Friedrich's sole early )
musical influence, becaﬁse there‘wou1d not have been an opportunity
for~cher stylistic influences., For exam§1e, mbsic performed at
the Uni?ersity of Leipzig was préqominantTy inf]ueﬁced by Sebastian
and his followers, Altnikol, Agricola, Homilius, Kirnberger, Kittel,
and Mithel, Also, by\1740,vthe3number of touring musiciéns received
in the éach'househo1d was mosﬁ 1ike1y on the decline, because
Sebastian was in a period of artistic alienatfoﬁiin regard to his
contemporaries, and Saxony was politically unétab]e at tﬁe tfme.

Under his father's quidance, Friedrich became a ski]]ed

organist, player of other keyboard instruments, and composer. ‘It

: 1The major source of biographical information employed in
this chapter is Hannsdieter Wohlfarth, Johann Christoph Friedrich
Bach: -Ein Komponist im Vorfeld der Klassik, Neue Heidelberger
Studien zur MusikwissenscHaft, Band 4 (Bern. und Minchen: Francke
Verlag, 1971). Other souhces include:  Percy M. Young, The.Bachs:
1500-1850 (New York: ThomasvY, Crowell Company, 1970), and Georg
Schinemann, "Johann Christoph Friedrich Bach," Bach-Jahrbuch 11
(1914), pp. 45-165.




can be assumed that Friedriéh's musical instruction took the same
form as Emanuel's had earlier. However, there was now the distinc-#"
tion ﬁhat Sebastian's works no longer comprisedbthe general, con-
temporary musical 1anguage, but rather wére regarded as histofical
relics. Friedrich's output dne. not include compositions in his
father's contrapunfa] genre, with the exception of a fughetta for
c]avié?, which he wrote on the subject of H—C;F B-A-C-H2 in a friend's
album, .Yet, Friedrich ddmired Sebastian: This is revealed by the
fact that he owned a large number of Sebastian's'works, and\con-
“tinually sought to inérease his ho]dings.” He reworked some of his
.father's chorale hafmonizationss employing them in his cantatas,

and a1sq reworked Sebastian‘é A-manr’violin sonaté (BNV-IOES) for

‘cemba1o'so1o.

The Biickeburg Court

From 1750 to his death in 1795, Friedrich was in the nusical
service of tﬁe Blickeburg. court in northern Germany. Here, a sig-
nificant part of Bach's courtly obligations included the composition
of various types of functional works. The first Count, under whom
~ Bach served, was Wilhelm zu Schaumburg-Lippe. The Count was a rep-
reséntative of.enlightened absolutism, introducing many social
refofms, whiie maintainiﬁg the formal aloofness between himself ‘and

his subjects. The court staff was expected, although not fdrced,v
o ‘ : ;

2The letters, H-C-F, symbolize Bach's initials, namely,
Hans (short for Johann) Christoph Friedrich. :

LY



to adhere to his own arti;fic tastes. Music was still viewed as
part of the cohrt.ceremony and was headed by a‘courf marshal, Thjs
individual supervised the musfcians, making suré that they'pe;%orméd
with punctuality.
Count Wilhelm was determined/to make BUckebeg into a cyl-
‘tural center comparab]e‘to Berlin, the royal residence of Friedrich
3

II,” and spared no'éost in bui1d1ng his orchestra to a high artistic

level. Friedrichkgach was appointed Cammérmusikus,'more specificaT]y,

continuo player, in 1750, most Tikely on the recommendation of
Emanuel Bach. Probably around this time askwe11, violinist Angeio
Colonna was appointed as concert master, and composer Giovanni .
B;ttista Serini, conductor, the highest ranké among the musicians,
The remaining orchestral positions were filled with ﬁ%si\'ans also
~capable of serving in the chancellery.

The court Qrcﬁestra during Friedrich's‘time compri§ed fif-
teen instrumentalists--two oboiéts, two. horn players, one bassoonfﬁﬂ,
six first and second‘vio1iﬁists, one violist, ce]]ist,_double-basé/
player, and continuo ﬁ]ayer. It is most Tikely that the oboists,
who be]énged to the mi1itary, also served as f]autists; The only
instruméntalrparts which ihvb]ved‘more than one p]ayer‘were those
of/the violins, There could have been a makimum of ﬁﬁree first and
three second_vio]ins. The choir for vocal works was most probably

'rcohposed of members of the Lutheran Reformed Church choir, as -well

as students frbm‘the school .

Salter Hfaacke, Die Sohne Bachs: Vier Musikersthicksale

T_ 22 &t __
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In addition to‘the regular evening court concerts, which
were held twice weekly, theré were additional performances for
special ceJebratibns.4 Only a'select audience was allowed to attend.
Sometimes the Count, an ab]e_keyboahdtp]ayef himself, would conduct
a pe;formancé. He revealed a distinct preference‘for fta]ianimusic.
to the exc]qsfon of‘a11 other national styies; Thus, only Ita]iah
operas, oratorios, cantatas, arias, symphonies, and.chamber music
of the early and middle eighteenth century were performed at the :
' BUckebﬁrg court in the fjrst decade of ‘the Countfs'reign; ' |

In.1755 Friedrich married the court singer, Lucia Elisabeth
Miinchhausen. A year later, and just ppecedfhg thg‘Seven’Years War,
Colonna and Serini left Bﬁgkéburg,for reasons unkn&ﬁﬁlvfjheir com-
hined duties of concert master, conductor and composer grédﬁé11y\
fell to Friedrich, é]though he did not officially acquire the‘tit1é
* concert master until 1759. By at least 1763, after the conclusion
of the war, and the return of Wilhelm to'BU§keb§rg, Friedrich com-
pletely fulfilled all of Ehese.funct{ons. As courF composer,
'Friedrich'wés expected to produce instrumental combositfons in the
[talian style. It is?interesting to note the discrepancies in
fncome between the two Ifa1ians and Friedrich, again revealing t;e

Count's Italian bias. Colonha had received 600 Reichsta]eh, Serihi,
; . o

480, while Friedrich received a mere 416 RéichSta1ef.
yan
\ A - '
AN Karl Geiringer, The Bach Family: Seven Generations of :
Creative Genius (London: George Allen and Unwin Ltd., 1954}, p. 381.

Skar] Heinrich Bitter, Carl Philipp Emanuel and Wilhelm
Friedemann und deren Briider, 2 vols, (Berlin: 1868), II, 132.




Aside from court functions, Friedrich'examined musicians,
gave verdictsvon organ rebarations, and conducted interyieys for
musical positions in the town and immediate area,: Ne was 31s0 a°
good pedagogue, two of his students ach1ev1ng conteMporary i\etus.
One, h1s son, W11he1m Fr1edr1ch Ernst, became a touring clavier
v1rtuoso, conductor, and later keyboard jnstructor of the fam11y of
K1ng Frledr1ch Wilhedm II in Ber11n The other AuQUSt Eberhard
Miller, became a p1an1st and c0mposer of keyboard cOncertos Thomas
Cantor in 1804, and _compiler of the 1804 Klavier- und Forte- P1ano
Schule. R
. In 1765;;Count Wilhelm marrted Maria Eleonore zur Lipoe—
* Biesterfeld (1744ri776). Th?sayear also marked the arriyal df the
phi]osopher, Thomas. Abbt, who became very friendly with the‘count
The ensu1ng gloom that descended upon the court after Abpt's sudden
death in 1766 probab]y made Bach yearn for the advantages and greater
freedom of a p051t1on in a city. He subsequently applied for the
vacant'Hamburg position‘left by Telemann in 1767. However, he was.
turned down in favor of his brother, Emanyel. 6 |

Contrary to her husband's preference for the Italian 1nstru-
mentaT music, the Countess adored music governed by the emotions,
a sty1e identified by the German word E Empfindsamkeit, meaning sen-
S1t1v1ty She was pietistic, and her att1tude towards artists was
- one of awe, part1cu1ar]y towards Fr1edr1ch 7 In 1771, she found a
—_—

6Ge1r1nger, The Bach Fam1]y, p. 381,

Ib1d , p. 382,



-supporter ih the new]y"appointed court pastdr and consistorial coun-
sellor, Johann Gottfried Herder, Herder Wasa well-known writer,
ehi1050pher7 ahd Ti%erary critic, Qho‘steyed!at the court until ‘1776,
Part1y due to the 1nf1uence of Countess Mar1a Herder exper1enced
an 1ntens1f1ed emotionalism.in his re11g1ous outlook. His Biickeburg

. stay also constitutes his Sturm und Drang period.8 Herder viewed

_musjc with reverence. To him, music reﬂresented more than a Mere
) entertaining art form; it was re1ated to the.innermost‘strengths of
nature,” Thus, there resulted a polarization at court, due to the
absolutism ef the Couneﬁon fhe one hand, and the-pietism of the
Countess dnd emotionalism of Herder on the other, wh11e the Countess B
‘would 1lsten reverently 'to a performance .the Count Toved to converse
.‘w1th Herder (much to the chagrin of the latter) dur1ng a concert,
Fr1edr1ch adJusted to the new- 1nf1uences by increasing his:
vocal output‘and neg]ect1ng his symphonic.composition. Herder,-who
' waslmost‘interested in the ré]ationship betWeen‘text and music,
especially tone paihting, co]]aboratedrwith Friedrich in the compo-~

sition of cantatas, oratorios and even opera.lo The use of the

Italian style now gave way to Empfindsamkeit in Bach's compositions,

A}

In music, the subjective quality of Empfindsamkeit is expressed by

i
N

8N1co1aus Heutger, Herder in Niedersachsen: Zum 200.
Jahrestag seiner Ankunft in Bluckeburg (Hildesheim: August Lax
VerlagsbuchhandTung, 1971) pp. 22-23,

9Nalter liora, “Herder Johann Gottfr1ed " Die Musik in
Geschichte und Gegenwart VI, 211 212, »

10Haacke, p. 35.
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abrupt dyhamic, textural and harmonic changes, melodic chromaticism,

‘. and dramatic pauses.

-

These were to be the happiest years of Bach's 1ife, for he

+ received approbation, and achieved the height of his reputat1on at

11 " %

court,

" In 1777, following the death of Wilhelm, Count Philipp Ernst

~ took over the regency Wh]]e he differed Tittle from his cousin in

his mus1ca1 taste and attitude towards h1s mus1c1ans, Philipp cur-

tailed spending, and a]so reduced Friedrich's salary, vHowever the

court orchestra remalned one of the best in Germany 12 The Count

-expected Fr1edr1ch to- ma1nta1n orderly filing of the acqu1red musi-

cal compos1t1ons, to see to the care of the 1nstruments, and to make
a regular 1nventory of both 1nstruments and music. Two regu1ar
concerts were he1d weekly, from three to six p.m. on Sundays and

Thursdays

Bach 1eft the Buckeburg court for a per1od of three months,

beg1nn1ng in May of 1778, H1s destination was London, and proved

to be the first and only foreign excursion, . The purpose of the trip
was to accompany his son, Wilhelm Fr1edr1ch Ernst, who was to study

under his famous uncle, Johann Christian. Father and son initially

~stopped over in Hamburg to_visit Emanue1, where,wilhe1m1a1so gave

13

~a public performance. : ,

11Haacke p. 36,

126e1r1nger The Bach Fam11y, p. 384,

B1bia.



' in London at fhe tfme of Friedrich's trip, Christian was at
the climax of his career and popularity. Concerts by,Abe] and
Christian were being held in the Hanover ‘Square rooms, Vauxha1}.14

Friedrich's son even had the opportunit}'to appear at the concerts.

Chkistian's opera, Clemenza di Scipione was being performed in the

city, and h1s Amadis des Gau]es was. soon to appear in Par1s 15

~w

It was the.per1od of Chr1st1an s Op. 17 keyboard sonatas
quintet for winds and strings, his Op, 13 Leyboard concertos, end
climaotic Op. 18 symphonies., The new form of four-hand keyboard
pieces, w1th wh1ch~Fr1edr1ch probab]y became acqua1nted for the :
first time, was also be1ng employed by Chr1st1an

| In. London, Fr1edr1ch was 1ntroduced to the Eng11sh piano-
‘forte for the f1rst time, shar1ng Chr1st1an s enthus1asm for it. 16

Upon h1s return to Biickeburg, Fr1edr1ch brought with h1m
many of Chr1st1an S works, including operas, clavier sonatas, and:
concertos, as well as an Engl1sh piano, o

“In 1780 Count Philipp Ernst married the}1fbera1 Princess
Juliane von Hessen Ph111ppstha1, resu1t1ng in a soc1a1 change at

: the Buckeburg court, This became espec1a11y obv1ous when Ju11ane
assumed regency after the Count's death in 1787. Gone was the

stiff, formal court etiquette. Juliane not only invited all edu-

cated people in Blickeburg to attend the.conoerts; but also encouraged

Yeeiringer, The Bach Family, p. 384,

Brbie. o
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. and Demoiselle Delius in Bie]efe]d

\\,
\

A

partiCipation in the performances themselves, Diiettanteé ahdbeven

the Countess partiCipated Juiiane'aiso enjoyed a daily lesson on

\
the pianoforte, given by Bach,

[

- For the first time in Buckeburg history, the court requested

the comp 51tion of pieces for- dilettantes, such as easy keyboard
sonatas, variations, c]av1er sonatas with one or two me]ody instru-
~ments, and strophic songs of folk oharacter These pieces now formed
a significant portion of Friedrich's output, He published. many of

them in a quarteriy pub]ication of 1787/88 called Mu51kaiische

Nebenstunden. The series was mainly intended forgthe instruction

ERY

and Hausmusik of the amatehr.17k'Main1§ galggi_ciavier pieces were
included, although there'were also Ligger} duos, clavier arrange-
ments of symphonies and cantatas as weiil Amdhg the 4?0 subscribers
. all over Germany were Forkel in Gottingen Lemme in Braunschweiqg,
18 However, the prdHectnedhid )
not have been over]y popular, as it only 1a§ted a year, ‘

The appearance of Vioiinist Franz Christoph Neubauer around
1793 at the court proved to be a trying time for Bach. Neubader,
who had been acquainted with'Haydn, Mozart, HWranitzky, Kotzeluch,
and others while in Vienna, was\ahiowed»to perform hisuworks_at

court. . He was of a new oader, composing his works with speed, amid-

17Kari Geiringer, "Unbeachtete KompOSitionen des Biickeburger
Bach," Festschrift Wilhelm Fischer, Innsbrucker Beitrige zur-
. Kuiturwissenschaft Sonderheft 3 {Innsbruck: 1956), p. 103,

‘ 18Geiringer The Bach Famiiy, p 384, “It-is believed that
Demoiselle Deljus was the aunt of the grandfather of Frederick
Delius. See Young, PP. 231-232. °
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" the crowds of his hotel, -Bach, of the.old order, composed more

method1ca11y, at a spec1f1c time in the norn1ng, in a quiet room.
Perhaps it was part]y the r1va1ry with Neubauer whwch induced |
Friedrich to return to symphonic composition, now in a Targer com-
pass, for it was in th]S genre in which Neubauer was strongest

Also, the symphontc form had -generally become 3 measurement of

oA

success of the times, since the appearance of Haydn. The enthu-

s1ast1c recept1on with which Neubauer was greeted resulted in a

[}

1ower1ng of Fr1edr1ch 5 esteem o
Not 1ong thereafter, following a short i]]ness, Bach died

~of a "high pectora] fever,* on January 26, 1795 19 He was buried

Jn the Jetenburg cemetery in Buckeburg

3

e, Contact with the Contemporary Musical Horld

@

The BGckeburg Court

At the Buckeburg court Bach kept contact with the mu51ca1
world by study1ng the scores of contemporary composers, Operas
symphonles, cantatas, arias, and chamber music, all components of
the contemporary repertoire were found in the Buckeburg 11brary 20

| The 1n1t1a1 years spent at the Buckeburg court were compar-

able to an extens1ve Jjourney to Italy, because of the‘exc1uslve

\
\' "

N 19Char]es Sanfdrd Terry, "Bach, Johann Christoph Fr]edr1ch .
Grove's Dictionary of Music and Nus1c1ans (5th ed., edited by Eric
Blom, 1954), I, 328. : A

2 Eduard Reeser The Sons of Bach trans]ated from the
Dutch by W.A.G. Doyle Dav1dson (Stockho1m Continental Book Co.,
1949), p. 44. ‘s
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performance of Italian works Ser1n1 a1one left beh1nd many works,
1nc1ud1ng symphon1es, chamber, voca] and keyboard works . Fr1edr1ch
would also have been fam111ar W1th the compositions of Abos, Arena,
Cape1]1 Capua, Carcani, Carest1n1,kC1amp1,vCocchi' Conforto,
Fiori]1o, Fischietti Manna, Negri Nasoiin; N1co]a1 ~Paisiello,
Hasse, Pergo1es1 Perez, Traetta, Terrade]]as, Jomel17, Porpora,
Tartini, and A, Scarlatti, It was the Ita]1an style which 1nf1u-
enced Friedrich's early symphonlc ‘and chamber works

The stylistic influence of Emanuel Bach made itself felt in’
Fr1edr1chzs vocal works, such as cantatas, orator1os, Lieder, etc.,
which' in turn were a result of meet1ng the sent1menta1 bend of

p1et1st1c thought induced by. the Countess Mar1a + The early c1avier‘

sonatas also exh1b1t e1ements of Empf1ndsamke1t However, Fr1edr1ch S

symphon1es and chamber mus1c remained 1ndependent of EmanueT S
1nf1uence ’

The friendly coﬁmuhicatiou and mutual respect between the
two brothers is self-evident by the many works of’EmanueI found in
the Blickeburg library. Some of these 1nc1ude the or1glna1 manuscr1pt

- of Emanue]'s Die Aufersteh;ng und H1mme1fahrt Jesu, 21 a copy in

Fr1edr1ch s hand of Emanuel! s 1739 keyboard Concerto 1n E m1nor
Wgq. 5 22 and Emanuel's symphonies. A]so Fr1edr1ch arranged three

of his brother S sp1r1tua1 so]o L1eder for a cappella cho1r

P K]

ZlReeser;.p? 45, ' .

‘ 22See Young, illustrations between pp. 266 and 267, "Wq. "
enumbers refer to Alfred Wotquenne's Thematisches Verze1chn1s der
Werke .von-Carl Philipp Emanuel Bach (W1esbaden Breitkopf & Hartel,
1964 ), '




The o1der brother 1nc1uded a s1gn1f1cant number of Fr1edr1ch'

sfp1eces 1n the 1770 pub11cat1on 1u31ka]13ches V1e1er1ey Severa] of

1

FrIedr1ch S works were performed hy Emanue] 1n Hamburg, 1nc1ud1ng the

secu]ar so1o cantatas, Ino,?? comp1eted circa U784 Die Amer1kaner1n

pub11shed 1n 1776, and the probab]e performance of the Mlchae11s—

24 YA

Kantate wh1ch was comp]eted in 1785. [ L/
Over the years, Fr1edr1ch a]so performed at court symphonaes_"

" by the Hannhe1mers, Stam1tz E1chner, F11tz, and arJas by Ho]zbauer,i'
lsymphon1es of Hagense11, orator1os of Roth and Ro11e 75‘ Hozart 5

;D1e Entfuhrung aus dem Sera11 of 1782 was performed, a1though appar- g
26

fent]y With the exc1u31on of the oboe parts Hoh]farth suggests
7'the poss1b111ty that Fr1edr1ch s own set of var1at1ons on ”Ah, vous-

' d1ra1 Je Maman" was based on hls acqua1ntance w1th MoZart s work on
0,

the same theme K. 265, wh]ch had been pub11shed s1nce 1785 ‘ Rluck' S»_.‘D

opera, lph1gen1e en Taur1de was’ performed at court before 1786

'f;although poss1b1y on]y n an. arranged form. Z?V’
The Buckeburg court nanaged to keep pace w1th the current

"mus1ca1 thought, not on1y by acqu1r1ng current scores, but also - by

“gitter, 11, 116. §

24Young,.pp;;2077‘2?8:22§ ';" B

25RoHe had also been a cand1date for the*yacant‘Hamburg‘f”
pos1t1on in 1767 See Young, p.: 169 ". . jr V IR

265ee Ce1r1nger, The Bach Fam11y, p. 384, and Schunemann,
,"Johann Chr1stoph Friedrich Bach " p. 105, , _

27Schunemann,'"Johann Chrwstoph/Fr1edr1ch Bach "'p. 105
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- way of touring v1rtu051 They included the great organ reCitaiist |

| Georg Joseph Vogler, who gave a concert in Hinden,zg'and flute vir-

Y

tuoso, Friedrich Dulon The latter, though impressed by Friedrich,
29

st111 viewed Emanue1 as the greater

tonseguences of the. London Trip |
The‘three-month London trip of’1778.orovided an especially
impOrtant opportunity for Friednich‘to become familiar with ourrent
musical events. He became aoquaihted.with the norks of Haydn and
Mozart;3o and acquired JOhahn Schobert's.keyboard concertos. Most
importantly, he was siimuiateo and influenced by Christian Bach in
-all of his compositions, except obera Instead of a‘graduai pro-
+

gre551on 1nto the c1a551ca1 sty]e, Friedrich accepted 1t as it was,
I

in its completed ﬁorm, from his brother, and waS'fuliy consc1ou§xof
his stylistic change; | B , S - \\\ |

. The change in Friedrich'socompositionaTstyle‘is most obvious\\S\\ o
in his keyboard work., The propLondon keyboard sty]é,~which was N
mainly influenced by'Emanueis is'exemp]ified in the two clavier . AN
sonafas‘published in 1770, Héré the first movements,}in sonata - o . \\/

form, omo1oy short,initiaT'themes-and modulatory second themes,

There are Tong development sections and sequential chains. The,

28Georg Schunemann, "Friedrich Bachs Briefwechse1 mit
Gerstenberg und Breitkopf," Bach-Jahrbuch 13 (1916), p. 35.

29

Schunemann, "Johann Christoph Friedrich Bach i 143.

