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AoS1

Western
Classical tradition
SAMPLE
PROOF
PAGES
1650–1910
OVERVIEW
This Area of Study is compulsory.
There are three strands to this AoS:
B
 aroque: the solo concerto
C
 lassical: the operas of Mozart
R
 omantic: the piano music of Chopin, Brahms and Grieg
For AS you study only the Baroque and Classical strands.
For A Level you study all three strands.
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Classical
Mozart: The Marriage of Figaro (Le Nozze di Figaro) K. 492, Act 1
Overture
No. 1 Duettino (Figaro and Susanna, including following recitative)
No. 3 Cavatina (Figaro, including the previous recitative)
No. 4 Aria (Bartolo)
No. 5 Duettino (Susanna and Marcellina)
No. 6 Aria (Cherubino)
No. 7 Terzetto (Susanna, Basilio, Count)
No. 9 Aria (Figaro)

SAMPLE PROOF PAGES
Romantic

Chopin: Ballade No. 2 in F major op.38

Chopin: Nocturne in E minor Op. 72 No. 1
Brahms: Intermezzo in A major Op. 118 No. 2
Brahms: Ballade in G minor Op. 118 No. 3
Grieg: Norwegian March Op. 54 No. 2
Grieg: Notturno Op. 54 No. 4

How does it fit into the exam?
Music from this AoS will appear in Sections A and B of the
‘Appraising Music’ paper (component 1) in both AS an A Level.
AS paper
Section A – Listening: There will be four questions on AoS1 in Section A, which account
for 24/49 marks in this section.
 uestion 1: Extract with short answer question on Baroque Music (5 marks)·
Q
Question 2: Extract with short answer question on Classical Music (5 marks)

WESTERN CLASSICAL TRADITION 1650–1910: AoS1

 uestion 4: Long answer question which you can choose to answer on the music of
Q
either question 1 or question 2 (10 marks)
Section B – Analysis: You answer one of two questions; each is worth 17 marks.
Question 25: Based on an extract from one of your Baroque set works
 uestion 26: Based on an extract from one of your Classical set work movementsIn
Q
total, therefore, at AS, AoS1 work accounts for 41/96 marks available on the paper
overall.

A Level paper
Section A – Listening: There will be 3 questions on AoS1 in Section A which account for
20/56 marks in this section.
 uestion 1: Extract with short answer questions based on one of the three strands (4
Q
marks)
Question 2: Extract with aural dictation question on another of the strands (6 marks)
Question 3: Extract from remaining strand with long answer questions (10 marks)
Section B – Analysis: There will be three question, from which you answer two; each is
worth 17 marks, and this Section is therefore worth 34 marks.
Question 22: Based on an extract from one of your Baroque set works
Question 23: Based on an extract from one of your Classical set work movements

SAMPLE PROOF PAGES
 uestion 24: Based on an extract from one of your Romantic set worksIn total,
Q
therefore, at A Level, AoS1 work accounts for 54/120 marks available on the paper
overall.

Musical language for this AoS
To understand music and communicate your understanding to
others – especially an examiner – you need the vocabulary for
describing and defining features in a piece.
Each of the optional AoS has some specialist vocabulary that is applied to specific styles;
AoS1 requires both knowledge and understanding of a general musical vocabulary.
It is important not only to learn these words, but to make them part of your regular
vocabulary when playing, listening to and thinking about music. Some will already be
familiar to you – perhaps your instrumental teacher uses them. If others seem foreign to
you, then make yourself use them and you will soon be speaking them fluently, and better
still, using them to think about music wherever you meet it: in orchestra rehearsals, going
to a concert or listening to music online.

Melody words
The specification requires you to know the following melody words for AoS1. How many
do you already know? Check the glossary at the back of the book for definitions of
words you are not sure of.
 ontour – ascending, descending, stepwise, conjunct, disjunct, scalic, triadic and
C
arpeggio
Intervals, including compound intervals
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Phrase lengths – equal, unequal, balanced
Ornaments – trill, mordent, turn, acciaccatura, appoggiatura
Passing notes – accented, unaccented and chromatic
Auxiliary notes – upper, lower and chromatic
Note of anticipation
Echappée note
Portamento
 elodic devices – sequence, motif, fragmentation, repetition, intervallic augmentation
M
and diminution
Many of these melodic features are found in the following piece.

Melodic Featurefest 1

SAMPLE PROOF PAGES
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Bars
1–4

The opening of the piece comprises two balanced phrases of equal length
 oth phrases start with a bar of triadic contour (based on a C major chord in bar
B
1 and a G7 chord in bar 3)
 he first note has a mordent on it – an ornament that emphasises the note by
T
briefly visiting the upper note:

 he first note of bar 3 has an inverted mordent on it – a similar ornament that
T
uses the lower note for emphasis:

Bars 2 and 4 are decorated with turns – an elegant ornament typical of the
Classical period which uses both upper and lower notes:
5

SAMPLE PROOF PAGES
Both of the first two phrases reach their final consonant note a beat after their
final chord and from the note a step above which is dissonant to the chord. Each
of these penultimate notes is therefore an appoggiatura

Bars
5–6

 hese bar starts with a descending scalic contour in semiquavers; in the second
T
half of each bar there is an ascending arpeggio contour
 he last note of bar 5 has a momentary sounding of its lower neighbour
T
immediately before it, known as an acciaccatura
Bar 6 is the same as bar 5, but with every note lower by a step, making it a
descending sequence

Bars
7–8

Bar 7 has three notes (B, D and F) each of which is decorated by lower auxiliary
notes – notes that are briefly dissonant to the bass. Two of these notes (the
A# and C#) are notes that are not in the home key of G major, making them
chromatic lower auxiliaries
In bar 8, the resolution from the supertonic (D) to the tonic (C) goes via a step in
the opposite direction, making the E an echappée note

Bars
9–12

 hese bars make use of fragmentation – using only the first three notes of the
T
opening melodic idea to create motif. This is treated to repetition in bar 10,
rising sequence in bar 11 and intervallic augmentation in bar 12, where the rising
6th is stretched into an octave
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Bars
13–17

This 5-bar phrase makes for an unequal phrase length to finish the piece
 he phrase starts with two bars of conjunct motion. In order to create this,
T
many passing notes are used. In bar 13 the D and B on the second and third
beats fit the harmony of these beats (D major first inversion and G major
root position), so the intervening C on the half beat is an unaccented passing
note; however, the B on the fourth beat is dissonant with the bass, and so this
is an accented passing note
 he melodic line in bar 15 leaps by more than an octave, creating an interval
T
of a compound 5th.
In bar 16 the first C is consonant in a second inversion C major chord
(a cadential 6/4), and so is the D on the third beat; this makes the C # a
chromatic passing note
 he D in bar 16 is decorated with a trill – a fast oscillation with the note above.
T
The C at the end of the bar (which is dissonant with the G7 harmony in this
perfect cadence) announces the final note of the piece, and is a note of
anticipation
 he melodic line in bar 15 leaps by more than an octave, creating an interval
T
of a compound 5th.
In bar 16 the first C is consonant in a second inversion C major chord
(a cadential 6/4), and so is the D on the third beat; this makes the C # a
chromatic passing note

SAMPLE PROOF PAGES
 he D in bar 16 is decorated with a trill – a fast oscillation with the note above.
T
The C at the end of the bar (which is dissonant with the G7 harmony in this
perfect cadence) announces the final note of the piece, and is a note of
anticipation

PLAY IT!
If you are a pianist, you should try playing this piece. The melody is also well
suited to being played on the violin (perhaps with a cello on the bass line) or a
clarinet (maybe with a bassoon).

The melody of this short piece is also good for checking your understanding of intervals.
The method for measuring intervals is as follows:
1. C
 ount through the alphabet from the lower note to the upper note. Including the notes
themselves, the number of letters you count gives you the number (remember after G
to go back to A). For example, low D to higher B would be…. D, E, F, G, A, B – so this
must be a 6th of some sort; F # to Bb would be…. F, G, A, B – a 4th of some sort.

2. N
 ow ask yourself whether the upper note appears in the major scale that begins on the
lower note.

WESTERN CLASSICAL TRADITION 1650–1910: AoS1

Perfect 8ve

Minor 7th

Major 7th

Minor 6th

Major 6th

Perfect 5th
Perfect 4th

Minor 3rd

Major 3rd

Minor 2nd

Major 2nd

Perfect unison
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4. If your answer to step 2 is ‘yes’ the interval is either ‘perfect’ (for 4th and 5th) or ‘major’
(for 2nd, 3rd, 6th and 7th).
5. If the upper note is too high to make your answer to step 2 ‘yes’, then the interval is
‘augmented’.

6. If the upper note is too low by a semitone then the interval is either ‘minor’ (for 2nd,
3rd, 6th and 7th) or ‘diminished’ (for 4th and 5th).
7. If the upper note is too low by two semitones to be a major 2nd, 3rd, 6th or 7th, the
interval is ‘diminished’.
So in our two examples, the 6th of D to B has to be a major 6th as D major has a key
signature of F # and C #, making its sixth degree a Bn ; meanwhile, the interval of F # to Bb has
to be diminished 4th, as F # major uses a Bn and Bb is smaller (but being a 4th, there is no
‘minor 4th’ available in the chart above).

