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CLASSICAL WIND SCORING

PRACTICES:

MOZART

BY ROBERT W. RUMBELOW

Concerti for
wind instru-
ments and
orchestra writ-
ten during the
eighteenth
century con-
stitute some of
the finest solo
writing  for
winds. Today,
however, most
musicians per-
form  these
works with keyboard accompaniment only
and seldom, if ever, have the opportunity
to perform them with an ensemble of any
size. Herein lies the primary objective of
the ‘Enhanced’ Classical Wind Band
Accompaniment Project: to produce his-
torically informed period accompaniments
with the timbres and qualities of the eigh-
teenth-century wind band.

Accompaniments for classical period
wind concerti scored for the traditional

SCORE STUDY

As discussed in the introductory article “Defining the

concert band have generally fallen short of

artistic requirements, especially in view of

classical period timbres and balances.

Several reasons are evident:

e the orchestrator’s lack of experience
with timbres and techniques included in
the original scores and thus a lack of
adherence to scoring/orchestration prac-
tices of that era;

e the size of the present-day accompany-
ing concert band and its volume; and

e the instrumentation of today’s ensemble,
which, by utilizing timbres more closely
associated with early twentieth-century
wind band writing and composition,
complicates achieving the clarity and
intimacy of the classical period.

As the ‘Enhanced’ Classical Wind
Band Accompaniment Project unfolded,
it was quickly noted that the classical
octet, with its treble double-reed melodic
timbre in the oboe voices alternating with
the clarinet single-reed timbre, lacked an
upper tessitura extension commonly
found in operatic and orchestral flute

parts, in particular, in first violin string
writing. Two flute voices were frequently
used by Haydn to provide an upper four-
foot voice register and by Mozart, who tra-
ditionally used only one flute in his sym-
phonic writing and two in his operas. The
upper range of the flute writing seldom
passed above G3, a practice adhered to in
the current scoring of the Clarinet
Concerto. It is also interesting to note that
Haydn and Mozart seldom wrote for the
first violins above E-flat3.

Further examination of the scoring
practices of Mozart and Haydn reveals
that Oboe 1 and Violin 1 were the prima-
ry melodic line carriers, either in unison
or in alternating fashion; likewise, Oboe 2
and Violin 2 supplied melodic support in
unison or octaves and through harmonic
support in consonant thirds and sixths.
When clarinets were employed, they
either replaced the oboes in these func-
tions, complemented them in unison or
octaves along with the two primary treble
string voices, or filled in interval gaps

Wind Band Sound,” techniques of analysis necessary for
proper score study require the ability to ascertain timbres
and balance of voices notated on the score, especially those
found in solo accompaniment as well as tutti passages.
Many avenues to score study exist; melodic, rhythmic, har-
monic, and formal analyses, among others, are the most
obvious. Many conductors do not realize or utilize the study
of orchestration of a work deeply enough. This is frequent-
ly an outgrowth of the publishing efforts found in military
band journal scoring over the past 150 years, in which
‘safe,” limited cross-cued instrumentation patterns were
used and full scores were not available for proper study.
Today’s new repertoire is entirely different, for the full
score and its wealth of information is a standard and nec-
essary part of performance. Each conductor must make

decisions on how to develop a personal style and technique of
score analysis. Throughout this article, and in succeeding issues,
this matter will be discussed.

In his descriptive research into applying classical wind scor-
ing tendencies to the new harmoniemusic approach, Robert
Rumbelow has delved into numerous Mozart scores to substan-
tiate his choices for the new scoring. Two excerpts from The
Magic Flute are contained in his article, along with two excerpts
from the Concerto for Clarinet, K. 622 in both the original and
the new version.

It is suggested that you secure full scores to the excerpts pro-
vided and continue the process of analysis. Place your findings
either in the score for instant reference or write them in a sepa-
rate notebook for later reference. Then continue the process with
other works you are studying or performing at this time.

— D.H.
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classical harmoniemusic and the classical

symphony. A careful study of Mozart’s

extant harmoniemusic illustrates that he
liberated his various pairs of instruments
from the generally conceived parallel writ-
ing in thirds and sixths and also trans-
formed the first bassoon part from a con-
stant contributor to the bass line as its first
priority to performing a more natural role
as a tenor instrument. This essentially
added a new voice to the ensemble. Also,
there was a strong relationship between
the bassoon and the viola voice; this cou-
pling has been created in the project
through unison and octave English horn
and bassoon scoring. Sixteen-foot or contra
instruments are represented by the contra-
bass clarinet, the contrabassoon, and the
double bass. The presence of three distinct
timbres in the 16-foot register permits
many subtle changes and combinations in
the bass line while providing balance for

the tutti sections.

Although the Serenade No. 10, K. 361
(370a) cited previously used four horns,
the standard concerto and symphony com-
plement is two, as is the case with trumpets
and timpani. Particular attention has been
directed toward the use of the natural, non-
valved horns and trumpets and the timpani
with regard to period usage and the stage of
development of each instrument. Also, the
issue of modern performance practice has
been taken into account, thus affording the
option of such anomalies as a third timpani
note in selected situations.

MusicAL EXAMPLES

The following excerpts have been
selected to provide background in
Mozart’s original scoring and the tech-
niques employed in the enhanced har-
moniemusic accompaniment.

The first excerpts are from The Magic

Excerpt 1. Overture to The Magic Flute, mm. 1-7

Flute. Excerpt 1, Overture mm. 1-7, illus-
trates chordal structures. Which voices
will be the most prominent due to their

*location in optimum registers and freedom

from close or unison doublings with
stronger timbres? Notice also that the viola
is used as the third voice in the triad with
Violin 2 in measures 4-7 [and then joins
the celli and bassoons in a unison duo with
Violin 1, a sixth higher]. The trombones
illustrate their noble Masonic quality in
their chordal answers to this duet.

An important analytical characteristic
lies in the scoring of chords. What effect
did the composer desire? Are the pairs of
instruments stacked, interlocked, over-
lapped? How much space is given between
tones? What reinforcement does the spac-
ing of each pair of instruments have on the
timbre: double reed, flute, single reed?
How many roots, thirds, and fifths are
included? Are they evenly balanced?

Flauti.

Oboi.

Fagotti.
Corni in Es.

Trombe in Es.

Trombone Alto
nore.

Violino I.
Violino IL
Viola.

Violoncello e
Basso.

Clarinetti in B.

Timpani in Es.B.

|
|

‘,

Trombone Ba.sso.(
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