: 30Ro]f Benecke, "Bach Johann Christoph Friedrich " Die
Musik in Geschichte und Gegenwart I, 959




such as Alberti basses,

14

second movements have rondo structures, and the third, variation

rondo forms.
In Friedrich's post-London keyboard style, influenced by

Christian, a more transparent texture appears, namely, the "singing
, )
Allegro," in which a melody winds over simple, broken-chord patterns

3 Themes become more independent, and are

well-rounded entities. While the titles of Friedribﬁ‘s keyboard

‘sonatas of 1785-1789 indicate the choice of clavier or pianoforte,

<

“they prdbabTy were intended for the 1atter,vbe;ause of the yse of

crescendo and decrescendo markings. Their first movements make use

of 1ongér theres; the second themes are in the dominant and are

tonally stable; there are shorter development sections, and sequen-

“tial chafns no Tonger appear. The Second movements tend to be in

ternary form, and the third movements tend to,fe in either a "tune-
__ s £
ful rondo" or minuet.32

t ‘ Oveﬂfiew of Bach's Compositions

Like his father, Friedrich Bach adjusted his\composifipnaI
genre to Suit the various requirements and demands of his immediate
environment, his compositions being purely functional. Unlike his

rival, Neubauer, who was driven by inspiration and composed

. 31It should be noted, however, that Friedrich's keyboard

style never quité achieved Christian's degree of fluency and 1ight-

. ness. ‘See William S. Newman, The Sonata in the Classic Era: The

Second Volume of A History of the Sonata.ldea (Chapel Hill: The

.. University of North Carolina Press, 1963), p. 408,
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spoﬁ@aneous1y, Bach was destined to remain the methodica1; dutiful
coqrt mqsicianf
'éach wrote ;‘tota1 of tﬁirty chamber works, spéﬁning his
entire compositional Tife, from 1763 to 1794, Only thnEy-seven'of
‘them are sti]]Aextant fgday.33 The chamber worké inc]udg fifteen
&uqé"for clavier and a he]ody instrument, three trio sonatas for
.,meiody'instrﬁments and tﬁorough bass; four trios for keyboard and
;two melody jnstrumenté; six»quartgts for fl&te, violin, vioTa, and
thorough bass; a sextet for pianoforte, two,horns,“ob0e, violin and .
.née11o; a‘]ost,sepﬁet for two ho}ns, oboe, two‘clérinets, and two
'passoong. L "
Baéh's symphonic wqus appear at the beginﬁ?ng and end of
his compos{;iona] 1ffe; As far'aS'isiinan; Friedrichwwrote&a total
of twenty symphoﬁies,séfthoughAon1J eighé are extant"today.
| Friedrich's first ten symphonies were written bétween 1765
and 1772 and are characterized by iﬁe Italian st}1e.“ Theyva11.have )
three movemgntéiin the traditional Italian fast-QT@wefast design.
fheir instrumentation consists of flutes or oboés, horns aﬁd strings;
horns'and strings, or only strings.i The figured bass is aliays pre-

sent. In the middle movements, the horns and.oboes are not uséd;

however, flutes may occasionally join the strings, or merely strings,

33Information of surviving and known, but works lost since
World War II is contained in Georg Schiinemann's "Thematisches
Verzeichnis der Werke von Johann Christoph Friedrich Bach," Denkmiler
deutscher Tonkunst, erste Folge (Leipzig: 1917; in Neuauflage
herausgegeben und kritisch revidiert von Hans Joachim Moser,
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or muted strings may be employed. Seven of the ten early symphonies
are extant today. a

The second set of ten symphonies was composed in his_1dst
compositional period, namely, 1792-1794, EReflecting the growth of
the symphony, a1{ have four movements, and eight of them have a
slow 1ntroduct1on to the f1rst movement, poss1b1y showing the in-

fluence of Haydn. In add1t1on to the 1nstrumentat1on of two oboes,

two horns aod'strings, two’gymphOnies have two bassoons indicated v
as well, The ffna] B-flat-major symphony of 1794 is the'on1y work
whioh dispenses’with the figured bass. Also, it has the,interesting
insfrumentation of one flute, two horns, two clarinets, one bassoon,
and strings. On]y the B- flat- maJor symphony of this final group of-
symphonies is still extant today

| Friedrich's works for solo clavier inc1ude.81'short, égﬂjylg
piecesﬂ such as dances and variations, 16 sonatas for fwo hands,
and two>four-mand sohatas. Most of these pieces were intepded as
Hausmusik for amateurs ramher than connoisseurs, and as a tesult,
the subscribers to the pub]ished pieces included mainly ladies,
“noblemen and students, | | ‘
Much of Bach's‘vocgl‘music was composed around the time when
" Maria Eleonore and Herder were at the court, namely, after 1765, and
before 1776. However, some works were composed as late-as 1787, A
number of sacred orator1os, for which Bach was most remembered in

Blickeburg, cantatas, and operas are based on 11brett1 by Herder.

Hic vacal warke alen inrlude mntetc cannc far a rannella ~rhain
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Contemporary Stature

A number of Bach's combositions were published during his
lifetime. Among the‘chamber_works, six‘quartéts,ba trio, énd five
of his duos were published between circa 1768 and 1787. Exéept for
the D?major symphony of 1775, which appeared as a keyboard arréngef

ment in his Musikalische Nebenstunden, none of Bach's symphonic

cdmpositions'Were pub]ished'during his lifetime. Bach's only secu-

Tar cantata to be published and valued by the public was Die

Amerikane%in; Two other_secu]ar cantatas were published as'keyboard

'arrangements.34 Many of Bach's Lieder and duets appeared in the

Musikalisches Vielerley of 1770 oF\Musika]ische Nebenstunden of
1787/88.
Similarly, many of Bach's solo keyboard pieces'appéafed in

either the Musikalisches Vielerley or Musikalische Nebenstunden,

although many of them were published separate]y; In spite of this,
Friedrich's compositions»were not very quu1ar with the pﬁb]ic. Hé
complained of the "sch]echtevLiebhéberei" in-BUckebufg, and the lack
of interest for "new" mﬁsic.35 |

Although hoping to find support in his home town, Leipzig,v

for'his published Sechs leichte Sonaten fliirs Clavier oder'Piano-

Forte 6?11785, written 1in the contemporary "tdndelnder Geschmack"

(frivolous manner), hewas bitterly disappointed. The subscribers

34Schiinemann, "Friedrich Bachs Briefwechsel," p. 35.
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whose supbort he did manage to receive inc1uded Martin in Ulm,
Duschek in Prague, Westenholz in LUbeck,'Herihg fn Bertin, Kliigling
in Danzig, Cramer in Gotha, and Transche1 in Dresden.36

.Bach questioned Brejtkopf in a letter dated February 16,
1791, whether it was worthwh11e to have his. two four-hand sonatas
t_pub11shed In Friedrich's opinion, the Le1p21q public would probab]y
not support him, because "wo der Heller gesch1agen 1§t,ﬂg1]t er am
wenigsten.”37

In the eyes of his cqntemporahies, Friedrich was a.competent,

tasteful clavier virtuoso, imphoviser; and composer, However, he
" was not an jnhovator n any of these areas. For Kar] Gott]oh Hor;tig
(1763-1835), Biickeburg rector and consistorial counsellor from 1792,
Friedrich represented. a musician of the old order, |

In his Tater compositions, Bach approached classical idea1s
of simplicity and ba]ance (after becom1ng acqualnted with the works‘

38 and hand]ed his 1nstrumentat1on 1mpeccab1y 39

of Mozart and Haydn)
'Yet he remained the wholly pract1ca1 musician, who wasted no time
on theoret1ca1 ref]ect1on of why and wherefore. He used the forms
and musical language as they were made available to him without

question, In answer to the poet Gerstenberg's question as.to why

365chUnémann, "Friedrich Bachs Briefwechsel," pp, 29; 31, 35.
3 Ibid., p. 35.
386eiringeh;hp; 387.

3Noung, p. 234.
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the sonata must bave two, fast movements and one slow one,. Frfed}ich
answered, "darum." He would no more dispute the three—moyement
sonata than he would the order of dance movements in a suite.

-

Friedrich simply wrote in the conventional forms of the period,



\\ Chapter 2 » -
. \
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- THE KEYBOARD CONCERTOS: AN INTRODUCTION

—

~.
e

Emergence of the Classical Keyboard Conoerfol\\\\\\\\\\\\;

The relatively late appearance of the accompanied keybOard

concerto may have been. due to the historically subordinate role of
the keyboard in its function as a continuo. Not even contemporary

theorists, such as ‘Walther in his Musikalisches Lexikon of 1732, or s

Scheibe in his Kritischer Musicus of 1745, mentionsthe‘ke}board
concerto. | B

: The f1rst composer to experiment with the solo capab111t1es
of the keyboard in concerto form was Johann Sebastian Bach (1685~
1750). He was also the‘1nst1gator of the North-German concerto |
Aschool | | | | |

In1t1a11y, Bach transcr1bed twenty-two v1o]1n concertos of

other composers, 1nc]ud1ng Vivaldi, Marcello, and Te]emann, for the
‘unaccompanied keyboard In the first movement 6f his fifth

Brandenburg Concerto (1721), Bach explores solo possibilities of

the keyboard by allowing the harpsichord to dominate the concertino,

.

1Genera] reference sources employed for this discussion

include: Lothar Hoffmann-Erbrecht, "Das Klavierkonzert," Gattungen -
der Musik in E1nze1darste11ungen Gedenkschr1ft Leo Schrade, erste
Folge (Bern und Minchen: Francke Ver]ag, 1973), pp. 744-78%; Arthur

~ Hutchings, "The Keyboard Concerto," Music and Letters 23 (October
1942), pp. 298-311; Hans Uldall, "Be1trage zur Friihgeschichte des
Klavierkonzerts," Ze1tschr1ft fur Hus1kw1ssenschaft 10 (Dezember
1927), pp. 139-1527
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and by including a sixty-five-bar solo cadenza for this. instrument,
The work represents the f1rst true concerto in wh1ch a keyboard

[

1nstrument is featured;
Between 1729 and 1740 Bach assumed d1rectorsh1p of the
. Leipziger Co1]e91um Mus1cum ‘The regular weekly performances of
the Co]1eg1um which a]so included appearances by Bach's sons,
- induced Sebast1an to produce var1ops accompan1ed c]aV1er concertos 3
During this time, Bach transcr1bed eight of his own v1o]1n
concertos7(Bwv 1652-1059) as clavier concertos In all of these, °
typical violin passages are transferred to the clavier, w1thout
- :tak1ng into account the techn1ca1 resources of the keyboard The
keyboard right hand is ass1gned the violin solo, wh11e the 1eft
hand reinforces the bass Tine, 4 |
In addition to the so]o clavier transcr1pt1ons, there are
also flve transcr1bed concertos for two, three, and four claviers
with str1ng accompan1ment (Bly 1060, 1062- 1065)' The Concerto 1n
C maJor for two harps1chords and- orchestra (BWvV 1061), composed
between 1727 and 1730, is the only complete, idiomatic keyboard
concerto by'Bach. Initia]1y,‘this‘horklwas probably intended for
two solo claviers, the string accompaniment being a later addition. 5
The orchestra,. which is comp]ete]y absent in the second movement

only functions as accompanist to the two claviers,

SGeiringer, The Bach Family, pp. 183, 288.
Hbid., p. 28s.

~
’
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Bach maintains the ita]ian three-movement scheme of fast-
slow-fast .in his c1avier concertos. Genere11y, the Viva]dien ritor-
nello form is edopted ?or the fast movements In this structure;6

fthe first and 1astorchestra1 r1torne1105 are usoa11y exact restate-
ments of each other, in the ton1c key. \Interven1ng r1torne]1os are
shorter, and 1nc1ude tranSposed thematic fragments of the 1n1t1a1
- orchestral section. The second ritorne]1okbegins.either in the
domjnent or mediant-keys, and may progress to the subdominant or‘
submediant tonal arees...The soTo eoﬁsodes are modulatory passages,
which may introduce new thematio materia1, or.inc1ude4ritorne11o
motives, | | -

Bach a]so makes use of add1t1ona1 features in the overall

V1va1d1an r1torne110 structure of his fast movements, 1nc1ud1ng the
‘da cepo form of the Italian aria, a chiastic deSign in which the

outer two sections correspond 7 and contrapunta1 techn1ques

The slow movements of Bach's concertos tend to have simple

formal structures, the cant11ena of the soloist being the focus of f

,attention. Often; ostinato fjgures appear <in ‘the bass.8‘

The relationship between the_orchestra’and clavier in Bach's

concertos cannot be approached in-the modern sense of competition or

6Doug]ass M. Green, Form in Tonal Music: An Introduction to

' Analysis (New York: Ho]t ‘Rinehart and w1nston, Inc., 1965), pp.
. 231-232.

TGeiringer, The Bach Family, pp. 283-284.

8Kar]_Ge1ringer,;jn co]]gboration with irene Geiringer,
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Jjuxtaposition between two equal forces.9 Rather, a k1nd of contra—
puntal: orchestrat1on is emp1oyed, 1n wh1ch the c]av1er works to~ +
gether with the orchestra, :as a part of the whole, V1rtuoso dis-
ptays, which tend to isolate the clavier, are minimized The on]y
feature which character1zes the works as concertos for the keyboard
is the overall predom1nance of the c]aV1er tone.

Bach s sons and students were the ones primarily respon51b1eg ,
for making the keyboard concerto popular beyond Le1pz1g Cont1nu1ng
on from ‘the accomp11shments of his father Car] Ph111pp Emanuel Bach
(1714 1788) gradually estab11shed the 1d1omat1c harps1chord concerto,.
with his flftyjtwo works ‘in th1s genre.10 A]though,some of the
“Berlin keyboard concertos composed between 1738 and 1767 are a]so'
1ntended for other so]o 1nstruments, the Hamburg cohcertos (wq 41- -
v45 47), composed after 1767, include comp]ete]y 1d1omat1c c]av1er |
parts. In add1t1on to the str1ngs, the Hamburg concertos a1] in- ‘M
clude at 1east two horns, and the’ ma30r1ty make use of both f1utes
and horns. The 1nc1u51on of winds is not as frequent in the Berlin
c0ncertos, and rarely do the f]utes and horns appear-SJmultaneously,_
. However, one'unique concerto, Wq, 27, composedtn.lféo, emgloys

flutes, oboes, and trumpets or horns, in addition to the strings.

.od

9Abraham Ve1nus,‘The Concerto_(Garden City, New York:

Doubleday, Doran and Company, Inc., 1944; revised repub11cat1on,
New York: Dover Publications, 1964) pp. 60-62.

10The d1scuss1on concern1ng Emanue] Bach is primarily based
on Leon Crickmore, "C.P.E. Bach'sHarpsichord Concertos," Music and
‘Letters 39 (Ju]y 1958), pp. 227-241. -
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Emanueﬁ matntains an equaleba1ance between the two oppos?nov
"sforces; the»c1avter ano orchestra, in his concertos Tutti/solo i
':Juxtapos1ttons are common, se1ected orchestral instruments may accom-
”fvpany the c]av1er, and,vconversely, ‘the harps1chord ‘may accompany the
‘orchestra. 4

| A constant forma] exper1mentat1on characterizes Emanue] S
lworks.. A1though he generally ma1nta1ns the three movement scheme

‘of A]]egro—Adagto Al]egro, some Hamburg concertos incTude a s]ow

}}1ntroduct1on wh11e in others the movements are connected. Cyc]ic
themat1c construct1on may a]so occur A1l movements of Emanuel' s
’concertos are based on var1ous r1torne110 schemes, including from
three to f1ve r1torne1los. Genera11y,'however, there is-afprefer-
.pence-for four r1tornellos | |
| Somet1mes a structure resemb11ng concerto- sonata form may

'be employed in the f1rst movements.' Here the open1ng orchestra]

"J‘r1torne1lo 1ntroduces the s1gn1f1cant themes- of the movement, on

7 wh1ch a11 the subsequent r1torne1]os are based The subsequent
Atr1tornellos may restate the complete open1ng sect1on present themes
in a new. order compress or expand selected 1deas | The f1rst so]o
sect1on s equ1va]ent to the expos1t1on of a sonata movem:nt, and
may employ r1torne110 mater1a1;1 or new themes. A modulation to a.
reTated key‘takes place. In a major'tonality, there s a modulation

to the dom1nant, in a.minor tona11ty, there may be a modulation to

'e1ther the subdom1nant minor or re1at1ve maJor ‘However, a d1st1nct'




_ second subJect in the new key, for the: so]o, 1s not yet established

~in Emanuel's concertos The newly 1ntroduced key is subsequent]y Cor

. conf1rmed by the transposed restatement of a substant1a1 port1on of

the 1n1t1a1 ritornello. The second solo sectlon, serving as the’
development section, is character1zed by 1ncreased tutti 1nterpo1a- v
‘tions, and further modu1at1ons Unlike the ama1gamat1on of r1tor—
ne]]o 111 and solo III in the concerto sona\a structures of Chr1st1an

Bach, the th1rd r1torne110 rema1ns an 1ndependent entlty in Emanue1'

concertos.b Accord1ng to Cr1ckmore, it avo1ds open1ng in the tonic,

iz ntually- returns to the 1n1t1a1 tonal area. -The th1rd
v;ates the open1ng of the first soto, and may a]so in-
;ansposed second ha]f of the exp051t10n After a solo
cadené ;'é fourth ritornello repeats a subsfﬁntta] part of, the

;o, somet1mes 1nc1ud1ng an ent1re restatement

o

Figurei ' Plan of a typiCa1 concerto first movement in a maJor mode
by Emafel Bach. (R = r1torne1lo, S. = so1o section)
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In movements composed of ftve ritornellos, both the second

ﬂoiulaforg

and th1rd solo sect1ons assume developmenta] character The return

to the tonty at the end of the thtrd so]o allows the fourth ritor-

nello to “t 'f the recap1tu1at1on , L

E H's expressive second movements nravide a fantwact in
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re]at1ve or’ ton1c m1nor, in minor whrks‘ they aEe set ih.the.re1a-
tive, ton1c, or submed1ant maJor | v‘ |

Johann Chr1st1an Bach (1735 1782) hetpedrpbpularize‘thevnew
pianoforte, and- Was the f1rst person to g1ve a London pub11c perfor-
mance on the 1nstrument-1n 1768 12 A]though h1s Six Op 1 concertos,
published c1rca 1763 13 here stx]] 1ntended for the harps1chord the
pianoforte. was def1n1te1y 1ntended for the six Op. 7 concertos of

© 1770 and six op. 13 works of 177714

The " s1ng1ng A]]egro“ piano-
forte technique, as well as the use of: Albert1 basses, are featured
in his works. Thus, Christian is accredlted with the establishment
qu the idiomatic pianoforte concerto. | |

. - The orchestra in the-ear]y London concertos,«comprfsihg two
violins ehd basso,-is expanded tolincTude oboes and horns in the'
Op. 13 concerto set. Yet the inclusion of the hinds is opttehaT,
1ndicatjng the relatively negligible role which tone cd]orﬂp]ays
here. | |
| The equal balance'and spirit of cohpetitibn between orchestra
and soloist, which character1ze Emanuel’s concertos, do not apply to

'  Christian's works, Instead a more symphon1c handling preva11s<15

The p1anoforte assumes the predom1nant position, while the orchestra

12Ge1r1nger The Bach Fam11y, p. 429

RS 13Edwm J. S1mon "The Double Expos1t1on in the Classic |
, Concerto,™ Journal of the Amer1can Mus1co]oglca1 Soc1ety 10 (1957)
p' 115

14

Geiringer, The Bach Family, pp. 429-430.

1r
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, ' .16 -
provides a r1torne11o framework, and accompanies, k o

Chr1st1an 'S works were 1ntendedafor the amateur and dilet-

v tante, rather ‘than ‘the v1rtuoso performer, Fash1onab1e concessions

' 1nc1ude a serenade and a set of variations on “Cod save the King,"
“in Op. 1, no. 6,.and,a set of var1atjons on a popu]ar Scottish folk
song in Op. 13, no. 4. The works are generally homophonic, me1odic,
and we]]éba]anced | | |

Most of Chr1st1an s London concertos are in two movements;

a poss1b1e influence of the Parisian s Symphonie- concertante,17 only

six include three movements. His first movementsvare characterized

by a c]ear concerto sonata structure -This structure, wh1ch was

' __1ater adopted by Mozart, opens with an orchestra1 r1torne11o in the

ton1c.18 This is the most exten51ve tutti sect1on in the movement

It is fo]]owed by the so1o/orchestra1 exposition, Here the soloist
”;emp]oys the pr1nc1pa1 r1torne1lo theme as its start1ng point, and
1ater 1ntroduces its own d1st1nct subject in the dominant Key. 19
‘vChr1st1an was among the first to make uSe of such an exclusive solo

theme.zO A shortened, second orchestral ritorneT]o confirms the new

. 16C M. G1rd1estone, Mozart's P1ano Concertos (London{ Casse11

& Company Ltd., 1958), p. 20.

17Egon Wellesz and F.W. Sternfeld; LThe Concerto," The New
Oxford History of Music, vo] VII (London: Oxford'University Press,
1973), p. 484 : ;

18The d1scuss1on on Chr1st1an S concerto-sonata structure
s based. on Green, P.. 234, and S1mon pp. 111-118,

, 19Arthur Hutchings, A Companion to Hozart S P1ano Concertos,
2nd ed. (London: Nyfard Mnivanci®u Duace —TOEAV o ,
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dominant tonal area with a restatement of selected tutti themes.

This is followed by an episodal solo/orchestral déve]opment, which

is composed of modulatory figurd] passages. Unlike comparable sec-

tions in Emanuel's works, the third orchestral ritornello no Tonger

‘remains an independent entity, but is;éither omitted entirely, or

amalgamated with the third solo to comprise the recapitulation.
Contrary to later classical concertos, the 5010 cadenza never appears
as an interruption of the c1osin§ ritornello, but is usually inserted
after the'fhird so]o section., The brief, closing orchestral ritor-
nello is often composed of the cadent1a1 passages of the first or-

chestra] section.

O

Figure 2. Plan ¢f a typical concerto-sonata movement by J.C. Bach,
(R = ritornello; S = solo section)
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In his few three-movement concertos, Christian employs an

Andante in the subdominant key as the second movement Only the

Andante of Op. 7, no. 5 is written in the relative minor.

Chr1st1an s concerto fma]es may feature a minget or set of

22

2
variations, 1or, in the later works, a rondo . The rondo form was

o

21Hutchings,‘A Companion to Mozart's Piano'Concertos, p. 35,

22Ernest Warburton, brochure for J.C. Bach: The ‘18 Concertos
for Clavier and Orchestra, Op 1, 7, and 13 (Ph111ps 6768 001), p. 3.
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in vogue between Apprdximateiy 1773 and 1786, and was particu]ar1y
favored by the English pub]ic.23 Christian, receptive to the con-
temporary tfends, helped to popularize the forh,ltransmitting his
influence to Mozart. The ear{y rondo was charactérized by structural
§imp1icity and tunheful melodies. .

. Wolfgang Amadeus Mozart (1756-1791) continued the deve]opmenf
of the pianoforte concerto, bringing the claésical form to a climac-

24 Twenty-three pianoforté concertos, of which only seven

tic peak.
were pﬁb1ished during his Tifetime, were composed between 1773 and
1791,

| ~ One of the few concertos intended for the dilettante is
K. 246,’8esigned for the Safﬁburg‘aristocracy,;and bound by techni-
cal and emotional 1imitaf§6ns. For the most part, however, Mozart'é
concerto;;were intended for his own use, or for virtuoso performers,_
and are genefa11y characterized by increased technical virtuosity.
Thig increased pianistic virtuosity ba]ances.Mozart's expanded or-
chestral resources. In addition to the étrings, a %u]] wind choir
of a flute, oboes, bassoons, ahd horns may be employed; trumpets and
tympani may be added; clarinets may replace oboes.

Both the orchestra and the soloist are equa11y matched part-

ners in Mozart's concertos. The two forces may be juxtaposed in

2kor a discussion of the rondo form in’'the eighteenth
century, see Malcolm S. Cole, "The Vogue of thé Instrumental Rondo
in the Late Eighteenth Century," Journal of the American Musicological

Society 22 (Fall 1969), pp. 425-455,

24Major studies of Mozart's piano concertos include those
by Girdlestone and Hutchings, both works previous1y cited,

)

RO DL
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dialogue passages, ‘echoes, and alternate phrasing,  Or, they may
collaborate. For exemple, orcheétra1 thematic'accompaniment to the
keyboard, a feature also characteristic of'Emanue1, may be emp]oyed
Also, the soloist may sehst1tute for an orchestral instrument, may
superimpose a new melody upon an orchestra] theme, or participate in
imitative counterpoint.‘ |

Although Mozart's concertos exhibit a constant experimenta-v
tiCn'in form, the three-movement scheme, composed of a concehto-_
»sonaté movehent, Andante, énd rondo, is generally used.

MWithout exception, a1T-openin§ movements have a concertg-
sonata structhre. The introductory. orchestral ritornello, which ends
in the fonic, includes at least one theme which will be adopted by
the soloist in the expositioh. Similar to Christian Bach Mozart
'norma11y a]]ots an 1ndependent subJect in the dominant key to the-
soloist, in the expos1t1on . However, the orchestra may now also
part1c1pate in the presentatlon of this theme In the second or-
chestral r1torne1lo, an excerpt of the first is transposed in the
dominant key i§1m11ar to those of Christian Bach the so]o[orches-
tral development section is really a modu]at1ng fantasia, function-
ing as a trénsition to the recapitulation, Comparat1ve1y insignif-
icant themat1c material is employed in the cont1nuous passage work, 25
The recap1tu1at1on in Mozart's concértos is a fus1on of essential
themes of the first r1torne110 and exposition sections. Themes

initially heard in the opening ritornello, but not Since, are

ZSWellesz and Sternfeld, pp, 488, 497,
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restated here. Additional interest is created by varying the initial
- order of thematic presentation, as well as. reassigning previous

26 The closing

orchestral material to the so1oist; or vice versa.
_orchestfa] ritornello is uéua]}y based on pkevibus thematic materia],
and is sometimes composed of the first:fitorne11orending. In Mozaft's
concertos, the cadenza occurs as an interruption of the fiﬁa1‘r1tor§
nello. - |

Figure'3. Plan of a concerto-sonata movement by Mozart. (R = ritor-

.nello; S = solo section)
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Mozart predominant]y‘emp1oys the subdominant key in the
second mbyements of his concertos. Exceptions to %his rule occur
~ when the prospective movement would involve four of more accidentals
in the key sighatureg in which case the dominant or relative minor
tonalities are used. A large variety of formal structures are
featured in the slow movements, inc1uding.sonatas'in two or three
sections, vafiations, or rondos. Yet the chief interest here is

"a spiritual and not a structural 6ne.”27

o ¥
Mozart employs the rondo as a finale in all but two piano

t

26WeHesz and Sternfeld, p. 488,

27

Hutchings, A Companion to Mozart's Piano Concertos, p. 20.