QUESTIONS ON ‘MELODIC FEATUREFEST 1’
1. In the opening two-bar phrase of ‘Melodic Featurefest 1’, between which two
notes can each of the following melodic intervals be found?
Minor 2nd

Major 2nd

Minor 3rd

Major 3rd

Perfect 4th

Perfect 5th

Minor 6th

Major 6th

2. What is the interval in bar 2 between B and F?
3. Where in the piece is there a melodic interval of a 7th, and what kind of 7th is it?
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3. Use the diagram below to find the adjective required for your interval:
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‘Melodic Featurefest 2’ has been composed to focus on melodic features. Study the score
and/or play or listen to it, and then answer the questions below:

Melodic Featurefest 2

SAMPLE PROOF PAGES

QUESTIONS ON ‘MELODIC FEATUREFEST 1’
1. What word best describes the melodic shape in bar 1?
Motif

Phrase

Theme

Tune

2. How does the melody in bars 2–3 relate to bar 1?
Falling sequence

Intervallic diminution

Intervallic augmentation

Rising sequence

WESTERN CLASSICAL TRADITION 1650–1910: AoS1

Arpeggio

Ascending

Conjunct

Descending

Disjunct

Scalic

4. How is the melody of bar 1 treated in bars 5–6?
Falling sequence

Intervallic diminution

Intervallic augmentation

Rising sequence

5. How is the melody in bar 7 best described?
Ascending arpeggio

Conjunct

Disjunct

Descending arpeggio

6. What is the function of the quaver C in bar 8?
Appoggiatura

Auxiliary note

Echappée

Note of anticipation

7. Which two terms describe the music in bars 9–12?
Ascending sequence

Descending sequence

Intervallic augmentation

Equal phrases

Intervallic diminution

Unequal phrases

8. What ornament is heard in bars 9 and 11?
Acciaccatura

Appoggiatura

Mordent Trill

Turn

9. The G in bar 9 is a 7th above the bass, and therefore dissonant. What is its function?
Appoggiatura

Auxiliary note

Echappée

Passing note

SAMPLE PROOF PAGES
10. The E in bar 9 is also a 7th above the bass note. What is its function?
Accented passing note
Auxiliary note

Appoggiatura

Unaccented passing note

11. Which word best describes the melodic contour in bars 10 and 12?
Conjunct

Disjunct

Scalic

Triadic

12. The auxiliary notes in bar 13 decorate which kind of melodic contour?
Ascending arpeggio
Descending arpeggio

Ascending scale
Descending scale

13. What is the relationship of bar 14 to bar 13?
Ascending sequence
Fragmentation

Descending sequence

Repetition

14. What ornaments are played in bar 17?
Acciaccatura

Appoggiatura

Inverted mordent

Mordent

15. What is the function of the quaver E in bar 20?
Appoggiatura

Auxiliary note

Echappée

16. Name precisely the following melodic intervals:
a. Bar 1: E to G
b. Bar 2: F to A
c. Bar 5: G to C
d. Bar 6: A to E
e. Bar 18 E to C (beats 2 to 4)

Note of anticipation
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3. Which two words best describe the melody in bar 4?
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Harmony words
The specification requires you to know the following harmony words for AoS1:
Consonant and dissonant
Diatonic – primary and secondary triads, dominant 7th and all inversions
 hromatic – diminished 7th, secondary dominant 7th, substitution chords (borrowing
C
from opposite mode), chord of the Neapolitan, Neapolitan 6th and augmented 6th
chords (Italian, German, French)
 adences – perfect, imperfect, plagal, half-close, Phrygian, tierce de Picardie·
C
Circle of 5ths progression, harmonic sequence
Pedal notes – tonic, dominant, inverted and inner
Suspensions – 4–3, 7–6, 9–8 and bass, preparation and resolution
Cadential 6/4

Tonality words
In this area, the specification expects you to know:
Major, minor and their key signatures
 odulation – to dominant, subdominant and their relatives, tonic minor, relative minor
M
and tertiary keys
Enharmonic keys
Modality

SAMPLE PROOF PAGES
Many of these features of harmony and tonality are found in the following piece.

Harmonic Featurefest 1
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Features of harmony and tonality to note here are:
Whole
piece
Bars
1–4

The overall tonality of the piece is E major

This is a diatonic phrase in E major ending with a perfect cadence
 he harmony of the phrase uses all three primary triads:
T
bar 1: I and Ib; bar 21: IV; bar 33: V
 he phrase also uses all three secondary triads:
T
bar 23: IIIb; bar 24: VI; bar 31: II7b
There is a 9–8 suspension in the melody on the downbeat of bar 2

Bars
5–8

 his phrase is in the relative minor (C # minor) and ends with a cadential 6/4
T
progression (Ic–V–I) as part of another perfect cadence (V–I)
The progression in bar 5 is I–VIIb–Ib in C # minor
The chord at bar 61 is a diminished 7th

 he chord at bar 63 is D major in first inversion: a chord built on the flattened
T
2nd of C # minor and therefore a Neapolitan 6th
The dominant chord at bar 73 is decorated with 4–3 suspension

 he roots of the progression in bars 9–131 are A-D#-G#-C #-F# which makes a
T
circle of 5ths progression
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Bars
9–15

 his progression is largely diatonic, but the chromatic inflection (E#) in bar 12
T
to create a C # major chord with an added 7th makes a secondary dominant 7th
chord, which resolves onto F# minor at bar 131
 he phrase end in bars 14–15 with a plagal cadence (IV-I) in which chord IV
T
is presented as an A minor chord instead of the diatonic A major – this is a
substitution from the opposite mode (i.e. chord IV as found in E minor rather
than E major)

Bars
16–19

 here is an abrupt key change here. The change from four sharps to four
T
flats disguises a tertiary key relationship through an enharmonic use of key
signatures: the new key is Ab major, but Ab is the enharmonic equivalent of G#
which was the third degree of the scale in the original key of E major
 n the downbeat of bar 17 there is a bass suspension as the G necessary for
O
chord I7b is delayed by a half a bar prior to resolution
 hromaticism here makes the music less tonally stable, the phrase ends with a
C
half-close (Ic-V–a type of imperfect cadence) in Bb minor

 he cadence is approached via an augmented 6th chord at bar 183: the En is an
T
augmented 6th above the Gb in the bass; the presence of both a major 3rd (Bb)
and a perfect 5th (D b) in the chord make this a German 6th
 ithout the chromatic elaboration of the German 6th, the cadence at the end
W
of this phrase would be IVb-V in a minor key, which has a semitone fall in the
bass and a tone rise in the tune that creates a Phrygian cadence (another type
of imperfect cadence)
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 his phrase begins in Bb minor but continues to have quite a chromatic
T
complexion
The downbeat of bar 21 has another bass suspension

In bar 22 the chord is a dominant 7th with Bb as its root, but with Ab (the 7th) in
the bass, making it the third inversion or V7d
 7d always resolves to Ib which happens here on the downbeat of bar 23, but
V
there is a 7–6 suspension in the tenor (F-Eb)
Bars
24–29

Bar 24 is another secondary dominant 7th – this time in second inversion (C7
with G in the bass) forming V7c of F minor which is reached in the next bar In
bar 25 there is a 7–6 suspension in the alto

 ar 26 is the dominant 7th of Bb minor in first inversion (V7b); as it resolves on
B
the next downbeat, there is a double suspension (9–8 in the tune, 4–3 in the
alto)

 ar 28 is an augmented 6th chord; here the chord is built on Db and the Bn is
B
the augmented 6th, meanwhile there is a major 3rd (F) and an augmented 4th
(G) making this a French 6th

 ar 29 is a C major chord (reached from Ab major as an imperfect cadence in
B
the relative minor of F minor); halfway through the bar an A # is added to the
chord, making another augmented 6th chord. This time the chord only has the
augmented 6th interval (C–A #) and a major 3rd (E) making this an Italian 6th

SAMPLE PROOF PAGES
Bars
30–33

 his is the return of the opening phrase of the piece, but the music is now in
T
the tonic minor of E minor; for three bars there is a dominant pedal in the bass
The phrase ends with an interrupted cadence: we expect V7–I in E minor, but
the final chord is an E7 chord in first inversion which is demanding resolution
onto A minor on the downbeat of bar 34Bars 34–38
 ar 36 presents an F major chord in root position – the chord of the flattened
B
2nd or Neapolitan (but not Neapolitan 6th as it is not in first inversion); it is
preceded in bar 35 by its dominant 7th–C7
There is a 9–8 suspension on the Neapolitan chord
 lthough this final section is in E minor, the last chord is the tonic major,
A
thereby providing a closing tierce de Picardie
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‘Harmonic Featurefest 2’ has been composed to focus on tonal and harmonic features.
Study the score and/or play or listen to it, and then answer the questions on it.

Harmonic Featurefest 2
h.