SR ] e
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concertos, K. 453 and K, 491.28' His rondos are chqracterized by
4 increased structural Comp]exity, with the addition of sonata elements
and a coda. They also havé a'greater tonal direction and exhibit
~thematic unity. 29 | a

The deve1opments of the e1ghteenth -century keyboard concerto
1nst1gated by Emanuel, Chr1st1an, and Mozart provided the conten-
porary setting for the concertos of the Biickeburg Bach, An intro-

duct1on to Friedrich's known Keyboard concertos is provided. in the

following d1scuss1on

- The Concertos of J.C.F. Bach

Friedrich Bach. composed a tota] of five keyboard concertos
and one double concerto, most Tikely between the years 1765 and
1792, MNone of them were pub11shed dur1ng his 11fet1me Only four
of the works are still extant today.30

Two additioné] solo keyboard concertos are of doubtful
authenticity, name]y,»thb C-minor and G-major Concertos with strino
orchestra. Apparently, the original name, W.F, Bach, on-the parts
of these.two works, was crossed out and replaced by J.c.F, by an

31

unknown hand, In addition, Geiringer doubts the authenticity of

Beote, p. 443,
29We11esz and Sternfeld, p. 488.

30Informat1on of surviving and known but Tost works: ig
contained in Schiinemann's "Thematisches Verze1chnis der Werke von
Johann Christoph Friedrich Bach." , IR

31Schh’nemann, "Johann‘Christoph Friedrich Bach," pp, 127-128,
164, ‘ . ,
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: the Double Cbncerto for vip]a and cemba]o.in»ﬁ-fiat major, also in
‘an unkriown hand, 32 o
 The‘first authentic wdrk of the genre is the "Concerto per
i1 Cembalo solo con 2 Vio]%ni, Vio]etté_et Basso;" in E major,.come
posed arohnd 1765.l‘It is the only_work scored solely for strings.
There is an extant autograbh of the insfruménta] parts, and an or-
chestral score was published by M6se1er.33
Three concertoé were composéd around 1787, ' The "Concerto
_pér il Cemba]éléécompajnato da 2 Flaﬁti, 2 Corni, 2 Violini, Vio1a
e Basso" in A major, has been Tost. The D-major,‘ﬂCohcertd pér il
- Cembalo o} Forte-?iano ob]igato [sic] acﬁompagnato da 2 Corni, 2 Oboi
ad 1ibitum, Violino I,.Vio11nb II, et Basso,"34 exiété only in auto-
graph instrumenta]‘parts; and was not available for the present
‘study. "Concerto per il Cembalo'concertato accompagnato da 2 Corni,
2 Flauti, 2 Violini, Viola e Basso," 1"n.F majdr, was edit»e'd.v by myself
from the auﬁograph ipsfrumentallparts. The title page of the work
is dated Fébru&ry 27,.-1787.35 - F

The E-flat-major, "Concerto per il Cembalo 8 Piano-Forte

32Geiringer, The Bach Family, p.. 393.

‘ 33Johann Christdph Friedrich ‘Bach, Konzert E-dur fiir Cembalo
(Klavier) und Streichorchester, hrsg. von Adolf Hoffmann, Corono,
Werkreihe fir Kammerorchester, Nr. 89 (Wolfenbiittel: Karl- Heinrich

Moseler Verlag, c1966).

34The title used here appears on.the title page of the manu-
script. The autograph instrumental parts, Ms."St. 272, are located
in the Deutsche Staatsbibliothek, Berlin, D.D.R. ' -

, 35woh1farth apparént]y overlooked the title page, for in his
Werkverzeichnis, the year 1787 is only given as an approximate date
for the worR. ' ' ' ' :

\
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concertato et Oboe concertato accompagnato da 2 Corni, 2 Flauti, 2
Vio]inf, Viola e Baséo," was compdsed’in 1791, but has been Tost,

The E-flat-major, "Concerto grosso per il Cembalo 6 Piano

Forte accompagnato da Due Corni Due Oboi obligati [sic], Due Vib]ini,

Vio1etta1e Basso,“36 was composed in 1792. It waS edited from the
dutograph instrumental parts'by mysetf.- The use of the term,
"Concerto grbsso," i§ coﬁfusing, sincé there is-only a single solo
instrument in fhe work,bthe keyboard. Perhaps Friedri;h was trying
to emphasize the fact that the obbligato winds are indispensab1e_in
this work, whereas ‘the oboes had been dptibnal_in the earlfer D-major
Coricerto. - In the E-flat-major Conéerto,-the_winds do acquire greater
independence, and all are refained in the middle movement.
Friedrich's choice'of instruments in all of the works was .
determined by the available resources at the Biickeburg court, and
not by a careful deliberation on spécific orchestral timbreé. while}’
. the court orchestra wés small according tofeighteénfh-cenfUry stan-
dards,” it included all the standard types of instruments. Thus,
in addition to the strings, two of the cdncertos spécify f1dtes and
horns, and three require oboes and horns. The inc]usionvof a single
pair of winds in fhe saprano register, qjther flutes or oboeé, in

i

the majority of Friedrich's concertos was an established eighteenth-

M

_ 36This title was taken from the autograph title page.
Wohlfarth's title in the Werkverzeichnis substitutes viola for
~ violetta., Violetta was a seventeenth- and eighteenth-century term
for viola. See WiTli Apel, "Violetta," Harvard Dictionary of Music
(2nd ed., revised and enlarged, 1972), p. 908.

37
W. Heffer & Sons Ltd., 1940), pp. 30-31.

Adam Carse, The Orchestra in the XVIIIth Century (Cambridge:

&
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century practice. Similarly, his inclusion of the horns followed

the usual practice of the times.‘ The term,- basso, Which Friedrich

employed in these works,-wou1dhhave included the ce]]o,‘Houb]e bass, -

ahd bassoon, even thoughbthese instrumehts were not notated sepa-
rate]y.' Generally, the large proport1on<yfw1nds to str1ngs common
in the e1ghteenth century was maintained in these concertos, wh1ch
feature f1ve w1nds Versus. a maximum tota] of nine strings.

In addition to the solo passages, the keyboard performs as
cont1nuo in the tutti sect1ons of a11 the concertos. The rather
small string section of the court orchestra wou1d have requ1red the
participation of a cont1nuo instrument. 38

. Friedrich 1ntended the harps1chord for .the early Concerto
1n E maJor However, as the remaining works were composed after the
London trip in 1778 when Friedrich owned a p1anoforte the use of
either 1nstrument was now a poss1b111ty In fact, all three con-
certos exemp11fy some sty11st1c evidence of ‘the p1anoforte, 1nc1ud—'

- ing the "singing Allegro" techn1que 39

Yet two concertos contihue
to indicate the harpsichord, and only three offer the option of |
pianoforte orfharpsichord..,Fhrthermore; while the title pagés of
both the D-major and'E-flat-major’Cencertos_indicate the option of
either instrument, the keyboard.perts,in both works are headed,

"Cembalo concertato."

Byonlfarth, p. 152.

39For information concerning the pianistic techn1que of the .

Concerto in D major, see WOhlfarth p. 165,

b ziiees
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A]] four of Friedrich's extant concertos are composed- of

| three movements, With the exeept1on of»the.A]]egro moderato of the

F-major Concerto, the initial movements are'enttt]ed,.A]]egro, and
have‘ah a]]a‘hreve metre.

Two‘of the concertos' slow movements employ the dominant -
tona]ity, one uses the subdominant, and one, the re]ative minor.
Here - changes in either the 1nstrumehtat1on or tone qualities are
made as a contrast to the outer movements " In the ‘E-major Concerto,

‘ str1ngs p]ay sempre piano, the D- maJor omits all w1nds, the F-major

omits on]y the-horns, and the E-flat-major reta1ns,at]_1nstrUments,
but emp]oys muted strings. | |
Three of the concertos have qu1ck 274 final movements
~Bach most Tikely: 1ntended the concertos for his own use in
rcourtly congerts, The passage work in the so]o sect1ons indicate:
that he Was a competent keyboard performer Contemporary reports
account of»h1s brilliant playing, which combined dexterity with

1

precision,_and of his pleasure of improvisation on his Engfish
pianoforte.40 |
The one work in thch‘Friedrieh possibly made a concession
to the musical dilettante is the Concerto in D major. In all other
concertos Friedrich employed a fuTl'group of strings. Howerer; ih
the D-major Concerto; the vio]avpart fs\omitted, and the inc]usion
of the oboes is optional. Th1s type of 1nstrumentat1on wou]d have

" made the work more access1b1e as Hausmusik. Perhaps Friedrich™as

a
1

*Oyon1 farth, pp. 84-85,



following Christian Bach's example, for all of the 1atter's London

|
" concertos are scored for two- v1o]1ns and basso, and on]y Op 13

includes the addition of obbl]gato winds, .

/- For at least two works ~the F-major and E—f]at maJor

Concertos, performance from the extant autograph 1nstrunenta1 parts\3

would have been 1mposs1b1e because 1n both these works. there are

' d1screpanc1es in the number of bars betweenﬁthe,instrumental'parts

In the following chapter. of this thes1s, each movement of

the E- maJor, F-major, and E- f1at maJor Concertos w111 be exam1ned

The study will 1nc1ude a forma] analysis and d1scuss1on concerning

the handling of the orchestra and keyboard Chapter Iv wi]] esta-

blish the h1stor1ca1 s1gn1f1cance of Bach s contr1but1on to the

concerto genre,

B

' 41Warburto‘n,\p. 3.
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Chapter 3

CANALYSTS OF THREE CLAVIER CONCERTOS
BY J.C.F. BACH

L .+ First Movements - ..

Introduction

 Whereas the first movement of the 1765 F -major Concerto rep-.
7resents a. f@rmal hybr]d between the preclassical North-German con-
certo prototype and symphon1c f]rst movement structure, the two
Tater works 1n F major (1787) and E- f]at major (1792) are mixtures

of prec]ass1ca1 and class1ca1 concerto forms The structures of

these 1ater works more closely resemb]e Emanuel Bach's rather than
Christian's.

The initial orchestral ritorne]]o in:each of Friedrich's

three concertos is the longest tutt1 section in the movement, wh]ch

is characteristic of both hig brothers' works as'well. We11;defined

v themgtlc entities an&gintroduced,here, forming the basis of all sub-
sequent tutti sections, The E-major ritornello is composed-of;a
series of four-bar phrases,»defined by tonal funitions. Thére is a
tonic opening theme, a dominant phrase (which is not referred to
again), modu]at1ng and c]os1ng tonic phrases, Both of the Tater «
-concertos are characterlzed by a greater expansfveness, a co]]ect1on
of phrases comb1n1ng to form a s1ng]e themat1c ent1ty For example;
the F-major rjtornello is composed of five thematic seotiOns, each .

composed of various collections of four-bar phrases. Except for

38
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| Etions, all of the thematic sections remain in the

' ;hé ritornello themes of the E-flat-major A]]egro are
‘fpans1ve, there are three thematic groups of twenty -four,
;, and twenty~e1ght bars 1in ]ength, acqu1r1ng the des1g- )

nations §

ttonic, dominant, and closing groups.
3common feature appearing in early as well as later con-
certos, a ypical of the style galant, is the imnmediate repetition

oﬁ_the'opening,ritornello'thematic phrase. Mozart also fréquenté{

. [} ' o ¥ .
repeats intry”;ctory themes in part or whole. 1‘ In Friedrich's E-major

Concerto, vﬁ%tatement 1nv01ves no a1terat1on, except faor a softer f
dynamic 1er?t, which is a]so typ1ca1 The softer dynamic level of

the F-major Allegro moderato is underlined by an orchestral reduction

from tutti to strings. . Instead of a dynamic orfinétrunenta1umodifi-
‘cation in the Eff1at-major Allegro, the restatement of the ooening
| ritornello phraee is ornamentally varieo
Both the E-major and F- maJor solo sections open with a o
.c]av1er reference to.the 1n1t1a1 r1torne110 theme, In the ear]y
 E-major 11égro the clavier simply states the head motive, while
in the 1787 F-major Concerto, the~keyboard presents both a simple
and ornamented version of the complete ritornello theme. This or07‘
oedure of_using;the first ritornel]o theme as a startﬂng point~for
the clavier solo is-tharacteristic of'Christian Batn‘s concertos and

the c]assical concerto in general The F-major A11egro moderato sub-

sequent]y recap1tu1ates on]y the f1gurat1ve vers1on of the r1torne11o

A

theme,

lgirdlestone, p. 25.
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The only movementhwhich uses-an ortgina1 c]avter entry‘for“
the first SOTo section is the‘1ate E-flat- -major Allegro. Here the
so1o1st is 1ntroduced by an Andante passage composed of new ‘thematic
mater1a1 The exposition proper is actua11y begun by- the orchestral
restatement of the first ritorne11o theme/ followed by a soloist
variation of this.theme. A s1m11ar procedure is often used by Mozart

| S1m11ar to Emanuel Bach S concertos, a recogn1zab1e solo -
themeln the dom1nant does ndt appear in e1ther the E-major or F- maJor
works.B The c]av1er avoids any thematic suggest1on 1n the ear]y
E-major A11egro as on]y figurative passages are ass1gned to’ it. In
the expos1t1on-of'the 1787 Concerto in F major, the c]avier does
adbpt primary thematic material, but 1ts f1gurat1ve passages com-
p]ete and vary r1tornello themes, rather than 1ntroduce any theme
of its own. Only in the late E-flat- maJor Concerto does the so]o1st
: acqu1re clearly 1dent1f1ab1e, 1ndependent themes 1n add1t1on to the
f1gurat10ns A modu]atOry, trans1t1ona1 claV1er theme as we]] as a
keyboard theme in the dom1nant are introduced here

The use of tutt1 1nterp01at1ons within the so]o sect1on, a
characterwst1c of Emanuel Bach, appears on]y in the E- f]at major
exposition, a]though such passages also occur in the second so1o of
.the F-major movement | | |

The second r1torne11o 1n all works ma1nta1ns the d0m1nant
tona11ty estab11shed by the first solo section. It is an extensive
restatement of the first tutt1 section, a feature a]so character-

istic of the early c]ass1ca1 concerto.



41

A]] so]o sect1ons share some common thematic mater1a1 in the

ear]y E -major Allegro, and all end s1m1]ar1y So]o II is the ]ong—

est sect)on,v1nc1ud1ng.the,1nterpp]at1on:of contrapuntal and recita-

tive pasSages. "It opens in the dominant and closes in the subdomte |

nant. Both of the later eoncertosbinc1ude direct transposition as

weld‘as_motivic deve]opment>of'expositfon material tn the development

section. This differs‘from the predomtnance of episodie, figdra]

“passages in Christfdn'sbdevelopment‘settion“as well as many5of -

Mozartts 2 Unlfke the F;major Concerto, the deve]opment section

of the E- f1at-ma30r 11egr does not c]ose in the dom1nant but I

‘returns to the tonic key. |

Simi1ar.to Emanuel Bdch's third-tutti section, the third‘x‘

v r1torne11o in Friedrich's movements remains an 1ndependent entity,.

/ desp1te 1ts p0551b1e trans1t1ona1 funct1on The third r1torne11o‘
\of both the [ -major and F- mawor movements is ton@51y open, 1ead1ng
to the tonic key In the F- magor movement the trani;t1ona1 charac-

ter is empha51zed by the reversal in ‘the order of themattc mater1a1

“The th1rd ritornello of the E flat- maJor 11egr is a comp ste re-

statement of the dom1nant themat1c group, and it has less of a*tran-

sitional funct1on

While the third solo of the 1765'E-majoh'A11egro 1n1tia11yf“3'

}avo1ds the tonic¢ key, both the correspond1ng sect1ons 1n the 1ater

concertos funct1on as tonic recap1tu1at10ns of the f1rst so]o

2Mozar't uses his development section as a foil to the thema-
tic concentration of the expos1t1on and. recap1tu1atxon. See-llellesz
and Sternfeld pp. 488, 497.° o » T

3



Except for the avoidance of the opening bars of solo I, the recapitu-

Tations do not include any major thematic omissjons or alterations,

These sections differ from Mozart's recapitulations, which represent

a summation of both the first tutti and exposition, which include
changes in instrumentation of various themes, and which vary the
order of thematic presentations.'

Friedrich's concerto movements close w1th an exact quotation

)

of the f1rst ritornello’'s c]os1ng measures. The avoidance of a

‘complete or substantial restatement of the first tutti is similar to .

the practice of Christian Bach and Mozart,

Friedrich did not establish a permanent place for the 1nser-
tion of the soloist's cadenza. - Only in the early. E-major Concerto
does the soloist extemporize after the third solo, the usual place
in Emanuel and Christian Bach' s works. In both the E-f1at-major and
F- maJor movements, the poss1ble insertion of an 1mprov1sed cadenza
occurs after the development, solo II. The F-maJor movement also
includes poss1b1e cadenzas w1th1n the exposition and recap1tu]atlon

sections.

Concerto in E Major: A11egro

The early date of the E-major Allegro (circa 1765) is re-.
vealed by the absence of winds in the orchestra, and Bach's uncer-;
tain handling of the concerto form. Set in an 1nc1p1ent concerto~g
sonata structure the Al]egro represents a synthes1s of the North»

German keyboard concerto and symphonic f1rst-movement form,

RVR Y s o mainin <.
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Aspects of the North-German keyboard concerto in the Allegro 3
include the character1st1c alternation of four orchestra1 ritornellos
with three solo sections, and the sharp thematic differentiation

between‘them~ Typically, the central solo section acqu1res distinc-

' tion in both character and length,

The North-German tonal structure is maintained, in that solo
I modulates to and ritornello II estab]isheé the.dominant tonality,
solo 11 modulates from the dominant to the subdominant, and ritor-
nello III, in turn, returns from the subdominant to the tonic.key.
HoweVer, unlike the North-Gerhan prototype, the third solo section
opens and closes in the dominant, rather than maintafnino the tonic
throughout. |

The.A1]egro also exhibits aspects of an incipient, syﬁphonjc
sonata form, in the clear modulation to the'dominant, and in the' |
presence of repeat marks after the first solo section. This was not
typical of-the'North-Germen keyboard concérto,4 Emanuel Bach»emoloy-
‘1ng repeat marks only once, in his Concerto in D major, Hq; 43, no.
2, composed around 1771.° In that work, both halves of the movement
are repeated Christian Bach, in turn, who -was not of this schoo]
lemp]oyed repeat marks 1n only two of his early Op. 1 Concertos,

| namely, numbers 4 and 6. Both halves of the movements in these

SWoh1 farth, pp. 154-155.

urdant, p. 150.

Strickmore, p. 233.
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}works are nepeated._6 . »

‘The first string ritornello of the‘A11egro introduces a §ix—
bar theme, thch is composed of two motivic units (motives a and b),
functioning as the thematic basis for this entire section. The head
of motive" b introduced by the violins is immediately imitated by
~ the viola and basso in a stretto setting. Any subsequent appearance

of three\reiterated'notes, in this rhythmic setting, alludes back to

this motive, and as a result, the head of motive b becomes a unify-

ing device not only in this movement, but -also in the work as a

whole,

Example 1. . Concertoin E major, A]]egro principal r1torne11o theme,
bars 1-6 of violin 1. _

+r '
P e A — +r
Vot . TP o ., -n
# glir e ) 9
l\. {9y 1 1 1

(FW__motive a___J L__ motiveb .

+r

(2 -f.
_F

qf

An immediate echo restatement of the bpening theme cadences in the -

dominant (bar 12), After the brief establishment of dominant and

subdominant keys, the first ritorne1]o/éventua11y cadences in E

major. .

The c]avier-opens the first solo section (bar 31 ff.) with

1

a simple chordal setting of motive a, For the remaining part of

6Warburton, pp. 3, 5.
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S
ihe section, the so]bist'prdceeds with various sixteenth-note figuraQ‘
tive phrases, eventually modulating to the dominant. The skrings
provide a 1ight.atcompaniment and at one point'suggest motiée b (bar
50 ff.). |
R1torne11o IT subsequently restates the f1rst tutti in B

t
maJor omitting only six bars of the ]atter

/s
The second solo (bar 84 ff.) is framed by the free transposi-
tion of the opening eight bars of so]o I in the dominant key, B
major, and by an abbreviated preséntaﬁion of the closing figurative ’
fpassagés’of solo I in the subdéminant A major, Durfng the course
of 5010 IT, the head of mot1ve a is stated tw1ce by the c]av1er, the
_ only link with the r1torne11os
The insertion of a\brief contrapuntal passage, immediately
fo]Towéd by a recjtétive—]iké seétfon, contributes'to the unigue
character of solo II. In the modulatory contrapunta] passage (bar
98 ff.), two -scalar motives form thehbasis for two stretto pfesenta-
tionsfv | | ﬁ |

Example 2. Concerto in E major, A]]egro, stretto presentations,
bars 98-102 of the keyboard.

[

e,
>

+
ﬁ
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The recitative-like section (bar 103 ff.) is stfiking1y reminiscent
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of similar passages found in Emanuel Bach's keybOard-erks.7 A
‘series of arpeggiated seventh chords in the solo part is accompanied
\by forte/piano injections by the strings.. A sense of suspension is |

evident here, not only because of the constantly récu?ring’right—v

hand figures, but bécause the dominantvharmony of C-sharp minor.in

bar 106 is not resolved to a tbﬁic chofd until fivé bars later. A
dramatic fermata‘on a C-sharp-minor éhord c]oses‘this section, ;nd

imparts d cadenza-like character to the suBsequent;Fsix-bar keyboard

solo (bar 112 ff.). |
A brief, nine-bar ritornello (bar 134 ff.), motivically

rather free, acts as a transitional section. It modulates from the

- subdominant key to the dominant, preparing for the keyboard entry \
|

|

in B major, S ' \
Nofﬁgn1y does solo IiI (bar 143 ff.) begin QUt of the tonic\\*
kéy, it also opens with new figurAtive passages by the clavier. In
’jbar 151 ff., there is an unexpected, sequentiaT development of
mofivé a. Here'the stringsAattémpt to state motive a three times,
only to be dramatically interfupted by'the keyboard in each instance.
The third solo section closes with a free transpositionvpf the final
bars of the first solo in the tonic key (bar 162 ff.),
Preceding the fourth ritornello (bar 177 ff.), the soloist
is invited to interpolate a cadenia by thé{jndicatﬁon cadenza ad

1ibitum. Ritornello IV concludes the movement with the exact re-

statement of the last ten bars of the first tutti section. A summary

"o farth, pp. 155-156,
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f "‘/" .
of the overall formal structure of the Allegro is provided in figure

4,
Bach differentiates between ritornello and solo settions by

employing small, weTT defined motivic units in- the former and figur-

ative passages in the Tatter. The only thematic 1inks unifying the o

sections are the infrequent references to two tutti motives in the

solo sections. Favorite comp051tionai dev1ces empToyed in the move-
ment 1ncTude the immediate and exact repetition of smaTT figures as
’weTT as complete phrases, the use of sequenge and variation, all
typical  of the early classical period

Hithin the ritornello sections the violins are favored
'motivicaiiy. The strings are clearly assigned a subordinate role in
the solo sections, where the clavier reigns supreme. There is rela-
tively TittTe instrumental interplay and dynamic variation Excep-
fions 1nc1ude the keyboard/string diaiogues in bars 34 ff. and 151
ff., and the string forte/piano.injections in the rec1tat1ve passage,

The use of a cTear keyboard idiom characterizes the movement.
There is a predoninance of virtuoso two- part texture, in which the'
right ‘hand vaUires rapid runs while the left hand employs eighth-
note movement Sometimes a three-part texture is used and in one
instance 'a dense passage featuring simultaneous five-note chords in
each hand is empioyed. The date of the work, the absence of any
de;inite pianistic techniques, and the indication "cembalo" in the
title, 1ndicate that Bach intended the harp51chord rather than the

pianoforte as the soTo instrument,
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Two separate instances of exposed consecutive fifths appear

in the.clavier part, a feature otherw1se not preva1ent in Bach S

wr1t1ng.

T

Example 3. Concerto.in E major, Allegro, bars 33 and 86 of the
keyboard. L ; ~

—
Tt . ]
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Abrupt contrasts in texture and rhythm1c diversity in the

xkeyboard passages reveal features of Empf1ndsamke1t | For example,

" after the dramatic thirty-second-note figuration in bar 96 f., Bach
suddenly resorts to quarter-note chordal movement in bar 98 ff.

Some figures function as dramatic mannerisms when they are 1mmed1ate1y

repeated on exact pitches. One of these is the cadentia] figure‘in

bar 57 f, . | e ’
Examb]e 4. Concerto in E major, Allegro, bars 57-58 of the keyboard,
(M ~ fr I ~ ' \
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(. R +—1 i - 2
{ : I e Cy |
(\: — ’ ’ ‘ E . » ' . — =

S A T A S BN win e e



ey

50

Concerto in F Major: Allegro moderato

. . woo- '
The Allegro moderato of the.1787 F-major Concerto is a for-

mal hybrid between the prec]assigal'and classical concerto forms.
Seven sectibns (%our orchestra} ritornellos and three 5010 sections)
relate it to the preclassical concerto form, as the typical classi-
cal first-movemeht form comprise; on]y'six sectionsr However, simi-
lar to thé classical concerto, the F-majOk moveméht's ﬁhfee solo
sections correspdﬁd tq exposition, deve]opmeni and recapitulation,
'réspective1y. | | |
The first ritorn¢11o is compoéed of five thematic sections,

eight and twelve bars in length. While these fhemes'invo]ve brief
pass1ng modulat1ons, for the most part they remain tona11y stable in
the tonic key |

Thematlc.section 1 is composed of two‘phraées; the second

béing a rhythmically compressed variation of the first.
4 | K L
Example 5. Concerto in F major, Allegro moderato, bars 1-8 of

violin I. .
Y P U o
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Character1st1ca11y, Bach immediately repeats the open1ng phrase of
the theme (bar 9 ff.) at a softer dynamic level, now with the omis-

:
:.%
~ sion of the winds. _ g . -'5
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'\\Jn‘bar 16 ff s thematlc sectlon 2 assumes a more 1yr1ca1

. ,qua11ty w1th more conJunct mot1on Its open1ng mot1ve (mot1ve a)
. R

gls 1mmed1ate1y restated as a 91anwss1m echo, and reappears as part

}of a sequent1a1 sett1ng 1n bar 25 f

\Example 6' Concerto in- F maJor, A11egro moderato,*motive ay bars '
’16 18 of violin I . T ' ; — AR

. o

e

D41

R B . . . N B - B .
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¥ .

An 1nstrumenta1 1nterp1ay between v1o1tns versus t]utes |
g and strlngs, and v1o]1ns and f1utes versus tutt1 characterlzes the -
‘th1rd themat1c sect1on (bar 29 ff ) ‘ |
| The tutti presentatlon of the f1na] theme (bar 36 ff. )‘Once
, aga1n 1nvo]ves an echo repet1t1on of 1ts 1n1t1a1 mot1ve, employing
a dynam1c rather than an- 1nstrumenta1 change._d ! | .
| The so]o/orchestra] expos1t1on is close]y based upon the >
_Vthemat1c mater1a1 of the f1rst r1torne11o, even, for the most part
reta1n1ng the 1n1t1a1 sequence of appearance After the c]av1er
presents a s1mp1e statement of themat1c sect1on 1 1§%act bar 49
ff.), as well as an 1mmed1ate f1gurat1ve var1at1on of the open1ng
phrase (bar 57 #f.), the 11stener is prepared for themat1c sect1on 2

to fo]]ow (bagiﬁﬁ ff Mot1ve a 1s chosen as a paoint of departure :

by the c1aV1er n the estab11shment of the dom1nant tona11ty, c
maJor. This m0t1ve, p1us all of the claV1er f1gurat10ns wh1ch are -

now assoc1ated w1th 1t becomes ‘one of the "dom1nant" solo themes

e SO 5 il s b T e Lo,
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An unexpected; modu1etory and pune1y virtuoéo.keyboard interpola-
tion, whioh is accomoanied by the strings (bar 79 ff, )y 1eads to
st11] another keyboard presentat1on of mot1ve a, the r1ght hand
cantilena gently accompan1ed by Teft hand broken chords The pos-»
. 51b1e insertion of an improvised so]o cadenza is suggested by the
fermata in bar 98. After a complete clavier transpos1t1on of thema—
tic section. 3 in the dominant (bar 99 ff.), and an echo presentat1on
of a representative motive from thematic section 4 (bar 106 ff.),
the e*positdon cadence§ in C major, |

Ritornello II (bar 1151ff ) confirms the dom1nant key by
restat1ng the f]rst tutt1 in F major, om1tt1ng on]y six bars.

Thevsolo/orchestra] development (bar 157 ff.)_is the_]ongest h
section in the movement. While it is characterized by hedghtened
modu]ations, it opens and*c]oses in the dominant key. x‘The develop-
ment is c]ose]y based on the themat1c mater1a1 of the expos1t1on,
1nc1ud1ng a fa1r amount of d1rect transp051t1on of entire themat1c
sections as we]] as excerpts, and sequent1a1 deve]opment of 1so]ated
i motives. Un11ke the exposition, two tutti 1nterpo1at1ons are fea-
tured here. A modulatory, virtuoso section by the clavier and
strings corresponds to a einilar one in the exposition. The exten—
sive 1ength of the development and 1ts thematic concentration. d1ffer
~ from the trans1t1ona1 typeeof deve]opments”featured in concertos by
Christian Bach and Mozart. In bar 230, at the close ofnthe-deveTopf'
“ment, a second, possiblé so1o cadenza is impTied by»a fermata.
The thind ritonne11o"(bar 231 ff.) completes the second

. thematic section begun by‘the‘c1ayier immediately before the cadenza.
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Exact pitches of the first.ritdrne11o ere employed here; and as'a
resutt, this passage beginsvmomentéri1y in G minor before F mejor
s reestab]ished- In bar 239 ff there is a complete restatement |
of thematlc section 1, in F major, which, in turn, prepares for ‘the -
ornamented var1at1on of this theme by the keyboard in bar 247 ff.
'Thus, the. th1rd r1torne11o which re]ates to both the deve]opment

' and recap1tu1at1on, acqu1res a tran31t10na1 character, .

The on]y thematlc sectxon om1tted in the so]o/orchestral

recap1tu1at10n (bar 247 ff,) is the s1mp1e version of theme 1, which

compr1sed the 1n1t1a1 eight bars of the expos1t1on Unexpected1y,

' the open1ng bars of- the sploist's version of theme 2 (bar 254 ff,)

are not recapitulated in the tonic’ key. Instead, mot1ve a, wh1ch is

'

‘_also subgect to a number of alterat1ons from 1ts 1n1t1a] presenta- '
tion in the exposition, is stated in the subdom1nant and dom1nant
‘keys It is not until the so]olst s figurative passage in bar 262
ff., that the rema1n1ng part of the exposition is exact]y transposed

1nto ‘the tonic key.

The closing ritornello (bar 305 ff:) restates~the Tast thir-

teen bars of the initial tutti exact]y' F1gure 5 summarizes the

'overallforma1 structure of the. A]]egro moderato

thematic var1at1on, a predominant feature in
s.well. -The immediate, echo repetition of
ice which appears frequently, ~An example of

thts‘1s the passage;1n bars 106- 115 Here the origina1'passage of

~ bar 106 s repeated in bar 109. The cadence, however, is avoided

Q1t1ona1 dev1ce which appears extens1ve1y through-

5
W‘X:’i(mmbh-.jm i n e e
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_ the second time, due to a f1gurat1ve extens1on by the keyboard .The
extension of a phrase in th1s manner was a technique often emp1oyed
by Mozart, suggestlng Fr1edr1ch S acqua1ntance with the former S
works 8 | | .%
~ Frequently a—type of preparatory technique fs emp?oyed; in -

wh1ch a certaln f1gure will be suggested beforé its actua] full-

f]edged appearance. One example 1nc1udes the keyboard passage 1n

bar 105, 1mmed1ate1y preced1ng the official statement of thematlc

sect1on 4, - -
: -
’ ¢

Examp]e 7. Concerto in F maJor Allegro moderato, preparatory tech-
n1que bars 105-107 of the keyboard ' :

v

*he Fhe UARO I =1 T Sy &
. - . B
K ) 'Tﬁ’
) ljr { ' < - b
. --P— po
oY P —
- [] J ) - —
i : 15: E

o Fr1edr1ch creates contrasts-in ElﬂQES within the r1torne11os
by a]ternat]ng tutti passages w1th those scored only for str1ngs,
for strings and flutes, solo v1o11n, and v1o]1ns and f]utes. - The
v1o]tns carry the thematic we1ght of the ritornel]o and are coup]ed
Jn thirds/sixths, or unison' Often the f]utes double the vio]1ns

[34

-mor prov1de 51mp11f1ed ver51ons of the 1atter S passages The

o

Swon1 farth, p. 167.
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instrumentation essent1a11y remains the same in the following ritor-
ne]]os and tutti 1nsert1ons of the solo sections,

W1th the exception of two brief tutti interpo]ations in the
development, the keyboard renains ino the forefront within the solo
sect1ons, and the orchestra retains the role of accompan1st As a
ru]e the f1utes accompany the soloist's thematic presentat1ons and .

A’the strings, accompany v1rtuoso passages Horns appear on]y in tutti,
passages, and are employed sparingly.

Bach genera}]y restricts three-part texture for the clavier.

. to the solo presentation of ritornello thenes, while Vintuoso, figur-.
ativé passages are characterized by two-part.nritingn In the latter
passages th1rty second-note runs and- s1xteenth note tr1p1ets of the
right hand are accompan1edtby e1ghth note mot1on or sixteenth- note
f1gurat1ons in the 1eft There are 1nstances in Wh1ch the left hand
of the keyboard doub]es the basso 11ne ekactly, as«in bars 79 ff,
and 197 ff.,_1nd1cat1ng an older chamber music sty]e Newer sty11s-
tic passages, character1st1c of the classical period, feature broken-

—chord, s;xteenth-note patterns accompanying right-hand me1odic Tines
(bars 65 f. and 106 ff.). |

.No definite decision based’on purely sty11st1c cons1derat1ons
can be made in respect to Bach's‘iteference for the harpsichord dr
pianoforte in the performance of the F-major Concerto., But it 1s
11ke1y that the pianoforte was favored because Bach owned such an

1nstrument by 1787 and the pianoforte was genera11y preferred by the

end of the century,
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Concerto in E-flat Major: Allegro

)

Similar to the F-major Concerto, the ffrsi:‘Pvement of the
E-flat-major (1792) represehts a hybrid between preclassical and °
classical concerto.forms. It,.too, has seven discernible sections
(four ritornellos and three solo sections). The three solo sections
include the exposition, deve]opment and recapitulétion portions of
the_movement;

~Ritornello I introduces all of the thematic material which
will be employed in the sUbsequent ritorne11os.} It is the lengthi-
e;t orchestral section, and is composed of three thematic groups.
The initial tonic group is tWenty—four bars inclengfh; the dominanf
second group, characterized by a heightened séries of‘passing modu-
lations, is also twenty-four, bars long; the c1osfng group, which
reestab]isﬁes the tonic key, is twenty-eight bars Tong. |

The initial tonic group can be further éubdivided into two
sections. ‘Section 1 (bar 1 ff.) introduces a theme which is notably
similér, me]odi%glly and rhythmically, tb the opening of Mozart'g

9 The head of this theme (motive a) not only

1782 Haffner Symphony.
serves as the unifying link for the ritornello, but for the entire

movement as well,
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Example 8. ‘Concerto in E-flat major, Allegro, motive a, section 1,
bars 1-4 of violin 1I.

ma'f‘"vc a

) G IR ‘
Lbl ——f o N - 9 -
a0 1 L
1
(f] - T F

-

In bar 9 ff., an ornamental variation of the opening phrase,
involving an ascending scale and descending arpeggio (section la)
appears in unison violins.,

Example 9. Concerto in E-flat major, Allegro, motive al, section la,
bars 9-12 of violin 1.

} [ > , I
] rI 4 j
by 4 -

] 4 ‘
—ﬁ —¢

Y ¢ -

Loog

)}
“ 2
YD

Section 2 (bar 16 ff.) of the tonic group includes six

statements of a descending scalar figure (motive x). - @

+

Example IO.f Concerto in £-flat major, A]]egro; motive x, section 2,
bars 16-17 of oboe I, ‘ . ,

’ ::ij—"
!
N .
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Ornamented motive x, bars 20-21 of violin I,

A,

1
P —1

R g = T e

¢ The tonally unstable second thematic group can be subdivided
into ‘sections 3 and 4. Section 3 (bar 25 ff.), in the dominant, has
a lyrical quality, and features a light 1nstrumentat1on A sus-
taihed, rising'B-flat-maJor arpegg1o in the winds is succeeded by a
passage for oboes and v1o]a/basso Section 4 (bar 33 ff.) opens
with a varied mot1ve a in a modu1at1ng, sequent1a1 tutti presenta-
tion. »

Example 11. Concerto in E-flat major, A]]egr s varietion of motive
a, section 4, bars 33 34 of violin I. o . . '

0 ——

The cadence in B-flat major, in par 48, is fo]]owed by the closing
thematic grouP, which beg1ns and ends in E- f]at major. Section 5
(bar 49 ff,) involves a double canon between violins I and II
(doub]ed by the ‘respective oboes) and between the g§§§g_and viola,
" The sixth section (bars 61 ff,), presented by oboes and horns, pro-
vides a contrast in instrumental color, and acqu1res a lyrical-

character,
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I

- Example ‘12, Concerto in E-flat majdr, Allegro, opening of section 6,

bars 61-62 of oboe I.

3y Ll N A
5.

Te
T
-

i -

. Motive a is once more developed sequentially in section 7 (bar 65

ff.). A codetta-like passage including motive x (sectioé 8) brings

the ritornello to a close in E-flat major. Figure 6 summarizes the |

<

formal design of the first ritornello.
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Un]ike all other concertos by Bach, ‘the'E-flat-majof A]legro's
first solo section includes an Andante 1ntroduct1on (bar 77 ff.) by
‘the keyboard. Fr1edr1ch could have observed this feature in Emanue]'
Concertos, Wq. 41 and wq 43, no. 5. 10 In fact, Fr1edr1ch is known
to have subscribed to the 1772 pub11cat1on of the six Wq. 43

~Concertos.11

td

The Tyrical character of the clavier phrases provides a con-

trast to the stark ritornello passage which immediately follows. |
~ There is a retuhn to the Allegro tempo in bar 87 ff., and :

the tutti presents thematic secttoh 1. Similar to the eariier F-

major A]]egro moderato, the clavier is a11otted an ornamented vari-

‘ation of the pr1nctpa1 r1torne110 theme However, 1n the 1ater con-
certo the clavier first adopts the opening bars of orchestra] sect1on
- la (bar 95 ff, ) before adding its own f1gurat1ve close. ".m:e
A trans1t10na1 c]av1er ‘theme in bar 105 ff.theme h), which
ma1nta1ns certain mot1V1c 11nks to ritornello sections 1 and la,

ZR

initiates the modu]at1on to the dom1nant

B 1OCriekmore, p. 2§0.

Urpid.,, p. 239,
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Example 13. Concerto in E-flat major, Allegro,’opening phrase of
theme h, bars 105 108 of the keyboard. ‘

‘ ] . ¥ -f

X

e
-1-1

i

-
-
-
g
-

5

=i

‘\l\j\l |

Similar to the expos1tlon of the F-major A]]egro moderato, the

_1nterpo]at1on of a tona11y unstab]e passage, featur1ng v1rtuoso
c]avver f1gurat1ons (bar 113 ff. )s becomes part of the forma] pro-
cess in the estab11shment of the dom1nant tonality. Yet there is
an under1y1ng motivic basis for this passage, and a variety of
instrumenta] combinations proVide'added interest For examp]e, the‘
c]av1er assumes the role of accompan1st to the sequent1a1 presenta-
tion of motive a in the str1ngs. In bar 127 ff., the winds present
the head of thematic sect1on 3, and are juxtaposed by a p1zz1cato
strlng/keyboard passage.

' Two d1st1nct themes in the dom1nant key are a11otted to the -
keyboard in the exposition, Un11ke the ear11er F-maJor Concerto,

one theme is specifica]]y designed for the c1av1er (theme 1)
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Example 14, Concerto in E- f]at maJor A]]egro,‘theme i, bars 151-
154 of the keyboard. _ T S :

1

Uﬂ]

B e
. ;> i —
Wi &8 h w 1 L
AT : hll 1 ¥ I a8 -
At it . ]
O |
. j“n : v
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E :
7 J h)
kl d ¥
IR T
\
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b
"}

v Before the appearance of the: second dom1nant clavier theme a tran-‘

s1t1ona1 modu]atory passage (bar 155 ff.) features an 1m1tat1ve

- sequential setting of mot1ve a 1n the v1o11ns accompan1ed by an  g'

sornamented version of the mot1ve 1n the c]avier,. The c]avier sub-

sequent]y adopts r1torne1]o thematic sect1on 6 as 1ts second dom-

inant theme (bar 167 ff. ) A forma] outline of the expos1t1on is

. _ "

provided in f]gure 7. . . :
'i@é
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U1th the exception of e1ght bars, name]y, the om1ss1on of
thematic sect1on la, the second r1torne1]o restates the ent1re first
tutti section in the dom1nant key (bar 175 ff.).

Un11ke the so]o/orchestral deve]opment of the F-maJor

Concerto, that of the 1ater E- flat-major Allegro is the shortest

sect1on in the movement - Transposition of.expos1t1on themes, some

motivic development, and abdve’a}],'c1ayier figUrationshare_featured

here,

Before embarking-Upon a heightened;'modu1atory process, the

' deve]opment'opens in B-f]at'major (bar 24? ff ) with a stat1c pas-
" sage of orchestrally accompanied c1av1er f1gurat1ons, featur1ng s1ow,
harmon1c rhythm and much d1rect repet1t1on Expos1t1on themes which

are 1nc1uded in the sect1on are the tutt1 presentat1on of the first

phrase of r1torne110 section 1 (bar 259 ff. ) in G m1nor and c]av1er

- 11ns in bars 267 ff. and 283 ff. In the 1atter passage the imita-

‘tive settlng 0f the motive corresponds to a similar one in baq 155

theme i in C minor, Mot1ve a is sequent1a11y developed by the vio=

ff. ofithe exposition. A new_presentat1on of mot1ve a in bar 295 ff,

features four string ‘Statements, oontinua11y being interrupted by

the c]av1er and oboes, wh1ch modu]ates from C m1nor to E-flat major.

| The ton1c key is estab11shed in bar 303 ff., with the transp051t1on

of a f1gurat1ve keyboard/str1ng passage of the expos1t1on (bars

147-151), S1m11ar to the F-major Allegro moderato, there is a pos-

—_

'sible p]ace (bar 308) for the 1nsert1on o? an improvised Cadenza

A

' 1mmed1ate1y precedwng the third r1torne1lo

a
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The third ritornello restates sections‘3 and 4 of the dom-
11nant thematic .group-as- they or1g1na]1y appeared After a cadence | )
- in B- f]at mawor, a single bar in the strings prov1des the br1dge to
E flat major, as in bar 48 of r1torne110 I. h |
The- so1o/orchestral recap1tu1at1on (bar ?33 ff.) omits the
Andante introduction and orchestra1 presentat1on of themat1c section
1, the keyboard open1ng w1th a statement of thematic section la. 'Ih
the presentat1on of theme h (bar 343¥ff ), the orlg1na1 p1tches of
.the first phrase are used, and thus, the preparat1on for the dom1n-
.»‘;ant tonality 1s maintained in bar 345. f. However Bach does not ,
fo]]ow through with th1s in- bar 346fff , as the second phrase of
theme h 1s transposed into the}eonteit of the tonic tonality. \The f
rema1n1ng measures of the exposxt1on are;;ubsequent]y transposed
1nto the ton1c with on]y 1n51gn1f1cant mod1f1cat1or‘%J | |
. “\ ~ -
The-ﬁourth orchestral r1torne110 restates the comp]ete, K
‘CIOSing tonic themat1c group of ritornello I. A summary of;thed

< - Q
overall formal structure of the Allegro is pyoVided in figure 8.
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\
Similar to the earlier F-major Concerto, the E- f]at-maJor

A]]egr includes such compositional devices as echo repetitions of
phrases, and most 1mportant1y, thematic variation and development.
Bach's character1st1c preparatory technique is also used frequently,
One example appears in bars 24-25 of the opening ritornello. The
rising arpeggio in the Qgssg seems to hint of the oboe 's entrance in
the ﬁo]]ow1ng bar

Examp]e 15, Concerto in E-flat major, A]]egro, bars 24-25 of the
basso 25-26 of oboe I. ' :

| N ot
-J~

]

v = ~——

L

' el

<
Y-
Q"b_

;Another exampl e appears in bar 56‘ where motive x is introduced 1n
diminution by the v1o11ns, preced1ng the mot1ve S pr1nc1pa1 entrance
in bar 57. In the expos1t1on the 1so]ated interpolation of mot1ve* ‘
a in the strings at the first cadential point of theme h (bar 108 f.)
perhaps serves to foreshadow the foi]owing, extensive presentation

- of motive a (bar’1133ff.).

Two other compositiona1 devices appearing in the E-flat-major

~ movement include 1m1tat1ve counterpoint and canon, These are not

enp]oyed in the F~maJor Allegro moderato, although they appear in
_»

both the outer movements of the early E-~ maJor Concerto

Q@ff“&? . N ' .



72

|
»In comparison to the earlier concertos, the E-flat-major
Allegro is characterized by a more skillful handling of the orches-
tra. The wines are more independent and two themes (thematic sec-
tions 3 and 6) are specifically designed for them. Various instru-
~~mental combinations and juxtapositions appear in the solo sections,
and there is a more equal balance between the orchestra qhd clavier.,

An example of the violins participating in an imitative d1a1oque

with the clavier appears in bar 96 ff, B

/

Example 16, Concerto in E-flat magor Allegro, bars 95-96 of the
keyboard and violins.

[Sol;] ﬂﬁ’ {\

v : :
By iif : -
o [ o
1t .
*
o P e R [ ]
"I b b . /
% 1. 11
) f
SO!O . :
‘. :
b '~ - - .
N T ;\
s 1
- P .
Solo '
LD
P54 T - - T-
3 - 4;
oop
%,

A -,
When stating thematic material, the clavier tends to acquire

three-part and fouerart textqhes. The. virtuoso figurations often

feature two-part writing. Sometimes a sing]e sixteehth-note line,

divided between the hands (bar 121 ff.), resembling similar passages
%a '
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in Emanuel Bach's"keyboard works, is employed. Left-hand octaves
with sixteenth-note motion in the right hand, such as bars 147 ff,,
and 245 ff., and octave passages incorporated into the 1ine,~such

as bar 275 ff., tend to indicate a pianoforte technique.

¢
v

Second Movements

Introduction

Among the three works under discussion, Bach revea]s no
preference in his cho1ce of tona]1ty for the second movement. Only
~ the Adagio of the Concerto in E major emp]oys the subdominant key
‘favored in the majority of Mozart's and Christian BaEh's slow move- .
ments. The Concerto in F major has a Larghetto in the dom1nant
and the Concerto in E- f]at major, a Pomanza, in C minor.