SAMPLE PROOF PAGES
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QUESTIONS ON ‘HARMONIC FEATUREFEST 2’
1. The piece begins and ends in the same key. What key is this?
B major

F# major

E major

G# minor

2. What term best describes the harmony of the opening phrases (bars 1–8)?
Chromatic

Circle of 5ths

Diatonic

Tonic pedal

3. W
 hich of the following represents the chords on the downbeats of the first
three bars?
I–II–III

I–Vc–Ib

I–Vc–VIc

I–VIIb–Ib

4. There is a suspension in bar 4. What type is it?
4–3

7–6

9–8

bass

5. What type of cadence occurs in bars 6–71?
Imperfect

Interrupted

Perfect

Plagal

6. What type of cadence occurs in bars 73–81?
Imperfect

Interrupted

Perfect

Plagal

7. What type of chord occurs in bar 12?

SAMPLE PROOF PAGES
Augmented 6th

Diminished 7th

Neapolitan 6th

Secondary dominant 7th

8. A
 t the change of key signature in bar 17 the music enters a minor key.
Which of the following is this the enharmonic equivalent to?
Tonic minor

Relative minor of the subdominant

Relative minor

Relative minor of the dominant

9. T
 he passage from bar 17 is based on a circle of 5ths progression.
For how many bars does the circle of 5ths govern the chord progression?
7 bars

8 bars

9 bars

10 bars

10. There is a suspension in bar 20. What type is it?
4–3

7–6

9–8

Bass

11. What type of chord occurs in bar 25?
Augmented 6th

Diminished 7th

Neapolitan 6th

Secondary dominant 7th

12. What type of cadence occurs in bars 27–28?
Imperfect

Interrupted

Perfect

Plagal

13. The chord in bar 30 is a dominant 7th. In what position does it occur?
Root position

First inversion

Second inversion

Third inversion

14. The chord in bars 31–32 is an augmented 6th chord. What type is it?
French

German

Italian

15. What harmonic device is used in bars 33–38?
Circle of 5ths progression

Dominant pedal

Modulation

Tonic pedal
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Imperfect

Interrupted

Perfect

Plagal

17. How is the bass line in bars 41–47 best described?
Descending major scale

Descending minor scale

Descending chromatic scale

Descending whole tone scale

18. In bars 41–47 at what interval does the alto line follow above the bass line?
Major 6th

Minor 6th

Major 10th

Minor 10th

19. What is the best way to describe the cadence in bars 41–42?
Half-close

Imperfect

Interrputed

Phrygian

20. The chord in bars 45–46 is an augmented 6th chord. What type is it?
French

German

Italian

Texture words

SAMPLE PROOF PAGES
ADDING TEXTURE

Texture is a very characterful aspect to music. The more you think about the
texture of music you play, sing or listen to, the more imaginative and varied your
own composition is likely to be.

For AoS1 you may need to know the following terms associated with texture:
Solo, monophonic, unison, octaves, parallel thirds
Melody and accompaniment, homophonic, chordal
Polyphonic, contrapuntal, imitative, fugal, canon
Antiphonal
Trio sonata texture
Polarised
Countermelody, descant‘Texture Melange’ uses many of these textures.

Texture Melange
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16. What kind of cadence occurs in bars 38–39?
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mp

mf

p

p

cresc.

mf

cresc.

mf

cresc.

p

cresc.

p
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f

mf

ff
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ff

ff

f

f
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QUESTIONS ON ‘TEXTURE MELANGE’

Using words from the list above, define each of the textures flagged in ‘Texture
Melange’.
Texture 1
Texture 2
Texture 3
Texture 4
Texture 5
Texture 6
Texture 7
Texture 8
Texture 9
Texture 10
Texture 11

WESTERN CLASSICAL TRADITION 1650–1910: AoS1

There is an amazing range of concertos by Vivaldi to enjoy in your further
listening. Most famous, of course, are ‘The Four Seasons’, but try concertos for
different instruments: cello, bassoon or mandolin.

Tempo, metre and rhythm words
You should have already met and learned at GCSE nearly all the terms in this area of
music. You need to know:
1. Italian terms for tempo: (from slow to fast) grave, adagio, lento, largo, larghetto,
andante, moderato, allegretto, allegro, vivace, presto, prestissimo
2. Terms that cause tempo to change: ritenuto, rallentendo, rubato, accelerando, pause
3. T
 he difference between simple time (the beat subdivides into two, e.g. 2, 3, 4, etc) and
compound time (the beat subdivides into three, e.g. 6, (, etc)
4. S
 pecific rhythmic patterns, including syncopation, hemiola, cross-rhythm and motorrhythm. All these are defined in the glossary at the back of this book.

Dynamics and articulation words

pp

ff

sfz

fp

There should be few surprises here, but you are expected to know the usual Italian terms
to
and other special signs such as
and
.
for dynamics from

SAMPLE PROOF PAGES
You also need to know different standard types of articulation: accent, legato, marcato,
staccato and tenuto (see glossary for definitions).

Sonority and timbre words
For AoS1 you should know – both by name and sound – all the standard orchestral and
vocal possibilities:
Violin

Flute

Horn

Timpani

Soprano

Viola

Oboe

Trumpet

Organ

Contralto

Cello

Clarinet

Trombone

Piano

Tenor

Double bass

Bassoon

Harpsichord

Baritone

Bass

You also need to know – again by name and sound – special techniques that are
applicable to these instruments, including pizzicato, arco, col legno, con sordino, sul
ponticello, sul tasto and double stopping (all applicable to string instruments), una corda
and pedalling (on the piano) and sotto voce and vibrato (singing).
Finally, you need to be confident in your understanding of basso continuo – see below in
the section on the Baroque solo concerto.

Structure words
AQA has a list of words for musical structures that you need to understand:
Binary and rounded binary
Ternary
Ritornello and episode
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Sonata form
Through-composed
Introduction and coda
Recitative and aria
Antecedent and consequent phrases
Definitions for these words can be found in the glossary; you will learn more about them
as you study the set works that are covered in the remainder of this chapter.

BECOME A SPECIALIST
All subjects have specialist vocabulary. Now you are doing A Level you are a
specialist, so you need to make these terms part of your vocabulary. This is
done by using these words daily, whenever you are playing, singing, listening or
studying music.

STRAND A:

Baroque solo concerto

SAMPLE PROOF PAGES
Purcell: Sonata for trumpet and strings
in D major Z.850
Context: The composer
Henry Purcell (1659–1695) was not
only the greatest English composer
of his generation, but the last major
composer born in Britain until the
birth of Elgar in 1857. He was born
and died in London, and much of
his career was focused on the city:
a boy chorister at the Chapel Royal,
court composer to Charles II and,
for all his adult life, organist at
Westminster Abbey.
During Purcell’s lifetime, England
was finding a new confidence
and prosperity. The turmoil of the
English civil war in the middle of
the 17th century ended with the
Painting of Henry Purcell after
John Closterman, probably 1695,
National Portrait Gallery.
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beheading of Charles I, and the puritanical Oliver Cromwell was then in power until the
Restoration of the monarchy in 1660. After this London became less insular and French
and Italian fashions were popular. Soon after the Restoration, Charles II sent his court
composer, Pelham Humfrey, to Paris to learn about Les Vingt-quatre Violons du Roi at the
French royal court.
Purcell’s music has a very distinctive, almost exotic style; there is a flamboyance and spirit
to much of his music that is utterly delightful, yet his unusual harmonic twists can lead to
music of great emotion power, most famously in the lament at the end of his opera Dido
and Æneas. Although he died when only 36, he was remarkably prolific and composed
music for church, theatre, royalty and the domestic home.

The 17th century trumpet
The trumpet in Purcell’s day was not like the one you or your friends might play today.
More than most instruments, the development of the trumpet was intricately woven with
the laws of physics. Has it ever occurred to you how a trumpeter can play so many notes
with only three valves?
The answer is that by changing the tension of their lips, trumpeters can play different
notes without touching the valves. This is, essentially, how a simple military bugle works.
The notes that can be obtained are all related according the physical laws governing
wavelengths. A piece of tubing will have a fundamental wavelength, but it will also make
a note (of an octave higher) with a wavelength that is half the length; and, of course, a
quarter of the length will halve the octave, so will produce a note two octaves higher than
the fundamental. What do you think happens when the wavelength is only a third the
length? The answer is a note almost (but – mathematically – not quite) halfway between
the two octave notes: G to be precise. (This may well explain why notes an octave apart
sound so similar in pitch, and why the dominant is such an important note in so many
styles of music.)

SAMPLE PROOF PAGES
And so the pattern goes on – it’s all mathematically inter-related. The full pattern is:
1st

2nd

3rd

4th

5th

6th

7th

8th

9th

10th

11th

12th

13th

14th

15th

16th

note

note

note

note

note

note

note

note

note

note

note

note

note

note

note

note

1/2

1/3

1/4

1/5

1/6

1/7

1/8

1/9

1/10

1/11

1/12

1/13

1/14

1/15

1/16

low

1st

perf.