A1l slow movements reveal some kind of change in instrumen-

, Y
tal timbre. The early Adagio is performed sempre piano, horns are

omitted in the 1787 Larghetto, and muted strings are employed in the
1792 Romanza. The Romanza is the only slow movement in wh1ch all
the orchestra] instruments are reta1ned a trlbute to its ]ate com-
positional date,

Various formal des1gns are featured in the three sTow move-
ments, An asymmetr1ca1 binary structure, in which the second sec-
tion thematically corresponds to the f1rst, is used in the early )
Adagio. - However, the form is completely subdrdinate to the keyboard
cantilena. In‘the later Larghetto a more complex design, a ritor-
nello strocture: is emponed..,The Romenza is distinguished by the

most<cOMp1ex_design of all, structural rather than melodic aspects
&
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being emphasized. It has a rondo.structUre»composed of four refrains
~and three episodes. The first refra1n and th1rd ep1sode, in turn,
are in rounded binary form

Al1 the slow movements include a cadenza.

Concerto in4E Major: Adagio: sempre piano12

k“ ,‘The Agggjg, in A major, has .an asymmetrical binery sffuctUre_
Both of its two sections are repeated, the first modulating from the
tonic to the dominant ton&Lity, tne second'returning fromsthe domin-
ant to the tonic. The fdnmal strutthre, honever, 1§ comp]ete]yosub-
ordinate to the cont1nua11y unfo]d1ng cant11ena of the keyboard. |
“Sty11st1ca11y and forma11y the A _ggglg_resemb1es the s1ow movements

~of Friedrich's early symphomes.13

The keyboerd participates from the neginning>fo the end of
.fhe movement and is continually aﬁ%%mpanied by the ;tnings. Only
one measure, near the.end_(bar 48), and the cadenza itself feature
unaccompanied solo presentations, Thus, uniformity of character and
texture are maintained thrdughout._ |

The initial section of the Adagio is composed of five clearly
distinguishabie meledic phrases in thevkeyboard; accompanied by a
consistently recurring rhythmic figure in the strings. This rhythmic .

figure, wh1ch has certain associations w1th a similar type of mot1ve

in the first movement, is maintained for most of the Adag1o

#

12wohlfarth uses this title. The 1966 Miseler edition en- -
titles the movement simply as Adagio, and 1nc1udes three brief forte
‘passages.

Byonifarth, p. 159.
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Example 17. 'Concerto in E major, Allegro, bar 3 of the strings.
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Contraétingly,‘the clavier phrases are.chakacterfzed by

rhythmic diVersity,‘énd they employ chromatic, melodic progressions
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as well as a p;dfusioniof érnaments. Each phrasé ending ié.demar-'
cated by a tri11; The sharing of similar figures.between phrases
'cfeates a sense of unity within the first sectioh. o " ,
Section 2 of .the Agggjgnig a varfation of the opening pés+ :
- sage.. Each phfa§e of‘thé Sé%ond section!corkesponds;to one in the
‘{ first,‘in the initial sequence of appearance;' In section 2,>phn5§e
1 is»stated in the dominant and is immediately'festated in A ﬁajok,
in orndmented form; phrase ggis,f}eely stated in the subddminanf
key; phrase 3 fs merely suggésted, but'fetains a;mbdulatory,'transi-
tional chafacter;vthe refefence to phrase 4_i§‘aTéb vague, but as’ in
seption 1, the passage achieves tbna1>stabilif;, noﬁ.fn the tonic;
. the'repetitivé figure of phrase 5 CTosés the movement, Thevsoloist'
is invited to interpolate a cadenza immediately,preceding the final

tutti cadence. Figure 9 provides»avstrUCtura]'outline of the‘Adagio.
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: Throughout,the)novement; the strings merely function as har-
monic accompanists to the:keyboard General]y the upper str1ngs are
homorhythm1ca11y bound to each other while the basso is rhythm1ca11y'

.1ndependent .
_ v & P

The keyboard wr1t1ng in the Adagio is composed of me10d1c

i 11nes in the r1ght hand “which 1nc1ude a profus1on of ornamentat1on,

such as turns, tr1lls, acc1acaturas, and appogg1aturas, acconpan1ed ‘

by two- note chords in the 1eft hand Certa1n manner1st1c dev1ces

as we11 as. sudden outbursts of th1rty second note f1gures appear at

the c]ose of the two structura1 sect1ons in the movement

Concerto 1n-F MaJor Laﬁghetto

The 1787 Larghett , in C: major, is composed of three orches-

Ctral r1torne11os and two solo sect1ons, set in a binary deslgn.s The =

2

first so]o sect1on 1n1t1ates the modu]at1on to the dom1nant key, G -
maJor the second ritorne]]ovconf1rms the new tonal area, and the

second so]o sectlon returns to the ton1c key.,

R1torne110 I exh1b1ts tra1ts,of Empf1ndsamke1t in the break-

1ng up of me]od1c lines through 1ombard figures, syncopatlon and
\
even an abrupt pause in bar 16. Thé themat1c mater1a1 1s c]ear]y

grouped into four- and e1ght bar phrases. The 1ﬁa%1a] phrase fea-
“tures a motive (motlve a) in the v1o]1ns and f]utes -which - subse-
quently appears in var1ed form in bar 5 f., and abbreviated form in

‘- AR .
 bar20 £ A f L -

e .
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_ Example 18. Concerto in F major, Larghetto, motive a,{bars7142 of
violin I, = R ~

AN

'tuQ

] 1

4

] - -~

s

Mot1ve al, bars 5« 6 of vioelin I,

i+
[

Abbreviated motive al, bars 20-21 of violin I

N v 190 2 B

__.% N \‘ ‘ ‘ lv‘f‘.‘;"

At one point”(bar 9 ff. ) the rfforne]]d features a brief
contrapunta] passage composed of. three 1m1tat1ve string entries

. i
”over a dom1nant pedalﬁan &heﬁbasso”% V1o11n II, v1o11n I and V1o1a

enter success1vely w1th a po1nt of 1m1tat1on on motive b,
; v.'o‘: i : ) v

Examp]e 19. ConCerto in F major; Larghetto,'motive b, bars 9-11 of
violin IIT - ~ _ o ‘ S ‘

The-kftorneT]o cloSes wfth‘a five-bar tasto so]o codetta..
This suppres51on of the cont1nuo at the end cf the orches T tutt1

he1ghtens the dramatic effect of the so]o1st 'S entry 1n bar 25, and
A ‘ ‘ ‘ o 0‘ ., N .
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was a phdctiee common fo the pem‘od.14 ”The cadential passage fea-
tures a tonic pedal -in “the basso and an immediate echo fepetition
of an abbrev1ated mot1ve a1 ' A1so, 1t is character1zed by a dis- !
t1ntt1ve Juxtapos1t1on of B flat and B natura] |

LES f1rst solo section opens in the tonic key with a com-
nplete keybdard;pfesentation of the‘inifia1 ritdrneilo quése ina - -
}simp]e‘three-pakf setting, thehfeét Hand exéct1y dup1iea£ing.the .
'previous\reifereted égigg;ndtese(ber'zs ff.). Although the seeond‘A
riforne1lo phra;e is also begUn{in bar 29 -ff., the é1avier subse-
quently trahsgfesses to dﬁfferent material'a?ter the éfatement of
motive a ’Tﬂ\ In bar 33 ff., thekc1avier assdmes a~more Vﬁrtuosie
cheracter with‘modu1atdrygéjxteehth-note.figurations, aécompahied’
'pr the strings. This is briefly interrupted” in bar‘41 ff.1 by'a:
sequential setting of motiVe‘a] in G maJor, presented by the key-

* board and flutes.. Latér,Tmotiveval returns once again in the clavier

' (bar 52 f.), to close the 5610 sectnon in G_migbr. | | |
| ’« Ritorne11o (I (bar 54Aff;)‘restétes'the“initial tutti sec- N
tion iﬁ'tﬁennéWIy establishéd edminantitonality. Only the codetta-
" of ritornel]o I (bers ?0-24) isvomittéd hefe . | |

So]o II the 1ongest°passage in the movement, 1nc1udes two .
subsect1ons The first subsect1on (bars 74-98) is character1zed by

~a lack of tonal stab111ty, due to the many abrupt passing- modulat1onsg

It opens 1n G major and eventua]ly progresses to E minor, There is

_ 14Char1es Rosen, The Classical Style: Haydn, Mozart,
Beethoven (New York: W.W. Norton & Company Inc.; 1972}, pp. 189-190.

o
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» |

aicontinua1 juxtaposition of keyboard/f1ute and keyboard/strfng pas- )
sagesf’ In the former ‘the head of mot1ve a is presented in a modu-
latory setting (bar 74 ff );:/In the\keyboard/str1ng passages, the
' c]av1er features s1xteenth -note, broken chord figures, d1v1ded be-
tween the hands (bar 45 ff ).

| " The second‘subsect1on (bar 98 ff. )nis eharacteriied by a
ﬁre1ative tona1 stabi]ity Although there are excursions to.the sub- fl
l'dom1nant and dom1nant keys, there is a cons1stent return to the
ton1c tona11ty ~ The passage opens in. C major with an exact restate- B
" ment of the first eight bars of so0]o I Once again, the c]av1en
.cont1nues w1th f1gurat1ve sixteenth-note passages (bar 106 ff')W
~ With the appearance of the-f]utes 1n bar 110 ff., the c1aVier re%
sorts to three -part texture and a mot1v1c presentat1on : Hotive b
is suggested in the c]av1er in bar 110 f ai‘we11 as 1n the first
violin in bar 114 f. L1ke the f1rst solo sect1on, the second closes |
.with a sequential sett1ng~of mot1ve a1 (bar 121 f.). - In bar 124 |
an orchestral f1gure comes*toan abrupt halt on a ton1c chord in Q
second 1nver51on, poss1b1y suggest1ng the 1nterpolat1on of a so]o1st_
cadenza, | | | A . h 'i‘
R1torne110 I1I (bar 1?5 ff. ) is an exact restatenent of the
codetta of the f1rst orchestra] tutt1 the passage whlch was om1tted'

~ in the second r1torne11o. A forma] out11ne of ‘the movement is. pro-

,1'
¥

vaded in f1gure 10 )

o
~'t ’ : . o
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é:ch establishes cont1nu1ty w1thfn the arghetto by employ-,

v 1ng the 1n1t1a1 r1torne11o phrase and certa1n common mot1v1c f1gures .
in both the tutt1 and so]o sect1ons : Cons1stent1y recurr1ng sca]ar
or’ tr1ad1c cadent1a1 f1gures, which funct1on as br1dges between
phrases, are also a means of un1f1cat1on » ,’:-.' S

- . _ Due’ to the om1ss1on of the horns, var1at1ons in- orchestra]

f-t1mbre are more 11m1ted in the arghett than in the outer movementsf
of the Concerto For examp]e the on1y 1nstrumenta1 contrast %rom
the constant tutt1 passages in. the r1t0rne1los s the canon1c sec-'

'L o

t1on in bar 9 ff s oAn wh1ch the f]utes are absent, and the upper

wy
: str1ngs enter separately A]though the v1o]1ns and f]utes occas1on—
l

al]y become 1ndependent of" each other, for the most part they rema1n
coup1ed together . - L | t'i, - /

The- respons1b111ty of the orchestra] 1nstrumen‘s w1th1n the '

solo sections 1s to prov1de harmonlc support or to do
figure. Occas1ona11y, they w111 be a11otted a br1ef”

' motiVe. The keyboard nay be, ac ompan1ed by tutf ,vtr1ngs, or f utes '

“  The keyboard does not rest. 1n the so1o sec 1ons*'rema1n1ng

y ,
‘cont1nua11y in. the forefront Three -part’ textur {3 employed for pas-
!

sages of mot1v1c s1gn1f1cance alternate w1th two- part textures ne-
/

served for the figurative passages A segn1f1cant character1st1c

|

~of the keyboard f1gurat10ns is the frequency of chromat1c cross
[

,41at1ons.' One example is the s1mu1taneous cross relation between o
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o ”f\': ) ) ‘ ‘ .
Example 20, Concerto in F major, Larghetto, bar 35 of the keyboard .
and basso. l = ¥
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Concerto in E-flat quor: Romanza

Bach's choice of Romanza as a title for this 1792 second
movement is unique amdng his concertos, although nine of his ten

1até symphonies,. between the years of 1792 and 1794, also employ

15

the title. In the Musikalisches Lexikon of i802, Koch defined a

" romance as én insfrUmental piece, characterized by. a s]Qw'témpo,
na¥vetévénd melancholy, and featuring-a rondo or related structure.16.
A1l of these characteriétics aré evident in Bach's Romanza. 1In
addition, a 6/8 meter is emp]oyedz‘simi1ar to the Voca] form of the

' 7
romance.l'

Byohlfarth, pp. 134-135.

16Heinrich Christoph .Koch, “"Romanze," Musikalisches Lexikon
(Frankfurt: 1802; reprografischer Nachdruck, Hildesheim- Geory Olms
Verlagsbuchhandlung, 1964), column 1271. o '

17
IT, 854,

Willi Kahl, “Romanze," Die Musik in Geschichte und Gegenwart,
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The use of the romance as a slow movement in 1nstrumenta1
music was widespread in the e1ghteenth~century 1 Mozart employs
the term as a title for the second movement of his D-minor piano
concerto, K. 466, of 1785. This movement has a rondo design, A
stormy- Erggtg_passage in the relative minor, which constitutes the
second ep1sode, contraSts with-the lyrical, serene passages around
it. , ,

’ Bach'sbRomanza in ¢ minor has a rondo structure compozed of
four refratns and three episodes‘ The final .episode in E flat major .
is d1st1ngu1shed 1n‘1ength, structure and character from the other
parts of the movement. E \ ' ' - -

The initial refrain has the-rOUnded-binary design typical of
classical concerto rondos. Its-first section opens with an eight-
bar themat1c statement by the solg, which imparts a persona] and
lyrical character to the movement. Both s1mp11f1ed and ornamented
versions of motive a are introduced here,

. Example 21. Concerto ine E- f1at major, Romanza, motive a, bers 1-2,
5-6 of the keyboard.
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Kahl, II, 854,
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An e1ght bar tutti passage in bar 9 ff. is c]o%e]y re]ated to the
\_so1o statement ‘Here, too, mot1ve a is presented 1n s1mp11f1ed and
ornamented versions,

Example 22. Concerto in E-flat major, Romanza, motive a, bars 9-10,
13-14 of violin I

con :of‘dw : . f
? . ~
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~ \ 3 - - h 7 \ 3 E

oF ket
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" If] | | ,-

“The tutti bresentation cadences in the dominant minor. |

The'second section of tne refrain {bars 17-32) once again
‘opens w1th an e;ght bar solo passage, now brlefly in F minor, Des-
. pite the 1ncreased figuration, there are many motivic references to

the f]rst section, One figure (mot1ve x), which is related to motive

4, assumes greater significance later.

]

Example 23. Concerto in E-flat major, Romanza, motive x, bar 23 of
the keyboard. o '

. AN |
) 1 —
b h
'! :
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it -
VP r
. |

-The subsequent eight-bar tutti statement (bar 25 ff,) opens with a
"seduentia] presentation of‘motive»xfin F minor, and comes to a close

with a phrase featuring motive a, in C minor (bar 29 ff,),



R .

N

) ////The modu1atory, e1ghteen bar ep1sode 1 (bar 33 ff.) opens
in A f]at major, deve1op1ng the mot1v1c material introduced in the
first refra1n. Here the separat1on of orchestra] and keyboard
statements ceases,; as the keyboard opens the passage with the accom-
paniment of strings and horns. One 1nterest1ng example of motivic
expansion and 1nstrumenta1 d1a]ogue includes the sequential presen-
tation of motive x in bar 37 ff. Here the head of the mot1ve is

stated by the oboes, and the tail, by the v1011ns

. . F 4 . . -
Examp1e 24, Concerto in E-flat major, Romanza, expanded motive x,

bars 37-38 of the oboes and violins.
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The episode closes with a tutti passage (bar 45 ff, ), which even-
¥

tua]]y 1eads to dominant harmony of C minor, in preparat1on for the

return of the refraln.i

The clavier opens the second refrain in bar 51 ff., with a
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o C . /

variatipn of motive a. Th1s statement is abrupt]y 1nterrupted by .a
free,\s1xteenth-note flourish in the keyboard, acc0mpan1ed by the
oboes and basso (bar 53 f.). In bar 55 ff,, “the f1rst violin un-
.daunted]y restates the entire c]os1ng phrase of the first refrain
(bars 29-32) in a tutti sett1ng

' Like the f1rst the second eplsode (bar 59 ff ) has a modu-

Tatory character It opens in C major - w1th the claV1er and oboes.

Various rondo mot1ves are presented in new comblnatlons and sequen-
A

 tial | passages during the course of the episode. In bar 73 f., a

rather sharp Juxtapos1t1on between the clavier and violins prepares

for the return of C minor,

Example 25. Concerto in E-flat major, Romanza, bars 73-74 of the
violins and keyboard. ‘

=
# /-.\ »/1\ ! o
# 1] [id 5
TPty
- N
} =
\ 1 d -
\
s_._m.‘.h\ ")
= 3 =
) - T g M A —
v =
Pl [——]
[L3) rl -IL ';a . 7 7 ?
) r v" - -

~
~

The third refrain (bar 75 ff.) opens with a tutti restatement

RS
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13

of bars‘9-i2.l Similar to the second refrainimthe'statement is
abruptly interrupted by the clavier (bar 79 f)). Here the solo
virtuoso f1gurat1ons, wh1ch 1nc1ude right- hand arpegg1ated chords

as well as th1rty second note runs, resemble’ Emanuel Bach S keyboardv
techn1que

Example 26. Concerto in E-flat major, Romanza, hars 79-80 of .the
keyboard. o : - '

Y. BT D ; SPRFON

T 1 —— d : e T4
% I\"j " 4\-— "i
) r | - *
b

FYi

, .
Sy ::q§5§ :
1 ~ ~
Al - [ .- i 1
5 — N g

The third and f1na] episode (bar 83 ff. ) of the Pomanza is
in rounded binary form, and 15 the 1ongest section in the movement.
It provides a contrast to the prev1ous motivic concentratlon Here
sustained, 1yr1ca1 melodic Tines of the oboes are accompan1ed by
broken- chord figurations in the keybodrd, p1zz1cato str1ngs, and
per1od1c horn entrances The openlng sect1on (bars 83 94) modu]ates
from E flat maJor to B- f]at maJor, and is repeated Sect1on 2 (bars
95-110) gradua11y returns to E-flat maJor The open1ng four bars of
section 1 reappear in bar 111 ff. After a perfect cadence/1n E-flat
major in-bar 122, a codetta for the keyboard an ] -#boes prepares for

the return to C minor. The 1nterpo1at1on of a cadenza by the so1o :

1s suggested by the fermata on the G- maJor chord in bar 126 and the

r
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term' ad‘lib

The restatement of the ent1re th1rty two bar refra1n; w1thx'
its character1st1c so1o/tutt1 a]ternat1ons, beg1ns in bar 127 ff
On1y the keyboard passages revea1 ma30r mod1f1cat1ons, the tutt{?
passages be1ng restated exact]y |

The f1rst so]o statement in bar 127 ff. opens with a s1ng]e:

vpresentat1on of motive a, before 1aunch1ng off on ‘a free, ornamental«

| var1at1on of the 1n1t1a1 e1ght bars of the movement While the

1n1t1a1 harmon1c progress1ons are ma1nta1ned here, the 1ntens1f1ed
figuration becomes a true v1rtuoso passage

S1m11ar1y, the second solg passage (bar 143 ff ) freely

7/
'ornaments correspond1ng hars. 17 24 whlle ma1nta1n1ng the 1n1t1a1

,harmon1c foundat1on It @pens w1th a serles of descendIng para]]el

th1rds in the r1ght hand ﬁn the true spirit of E_pflndsamke1t

Example 27. Concerto in E-f1at major,:Romanza;fbar'14§ ofrthe key-v g

board. -,
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_ Left-hand octaves rapidly a]ternate'with two-note chords in the

~right hand in bar 149,
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_"Examp]e;28. Concertd in S-f]ét major, Romanza, bar 449 of the

‘board., -
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- Bach maintains a distinct(differentiation between refrains
and episodes thrdughout the'Romanza Refrains e;tab11sh the tonic.
key, and are general]y character1zed by a separat1on of solo and
“tutti passages Ep1sodes feature an 1ntens1f1cat1on of the modu]a-
tory procesékand greater motivic development. Here the most is made
of the various instrumental combinations possible, due to the reta1n-
ment of fu11 orchestral forces in th1s movement Such 1ns%rumenta]
comb1nat1ons as horns/keyboard/str1ngs, oboes/keyboard, and oboes/
‘strlngs may be heard : » e - 7 , . ‘

There is .an edua] balance between the orchestra and so]bistAf
in.the Romanza, a tribute to the 1ate compositional date of the ~
work. In add1t10n to- frequent tutti 1nterpo1at1ons there are occa-
sions 1in wh1ch the c1av1er is assigned a subordynate, accompany1ng
role to an orchestral 1nstrument An extens1ve examp]e of th1s is
the th1rd ‘episode, where the keyboard provides a chorda] accompan1-
ment to the oboe cantl]ena D1a1ogues between the c]av1er and
selected orchestra1 instruments also occur. One example is the

d1a]ogue between the oboes, keyboard and v1o11ns in the second epi-

7

sode, bar 65 ff, A _ ~\)

A]] of the clavier passages in the movement are, distinctly
1d1omat1c most featur1ng a three part texture. They are character-
ized by a relatively h1gh degree of v1rtuos1ty, a1though most of

them have a mot1v1c basis, Ny \}
",‘:)\ .

I3 .
by
2
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Third Movements

®

Introduction-
\

= With the\except1on of the early E maJor flna1e, Bach s con-

certos c]ose w1th some form of rondo structure 19 The Rondo
A]]egrett of the F maJor Concerto. is composed of four rondos and

three ep1sodes, while the. later E- f?at maJor Rondo A11egro is a

much- hore expans1ve structure, W1th five refrains and four episodes, -
Classical contJnu1ty is ev1dent in the smooth tonal modu]ations'and»
the shar1ng of mot1v1c fragments between refrains and ep1sodes.

The refrains of both the F- maJor and F-flat- -major f1na1es
exh1b1t certain s1m11ar1t1es Un]ike c]assjcal rondo schemes, the
refrains are not all in the ton1c key. The second refrain is in the
dom1nant tona11ty, and the third is tona11y open in both works,

- S1m11ar to most of Mozart's rondo f1na1es 20 the soloist
‘introduces the f1rst refraln. “A sixteen-bcv sofo section is fol-
Towed by a sixteen-bar orchestral passage. .In the F-major Concerto,
'the tutti passage is actual]y a var1at1on of the §o1o phrases, .In
'the E- flat-major Concerto the orchestra] passage of the refra1n
| composed of a se]ected group of 1nstruments, only prov1des a re-
statement of the opening two solo phrases. Also, its refra1n is’

enclosed in'repeat marks.

. A 19The Allegretto Rondeaux of the Concerto in D major appar-
ent]y has four rondos and three.- ‘episodes, the latter be1ng thematic-
ally independent of each other See woh1farth p. 166, , '

20

Rosen, p. 213,
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While the second refrain of the Rondo Alleqgretto invo1ves a

complete s1xteen bar themat1c statement ma1nta1n1ng the character—

1st1c so]o/tutt1 a]ternat1on, a so1o passage presents only e1ght

‘bars of the refrain in the Jater Rondo” Allegro.,

In add1t1on to a complete SIxteen;bar thematic solo/tutti
presentat1on the th1rd refra1n of the ear11er concerto 1nc]udes a
solo prelude of two rondo phrases in the mediant minor, and a tutt1

codetta 1n the ton1c The E-f1at-ma30r-movement includes the six-

: teen-bar-presentat1on of the orchestral refrain passage, plus a key-

.board/strings, and keyboard/winds~post}ude,of two refrain phrases in

the subdominant key. . A -

While the fourth refrain of the F- -major movement 1s simply
a- restatement of the second one,rhoth the fourth and flfth refrains’
in the [- f1at-ma30r f1na1e are thlrty two bars in 1ength The
fourth refrain of the Tatter work omits only one rondo phrase but
st111 ma1nta1ns the orchestral/solo a]ternat1on However, 1n the

AY

f1fth refra1n the keyboard presents al] of the rondo phrases with

\

the he1p of an orchestral accompan1ment

The epigpde sect1ons of the two works are characterized by

a greater‘variety in instrumentation and heightened modulations.