2nd

major

perf.

flat

3rd

perf.

major

flat

major

4th

tonic

8ve

5th

8ve

3rd

5th

7th

8ve

5th

6th

7th

7th

8ve

whole
length

major major sharp
2nd

3rd

So if the first note is a low D, the pattern of notes will be these:

Modern copy of a traditional 17th-century ‘natural’ trumpet

4th
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This is called the harmonic series, and is the underlying principle behind brass instruments
(as well as other important aspects of music). It is important in this context, because in
the 17th century, the valves of the modern trumpet (mentioned earlier) had not yet been
invented; all the trumpeter had in Purcell’s time was a brass tube (the trumpet), and the
skill of changing note with just their lips.
The notes of the harmonic series were the only ones available, and therefore the only ones
Purcell could ask the trumpeter to play. When you listen to the music and follow the score,
you will soon see how the trumpet part is limited in this way.
The impact on the music is significant:
 henever the composer wants a well-shaped melody, the trumpet has to play high in
W
order to make all the notes of the scale available
 his is, of course, tiring, not least on the lips that have to be very tense to generate the
T
short wavelengths required in the upper register
There must therefore be a lot of rests for the player
 henever the trumpet plays in a lower register, the melody is going to be built around
W
the tonic arpeggio
 o create character in the arpeggio the composer may very well decide to use
T
articulation with rapid repeating notes – as happens near the end of Purcell’s sonata
(from bar 114)

A sonata and not a concerto?

SAMPLE PROOF PAGES
That’s right: musicians had to wait for the 18th century to dawn before ‘concerto’ came
into usage. In the 17th century, sonata (from the Italian sonare – to sound) was used to
describe a piece for a single instrument or small ensemble, that usually had more than
one movement. This multi-sectioned piece by Purcell clearly has a prominent trumpet
solo that is accompanied by a small group of strings (plus the ubiquitous Baroque basso
continuo), but the strings are not quite an orchestra yet, and the sonata is not quite a
concerto yet. When you know this piece you will have a useful point of comparison for the
achievements Vivaldi and Bach. Sometimes we don’t fully understand what something is
until we meet something that isn’t that thing.

Purcell’s sonata is published by Musica Rara. An arrangement for trumpet
and organ is available online. There is a fine recording from Swedish
trumpeter Niklas Ekland with the Drottningholm Baroque Ensemble at
https://www.youtube.com/watch?v=vCWeq8xH-5A

Bar by bar: the first movement – Allegro
Bars 1–6
The sonata begins with a flurry of sparkling notes on the trumpet. The contour is marked
by leaps of 4ths and 5ths and repeating notes decorated by semiquaver upper auxiliaries.
Note how in the first bar the semiquavers only occur twice (after beats 1 and 3) but
then occur after every beat in bar 2 and even more frequently in bar 3; this creates a
burgeoning excitement.
Other reasons for the bright mood include:
Major key
Fast tempo
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Disjunct contour
Flamboyant trill at the cadence
Simple, detached chords in the accompaniment
The violin responds with a melody that is clearly similar (the rhythm is identical) but
is largely a 4th lower – rather like a fugal answer. Purcell re-harmonises this, managing
to keep D major chords in bar 4 and then making the necessary accommodation of
modulating to A major halfway through bar 5:

SAMPLE PROOF PAGES
Bars 7–18

There is a mosaic of ideas in this section:

 ars 7–10 – an antiphonal passage between trumpet and strings using fragments of the
B
opening melody which returns the music to D major

 ars 11–13 – a new, smoother melodic motif of falling conjunct quavers, initially in the
B
trumpet and then taken up by the strings (violins and cellos in parallel 3rds) that leads
the music to cadence in the relative minor (B minor) on the downbeat of bar 14
 ars 14–18 – more imitative antiphony between trumpet and strings with a very skittish
B
three-note falling figure, which then broadens into a long, climactic high note; Purcell’s
harmonic innovation is highly effective here: he feints at A minor under the long A, so
that the culmination of the long trumpet phrase coincides with the return to A major.
The result is majestic:
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Bars 19–29
At bar 19 a new antiphonal section starts, this time with the violins leading; the melodic
shapes are built of scampering conjunct semiquavers. There is a sense of rising sequence
in bars 21–23. In the final bars from bar 26, the music broadens into quavers, and the
bass into crotchets in the penultimate bar, before a strong, trill-decorated, final perfect
cadence.
Overview of first movement
There is no clear formal structure to this short movement – the opening theme does not
return later on, for instance; instead a number of short ideas are introduced, stay for a
few bars and then disappear. The result may seem quite like patchwork; however, Purcell’s
innate musical skill makes the order in which these ideas appear beautifully balanced and
effective.

SAMPLE PROOF PAGES
To appreciate this, reflect on the ebb and flow with which each of the following aspects
changes every few bars:
Tonal centre

Predominant note value

Direction and profile of melodic contour
Length of melodic motif
Homophonic or antiphonal texture

Bar by bar: the second movement – Andante
It is difficult to imagine a concerto movement in which the solo instrument does not play;
however, in this pre-concerto sonata, the trumpet is tacet (silent) throughout this second
movement.
In this short work, this helps to make a clear contrast between the three sections. Not only
do the tempo and timbre provide contrast, the tonality too is different. Purcell chooses
to have the Andante in the relative minor. This is another reason for the trumpet’s silence:
remember those notes that the valveless trumpet can play – the harmonic series of D
major? There are not many Bs available.
The strings and continuo music is very chordal. It is unclear whether the harpsichordist
was intended to improvise elaborately on the chord progression. In the absence of strong
Purcellian melodic material, now is an excellent time to practise your harmonic analysis.
Here are the opening four bars analysed for you:

WESTERN CLASSICAL TRADITION 1650–1910: AoS1

Vb

I

VI V

I

I IVb V7 IV7

V4 - 3

I

Simple as this may seem, there is a moment of harmonic daring typical of Purcell where
the 7th in the fairly standard dominant 7th chord at bar 33 resolves directly onto another
7th chord in the rather unusual subdominant 7th chord at bar 34. The open 5th at the end
of the phrase is also a favourite Purcell trick – a very cold, barren colour at the end of a
phrase in a minor key.
The second phrase of the movement (bars 34–37) is almost identical, although it is now
transposed to E minor and ends with a tierce de Picardie.
Now it’s your turn to consider the second half of the movement. There are some
fascinating chromatic moments for you to ponder which perhaps only Purcell would
have used in this period. The strange chord on the downbeat of bar 42 is a particular
favourite of his. Enjoy the expressive downbeats of bars 44 and 45 – what accounts for
the plangent quality here?

Bar by bar: the third movement – Allegro

SAMPLE PROOF PAGES
After the short, but plaintive slow movement, there is a welcome return to jollity with this
gigue-like finale, back in D major.
Bars 50–64

There is a striking, skipping melodic idea of four bars following a regular rhythm,
immediately announced on the violins:

Three subsequent entries, the last on the trumpet, give a sense of fugal texture, though
it is a simplified example, as all parts begin from A, unlike in a true fugue with alternate
entries having a tonic-dominant relationship, but then tonal processes in the 17th century
were still developing.
Bars 65–81
This passage has two ideas:
 ars 65–75 – a non-imitative antiphony between repeated semiquaver chords in the
B
strings (energised by entering after the downbeat each time) and falling triadic shapes
in the trumpet; this culminates in a strong cadence in D major (which has a sense of
hemiola)
 ars 76–81 – a phrase of flowing semiquavers which has some similarities with the
B
opening tune. The cadence in 80–81 is a strong hemiola which become clearer if we
slightly adjust the layout of the notes:
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80

V

Ib

IV

V4 - 3

I

Bars 82–112
This is clearly another quasi-fugal section; indeed, the tune sounds quite similar in fact to
the opening of the movement.
This is not just a coincidence: Purcell has turned his original tune upside down and is now
using the inversion:
50

82

SAMPLE PROOF PAGES
This time Purcell does something unexpected and twists the music to a cadence in B
minor (complete with another hemiola) at bars 93–95 before the trumpet is heard with the
final entry of the inversion at bar 96.
There is then some high-spirited imitation between trumpet and strings using a simple
shape of a rising 4th and falling 3rd before a single statement of the original fugal tune
and a big D major cadence (a hemiola once more).
Bars 113–129
The final section of the sonata focuses on the repeating note figure first heard at bar 65.
The repeating semiquavers are now in the trumpet as well as the strings; the effect is
almost drum-like, not least because the harmony is completely static – 11 bars of tonic root
position chord. A short melodic phrase descending from the trumpet’s high A brings the
sonata to its close.

EXPLORE PURCELL
If you want to hear more orchestral music by Purcell, try the opening ‘Symphony’
to his Ode Hail Bright Cecilia. It has several different sections with different
textures and instrumentations, and is a fabulous example of late 17th-century
English music.

WESTERN CLASSICAL TRADITION 1650–1910: AoS1

Context: The composer
Antonio Vivaldi (1678–1741) is the most important Italian composer of the late Baroque
period. He was born, and lived for much of his life, in Venice – a city where his music still
resonates today. Here he trained for the priesthood, becoming ordained on March 23,
1703. Later that year he was appointed maestro di violin at the Pio Ospedale della Pietà,
an institution devoted to the care of orphans, in particular providing a musical training for
orphaned girls.

SAMPLE PROOF PAGES
An anonymous 1723 portrait of Vivaldi, now in the Museo Internazionale e Biblioteca della Musica di Bologna.

Much of Vivaldi’s career was spent at the Pietà, but it was a position subject to annual
review and his relations with the governors were not always easy. He was not contracted
in 1709 and 1710, for instance. Yet the position gave Vivaldi a chance to compose music for
a talented group of musicians – services with music at the Pietà were almost like concerts,
and were well supported by Venetian nobility and foreign visitors.
Vivaldi was an ambitious composer and his horizons went much further than the canals
of Venice, however. The music publishing industry was becoming significant in the 18th
century, and when he was not employed at the Pietà, he had sets of pieces published
that he dedicated to various noblemen. In 1711 a Dutch publisher released Vivaldi’s L’estro
armonico Op. 3, dedicated to the Grand Prince of Tuscany; it was to be the most influential
music publication in the first half of the century. There is much to discover in this story
about the growing wealth of society in Europe and the appeal of all things Italian in
northern Europe, should you be interested. Vivaldi cashed in.
Other aspects in the Vivaldi story include his liking of travel and his interest in composing
opera. Such things did not always go down well at the Pietà. He was not contracted in
1738 and he travelled to Vienna in 1740. This time success was elusive, and it was to be his
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last journey. He died there in June 1741 and was given a pauper’s burial. Back in Venice his
opera L’oracolo in Messenia was produced the next year. Today his music is still played at
the Pietà – now for the tourists.

Vivaldi and the Concerto
Though he wrote plenty of other works – church music, opera, sonatas – it is the concerto
that is most strongly associated with Vivaldi: this is due to the quality of his music and
the influence his concertos had on other composers, most notably JS Bach, but above all
to his sheer prolific output. Vivaldi wrote over 500 concertos. Of these, by far the most
famous today are the first four of the 12 solo violin concertos published as his Op. 8 set Il
cimento dell’armonia e dell’inventione – the four that are known as ‘The Four Seasons’.
There is enormous variety across these pieces. Roughly 350 are solo concertos (one solo
instrument accompanied by strings) and by far the most common solo instrument is the
violin (for over 230 of them) – reflecting the predominance of the violin at the Pietà and
in Italian music in general. (Antonio Stradivarius – the most famous violin-maker of all
time – was making his violins when Vivaldi was a boy, around 140 miles away in Cremona.)
Vivaldi also wrote solo concertos for bassoon, cello, oboe, flute, viola d’amore, recorder
and mandolin.
As is so often the case in music, it is the variety – the departures from expectation – that
provide much of the fascination to the student. Nonetheless, from this enormous number
of works, we can make some important generalisations about what to expect from a solo
concerto:

SAMPLE PROOF PAGES
The soloist is accompanied by an orchestra

There are three movements (or separate pieces)

The outer movements are played at a fast tempo

 he middle movement is played at a slow tempoVivaldi may not have invented this
T
scheme, but he was the first to use it regularly. Classical and Romantic composers from
Mozart to Rachmaninov followed suit, and it remains a likely option for the concerto to
this day.

Vivaldi also pioneered a particular structure for the fast movements in his concertos –
Ritornello form. He almost always uses it in the first movement of his concertos, and often
returns to it for the final movement. The word
ritornello directly translates as ‘little return’ – a
name for the form which points to the fact
that the opening tune, or maybe just part of
it, will return on several occasions through the
movement. In between each appearance of the
tune, there is an episode in which the soloist
plays other music. One important aspect is
what happens to the key of the music: usually
the episodes modulate, and then the ritornello
is heard in the new key that has been reached.
This process can continue until an episode
returns the music to the home key, whereupon
the full ritornello tune will be played in the
tonic key to finish the movement.

The Chiesa di Santa Maria della Pietà (begun in
1745) is on the site of Vivaldi’s church.
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Ritornello Form
Opening
Ritornello

First
Episode

Second
Ritornello

Second
Episode

Third
Ritornello

Tutti

Solo

Tutti

Solo

Tutti

Tonic

Probably
modulating to
dominant

Probably
in
dominant

Modulating,
perhaps to
relative
minor

In the
new key –
possibly
relative
minor

…process
continues
until an
episode
which
returns
the music
to
the tonic…

Final
Ritornello

Tutti
Tonic

Tutti is the term, meaning ‘everybody’, that is used to describe a passage where
the focus is on all the players, not just the soloist.

Remember, though, that great composers will always be creative in their approach to
form, so – important as this definition is – it is only in the background for understanding
any concerto movement.

SAMPLE PROOF PAGES
‘Il Gardellino’ Concerto

The set work concerto is found in a set of six flute concertos by Vivaldi which were
published in Amsterdam in 1728. Wind instruments were not common in Italy, with the
exception of the bassoon; at the Pietà it would seem that flutes were only used from 1747.
However, Vivaldi would probably have come across the Prussian virtuoso flautist Johann
Quantz who travelled to Italy in the 1720s, visiting Venice in 1726, and the instrument was
very popular among amateur Dutch musicians.
The concerto is the third in the set, and comes with a title – ‘Il Gardellino’, the Goldfinch.
We cannot know which came first – the music or the name – but the chirruping in the
initial flute entry would seem to match the title as well as it suits the instrument.
The baroque flute was wooden and softer in tone than the modern day instrument you
or your friends might play. Vivaldi took care to make sure that the accompaniment to the
solo instrument was delicate and light in texture.

The concerto is easy to obtain in print and recording. Dover Scores has published
the complete Opus 10 set of concertos in full score, for example, and among
many recordings, the one by Barthold Kuijken accompanied by La Petite Bande
on Accent (2011) is highly recommended. It is also possible to find performances
with the solo part played on recorder – for example Jean-Christophe Spinosi with
Ensemble Matheus on Naïve (2008) – not authentic, but interesting for the more
obviously wooden tone quality.
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Bar by bar: the first movement – Allegro
Bars 1–12
The opening ritornello melody is immediately presented by the strings – all violins and
violas in unison, with the cello and continuo an octave lower. It has four ideas:

A head motif that has immediate Vivaldian character with its snappy dotted rhythms
and wide leaps – something of which he was particularly fond

SAMPLE PROOF PAGES
A middle section after a silence (another Vivaldi hallmark) that continues with
the dotted rhythms but integrates them into a descending diatonic circle of 5ths
progression: D–G–C #–F#–B–E–A–D

A trill-like pattern on D and E in semiquavers, possibly somewhat bird-call inspired

 escending scale, energised in its rhythmic combination of semiquavers and quavers,
D
which is played three times, with a slight alteration the final time to announce the
perfect cadence
Meanwhile the solo flautist interjects a few rising arpeggios in the first half of the ritornello
to give a little manifestation of the implied harmonies, before playing the second half in
unison with the violins. It is almost more a kindly chance to warm up before the exposed
solo than a significant ingredient in this opening tutti passage.
Bars 13–20
This is not just the first solo passage – it is a virtuoso passage for unaccompanied flute.
Today we might call it a cadenza, although strictly this term originated to mean the
decoration of a cadence, and here, of course, with no accompaniment there can be no
cadence to decorate.
Instead we have a striking passage which is clearly an attempt by the composer to depict
‘Il Gardellio’ of the concerto’s title:
13

16

18
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A high register
Rapid oscillations between A and D
Trills
Should you wish, you can compare Vivaldi’s fluted impersonation with the real
ornithological thing at http://www.british-birdsongs.uk/goldfinch (but don’t expect a
very close match!).
Bars 21–26
This is clearly another ritornello passage – the strings re-enter and we immediately
recognise the head motif; however, due to the flute solo being anchored to D and A (tonic
and dominant of the home key for the concerto), the music has not yet had a chance to
modulate and this second ritornello is therefore also in the tonic, unlike in the generalised
description above. This is not particularly unusual for Vivaldi.
The fact that we are still in D major perhaps leads Vivaldi to truncate the ritornello theme
and he stitches together the head motif and tailpiece to give us, literally, a ‘little return’.
Even the three descending scales are now only played twice:
21

SAMPLE PROOF PAGES
24

Note that this actually produces a section that is 5½ bars long rather than the initial 12; the
asymmetric nature adds an unpredictable quality that is beguilingly charming.
Bars 26–47
This is a more typical solo passage, as it has a light accompaniment and the music
modulates.
There are three subsections here:
 ars 26–31 – reminiscent of the initial unaccompanied solo passage with the flute
B
continuing to flutter about very much tethered to the perch of D and its major scale;
however, the violins add a little further tweeting (of a non-21st century kind) with
semiquavers and trills in parallel 3rds
 ars 31–39 – a passage of triadic semiquavers in the flute over a bass line of quavers
B
in the violas (a good example of the nuanced scoring to support the soft flute). This
has the feel of a rising sequence: there is a two-bar phrase of semiquavers based on
D major, then two bars based on E minor, and finally two based on F# major; however,
there are some subtleties here:
 ach phrase is articulated by half a bar which allows the flautist to breathe, a gap
E
covered by violin trills
 he harmonic implications are not consistently sequential: in the D and E minor
T
phrases, these triads operate as tonics, alternating with their respective dominants.
However, in the F# major phrase, F# is a dominant which alternates with its tonic of
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B minor – the relative minor for the concertoNonetheless, the momentum of all these
semiquavers and the rising in pitch undeniably has the effect of increasing tension
and excitement:
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32