)

They remain three independent ent1t1es, unlike the typical c]ass1ca1

, rondo scheme

Eplsode [.of both works opens w1th the 1mmed1ate transpos1-

: t1on of 1ts open1ng phrase Also, there is an eventual modulation

~ to the dominant key, but the final cadence is in the dominant*of the



s

The second ‘to’ last ‘episode in both the F- major and E- f]at-
~ major f1na1es is a dramat1c virtuoso section for the solo. Yet the _
usuﬁ] c]ass1ca1 procedure of d1st1ngu1sh1ng the second\ep1sode in
length and form does not app]y to the works 21 Rather, Bach d1s~
t1ngu1shes the final ep1sode, wh1ch is the most expansive sect#on
and is character1zed by a certa1n 1yr1c1sm This episode is tonally
closed and has a rounded- -binary structure w1th two repeated sections,
In the case of the 1ater E f]at -major’ f1na1e the. keyboard comp1ete1y
recedes into the background, funct1on1ng on]y as accompan1st to the f
- oboes and horns, : |

In both concertos a four- bar trans1t1on passage follows the
final ep1sode to ease back into the tonic key The transition in
the 1ater concerto is d1st1ngu1shed by the tempo change Agagl_.

The Rondo A]]egretto uses an eight-bar tutti codetta borrowed

from a passage connected to the thwrd refra1n, to close the movement,

‘An independent, twe]ve bar coda by the tutt1 1s emp]oyed as a c1ose

in the E- f]at-maJor f1na]e \ - f r

Concerto in E Major: Allegro moderato

* The 1765 A]]egro moderato is the only finale wh1ch features

'a concerto sonata des1gn rather than a rondo structure, a tribute
fto 1ts ear]y compos1t1ona1 date. In‘ comparlson w1th the:f1rst move-
ment of the E-major Concerto the finale represents a-more advanced

stage in c]ass1ca1 concerto sonata structure, desp1te the fact that

2Loreen, p. 154, ;
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it.a]so employs repeat marks, It is composed of three solo sections,

which function as exposition, deve]opméht‘and recapitulation, res-
pectively, and four orchestral ritornellos.

Ritornello I opens with the immediate repetition of the
initial phrase, a procedure also characteristic of Bach's Eg?st

LY

" moveménts. "

Examp]e.29., Concerto in E major, Allegro mbderato, principal ritor- -
nello theme, bars 1-4 of violin I. :

- . I‘*r I_
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In bar.9 ff., the second phrase opens with a hocket-like presenté-

tion of Tower strings versus the violins, and cadences in the dom-

inant. The rema}ning part of the ritornello consists of modulatory, -

4

motivic Fortspinnung rather than distinctive phrasés. Here the

» : _ S ,
. violins .employ a motive based on the octave leaps of the initial

phrase .as a point of imitationvin three, successive, sequentfal

statements.

Example 30, Concerto in E major, Allegro moderato, bars 15-17 of
the violins,
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Similar to the concerto first movements, the solo/orchestral
exposition opens with a clavier presentat1on of the principal ritor-,
nello theme, in both s1mp]e and ornamented versions (bar 29 ff, ).

In the 1atter version, trjp]et sixteenth notes and 1ombard rhythm
provide a new perspective to the theme, Immed1ate1y afterwards, the
clav1er prepares the trans1t1on to the dominant key (bar 37 ff.),
once again employing the familiar octave leaps of the ritornello
head motive. Among the various virtuoso keyboard passages, there
are three solo phrases whfch will be recapitulated. A1l are charac-

terized by melodic stagnation,

Example 31. Concerto in E major, Allegro moderato, bars 49-52 of
the keyboard, :
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Bars 73-76 of the keyboard.
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The second ritornello (Lar 81 ff.) restates the.first tutti
in the dominant, only the cadentié] paséages in bars 91 ff, .and 103
ff. revealing major alterations.

The solo/orchestral development (ban 109 ff.) opens with the
transposition of the initial eight bars of the exposition in B major.
© Extensive modulatory sequences Qf seleEteq motives from the first
solo section follow, The section also ineiudeS'é f-sharp minor
| presentat1on of one melodically stagnant so]onhrase (bar 142 ff.).
Eventua]]y the development comes to a close in the re]at1ve minor,

Ritornello III (bar-151 ff.), the -shortest tutt1 in the move-
ment, functions as a trans1t1ona1 passage to the recap1tu1at1on in
its modu]at1on to E.major. . It avoids any d1rect quotat1on of the
first tutti, although it opens with a hocket-like presentat1on re-
'ca111ng the one in bar 9 f. |

‘The solo/orchestral recépttu]ation ts the shortest sola.
section in the movement, S1m11ar to the development, the clavier
opens the recapitulation w1th the restatement of the initial eight
bars of the exposition, now in the tonic key (bar'lGO’ff.). _Se]ected

phrases, which previously confirmed the dominant tonality in the
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exposition, are now recapitulated in the tonic. A7 three melodi-
cally stagnant phrases of bars 49 ff., 57 ff, and 73 ff. are freely
restated. Eventually, a fermata in bar 196 and the indication,

cadenza ad libitum, invites the soloist to extemporize. The posi-

tion of the cadenza, immediately preceding the final - r1torne11o, is
similar to that of the concerto' s first movement

Contrary to Bach S other concertg- -Sonata movements, the

fourthsr1torne11o in the Alleqro moderato (bar 190 ff.) does not
include an exact quotation of the first tutti, Rather, it is based
on both versions of the hocket-1ike second phrase, which appeared
with. subtle: a]terat1ons in the first and second r1torne11os Both ,/
versions are now restated in the ton1c key F1gure 12 summar1zes

the formal structure of the movement.
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Bach establishes continuity in the Allegro moderato by

inc]uding‘a certain amount of common tHEmétic'materia1 in the Tritor-
nello and solo sections. The octave 1959, employed in various
thematic contexts throughout the movement, immediately evokes asso-
ciations with the principal ritornello.phrase, and acts as a unify-
ing dev1ce \

Example 32. Concerto in E major, Allegro moderato, clav1er versxgn*
of r1torne110 head mot1ve, bars 29-30.
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Motive in solo phkase in exposixion, bars 37-38 of the keyboard.
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- Motive in sequence in development, bars‘117-118 of the keyboard.
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Variation, sequence as well as immediate repetitipn aré'a11jtech-
niques frequently emp1oyed‘ih the mdyemeht. !

The strihgs assume a subordinate, accompanying role ih the
solo séctions, although occasionally, they may acquire the sugges-
tion of a ritornello motive. For_example, the violins are allotted
an imitatfvé presentation of the octave leap in bar 39. The passage ,
in baf 61 ff. is distinguished by the suggestion of a dialogde be-
‘tween the Teft hand of the keyboard and basso, and the-rhyfhmi;
motive in fhe uppér strings, which abpeared in both preceding move-

ments.

i
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|

Examp]e'33 .Concerto in E maJor AiTegro moderato, bars 62-63'o0f
the str1ngs and keyboard. : v . o
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Two-part texture predominates in the virtuoso figurations
of the keyboard, a1though there are also occas1ona1 appearances of.

three-part and four part writing.

Concerto in.F Major: Pondo Allegretto

The 1787 Rondo A]]egrettq is composed of four solo/orchestral

refrains and threj episodes. Contrary to the classical rondoV$Cheme,

¥

‘only the first and last refrains are in the tonic. . Furthermore,
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unlike the tyoical seven-section c1assica1-rondo,_dn which the third

episode restates the first in the tonic key,zzrthe episodes are all

1ndependent entities, |
The c]av1er opens the movement with a s1xteen bar rondo

theme. It is composed offour distinct phrases in an g—b J-l arrange-

E ment. Its length and overall two part structure are typ1ca1 of

Bach s rondo themes in the post London keyhoard sonatas of 1778,

‘ The spec1f1c type of phrase structure, in turn, resemb]es that of

the rondo movement of the 1789, A ~-major keyboard Sonata. 23
Fo11ow1ng the keyboard presentat1on the orchestra states a

~ modified version of the rondo theme; Unison flutes and violins

state phrases a (bar 17 ff.) and b (bar 21 ff.) with some var1at1ons,

and un11ke the. c]av1er presentat1on b does: not cadence in the

dom1nant but rema1ns 1n the tonic key, Phrase_bc (bar 29 ff.)

replaces phrase ¢ of the c]aV1er and the refrain comes to a clgse

in F maJor.v A formal outline of rondo I is provided in figure 13.

22Green, p. 154,

¢ . -

“3Noh1 farth, pp. 203-204,
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Selected orchestra] instruments accompany the clavier in the
first episode (bar 33 ff ). A]though the passage opens in tﬁe tonic
key, there is an 1mmed1ate restatement of the 1ntroductory keyboard/
flute phrase in D minor. The subsequent modu]at1on to the dom1nant
key (bar 41 ft.) is Uhdertaken by way of clavier f1gurat1ons. One
| seemingly ﬁnsignificent clavier figure (ffgure X), introduced in

‘bar 41 f.,"will be referred to again in later ep1‘sodes.~

4

~ Example 34, Concerto in F magog, Rondo A]]egretto, f1gure X, bars
41 42 of the keyboard

4
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An 1nteresting passage of pseudo-counterpoint, which also involves

the tail of figure x, appears in bar<45 f.
. L

Example 35. Concerto in F major, Rondo Allegretto, bars 45-46 of
the keyboard. ' ; ' ‘
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~The-final cadence of the first episode (bar 48) is in the dominant ,///;f\
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.of the dominant, G najOr, a procedure also followed in the later
E-flat-major finale. |

A compIete sixteen-bar thematic statement is included in

‘the second refrain (bar”dil;;;a, now in the dominant tonality, C
‘maJor. Once aga1n there~ig a return to the alternation of keyboard
soIo and tutt1 of the initial refrain. . The solo acqu1res the -head

/

of the rondo theme, phrases'a and b, while the tutti is allotted the

1 and bc.

'taiI, phrases a

Episode II (bar 65 ft ) 1s the most dramat1c sect1on in the
movement , featurlng an almost cont1nuous sixteenth-note, v1rtuoso :
f1gurat10n in the keyboard It is tonaIIy unstabIe opening in B-
fIat major, and c]os1ng w1th an E-minor cadence A mot1v1c 1ink to
‘the first ep1sode is brlefIy established in the modu]at1ng,_sequen-
tial presentat1on of . the head of f1gure x (bar 73 ff, ). . Soon, bhoth
_ str1ngs and qutes are caIIed upon to accompany the cIav1er (bar 77
ff;). In bar 87 ff., tension is increased with the chromatically
ascend1ng 11nes of the keyboard and f1rst qute wh1ch ¢limax w1th
an E- maJor chord, | |

Rondo III has a unique k1nd of structure in combarlson to
the other refrains, -It opens w1th a.trans1t1ona1 soIo passage (bar
90 ff.), which freely states phrases a and c 1n A minor, and which
seems to foreshadow - the tutt? rondo statement in bar 98 ff. The

trans1t1on from A minor to F maJor takes place by means of a dom-

1nant seventh chord 1n bar 97. f
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Example 36, Concerto in F magor, Rondo AIIegretto, bars 96- 98 of

the keyboard., , , . o
A -
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With the establishment of the tonic key, the tuttt‘presents rohdo
‘phrases a1 and b. Slgn1f1cantIV, th1s is the only" 1nstance in wh1ch '
the orchestra acqu1res the keyboard ver51on of phrase b. .A subse-
quent keyboard statement (bar 106 ff.) of phrases a and ¢, also in
the tonic, compIetes the third refra1n An unexpected, orchestral.
codetta, wh1ch w111 reappear at the movement s c]ose, is attached to
| the third rondo (bar 113 ff.), maintaining the estab11shed tonic
toh;ITty} - ' ' ) o _ .

Bach's usual pract1ce of bestow1ng a spec1a1 emphas1s upon
the Iast episode of a rondo movement is also maintained 1n the ngdg :
Allegrett Episode III (bar 122 ff ) is the 10ngest‘ep1sode in the~}
movement, it is tonally cIosed, as it firmly establ1shes the sub-

FA

dom1nant tonallty%91t has a rounded b1npry form with each of 1ts

et

/ -

s s1xteen bar SECtIOHS be1ng repeated '
~ The first section of episode-III (bar 12? ff ) has a 1yr1ca1 o

Character that is immediately evident. The keyboard acquiresa =

light, two- part texture. Broken chord figures in the left hand -

accompany the cantab11e right- hand me]ody. There are two- sets of



keyboard/string and keiboard/f]ute passagesé the second set func-
tioning as a free var1at1on of the f1rst | A

The second sect1on of the eplsode (bar 138 ff. ) momentar11y
'opens in C minor.  The “s1ng1ng AIIegr " phrases of the first sect1on
are rep]aced by passages featur1ng mot1V1c deve]opment In bar 142
ff., a passage featur1ng pseudo counterpo1nt between the hands
appears The tadil of figure X5 from ep1sode I, is stated in an |
ascend1ng, sequent1a1 pattern in the r1ght hand wh11e the Ieft hand.
accompan1es w1th an eighth- note mot1ve The latter. mot1ve is sub-

'sequent]yAre11nqu1$hed to the r1ght_hand in har 144,

ExampIe 37' Concerto in F major, Rondo AIIegretto, ep1sode III
'bars 142-144 of the. keyboard 4

] = 1] R [C;?' .
1§04 v - '_—
- /—T . . .
VI[/r;; + by 1 ~
S—tg- ' '
Caw

v»The open1ng cIav1er and strtng phrase of the ep1sode reappears 1n |

bar 146 ff and eventuaIIy the sect1on comes to a cIose in B flat

f}iimaJor (bar 153). | o

o A br1ef four bar qute/keyboard passage (bar 154 ff ) pro-}

| h'v1des the tonal trans1t1on to the tonic key, F major, and the fourth ,
;rondo Rondo IV restates the themat1c presentat1on of rondo II, and hp;

1

is composed of phrases a, b and a’, bc. It is foIIowed by the conm-. ‘

| pIete restatement of the orchestraI codetta assoc1ated with the thlrd

' o ' LA
rafrain Finnrn TA mvo e g e
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The sknse of continuity, characteristic of the classical

rondo, is als&beVident in the Rondo Allegretto. The tonal modula-
~tions between E isode and rando sections are made émooth1y. For
example, episode ) opens in the tonic before modulating to the dom-
inant key, ana a 'ethénsitiona1 passage 1eadsvfrom the third episode:
in B-f1at,major, to the f321ow1ng réfrain in the tonfc‘

4 Although none of the épisodes include complete rondo phrases,
motivic fragments appear quite frequent1y in cadentidl passages or
sequential sett]ngs.' Only one motivic fragment unifies all episodes,
‘namely, figyre“x. It is introduced\in~§ts éomp1ete version in the
first episode, its héad beihg stated in fhe second.episqde, ahd its
tail in the third. o |

A common’ compos1t10na] dev1ce which Bach employs throughout
the movement, is the immediate repet1t1on of thematic ideas. In
some cases, such as bars 41-44 in episode I and the tutti codetta,“
this brqcedure invq]ves an exact restatement, and thus, creates‘a
sense of suspension. In other cases, a comp]ete phrase will be
1mmed1ate1y restated in a- d1fferent key. Examples include the open-

ing of both episodes I and II, F1na11y, the initial 1dea may be
.f011owed by its var1at1on, such as the passage in bars 122-125,
episode III.

Romdos ahd episodes are diffehentiated_instruménta]]y. The
former are characterizéd by the juxtaposition of solo and tutti pre-
- sentations; the c]évier and orchestra are treated as equal partners
in the presentation of themétic‘materia1; In the episodes, the ever-

present clavier is accompanied by selected orchestral instruments;
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the Clavier assumes priority. Generally, either flutes or strings
function as accompaniﬁﬁs. However, there are some insﬁances of
horns and\sfrings, or/flutes and strings merging in én.accompani-
ment. Horns particiéate the least in the episodes, and only occa-
" sionally enter with é”;;;tained'peda1.note. They are completely
banned from the third episode.

The keyboard writing in the movement is generally character-
izéd by a transparent, iight textUref;zf§f§§-part writing predomin-
ates iH the rondo sections, with twglnote, left-hand chords accom-
panying the right-hand themes. 'Ep%sddes feature a variety of key-
iboard settings, ranging froﬁ a single melodic 11ne‘in episode I to
a five-part texture in the retransition to rondo IV. Virtuoso two-
part.passages are characteristic of both the first two episodes.

The third episode exhiBitslthe'1east degree of keyboard virtuosify,_
and its'"singing A]]egfo" passages possibly indicate the use of the

pianoforte,

Concerto in E-flat Major: Rondo Allegro

The finale of the Tate Concerto in E-flat major has an expan-
sive rondo struéture, composed of five keyboard/orchestrél refrains,
four episodes, and a coda. With the exception of the third refrain,
all rondos are tonally c]osedc Although the second refrain is in
B-flat major, most.are in}the tonic key. The hefghtened modulatory
process in the episodes is evident from the fact that, with»tbe

exception of the fourth, all episodes are tonally open.

Similar to the F-major finale, the E-flat-major Rondo Allegro
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opens with a keyboardlsé1o presentation of a sixteen-bar theme. The
first phrase (phrase a) is immediately restated, the me]odfc line
being coupled in thirds the sécond time, Phrése b (bar 9 ff.),
thch is tonally unstable, is followed by phrase ba gbaf 13 ff.).
The latter cadences in the dominant., |

The opéning eight bars are subsequently restated by the
orchestra, beginning in bar 17. Phrase a is stated by uniﬁon vio-
Tins, simu]taneouslykdOUbled in a §imp1ified version by the first
~ obog. It is 9159 cdup]ed in sixths by the viola. qv161ins, coupled
~in thirds and doubled by the oboeé, subfequent1y restafe'phrase'al.
Rather than progreésing to solo phrase\B} the orchestra injects two
independent closing phrases (phrases c, d), which retain more of a

tonal stability. A formal outline of rondo I is provided in figure

15,



115

.SP41y3 Ul pajdnod

-puey 3ybry
3. - Cgd
(8-9)
e

+q

1

u . . - - m
(02-41)
e 3asedud

+9

(2€-£1) ea3sayoug

gd T vqd
(v-1) .

e 3sedyd
(91-1) otos

(2€-1) I opuoy

~

*Jofew 3e)4-3 ul 034325u0) .ogmw-< Opuoy ‘I opucua jo ubrsap —mELou *GT {aunblLy4

o




116

‘

Similar to the ear11er F-major rondo ep1sode I first esta)

blishes E-flat maJor before venturing into the dominant key. The

'

late compositional date of the Rondo Allegro is evident in the clear -

diﬁtinction between purely figurative and thematic material assigned
to.the soloist. Figurative passages inc]ude~the opening broken-
.triadié triplets (bar 33 ff.) and'the ocfavé}movement fn bar.53;ff.
The Tatter passage is suggestive of p1anoforte technique,

Example 38. Concerto in E-flat major, Rondo Allegro, épisode I,
bar 53 of the keyboard. ; S

!

The clavier is assigned one theme which serves to establish.

the dominant tonality. Initially, it is accompanied by the strings,

Example 39. Concerto in E-flat maJor Rondo Allegro, Jepisode I,
“bars 45-48 of the keyboard. .

1 o
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The theme is.ihmediate]y restated in a higher keyboard register, now
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with the accompaniment of the winds (bar 49 ff.). The previous1y
descending scalar figure of the violins is‘transferred to the oboes,
‘ahd is an examble of Stimmtausch Towards the end of th1s ep1sode
the head of the clavier. theme is developed by the 1nterpo1at1on of
vbroken, tr1ad1c*f1gures; |

”'Examp]e 40. Concerto in E- flat maJor, Rondo A]]egro, episode I,
bars 65-68 of the- keyboard, ‘

[

R e + —
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Dur1ng the course of the ep1sode one d1st1nct]y rec09n1z-
able rondo motive is 1nterpo]ated by the orchestra, and funct1ons as-
.a unifying dev1ce The head of phrase c is emp]oyed as an orchestral
v}1nk between so]o f1gurat1on in bars 36 and 40 as well as the basis
for an oboe/violin dlalogue 1n bar 61 ﬁf | |

The B-f]at-maJor tona11ty is ma1nta1ned in the abbrev1ated
second rondo (bar 69 ff ), where only the clavier appears with

phrases a and al.

1

An 1ntens1f1ed modulatory process character1zes the second
episode (bar 77 ff.), wh1ch opens in F minor. CIav1er tr1p1ets are
successively accompan1ed by strings and oboes, a climactic point |
be1ng reached in bar 85 ff. Here E f]at minor is estab11shed by

the dramat1c presentat1on of the head of phrase a in the keyboard
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accompan1ed by the JUXtapOS1t10n of strings and winds,’ Stimmtausch
“occurs when the accompany1ng f1gure of the str1ngs (bar 85 f.) is
1mmed1ate1y transferred to the winds in bar 87 f. There is a pos-
sible p]ace (bar'92) for the 1nsertion of an improvised cadenza in
" the subsequent solo passage. The ep1sode c1oses with a half cadence
in. bar 96, in- preparat1on for the reentry of the E-flat- -major rondo.
“The»th1rd rondo (bar 97 ff ) includes a restatement of the.
complete orchestral passage presented in the first refrain, phrases
a, al, c, and d. In bar 113 ff., there is an unexpected addenda to '
this presentation. The keyboard transposes phrase a 1nto A- f]at
- major, w1th the accompaniment of the str1ngs, ‘the violins prov1d1ng
a s1mp11f1ed duplication of the me]ody Phrase al (bar 117 ff.) is
| subsequent]y a]so stated in A- f1at major, now with the accompaniment
of the winds, | : |
The third episode is a'high]y deve1opmenta1, modu]atory sec-
~ tion, in which transposition plays an,important role. It opens un-
obtrusively in A-flat major; with anhoboe/vfo]in presentatéon of
phrase ¢ (bar 121 ff.), similar to.the'ﬁdia1ogue" in the first epi-
sode. Phrase c's head is also featured in an extended sequence in
‘the fo]]ow1ng keyboard phrase (bar 125 ff.). The oboe/v1o11n pre-
sentation of ‘phrase ¢ in. bar 129 ff. closes with a diminished- seventh‘
chord, denied reso]ut1on. Instead of reso1v1ng to the expected

A-minor harmony, the chord proceeds to D-major harmony.
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| Example 41, Concerto in E-flat major, Rondo A]l;gro, ep1sode I11,
bars 132-133 of the keyboard and strings.
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Eventua11y B m1nor is estab11shed by st11] another keyboard sequen-

tial settlng of phrase c's head,

The second part of the episode (bar 137'ff.) is character- ‘
ized by a series of mooulations, deseending through the circle of

 fifths from B minor fo F minor. Virtuoso clavier phrases are

.~ alternately aocompanied b}‘pizzicato strings and sustained .oboes.,

The appearance of sustained pedal notes 1n the str1ngs, in

bar 158 ff., marks the final section. of the ep1sode Eventua]]y '
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\
the tonic key isireestablished; The episode closes.with a cadential
passage featuring a nine- bar B-flat peda] in the basso, over which
v and [ 6/4 chords appear A fermata on the tutt1 dom1nant chord in
bar 184 suggests the p0551b1e 1nterpolat1on of the second cadenza in
the movement |

The roles of the orchestra and so]o are reversed in the

fourth refrain (bar 185 ff.). An orchestral” presentat1on of phraseS'

a and a1 opens the sect1on Then, for the first t1me in_ the move-

.ment the orchestra free]y presents. the keyboard phrases b- and ba

After the solo also states phrases aand al, it acqu1res the pre-
vious orchestra1 passage, phrase c. Phrase d of the refrain is re-
p1aced by a chordal clavier solo (bar 213 ff.), which is character-

ized by Empfindsamkeit,

pr+fa11y, the f1na1 episode (bar 217 ff.) is the 1ongest

passage in the Rondo Allegro, It has a rounded binary form w1th
both of its two sections being'repeated. |
Due to the absence of any type of dominant harmony in bars

1-8,of the eoisode the opening tona]ity is vague. The 1n1t1a1 C-

minor chords can e1ther function as the submed1ant harmony in E-flat

maJor or ton1c harmony in C minor. P1zz1cato passg_p1tches, osc11~
Tating upper strings and the occa31ona1 c]av1er triads accompany
susta1ned oboe me]od1c lines. In bar 229 ff s arpegg1ated, Six-
teenth note chords in the c]av1er, and susta1ned basso pitches pro- .
vide a new accompan1ment for the oboes. Here the harmonic rhythm

is more active, and the key of C minor is clearly established. An

interesting harmonic nroareccinn arrime in hofwe 999 494 .o
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Neapq]itah harmony resolves to the secondary dominant of'C»minor.
The second ending to part I of the episode cadences in G
| major. - The B natural sharply clashes with the B flat o; the fd]]owf
ing E;flat-major harmony in bar 237. |

Example 42. Concerto in E-f1at méjor, Rondo,AllegFo, second ending
to part I, episode IV, bars 235-237 of the keyboard and.strings.
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Part IT of the fourth episode. (bar 237 ff.) opens with the
famf]iar oscillating string accompéniment'and pizzicdfo basso. How~-

eVer, now‘the hofns replace the oboes. An‘eight-bar passage, freely
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basso p1tches and’ arpeggiated keyboard f]gures accompany1ng the sus-
tained horn me]ody A c11mact1c point is reached when oboes and
horns appear in immediate succession in ‘bar 253 ff., exchanging the

same motive,. -

Example 43, Concerto in E- f]at maJor Rondo A]]égro, episode IV,
bars 253-259 of oboe I and horn I. '

‘D— "5 - - - T -
s — 3
{ Bl o
.‘L.LomoL / — — — — }_
B — -
"ff., the restatement of three'phraEes from part
I of the? . in retrograde order of the1r 1n1t1a1 apoearance,
prevents 1 na] amb]gu1ty of the opening measures Eventua]]y

the fourth” ode cadences in € minor, -
The] fterpo]at1on of a_four-bar Adagio passage by the tutti
(bar 285 f ﬁiservee as a transition to'thé reentry of the E-flat-

maJor rondo‘f Rondo V (bar 289 ff.) 1nc1udef all of the phrases of

7fr; 7y With s1gn1f1cant mod1fhcat1ons -in instrumenta-
tion. Un11ke rondc I, the keyboard 1sever present, and the d1st1nc-
t1on between purely solo versus tutti passages is no 1onger made.

A solo passage opens the f1na1 rondo with the expected
phrases a and aI However, rather than continuing with a eololpre-
sentation of phrase b, the keyboard is prov1ded wwth an orchestral

accompan1ment 11 < accompanvment is composed of the juxtapdSition
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of w1nds and str1ngs, recap1tu1at1ng the passage 1n bar 85 ff of

"i»ep1sode II After the kevboard so]o restatement of phrase ba (bar
' 301 ff ) the expected orchestra] entry is rep]aced by st111 another
- solo presentatlon of phrases a and a1 (bar 305 ff. ) the cadent1a1
‘po1nts be1ng re1nforced by v1o]1ns and oboes, respect1ve1y In the f. ;]
: presentat1on of phrase cin bar 313 ff the oboes and horns succes—_-“f
' s1ve]y doub]e the c]av1er S1gn1f1cant1y, th1s 1s the on]y 1nstance

'1n wh1ch the horns acqulre a rondo mot1ve For the f1rst t1me the :.:';v

keyboard acqu1res an embe111shed form of orchestra1 phrase d 1n bar :
317 ff L . | _'
A twelve bar coda by, the tutt1 (bar7321 ff. ) br1ngs the

movement to a c]ose F1gure 16 summar1zes the formal structure of

‘the Rondo A]legro,lk
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A1though abrupt modulations frequently occur within the ep1-
sodes of the movement, cont1nu1ty is maintained through the use of
smooth tonal transitions between the ep1sode and rondo sections,

One example is episode III, which uses A-flat major as a starting
point,bmaintaining the subdominant key established by the third.
rondo, Also, it opens with phrasefcl, continuing from the preceding

,
1; the transition from the thjrd

rondo's presentation of phrase a
rondo to the third epieode becomes almost imperceptible. In addi-
tion to phrase ¢, independent rondo motivic fragments also appear
in‘the episodes. Immediate repetition of phrases, transposition and
,yariaeion are compositional techniques whfeh are used frequently
throughout the movement.

Aside from the olosing phrase of the initial refrain, the
_gggln_trans1t1on and coda, Bach tends to avo1d the use of the full
orchestral force. Rather, sele@ted instruments are combined in a
| var1ety of ways, and exh1b1£¥a certa1n degree of 1ndependence.h For
‘examp1e, in the orchestral presentat1on of the first refrain, the
second oboe enterS’e1ght bars after the first oboe. Also, basso and
horns participate only at the cadential poinfs.“

Unlike the finale of the Caoncerto in F major, the orehestra
~ does not maintain equal'stafus with the ¢lavier in all-refrains.
Rondo II includes only a_c]avier'so1o, and in the'fina] rondo the
clavier rules supreme, Generally, the olavier is allotted a three-
part texture in these sections,

By the same token, the superiority of the clavier is not

established in all episodes. In the fourth episode, the keyboard



127-

-

assumes a subservient accompaniment to the respective sustained

Tines of. the oboes and horns.

-

In the remaining episodes, the onchestra1‘accompanfment

" often involves the juxtaposition of strings and winds, and orchestral

' interpq1ations also appear;t The keyboard is assigned various pro-
portions of thehatic interest and virtuoso figurations. It may
acquire a single figurative line, or twb- and three-part textures.

~Generally, the keyboard wr1t1€§ seems to indicate the use of the

p1anoforte rather than the harpsichord.



Chapter 4
" SUMMARY AND CONCLUSIONS.

In this thesis it has been shown that the features observed
in the clavier concertos of Johann rhr1stoph Fr1edr1ch Bach are also
characteristic of the period in wh1ch he Tived. To conc]ude the “
formal structures of each of the concertos will be summarized in
relation to the contemporary works of his two brothers, Car] Philipp
Emanue] Johann Chr1st1an, and to the concertos of Mozart. Friedrich's
increosing skill in the manipulationof the orchestra wt1]vbe briefly
traced from the early to late concertos. h short statement.concern-
ing the‘type of clavier technique evident in the‘works will atso be
provided, .

| Fo]]ow1ng the general pract1ce of. the t1mes, Friedrich only
chose maJor tonalities for his concertos Emanue]'s concertos after
1755,1 all of Christian's, and most of Mozart's Qorks use the major
tonality. |

5The hybrid North-German'concerto and symphonic tirst-movehent
structore of Friedrich's early Eemajor AJ]egro (1765) is replaced
by thetmodified concerto-sonata design in the later concertos., The

seven-section structure of both the 1787 F-major Allegro moderato-

and 1792'E-f1at-major A]fegro are characteristic of Emanuel's open-
ing movements. Also, the use of a tempo change within the,EQf1at-

major Allegro is a feature found .in Emanuel's Concertos, Wq. 43, df

Lot fmann-Erbrecht, p. 757.

- 128
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1772, Hore‘significant1y, the ose of the Andante introduction for
the clavier reveals an attempt on the part of Friedrich to»ereate
more interesting solo entries, a feature of Mozart's works. L1ke
Christian, Friedrich assigns the pr1nc1pa1 r1torne1lo theme to the
soloist, An 1ndependent solo theme in the dominant key, however,
does not appear until the E-flat- -major Allegro.  The development
section, uh]ike‘the corresponding passage in Christfan's'works, is -
composed of transposed expos1t1on themes and motivic sequences as:
lwe]] as so]o figurations. Fr1edr1ch shows the least initiative in
the-rechpitu]ation section of his concerto-sondta structure, Here
there are none of the-variations 1n instrunentation or a]terations
in the order of themat1c presentations, wh1ch are character1st1c of
Mozart S works |

There is a marked increase in structoral tomp1exity.from the
- second movement of ‘the early Concerto in .E maJor to the Tater works.
In the Aggglg_the c]av1er cant11ena, with its profus1on of ornaments,
rules supreme, and 1§ more 1mportant than the b1narx structure of
the movement, The Larghetto of the F-major Concerto has a five-part
ritornello structure. In the 1ast}concerto Friedrioh employs a |
Romanza movement in rondo form. The formal complexity of th1s move-
ment wou]d be out of reach of the d11ettante, and d1€fers‘from
- Christian's simple Andante movements It reveals a serious att1tude
on the part of Friedrich towards the concerto form. |

Fr1edr1ch adopts the popular -rondo form for all of his ]ater ‘

finales. The E-major finale of 1765 was composed before this form
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was in Vogue.2 The‘usualiprocedure of cohsistent]y establishing the-.
tonic key in the refrains does not apply to Bach's rondos. = Also,
sonata elements are avoided, although the movements do exhibit tonal
‘direction.  Both the F-majOr and E flat- majoh finales feature a
de11berate modulation to the dom1nant key in the first ep1sode, and

" a he1ghtened modu]atory process in the seconﬂ In the E- f1at-maJor
rondo, there is even an eventua1 return to the tonic at the end of
-the thtrd ep1sode S1m11ar to Mozart's rondos, both thp F-major and
E-flat-major f1na1es close with a coda.

Unlike the early E-major Concerto, the 1ater.wdrk5‘feature
variety in instrumental‘timggg Even the, pure]y orchestral se¢tions
are characterized by various instrumental comb1nat1ons. In the
3 tutt1s of the F-maJor Concerto, there are passages scored for strtnge,
flutes and strings, v1011ns, f]utes and- v1o]1ns “1nds are
a]]owed to break away from the strings entirely, in the orchestral
passages of the E- f]at -major Concerto, by acquiring themes eSpec1a11y'
_ designed for them, S
W1th1n the solo sect1ons of the Concerto in F major, the
-c1av16r may be comb1ned with f]utes, str1ngs, horns and ctrings, or
'flutes and str1ngs. However, the soloist is never a]lowed to blend
with an 1ndependent w1nd choir. This is finally achieved in the

Tater E-f]at-maJor Concerto. In fact, in the Rondo Allegro of this

work the clavier, with the aid of the basso, aceompanies the sustained

$

_ 2See Cole, p. 425, Cole estab11shes the dates for the rondo.
vogue from approx1mate1y 1773 to 1786,

\\v

\
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ulines of the horns. This b]end of clavier and horn tone was on1y
achieved in the piano concertos of‘Mozart,.Haydn‘having avoided it
~in his works.3 |

~In addition to‘the independence'granted to the string and
-W1nd choirs in the E-flat-major work, Bach also treats 1nd1v1dua1
1nstruments more independently. - For.examp]e, the v1o11ns alone may
be se1ected to accompany the cTaV1er . Also, spec1a1 string effects,
'such as p1zz1cato and mutes, are emp1oyed here,

While the orchestra on]y funct1ons in an accompany1ng capa-
city in the so]o seet1ons of the E- -major Concerto,'1t part1c1pates
-more act1ve1y in the themat1c presentat1ons of the later works
However, even the orchestra in the F-maJOr work (1787) tends to be
ﬁ}suoservient'to the c1avier It is in the E- f]at maJor Concerto- that
' the greatest ba]ance between c]av1er and orchestra is ach1eved
ATutt1 1nterpo1at1ons, 1nstrumenta1 dialogues, and jﬂxtapositions,
such as w1nds versus str1ngs, become espec1a11y important here.
| Concern1ng the type of keyboard instrument for which the
'concertos were des1gned,»there is some externa1 evidence for the
use.of the pianotortef Bach had such an instrumentiin his pdsses-‘
sion by 1778, and the Concertos“in D major‘of 1787 and E-flat major
of 1792 include the option of harpsichord or pianoforte in their |
titles. | | | | )

There is also a certain amount of styiistic_evidence to

suggest the use of the pianoforte in the 1ater‘works. According
. , . ‘ .

3Veinus", p.A7O.”
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t0>woh1farth's study, with the except1on of the E-major Concerto,
-there is no doubt that the planoforte is more appropriate in the
_performance of the works 4 Wohlfarth cites pianoforte techn1ques
‘such as A]bert1 basseés -and broken- chord patterns accompany1ng right-
hand melodic 11nes, as we]l as left- hand octaves used in d1v1ded
s1xteenth note 11nes, 1n the 1787 D maJor Concerto s The F-maJor
work, also of 1787 does not 1nc1ude exten51Ve passages of A]bert1- ‘
'fbassﬂ;1gures, and revea]s 1ess sty11st1c ev1dence for the use of
the p1anoforte However, the’ ”s1ng1ng A11egr ! techn1que employed
herE*wou1d seem to po1nt towards the newer 1nstrument The last
work, the Concerto in E flat maJor, has more 1nterna1 ev1dence forv
the use. of the p1anoforte, in the b]end1ng of w1nds or: horns w1th
the keyboard, a comb1nat10n less sat1sfactory w1th a harps1chord

Genera11y, two- part textures are chosen for v1rtuoso key~
board passages in the concertos, three-part wr1t1ng be1ng reserved
for themat1CASections. Hith the exceptlon of. the Concerto in F
»maJor all movements of the E- maJor and E f]at~maJor works 1nc1ude;
at 1east one poss1b1e p1ace for the 1nsert1on of an. improvised |

cadenza The F-maJor Concerto om1ts th1s p0551b111ty for d1sp1ay

only in the third movement,

*Woh1 farth, p. 153,
°Ibid., pp. 164-165.

6Veinus, p. 107,
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-Johann Christoph Friedrich Bach was a dutiful court ﬁusiciaa |
who successfully met the ehallenges ofihis immediate environment.,
Al three of the concertos by Bach, which have been under considera-
tion, cenétitute worthwhile music. 1In them, Bach'assimiletes the
var1ous forma1 structures, compos1t1ona1 and orchestrat1on tech-
niques of the times. VYet the fact_that Friedrich does not contri-
bute 1nnovative accompiishments to the concerto genre, and'the prox—v
.e imity of the great Mozart concertos tend to d1m1n1sh the h1stor1ca]
1mportance of the works, Mus1ca1 competency rather than 1nsp1rat1onv'

is the predominant feature in Bach's clavier concertos.:
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i
PREFACE(TO THE EDITION

The following works weire editee from photocopies of the
autograph manuscripts, The autographs of the instrumental parts of
the Concerto in F major, Mus. ms. Bach St 275, and the Cencerto in
E-flat hajor, Mus. ms. Bach St 273, are located in the~Staatsbfbliothek
Preussischer Kulturbesitz: | Hus1kabte11ung, Berlin, B.R.D.

A title page prefaces the manuscript 1nstrumenta1 parts of
the Concerto in F major. It 1nc1uQes the key of the Concerto as

‘well as the full title, "Concerto per il Cemba1o.concertato
acedﬁpagnato da 2 Corni, 2 Flauti, 2 Violini, vfola e Basso," p1us
the composer's signature and date, February 27, 1787. FEach of the
instrumental parts is -entitled with theAname of the instrument,
tit1® of the movement and "Concerto," except for the keyboard Iﬁ
the latter part only the t1t]e of the movement and "Cembalo
concertato" are given,

The manuscribt instrumental parts of the Coneerto in E-flat

e major are also prefaced by a title page.  The latter includes the
. title of the wor& "Concerto grosso per 11 Cembalo 6 Piano Forte’

accompagnato da Due Corn1 Due Oboi ob11gat1 [sic], Due Violini,

Violetta e Basso," plus the composer's signature and the date 1792,

A1l of the instrumental parts are headed with the name of the instry-

ment, movement title and "Concerto." The keyboard part is identified
as "Cembalo concértato,"

I would Tike to express my gratitude to the Staatsbibliothek

- 140
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Preussischer Kulturbesitz, Musikabtei1uhg, in Berlin, for sending

me excellent phofocopies of the two Bach concertos,

&
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First Movement?

EDITORIAL COMMENTS

Concerto in F Major

_Allegro moderato

f1rst movement .

| Several 1nstrumental parts reqU1red bar adjustments in the

Two bars rest rather than the given three were

employed following bar 111 in both flute parts. Also, seven bars
rest instead of the given five were employed fo]low1ng bar 169 in
the second horn part. .

<

Bar

Upbeat to bar 1

13-14

20

¢

Editorial Revisions and Comments

In the manuscript, the note F is given to flutes I
and. Il and violin I, Violin II is allotted C.
However, the passage in bar 239 ffi, which is an
exact restatement of the opening bars, is preceded
by an upbeat on C in both flutes, and-violins I
and II. Moreover, in all comparable passages the

- upbeat to this theme is a unison dominant note. ' °
‘Thus, on the upbeat to bar 1, C was substituted

for F in both flute parts and violin I, in the
score,

The following passage is al]otted to flute II in .
the manuscript:

) e

-y
-

i
!

“In the compilation of the score, the lower line

was cposen for the second f]ute, as the upper line

- 1s played by flute I,

In the manuscript the following passage is given

 to the basso: .




24

34

40

41

42

A\

458

- The initial D was changed to C in the score to

correspond to the bass line of the clavier. A
comparable passage may be found in bar 134,

The quarter note in the horn parts of the manu-
script was rhythm1ca11y altered to an eighth note
and eighth-note rest in order to fit the context.

- This was also done in bar 234, For a parallel

passage see bar 138,

6 6
4

~The figuration § was replaced by i

The forte marking of the horns in the manuscript
was omitted here, and added to the next bar to fit
the context.

The qwﬁ?fér note in both horns and the clavier was
rhythmica11y altered to an eighth note and eighth-
note rest in order to fit the context. This was
-also done in bar 310,

In the manuscr1pt the following 1s allotted to

the horn parts:

[ann
—Corno T
e I/ }1 ?
V.1 o | A
] L4
0 —
- : Y
I ad b (] |
\-PPML@ # d
in ’ ) :

v

The concert pitches F and A in horns I'and IT res-

~pectively, create the simultaneous appearance of
" tonic and dominant harmony on beat 2. The continuo

figuration indicates ¥®. Thus, both parts were

' changed to:




‘15

60

76

83-84

94

459

This was also done in the comparable passage,
bar 311,

The fortissimo marking of violin I in the manu-
script was omitted here, and used a bar earlier
to correspond to the second violin.

The following passage is found in the manyscript
of the clavier part, right hand: ’ :

) 71 AR

In the score, the final beat was rhythmically -
corrected to: ‘J§; '

J v

‘ B

In the score, the notation: J- was employed in
flute I instead of the given: J_J This made the .
notation identical to the second flute and also

to the comparable passage in bar 266,

" The fo]lowkng phrasing'is employed in the manu-

script of the first violin:

-rgﬁ g N
,

!

/

This was altered in order to correspond to the’
phrasing of the other strings and also to.corres-
pond to bars 273-274, :

) *;::hpu_;:::_.-_——

—i

The hprns,’which enter at this point with the
strings, do not do so in comparable sections. See
bars 226 and 284, However, all three sections were

left as they appear in.the manusceipt, .. - ..



107 -

109

115-117

120-121°

- —

460

The following passage is a]]otted to the 1eft hand‘

of. the clavier in the manuscr1pt

- B L.

Ia X
Jo

3

The final figure was changed to a broken-chord
figure 1n the score: f

+

—

- et

See bar 110 for an exact restatement of this
passage. N

Fr1edr1ch s use of the same mater1a1 in 1mmed1ate
succession implies the use of the echo effect.
(See bar 16 ff.) Thus, a 91an1ss1m marking was
employed here. The given piano marking in the
manuscript of v1011n IT was substituted by =

pianissimo.

The fo]lowing slurs are employed in the manuscrlpt
of horn II: ‘

LA |
v

FF FF 3
Sope® Semns”

These slurs were om1tted in the score, as they do

not appear in either of the parallel passages,

bars 1 ff. or 239 ff, .
In the manuscr1pt the basso is allotted the
following line:. S :
H r_ | | ‘ °
e = v ——— —3—
T r 1

. ‘L"



129

132

134

461
e

This diverges from the clavier bass line, and
subsequéntly would be the only instance within

the tutti passages in which the basso differs from
the clavier material.

In the clavier part at this point, there is eyi-
dence that Friedrich initially had intended the
use of the Tow dominant note on the second part
of beat 2 (similar to the parallel passages in
bars.6 and 244), but then changed his mind:

Fat ' :

" (o ; . T
B
L'd l -

~

\

Friedrich's corrected version employs a V2 rather
than V7 position, and subsequently progresses: to
a I°® chord. -One can thus surmise that he simply -
forgot to correct the basso part. s

In the score; the basso was altered to follow the

__notes of the clavier bass line,

In;the manuscript,.the following -passage is given
to flute II:- -

A

7

-

This was altered to follow the comparable passage

if¥ar 15, |

A: Rather than employing thé given Qianb marking in

the basso, pianissimo was used in the score. This

. Was indicated by the context. Also, see bar 18, -

The following rhythmic pattern is found in the
manuscript of.the first violin: J_—J'.Y >

In the scorei~the'fihal eighth notefwas?a1teréd
‘to a thirty-second ‘note in order to fit the con-

text, For comparable pas§ages_§gg;§§r§{29 and 136, =



151 and 153 .

166 -

176

178

| 186-187

L

second

- passages in bars 25, 139,235, 4

. correspond to bars 54-55,

~In the score, a qharté:}note C was substituted

>:452. -

‘The following: passages S?e’a]]otted to the second

1

violin in the respective bars 151 and 153:

—1

h

11l
]
L

-

s . o B
17, #
' l-_...q_::

‘The initial F of these passages crosses the first

violin D in both cases. To- prevent this, and
because violin II otherwise follows the first

‘viﬁﬂin,exaét]y in the section, D was also employed

on the initial beat of vielin II. For comparable
passages see bars 36 ff. and §0§ ff. :

The'foflbwing is allotted to the’firét violin in

the manuscript: A -

L o

PP~ . .
f .
AR e

- for the two eighth notes to correspond to compar-

able passages in bars 18, 96, 132, and 286.

In the manuscript, violin II is allotted the

rhythm: v v & This was altered to: v vy F
in the score, to follow violin I, ~ .

“The gi#eh"rhythmical pattern of the fifst violin:

& 7 F was altered to: [ }J‘:r F Also,
the rhythmical pattern in the manuscript of*the -
was altergd.t»: =~ &

violin: L. 1 o
J ﬁf?wg See bar 177 and othy ble

[

. e .
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4 . N l\) . . | » V ’ " ‘
188 The clavier right hand is allotted the following
passage in the manuscript: ‘ o
i I SR R @R

]

i

In the score, the.decorative figure,_Which is-
found in the comparable bar (measure 56), was
added.‘ ' A . ‘

il

196' In the manuscript, the following appears in the
- left hand of the solo keyboard: : .

SY—— | ‘

i

I

_This was a]tered(in‘the score to:

1) v

—

06 The fb1lowingf5as§age is found in the manuscript R
' ~of the basso: -~ . S R

o-
« , ®

UL

e s
==

“However, since the basso.exactly follows the bass
line of the solo keyboard from bars 197-205 (with
the .above, exception), the basso was allotted the
c]avjer's-bass notes here as well, R

o B I; N : N
g l . } | .
R < e o
//" .
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N

204 > The folidWing‘paSsége1appears in the manusthipt
of the viola part: . ‘

e}

—— .‘ . . i
KT SR

F|

{

1
0 iy
L

In order that this part fit the harmonit,context,
the second and third notes were reversed in the

score,
- ' i — . N . , » ‘
e )
' of .the clavier part; . . |
‘ : I ‘ = l . L ‘ ~4 : -
. ‘ = S SEENSS

The right-hand C's,wefevreplacgd by B flat's in
the score, in order to fit the harmonic context.

) ==
: ) : T ;L_J 1 i
e ” -3 : N C | 5 o
P .
228 ~ In the manuscript, the flutes, horns ahd Strihgs

are all allotted a quarter note and quarter-note
rest, This was rhythmically altered in the score
to an eighth note and eighth-note rest. -Comparable
passages may be found in bars 96 and 286,

o Also, in_the’manuscript, the leaﬁiﬁg fone iﬁ'the
~ second vjoJin'reSOlyes“to‘the dominant: ‘

» .“fv

¢ ———

e

L
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In the seore, the G was replaced by the tonic, C.

nd

P Comparab1e passages include bars 95- 96 ~and 285-
' 286.