34

#

#

37

SAMPLE PROOF PAGES
 ars 39–47 – a passage that provides the perfect counterbalance to the previous
B
one: after the changing tonal centre, this is firmly anchored in B minor, and where the
previous one had an effect of rising sequence, here the melodic line of the flute has a
straightforward descending sequence:
40

42

45

Bars 47–53
This is another version of the shorter version of the ritornello, but now in the relative minor
(B minor). A few small details are changed.
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Bars 53–95
This final solo passage is remarkably long and discursive, amounting to 43 bars. The
whole movement is only 100 bars, so it makes for a rather asymmetric structure to the
movement; however, bear in mind that there are two further movements in the concerto
that can bring balance.
The main subsections are:
 ars 53–64 – two similar phrases, both of which begin with a rising chromatic scale
B
(each note played four times) in the flute and end with oscillating semiquavers (that
were originally heard in the opening ritornello). There are differences, however:
First phrase, bars 53–58

Second phrase, bars 593–64

Six bars long

Five bars long

Starts on B and in B minor

Starts on F# and in F# minor

Ends on F# and in F# minor

Ends on B and in B minor

Lower register

Higher register

Bass line in quavers provided by violins

Bass line in quavers provided by violas

SAMPLE PROOF PAGES
Vivaldi’s harmonic palette is quite resourceful here, including a Neapolitan 6th and various
secondary dominant 7ths:
53

I

bII

V

I

V

I

V

I
#

The speed of harmonic rhythm, chromatic spice and rising pitch all add to the sense of
forward intensity, yet Vivaldi is careful to have only a very light texture that is essentially
just two parts.
Bars 65–68 – in answer to the two previous intensifying rising phrases, Vivaldi now
provides a bright falling phrase. This is largely diatonic, treating the starting B minor
chord as though chord VI in the home key of D major, and gives the illusion of
descending sequence (due to intervallic alterations, it is not strictly so). G# s in bar 68
hint at the dominant key (A major); violas provide a simple bass line:
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Interestingly, there are no A# s in the string parts to heighten the sense of B minor, though
the figured bass at bar 524 indicates that the continuo player (organist, probably) should
play an F # major chord in the cadence.
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65

68

 ars 69–76 – with D major very much back in the air, Vivaldi delays the return of the
B
tonic chord in root position with this passage built over a long dominant pedal. It is
another very chirpy passage with the solo flute and first violins almost engaged in some
goldfinch courtship ritual, full of trills and repeating quavers.
From the viewpoint of the continuo player (harpsichord/organ) the bass line is marked
Tasto solo – an indication that the composer does not expect lots of chords to be
improvised here, instead just the pedal note itself
 ars 77–84 – triadic semiquaver figuration, of a type previously met in the movement,
B
dominates the flute part here. After a simple move towards E minor in bars 78–79, a
simple diatonic circle of 5ths progression (chord changing every half bar) steers the
music back to D major. The violas again provide a bass line in quavers; the full strings
only play to bridge breaks in the flute part.

SAMPLE PROOF PAGES
 ars 85–95 – By now the return of the ritornello in the home key is overdue. Vivaldi
B
prolongs its arrival with a kaleidoscope of ideas. Some refer to music we have already
heard: the rising arpeggios in the flute in bars 85 and 87 remind us of the opening
ritornello and there are oscillating semiquavers in the violins; others are new surprises,
such as the sudden turn to the tonic minor (D minor) in bar 88 and the half-close minicadences on the downbeats of bars 89 and 90. The long solo passage ends with a final
lengthy flute solo accompanied only by viola quavers.
Bars 96–100
The long awaited ritornello in the tonic key is remarkably brief, Vivaldi allows us just about
enough of the head motif (about half a bar) to recognise it and then finishes with the
tailpiece descending scales. It is fair to say we might feel slightly short-changed; but then,
there are two more movements to follow.
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1–12

13–20

21–26

26–47

47–53

53–95

96–100

Ritornello
1

Solo
1

Ritornello
1

Solo
2

Ritornello
3

Solo
3

Ritornello
4

12 bars

8 bars

6 bars

21 bars

6 bars

43 bars

5 bars

D major

D major

D major

D major
to
B minor

B minor

B minor via F# minor
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The asymmetry is very evident here, and points strongly to the fact that bar 100 is not the
end of the piece.
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Bar by bar: the second movement: Cantabile

The slow movement of this concerto is in the same key – D major. Aware of the delicacy
of the solo instrument for which he is writing, Vivaldi dispenses with his string players and
accompanies the flute with just basso continuo.
Basso continuo is the mainstay of all instrumental Baroque music. The term denotes a
complementary pair of instruments: one bass register bass instrument – typically cello or
bassoon, and one harmony instrument – usually a keyboard instrument such as organ or
harpsichord, though lute was another possibility. The bass player would follow the notes
on the stave; the harmony player would improvise their part around the implied harmony
of the bass line and a numerical code under the stave known as ‘figured bass’.

The outcome in ‘Il Gardellino’ is a slow movement that would fit equally well in an intimate
flute sonata or in a larger-scale flute concerto.

Vivaldi choses a compound metre – ! – 4 slow beats in the bar which are subdivided
into three. The frequent use of the rhythm pattern gives the music a gentle lilt usually
associated with the Baroque dance style of the Siciliano. In keeping with this, the music is
in a simple binary form: two matching halves, each repeated; the first modulating to the
dominant, the second returning to the tonic. Often the route home is via the supertonic
minor. This provides balance as it injects some minor colour into the movement, and also it
is the relative minor to the subdominant – i.e. on the flat side of the tonic to counteract the
move sharpwards to the dominant in the first half.

Here, Vivaldi follows this plan to the letter, as highlighted by the D# in the bass in bar 7. On
the way to E minor he uses – quite innocuously – a diminished 7th chord at bar 73. When
this phrase is treated to descending sequence from bar 9 to return the music to D major,
the corresponding diminished 7th creates quite a striking effect with the Bb in the flute
melody; modern ears might even think of it as a ‘blue’ note.
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The overall structure of this movement can be summarised in the following table:
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It is possible for a binary form to be just a little too neat in its balancing of phrases.
Here, there is just enough subtlety to Vivaldi’s plan of two- and three-bar phrases to
avoid complete predictability; indeed, there are six bars in the A section and seven in
the B section. The layout below illustrates the deft design:
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Bar by bar: the third movement – Allegro
If the slow siciliano of the slow movement has a hint of a solitary goldfinch feeling
somewhat lonely, the opening of this fast finale clearly has a sense of the first violins
providing company. For much of the first 23 bars the two lines move in parallel 3rds.
As is common in the Vivaldi Concertos, this finale is again in ritornello form. The ritornello
theme itself is easy to spot: it starts with a scurrying descending scale with the top tonic
separate from the rest of the scale (see bar 1):

SAMPLE PROOF PAGES
Its significant structural appearances are as follows:
Bar 1

D major

Bar 40

A major

Bar 89

B minor

Bar 112

D major

ANALYSIS OF THE ALLEGRO
There is a plenty here for you to explore and analyse further in Vivaldi’s music.
Although the triple time metre (3) creates a different character, many of the
features are similar to those found in the opening movement and discussed in detail
above. These include:
Use of trills

Dotted rhythm patterns

Repeating staccato quavers

Oscillating semiquavers

Triadic figuration

Melodic sequences

Dominant pedal

Rising leaps of a perfect 4th

Light string textures
Can you find examples of all these?
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The elegance of this melody lends itself to elaboration when being repeated. This offers
potential not only to the flautist, but also to the continuo player who can respond to the
enhanced melodic shapes that the soloist plays in each repeat. The recording with The
English Concert directed by Trevor Pinnock is a very good example of the continuo player
reflecting the elaborations of the flute soloist.
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EXPLORE VIVALDI
There is an amazing range of concertos by Vivaldi to enjoy in your further
listening. Most famous, of course, are ‘The Four Seasons’, but try concertos for
different instruments: cello, bassoon or mandolin.

Bach: Violin Concerto in A minor BWV1041
Context: The composer
Johann Sebastian Bach (1685–1750) is one of the great figures in Western culture and
widely respected as one of the greatest composers of all time. He was born at Eisenach
(Germany) into a musical family in a time and place of enormous potential musically:
Northern Europe had settled after the disruption of the Thirty Years’ War earlier in the
17th century
 he Lutheran religion (a part of the Protestant Christian Church), to which he belonged,
T
had become fully established as a strong force that embraced the power of music in its
services
 omposers were increasingly
C
moving away from modal habits to
explore the potential of tonality

SAMPLE PROOF PAGES
Instrumental music was on the
rise, aided by improved instrument
making
 rinces desired orchestras at their
P
courts and had the wealth to fund
them
 arious dancing traditions had
V
given rise to an array of different
musical style: the corrente from
Italy, the sarabande from Spain,
gigues from England, the gavotte
from France, etc.