231 A dotted- e1§hth note rest above the first beat in
"~ the manuscr1pt of the claV1er part, left hand,.was Co
omitted in the score. :

232 An extr%geous eighth- note rest .in the manuscr1pt a
‘ - was omitied from the first violin part
250 - The fol]owing passage is found in the manuscr1pt
o }of the c1av1er part,. r1ght hand
. i. R \
5
T - 3

In the score, the final beat was rhythm1ca11yu

‘ corrected to: F FTF“

*

256 o The given rhythmlc pattern of the clavier right

0 hand: [T J7J was altered to: ]%Iqﬁ B
_ See the preceding bar, 255 and a comparable pas-‘

/sage 1n bars 65-66. '

Also, rather than emp]oying th?~given J in the ¢
second flute, the notation: .J was employed in
-order to follow the notation of f1ute I. See a
comparable passage in bar 66, S

‘258 3 B The given rhythmic pattern: of the_clavier right
~ hand: was altered to: J7J & ¥
See . comparable passages in bars 254, 64 ‘and 68,

Rather than employin#he bar rest in the manu-
script of violin II, 1t was given the upbeat figure
of violin I, See comparab]e passages in bars 64,

. 88,-and 25, , oo o
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275 and 277

- 466

The pedal, concert F, of horn I in the manuscript
was replaced by concert G, As a result, horn. I

is now identical to the second horn, and also” fits
the harmonic context. = :

The following phrases are found in the hahuscript |
of violin'I: o

b N Loy :;/’?,

A
o d

1 S

" Bar 275 L Bar 277

. These Tonger phrases Qere rép1aced by shorter

Qﬁ‘é

279

1286

309

314

slurs to correspond to the other strings and also
to bars 85 and 87, . - _- ~ '
An extraneous piano marking in the manuscript of
the basso part was omitted. B "

Both horn notes were rhythmically altered from
the given quarter-note values to: J 7 in.order
to fit the context.. See a comparable passage in
bar 96. o . _ .

The forte mafking of the hdrﬁé,in;fhe’ménuscfipth
was omitted here, and added to the next bar in
order to fit the context. ' '

The fortissimo ma#?ing bf Vidiin:Igin:the manu-
script was omitted here, and.added a bar earlier

to correspond to the second violin, ST
- ’ ; i ..

Laf'hétto

Second Movement:
IR 'ré?,
An1y thes

moveméhgy Folid
quarter notes 'df

‘were employed:ip-

'

{"%l

o o o L o
clavigr part required a bar adjustment in this
ing bdr 125, there are four bars. of reiterated -

C in the manuscript., Only three of the four bars
the'score, ° . - R - ‘

-

: ~ The ﬁanuscgkpt flute parts, in addition to the title, = .
Larghetto, are headed with, "NB. Flauto 1," and 'NB. Flauta 2."

'i'1ndication;"tasto’§olb.

[t";. % , . A E . l‘.‘_
~ Editorial Revisions and Comments .

While continuo f?gurqtidngis‘indicated‘here,;the  =

ffjmgomparable_sectjgn,ﬁnamelyg.barsv52-54j.ﬁasﬁthe”;‘,,"_ ‘o

¢
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- 45

26

33

42

59
65

70

[y

718

"
LS

Bl Fae

passage -in bar 17,

. was

467

. In the stofe, the final note 6f thé bar in the - -

clavier was coupled with an E. This corresponds
to an exact restatement of this passage in bar ,99.

‘Friedrjich employs a kind of shorthand for the

repeated eighth-note pattern in the left hand of
the clavier. S o

£\~

My O . .
® T —— - . . .
| E ’j

He also employs this shorthand in bars 39, 74-75,

82-83, 98-100, 102-103, 110-112, and 114,

The.forte-mafking in the manusgript of violin 11
was replaced by piano in order to fit the context,

: . EY ) . .
- The piano marking in the manuscript of violin I
- was rep]aced=by'gianissimo in orderto fit the

context,

. The figuration § was feplécéd byi4-3-in the score.

See a comparable passage.in bar 6,

The figuration 3 on the first beat was replaced

by § in the score. See a comparable passage in -
bar 12, . S i ‘

;

; . Tk S \ } J s ‘ . .
In the maqwﬁcript,_the following is given to the
basso part:’ SRU | S

The G sharp wa¥ delayed until the third beat ‘in’ -
the score, to fit the context. Seg_g comparable

.

“‘The ano marking‘in the maﬁu5cripf_of'the basso  e
Taced by pianissimo to fit the context. . =
K - . " ¢ i I -

ian
rep

 adjust

- hird MovemenfR Rondo Allegretto

- Two instrumental parts in the tHird movement required bar =
ments. Both the basso and viola parts are missing. two bars . ...

T rest folTowing bar 66 in the manuscript.

. '
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: There is a d1screpancy between parts - concern1ng the t1t1e of
the third movement, The.clavier is entitled “"Rondo A11egretto," the
second flute merely has "Flauto 2 NB.," and the remaining instruments
are entitled "Allegretto Rondo." ' The t1t1e, "Rondo A]legretto,“ was
- chosen to head the th1rd movement in the score.

Bar - ~ Editorial Revisiens and Comments
5 The following passage is a]]otted to the ctav1er

in the manuscript:

.;[:]ij

" In the score, the second beat was altered togtd;a.

3 See EOrrespbndihg'paésages'1n bars 53 and 162.

14-15 The melody of ‘the. c1av1er was: coup]ed in thwrds to
- ‘ follow the same passage in bars 111- 112 and a- .
DU . similar ne in bars 95 96. e 7v ST
"2 m eighth~note rest was added to horn IT in order
to: rhythmfcally complete the bar. R ,

I the clavier part the figuration on. the fina] |
beat was: changed from 6 to § in the core. =

32 . In the clavier part, an extraneous efghth-note _
: A rest was omitted from the bass clef. Atso, rests
el .w_mmmw;;,v were: added to the treble clef: in.order to.rhythmi-
SN cal]y comple?e the bar.
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762A s The following appears in the manuscript of the
L v1o]a part G , L
e
i AN B A

- In .the scdre, the initial quarter note D was
replaced by E to fit the harmonic context.

Also, the figuration 6 on the fiFEt’heatfofwthe

clavier was omitted, the F's and A's of the. flutes

“and violins being. con51dered as accented suspen-
sions from the pgeceding bar. S

119 The given. figuration i on the third beat was

aitered to 5 : .
120 In the manuscript them first f]ute ist aHotte 91
- the fo]low1ng . ' A ?f
Y :t + e, » A
‘b - l?‘ - - - - .’ : N ’ . ar 3
: : o g N
"This wag a]tered %B correspond to the 11ne of
flute: II‘ R , . ‘
A _’_ . S
'_:z:.::':'::%::",e_ > e
- — N : T . , S

ki

The given figuration 6 on the third beat of the
clavier part was omitted R ,

148 A redundant pian marking was omitted from the
} - erbasso.__' , , , ‘ R 4
'f!'_ 171 The given figuration\ﬁ on the fina] beat was
: - corrected to 1. G
"‘j ) \ .’i‘ S L l»
- 179 . The given figuration on the third‘beat'was .

altered to §.

o
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. e . ' N . ‘u
. Concerto in E-fiat-Maior o
First Movement : Allegro R .
,}gg: | s f’}- kgjtoriai Revisions and Comments-
., . .&' : L
16 - A haif—note rest rather than two " quarter note By
£ rests. were used in -horn I L o
19 The additionai notes were added to oboe Iin order & S
+ that it would follow the.first violin as the '
second oboe follows vidlin II. Likewise, the TN
- Oboes: were also adjusted in measure 185 _
: o \ ‘ ' N
‘20 . An adjustment in figuration was made, 4. 5 was
‘ omitted This" was aiso done in bar 186
22 A missing quarter-no e rest in the basso was ii"f"i:
© . ‘added, | 7 e e
3 m adjustment in figuration was made.. 6 was s
i - removed from the secpnd haif of the first beat . Do
. ~ to the second beat. ; : /,;; _1.~ oot
f'24i o The foiiowing appears“ﬁn oboe I, i piicating the L
e pitches of violin ) EE — G
- g —F S . Lo
. ;r | 1) T o . . . [
- ' i 1, o
. ! / i -
L The top note wasechosen, as D is fbund in oboe II ?
30 . A adjustment in 1on Aas made, 7 was moved »
P :'" “from the second  first beat to the - - ,
R second beat » ,‘,,done in bars 19 and
:3i'1' ~ An. adjustment in figuration was made. 7 was L
“o . omitted: from the second beat This nas -also done
- ' ; in bar 315, _iu j PR '; . ,,”K_Y o
33 The given haif notes of oboe I were combined into
S a whoie note._ See bars 199 and 317 R
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37 Instead of, the given dotted-quarter note in the
. second violin, a dotted-eighth-note Yest was
added. See a corresponding section.in bar 321.

53 The F in. the viola was replaced by G. This was
also-done in measure 417, See a corresponding
passage at bar 218, !

64 A scale passage was added to violin II to follow
violin I. This was also done in bar 428, See a
comparable passage in bar 230,

66 The half noteinoboe I was changed to: J ¥ in
order to fit the context of the passage. This
,was also done in bar 430. :

70 . In horn I, the half-note concert E: flat was
divided into a quarter note and an eighth-note
rest, making it rhythm1ca11y equal to horn II.
This was also done in bar 434, .

73 A missing eighth note C was added to the viola.
» See corresponding measure 239
, ¢
74 © The staccato mark over the lower E flat of violin I
was omitted to fit the context
76 The staccato -mark over the first tkip]e'étop in

violin II was omitted. This was also done in the
corresponding bar 440, ' :

101 The quarter note in the left hand of the clavier

was divided into two eighth notes to correspond to
bar 339, o
111 _ .The'root was added to the middle voice of the

clavier, This corresponds to bar-349

136 The quarter note on the second beat of the bar 1n
- the basso was changed to a half note.

143 Piano in’'the winds was replaced by forte in order
to fit the cofjtext. See also the comparable
passage in bar 381, '

145 The two tied half notes in the basso were replaced
by a whole note. See corresponding bar 143 and .
also bars 381 and 383.

150 " The notes of the clavier bass, F and G, were cor-
rected to follow the string basses, G and A
natural, for the sake of harmonic logic.



oA
160

168
171
183
195
198

235

239-240

249

-

. 4

- the missing measures are preceded by a page turn

. B
The .following appeaﬁs in v1ol1n I, begi
measure 160 ‘ . K

B

L)

R -
o 4 : a

These two measures were combined into a single bar.

»-
\ ] v I
D1 ]

)]
N
L4

.

A comparab]e passage in the manuscript is correct]y
notated in bar 398.

G in the clavier left hand was rep]aced by F. See
corresponding passages in bars 62 and 406,

The tied half notes in horn I were rep]aced by a
whole note, See corresponding bar 409, '

The staccato mark over B flat 1n the basso Was:
omitted to fit the context. - o

An adjustment >n figuration was made. 7 was
omitted from beat 1 and § was added to beat 2.

Piano in the viola was rep]aced by forte to fit
. the ¢ context,

In place of an ejghth-note rest on the first beat
of horn I, a quarter note, concert F, was employed.
See comparab]e measures 231 and 233,

These two bars of the.keyboard are m1ss1ng in the
manuscr1pt Corresponding measures 7374 were
used as a guide to complete them. Significantly,

in the keyboard part,

- The following appears in the manuscript of the

keyboard Co



263
/

290

308
314

315

331

357

'

i

L

An adjustment in figuration was made.
to the secondAbeat from the latter part of the

The D appogg1atura in oboe II was added
corresponding bar 31,

473

. B flat in the clavier was replaced by A natural.
See corresponding bar 265,

- A natura1 in violin II was rep]aced by ‘A flat. to
f1t the context.

~ This bar in the viola part is missing from my
copy of the manuscript. The context suggested
the whole-note rest. ’ -

7 was moved

pod

o

See

The first half of this bar in the viola part»ié
absent in my copy of the manuscript. ‘
ing bar 47 was used as a guide to comp1ete the bar.

Correspond-

The first half of. this bar in the v1ola part is
missing in my copy of the manuscript,
ing bar 119 was used as a guide.

Correspond-
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398

409

413

418

421

Fe

/ ‘ I | - 478
. S o _ |

376

This bar is missing in 'my -manuscript copy of the.
viola part. F was chosen according to harmonic
implications and comparable passages in bars 374,
136, 138.

The first part of the bar in the v1o1a part is
missing in my copy of the manuscript. Bar 160 was

used as a guide. - ‘ :

The given rinf, of violin IT was changed to forte |
to fit the context. See also the correspond1ng
passage in bar 171.

The half-note rest in the second horn part was
replaced by an E-flat quarter note and quarter-
note rest. Context suggested this. See also

correspond1ng passages 49 and 415,
14

The given passage of oboe II, namely,

']
LA B |

Ly

Y

~ was altered to follow the comparable passage in

bar 54, and also prevented a trlp]éd B natural,

An adjustment in f1gurat1on was made. 6 was
omitted from the first beat, §Y was added to the
first half of the second beat, correspond1ng to
the same passage in bar 57, 2 wds omitted from
the final quarter note of the bar. See the same

_passage in bar 37, and a similar one in 223.

In add1t1on to the above revisions, certain wind parts of
the first movement contain incorrect bars of rest. The following.
adjustments ware made: . .

a)

b)

16 bars rest instead of the given 15 were employed
in oboes I and II, beginning measures 120 and 358,

7 bars rest instead of the given 8 were used.in

.oboes T and II, beginning in measure 333. Inter-

estingly enough, the correct number of bars rest
is given in.the comparable passage in bar 95 of
both oboes. In oboe II, bar 95, it is also evi-

“dent that Friedrich had erased a prev1ous number

before wr1t1ng 7 bars rest.

<
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c) 10 bars rest instead of the given 11 were used in,'

- oboes I, IT and horns I, II, beginning in bar 371.

_ .'W;Interest1ng1y, the correspond1ng bar 133 has fhe

! correct 10 bars rest 1n a]l of the above instru-
- ments.

v

w4 _ .
Second Movement: Romanza

,h : - ‘ ! . - . ! ' ? .
o . : &
© Bar " Editorial Rev1s1ons and_Comments
.79 o It ‘was not the generaqaﬁr/ct1ce of the time to

mute double basses, - Neither Quantz in the third -
edition of his Versuch einer Anweisung die Flgte
traversiere zu spielen of 1789, nor-Rodsseau in
the second edition ef A Complete -Dictionary of .
Music of 1779 include the double bass 1n the1r “
“Tist of strings to be muted. - - o

Bach uses the similar procedure of muting violins
and viola, while the basso remawns sempre piano,
T in Andante amoroso, Sinfonia in E¥/§ 6 Voci/Due
N o Corni/Due V1o11n1ﬁijola/e/8asso of 1769. See
Geiringer, "Unbeach%ete Kompositionen des
Biickeburger Bach," " p. 106 ,

The E1an1551mo in the douhle basses in the manu-

- script -indicates only an overall dynamic level of
the movement, but still allows certain f]uctuat1ons
w1th1n this 1eve1 Thus, forte was added to oboe -

» horns, clavier and str1ngs See comparable
passages in bars 55 and 75, in which the basso is
marked forte. o ) '

12 In the viola, the middle section of therbar;is-
“missing from my copy of the manuscript.  Bar 78
<< was used as a guide in the choice of D, =~ = -

15 - The incorrect f1garat1on of § ] on the .first beat.
“was replaced by 3, :

28 The incorrect f&gurat1on of & was rep]aced by g

36 The dotted-half note in horn I was rhythmically

altered to the following: 4;’ 1t Context seemed
to dictate this change. '

47 - In place of two eighth-note rests in the clavier,
a quarter-note E flat was employed. This was done
in.order to maintain the sequence begun in bar 45,



83-126 of the
~ keyboard part

A

-

51

56

' 57

76

77

82

A o ' 476

v o _ - o,

" Instead of a whole-note rest in the c1av1er left

hand, a quarter-note C was added to the first beat
thus following the string bass line at this po1nt
This bar is directly preceded by a page turn in
the c]av;er part. See corresponding passages in
bars 8-9, 20-21, 28 29, 154-155,

5# was added to‘the figuration on the second beat,
thus retaining the conSIStency of figuration in
comparable passages in bars 10 and 14, Similar
additions were a]so made in bars 76, 136 ‘and 140.

N

Piano was om1tted in the’basso A

. .The eighth-note rests on the final beats of both

clavier and basso parts were replaced by an ‘eighth- -
note E to maintain the third of the chord. Compar-
able passages frclude bars 10, 14, 56, 136, and
140.

The two eighth-note rests in the viola part were

“replaced by a quarter-note G. See simi]ar~passages

in bars 11 and 137.

In the basso part, an e1ghth -note rest was added
to rhythmically complete the bar.

In the score, this passage of the keyboard part is

based upon friedrich's revised version. That is,
the initial keyboard passage at this point is
crossed out in the manuscript, and a new version
is written on a separate-sheet of paper. The type
of figuration between the initial and revised ver-
sions differs, The initial passage employs left-
hand octaves and rising right-hand arpeggios.
Perhaps the left-hand octaves are omitted in the'
revised passage, because the basso couples the -
Teft- hand notes. .

Bar 83 of the or1g1na1 keyboard part

A} / V
b - = ,
[NV ;
vy .
. ) '
4 // Y | |
',:; - ./la ‘_/l
L Ed
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S A

-Bar .83 of‘tbe‘rersed_kexbbardvpart;j

k
[ : )
vy : P . o
= v -+
1
- ¥ . )
hi . 2 a
VY N L
- SRR ok »

4

There is on]y one keyboard ending employed before
the repeat signs. {bar 94) in the ‘original version,
as opposed to two in the revised passage. . The
1atter, which employs an A flat in the f1rst end-

- ing, better prepares the return of the E-flat-major
- passage. .

Bar 94\of the original keyboard part.

)]
Ll
F—_{ v S -
. P -‘ﬁ —t-‘l—
T
: . - 'y
JLI
- -
. Bar 94 of. the'revised.keybeard part, = A
| I R S S
45—+t = , ,
#1 ‘; ] .
i ' -
" - -+
‘ .
-l‘l S
R =
by—¢- ———— _

7 ‘ _—

In bar 102 the sca]e figure 1s(rep1aced by a
chord pattern. L L

’;\
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" Bar 102 of the'original keyboard part. = o
A TN &« . V @ ‘J‘
by— 4 ) S I W s :
o :::J ]
|+ , R
q . o i
. q - . "
1}%~ e , ;
8 i

:.'Bar 102 of the revised kéyboard part”

,b" . R A

.\\
AN

i

T
¥

4]

——

By

The cadent1a1 point in bars 121-122 is strengthened
in-the rev1sed keyboard passage

| Bar 121 of the original keyboard part

i .
-
B L 2N A i
V4 P
T [ — -l_
\ 1_4_L_ T
51 -
o g
&
L) SN
\
.‘§
i
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[\

| B

el

e
In the origihal keyB@ard passage; the sixteénth-
‘note motion contipues until bar 125. However, the
- revised passage acquires a contrasting type of
accompaniment in the codetta. -

Bars 123-125 of'thg original keyboard part. -

\
N

s433

),

5
Pl

(
4
| <
Al |
rrEn

.



86

88 -

S 480

'l‘,/'

3

- Bars 123-125 of~f£e revised keyboard’paftf‘

B | 1 —
| b B g . 1
/ \d - i ™ -

‘;ming the dominant harmony of P-flat major. In

" The revised keyboard passage also exhibits some
harmonic cManges. For example, the A natural of .
bar, 84" is replaced by A flat, so g#s not to under- .

bar 87, the Seventh of the chord is.allotted to

an orchestral instrument rather than being included<_

in the keyboard figuration. Similar instances

occur in bars 88 and 113, .The reverse is true in

bars 92 and 93, where seventh chords replace th
simple triads of the original version.~—

- In two instances, certain notes omitted in the

revised keyboard figuration are employed as
accented suspensions in an orchestral instrument.
Examples include the omission of the.D_flat in
bar 98, and the A E]at in bar 114, from the key-

" board.

The dotted-quarter note in horn &&_was replaced

by a quarter note and eighth-noté¥rest to match

the notation in horn I. "This was also done in

bar .110. : ‘ .

“In the manuscript, the keyboard part has a crossed-
out upper line: - '

.‘ - . ’

']
Ln N

L
g
P
ot
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94

96

‘110

122
123

126

138

141

145

158

481 .

. Ca
- . - é
¥ N " «

In my copy of the»manuscr1pt this bar in obce II
is practically illegible. A]though the B flat can
barely .be made out, A natural was determined

| 'soleby- from cdntext (Oboe 11 follows violin I

quite closely from bar 8 n.)

A mls§1ng e1ghth -note rest was added to the viola

part y”

*

The F on the third beat in the basso part was

’-rep1aced by C, which follows the. c]av1er~1eft
~ . hand. F does not make harmonic sense,

In my.copy of the manuscript, the first two beats
in the viola part are missing. As the viola
follows the string bass notes quite closely frum

bar 98, B flat was also chosen here. .

» : ‘
The low F in the left hand of the clavier was
replaced by E flat, corresponding to the string
bass line, _

In the clavier part,. an extraneous eighth-note

“rest is written after the fimal note of the bar.

This was omitted in the score,

Oboe I was changed frem: J.x1 to: J YyY to
match the keyboard and oboe II.

Also, the fermata in oboe II yas removed from
the eighth-note rest in:J 7Y1 and placed over
the G.

In my copy of the martuscript, the middle section

of this bar in the.viola part is™missing. Bar 78,
a.comparable passage, was used as a gu1de in the

choice of D. :

Also, oboe II was changed from: J. J J Jv
to- match the other winds,

£l

~ The incorrect f1gurat10n 3 on the first beat was

replaced by £, o o

The left hand of the solo clavier plays F in the
manuscript. This was replaced by G, which corre-
sponds to the left-hand passage in bar 19, and
which prevents direct cross re1at1on between F .
sharp and F natural. '

" In the basso part an e1ghth note rest was added

to rhythmically complete the bar.
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Rondo Allegro

Editoria] Revisions and Comments

This bar in. the Viola was iliegibie in'my copy of
the manuscript. A similar passage in bar 35 was
used as a guide to derive Lhenotes Fand D,

‘The Eiano indication in oboe Ii was changed to
forte to fit the context. v y

The change of key signature in the c]av1er part
was postponed from bar 132 to 133.

The given ornament in violin I, 23. , was replaced

by a trill to fit the context. Also, see corre-
sponding passages such ‘as bars 188 24, etc

The viola's D was replaced by E fiat to resolve -
the dominant harmony of the previous bar on a
tonic chord. ,

In the solo clavier, rather than employing the

~sign 8 below the A fiat of w%he left hand, the
‘1ower A fiat was Simply added.

¥

The upper E flat in the” ciaVier is Simpiy a note

- head\without stem in the manuscredpt. - Context

suggested a ha]f note.

The piano in the vio]a was repiaced by QianisSimo '

'to fit the context

In violin II, the slurs encompass the entire bar
in the manuscript. These were replaced by shorter
slurs to correspond to violin.I and the viola.

The same was also done in bars 237 243, 253- 255

- 257-259, 269-275. e

The second half of the bar 1in the vio]a is
illegible, in my copy of the manuscript. Context

(

' suggested continuation of the same harmony.

to correspond to the overall comt&xt of the passage.

\

Y

’.The piano in the viola was changed to %ianissihn‘

- See bars 216 and 237 This was also done. in bar
269. : , '

|



278

329

?

In the c]av1er the D was’ rep]aced by a C in orderf 7
to maintain the supertonic chord-to ‘the end of the

bar. This retains the slow harmonic rhythm of one

" chord per bar that has beqn estab]xshed in bars

377-284,

’ &
The second horn's concert F was replaced by concert
A f]at in order to fit.the context of the bar.

"