Portrait of JS Bach painted by EG Haussmann
in 1748 (Bach Archive, Leipzig)
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Strangely Bach’s music fell into obscurity when he died. The contrasting styles of his sons
(three of them were able composers) were considered more fashionable in the second half
of the 18th century. Gradually scholars rediscovered the riches of his achievement. Mozart
and Haydn were introduced to his music, Mendelssohn revived the St Matthew Passion
(one of Bach’s greatest works) in 1829, and by the end of the 19th century the BachGesellschaft (Bach Society) had published a comprehensive edition of all his music.
In more recent years, the renewed interest in recreating ‘authentic’ performances on
period instruments has given Bach’s reputation even more lustre. Bach’s music appears
three times (more than any other composer) on the ‘Voyager Golden Record’ now flying
through deep space.

BACH’S RANGE

SAMPLE PROOF PAGES
Bach’s contribution to Western culture was immense, and while his concertos are
wonderful, his choral works, such as the B minor Mass, and instrumental pieces,
such as the Six Suites for unaccompanied cello, are warmly recommended.

Bach’s orchestral music
Although Bach’s career was dominated by his work for the Lutheran church, for six years
(1717–1723) he worked as Director of Music (Kapellmeister) for Prince Leopold at Cöthen.
Leopold’s religion was Calvinist, a more puritanical train of Protestantism that did not
allow music in church, so Bach’s duties were focused on instrumental music and some
secular cantatas.
Many of his greatest instrumental works date from this period, including the Brandenburg
Concertos, Book 1 of the Well-tempered Clavier, the six suites for unaccompanied cello,
and the sonatas and partitas for solo violin. In all likelihood, so too does our set work
concerto, but the original score is lost and had to be reconstructed from the instrumental
parts.

Violin Concerto in A minor
Bach knew and admired Vivaldi’s concertos – well, at least some of them. We know this
because he made transcriptions of some of them, converting them into solo organ pieces,
among them Vivaldi’s Concerto for two violins in A minor RV522:
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Bach had the skills to exploit all this potential: he was a prodigious organist and grew up
with the Lutheran tradition of chorales; he also played the violin. He was exceptionally
hard working: for much of his career as a church musician he had to compose a cantata
(maybe twenty minutes of choral music, with solo arias, all accompanied by orchestra)
each and every week, having it ready for performance on Sunday morning. He had a
strong sense of personal mission to build a musical tradition for the Lutheran church that
was fit for God. Above all, he had a remarkable intellect that combined inventiveness in
all aspects of music (melody, harmony, contrapuntal texture, rhythm, etc.) with supreme
technical control.
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Oberwerk
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The concerto is available in several different editions from various publishers;
the miniature score published by Eulenberg is a sound choice. There are many
recordings available. The 2015 recording by Alina Ibragimova has received
excellent reviews.

Bar by bar: first movement: Allegro
Bars 1–24: the opening ritornello
This is long and full of characterful melodic shapes and eager rhythms. The solo violinist
plays as though just one of the first violins throughout this section.
The overall effect is one of energy and restlessness due to a number of factors:
 he opening leap of a rising 4th from the anacrusis to the first downbeat – it is a striking
T
start to the head motif (bars 1–4)
Melodic interest being spread across all four lines in the texture; consider, for example,
the second violin and viola parts from bar 8, and the cello line from bar 13·Melodic
lines that give both a melodic direction and harmonic implications at the same time;
for example in bars 5 and 6 the ‘main tune’ is a rising scale in crotchets that is heard in
the 1st violins, but they also provide some significant harmony notes with the A-G#-A
semiquaver repeating pattern; meanwhile the cello doubles the ‘main tune’ a 10th lower,
but also manages to suggest a dominant pedal at the same time:

SAMPLE PROOF PAGES

 ong passages of continuous semiquavers that are passed from one part to another; for
L
example, from starting with an innocuous pair of semiquavers in the cello in bar 4 there
is a constant flow of semiquavers, immediately in the 1st violins, then in the 2nd violins
from bar 8, passing to cellos and the line from bar 13 and lastly back in the 1st violin in
bar 15
 requent use of tied notes over the barline in the violins and viola which keeps a sense
F
of arrival (i.e. on the downbeat) at arm’s length and propels the music forwards
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It is, therefore, not surprising that when Bach came to write his own solo concerto for
violin, he followed Vivaldi’s plan: three movements (fast – slow – fast) and embraced
ritornello form. However, he also had his own ways of thinking musically, and these
included more complex contrapuntal textures, a more significant harmonic dimension with
a stronger sense of harmonic progression, and a more highly charged rhythmic energy.
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 modulation to the dominant key of E minor which is initially hinted at in bar 13 where
A
the first D# appears in the second violin, and more strongly pointed to in bar 14 with the
first B7 harmony
Opportunities are sidestepped to cadence in the new key: perfect cadences in E minor
could be completed on the downbeats of bar 18 (in fact it sidesteps to II7b) and bar 20
(which is IVb with 7–6 suspension), but instead it charges onwards
 everal dramatic plunges in the bass line – a major 7th bars in 19–20 to the open
S
C-string (lowest note) of the cello, a diminished 7th in bars 20–21, and a major 6th in
bars 21–22
The density of these and other features is extraordinary; here is an annotated version of
the last eight bars of this opening ritornello:

16
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20

Bars 25–39: First solo
The opening ritornello ends in E minor, but the tierce de Picardie means that its final chord
can operate as a dominant and the music immediately heads back into A minor for the
first solo passage.
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Bars 25–28 – a classic 4-bar phrase that has a sense of two 2-bar sub-phrases, the first
based on I-V harmony, the second on V-I (the Classical period was just around music
history’s corner…); note how the intervals in the second of these stretch further with
delightful result:

25

I

V

Vb

I

 ars 29–32 – tumbling sequential semiquavers over a clear circle of 5ths progression,
B
the chords of which change every crotchet, making for a faster harmonic rhythm:

29
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Am

Dm

G

C

F

Bdim

E

 ars 33–39 – continued solo semiquavers and another circle of 5th progression, but now
B
the harmonic rhythm is slow – one chord per bar instead of two – and the orchestra
plays the head motif of the ritornello (just the first two bars) in the background ( ) in a
descending sequence:

p

etc.

33

Am

Dm

G

C

Bars 40–43: Mini-ritornello
The head motif has been in the background for a while; it now briefly comes to the
fore – still in the tonic (A minor) – for its opening four bars. (You may recall that in the
‘Il Gardellino’ Concerto, Vivaldi’s second ritornello was also very short and still in the
tonic key.)
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There are three subsections to the solo passage:
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Although this has a sense of being a moment of structural articulation, the solo violinist
barely takes any notice and continues with freely spiralling semiquavers.
Notice also that the bass line from bar 4 is maintained as this short passage ends.
Bars 44–51: second solo
This relatively compact solo passage starts in A minor and takes the music to C major.
There are three strands to the texture:
 new playful, syncopated figure in the solo violin that has a pair of demisemiquavers
A
on the beats
The bass shape at the end of the mini-ritornello
A softly pulsing chordal backdrop in the orchestral violins and violaThe harmonic
content here is quite sophisticated in its use of inversions and chromatic inflexction:

44

VIb

V7d

Ib

IIb

V7d

Ib

IIb

V7d

Ib
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However, this simplifies at bar 49 when the orchestral strings stop playing. After the
chromaticism and shifting keys, there is a strong sense that C major is going to be
affirmed, a sense that is only reinforced by the passing secondary dominant 7th (V of V)
at the end of bar 50.
Bars 52–84: ritornello
As expected, C major is embraced with a substantial ritornello section. This has various
elaborations:
 ome flamboyant rising arpeggios in the solo violin in bars 52–53 which give a sense of
S
the solo section overlapping with the ritornello
 wo moments where the orchestra stops and there are short unaccompanied passages
T
for the soloist (bars 61 and 65)·
A perforated orchestral texture in bars 73–76 which sustains a sense of tutti passage
while allowing the soloist to be in the spotlight again
A modulation over the course of the ritornello so that it ends in E minor at bar 84
The remainder of the movement
We have reached about the halfway point of the movement here (bar 84 of 171 bars); now
it is your turn to look into all the details of the second half of the movement. To help you
on your way, here are a few clues:

THERE IT IS AGAIN!
Throughout the whole movement, listen out for just how much use Bach makes
of the first two notes: the rising 4th that begins on an offbeat.
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At bar 102 the ritornello appears in D minor
At bar 123 the ritornello appears in A minor
 t bar 135 there is an extraordinary passage of harmony where each of G minor, D minor
A
and A minor (circle of 5ths again) is prefaced with its Neapolitan 6th which changes
into the dominant 7th in third inversion (no change of bass note required) before
resolving onto the principal chord
 t bar 143 the substantial final ritornello commences – in A minor of course. It is
A
interesting to compare this to the Vivaldi. You will recall that the final ritornello of
the first movement of ‘Il Gardellino’ is quite short; here – after all the complexities
encountered in this substantial movement, the final ritornello is long. This substantial,
tonally stable section is needed to bring balance to the movement.

A LEVEL ONLY
Bar by bar: second movement: Andante
Vivaldi wrote all three movements of ‘Il Gardellino’ in the same key. Here Bach chooses
a related key for the slow movement: the relative major – C major. After all the energy
and momentum of the opening Allegro, this movement has a sense of respite to it, like a
meditation in the middle of a frantic day. There is, of course a regular pulse, but it feels as
though time itself has been slowed.

SAMPLE PROOF PAGES
There are two important strands to this music:

 motivic idea in the bass of a tonic pedal note repeating in quavers, with every fourth
A
quaver replaced by a rising shape that seems to be lifting the heavy weight of the
repeating bass note over a barrier into the next half bar. Although the ear is drawn
towards this slow-motion action in the bass, the upper strings – playing detached
chords on the beats – give this almost riff-like bass a rich harmonic connotation:

I

V7 of …

IV4 -

3

II

V7

I
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In bars 89–99 there is another passage using the circle of 5ths progression but now
with a slowed harmonic rhythm of each harmony essentially lasting for two bars (but
harmonically decorated in the meantime)
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The effect of this backdrop is rather like listening to the ticking of a fine traditional
clock, the rising shape on the fourth quaver reminiscent of the escapement mechanism
operating on the pendulum.
When the motivic idea is not being played in the bass, the cellos are silent, leaving the
more delicate violas to underpin the texture with repeating quavers.
 beguiling melody in the solo violin that wanders across three octaves (the open
A
G in bar 32, to the G an octave above the stave at bar 15), weaving an entrancing,
elegant and intimate thread of exquisite beauty. After an initial bar, the main rhythmic
characteristic is triplet semiquavers. There is a wonderful sense of freedom and
spontaneity to this melodic lines caused by:
The use of ties and trills
The changing placement in the bar of longer note values
The mix of triadic and conjunct motion
 he twists and changes of direction of the melodic lineThere is almost something
T
here that, two centuries ahead of time, foreshadows the spirit of an improvised jazz
solo over a riff or chord pattern.
The structure of the movement comprises a series of 2-bar segments. These can be
varied in the following way:
Whether or not the solo violin is weaving its line over the top
Whether or not the bass quasi-riff is played
Changes of tonal centre

SAMPLE PROOF PAGES
Shapes in the melodic line

 istinctive harmonic colours such as the descending viola bass line in bars 13–14, or the
D
diminished 7th harmony in bar 17Particular wonderful moments to savour are the violin
phrases that begin with semibreves.

TEST YOURSELF
Complete the following chart of the movement.

Bars

1–2
3–4
5–6
7–8
9–10

Bass
motif
Y/N

Solo
violin
Y/N

Tonal
centre

Yes

No

C major

Notable
melodic
features

Notable
harmonic
features
Tonic pedal
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11–12
13–14
15–16

17–18

Yes

Yes

Moving
to
D minor

A single
semibreve in
bar 17 to start
the phrase,
then a falling D
harmonic minor
scale

A single diminished
7th chord for a whole
bar, then a perfect
cadence in D minor

19–20
21–22
23–24

SAMPLE PROOF PAGES
25–26
27–28

29–30
31–32
33–34
35–36
37–38
39–40
41–42
43–44
45–46
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Bar by bar: third movement: Allegro assai (fast enough)
After the oasis of the C major slow movement, Bach returns both to A minor and a spirit
of verve and momentum for the finale of the concerto. The movement is in the compound
metre of ( a double layering of a triple division: three beats per bar, and each beat
subdivided into three. Despite the minor tonality, this creates something of a feel-good
dancing spirit in the music.
There is also use of ritornello here, and – as with the first movement – the solo violinist
plays with the first violins through the opening tutti section.
Bars 1–24 Opening ritornello
The first violins start with a gigue-like melody of constant quavers; like the opening
movement, this begins with a dominant anacrusis that leaps to the tonic on the downbeat.
There is then a falling A melodic minor scale; in bars 2 and 3, notes on the main beats
emphasise tonic and dominant chords which the other quavers decorate, as highlighted
below:

SAMPLE PROOF PAGES
At bar 5 the second violins enter with the same tune, but transposed a 4th lower (though
the anacrusis is a 5th lower – a modification to match the dominant-tonic 1st violin lead to
the first entry with a tonic-dominant answer here). In due course, at bar 9 the same tune
– now at its original pitch occurs in the bass line. This makes the ritornello have a fugal
texture, and Bach hasn’t completed his dazzling contrapuntal plan yet: at bar 15 the violas
have the tune, though now in the relative major (C major). The music returns to A minor
for the cadence at the end of the ritornello into bar 25.
Bars 25–42: first solo
There are four subsections to this solo passage:
 he solo passage starts with two elegant matching phrases, each two bars long, the first
T
over a I–V progression, the second over V–I:

I

V

V

I

If this description sounds familiar, you should look back at the first solo passage in the
opening movement: the metre and melodic contour are different, but the structural idea
of two balanced phrases being used to define the tonality though tonic and dominant
harmony is identical.
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 rom bar 29 there is a more free-flowing passage that is built over a descending bass
F
line; in bar 31 the first semiquavers of the movement appear: these give a scurrying
character that will be exploited in due course.
At bar 33 a sequential passage built on a circle of 5ths progression begins:
33

Am

D

G

36

C

F#dim

B

Em

SAMPLE PROOF PAGES
Listen carefully for the detail in the articulation of the bow markings here.

 rom bar 40 there is a burgeoning sense of momentum as the music heads towards its
F
confirmation of E minor (dominant key) for the imminent ritornello; the long dissonant
D# in the first bar of the solo section is echoed at the end of bars 39 and 40.

Bars 43–45
The expected E minor ritornello arrives, but there is little respite for the soloist as Bach
trims it to just three bars at this point.
The remainder of the movement
If you have worked through all three concertos of this Strand up this point, you should
now be able to explore the rest of the movement for yourself. In particular, look out for:
Appearances of the ritornello and the keys in which it returns
Register, contour and rhythm of the solo material for the violinist
 he balance of silence, simple harmonic support and significant detail in the violins and
T
violas of the orchestraIn particular, listen out for the string-crossing passagework from
bar 82, and the special technique of bariolage in an extended passage from bar 105.
Bariolage (from the French meaning ‘multi-coloured’) exploits the juxtaposition of notes
that are played on an open string (in this case the E) and those played by ‘stopping’
the string with a left hand finger. Throughout this passage, notes with upward pointing
stems – always an E – are played on the open string, those with downward pointing
stems – which includes some other Es – are played ‘stopped’. You should be able to hear
the distinct difference of timbres this creates.
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The remarkable feature here is the long dissonant note in the second bar of each phrase
– the D# in bar 2 and the G# in bar 4. These act as long lower appoggiaturas, eventually
resolving to harmony notes on the last quaver the bar. The piquancy of the dissonance is
softened by the violins of the orchestra entering into the sparse texture (it is largely just
soloist and basso continuo at this point) with a short melodic gesture in sweet parallel
3rds – a shape of motivic significance that comes from bar 3 of the ritornello theme.
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EXPLORE BACH
As you get to know Bach’s music, you will become familiar with its intensity and
momentum. It may not be quite as sunny as that of the Italian Vivaldi, but it has a
remarkable degree of invention and drive.

STRAND B:

The operas of Mozart
Context: Introducing opera
By the time Mozart was writing his operas in the 1770s and 1780s, opera had been part of
European culture for the best part of two hundred years. Originating in Italy with a group
of composers, the most famous of whom is Monteverdi (1567–1643), opera had already
had immense success in France with Lully (1632–1687) and Rameau (1684–1764), and in
England with Purcell and Handel (1685–1759).
Opera is an art form in which drama is told primarily through music, while performed on
a theatre stage with acting, costume and lighting to enhance the effect. If you think that
sounds like music theatre, the two are clearly similar, and the differences are not easy
to define. In musical theatre, the constituent elements of the lyrics, acting, dancing and
music are usually in a clear balance, whereas in opera, the music is given predominance
over the others. This is why operas
are very much credited to their
composer rather than their librettist
(the person who writes the words).

SAMPLE PROOF PAGES
In the 18th century Vienna was the
capital of the powerful Habsburg
Monarchy. It was a city where
musicians and artists from much of
Europe prospered, among them the
opera composer Gluck (1714–1787).
He reformed many of the traditions
of opera, to make it less governed by
conventions (such as recitative and
arias), and more built on continuous,
melody-focused music that conveyed
emotion.

Portrait of Mozart painted by his
brother-in-law, Joseph Lange in 1782/3.
In her old age, Mozart’s widow said this
was the best likeness of him

WESTERN CLASSICAL TRADITION 1650–1910: AoS1

Mozart is one of the most celebrated composers in Western culture. He was a remarkable
child prodigy, and his father – a court musician – promoted him and his talented sister
around the palaces and high society of Europe during a three-and-a-half-year journey that
began when he was seven and his sister ten. This included performing to King Louis XV of
France and several concerts in London.
As an adult, Mozart was drawn to the splendour of Vienna. He first travelled there as a
musician in the employ of Archbishop of Salzburg (his birthplace) and he soon wished to
make the capital his home. This led to a break in relations with both his employer and his
father, but from 1781 until his death ten years later at the age of 35, Vienna was his home.
Here he was known as the city’s finest keyboard player, and he composed a continuous
stream of wonderful music: concertos, symphonies, chamber music and, of course, opera.
Mozart started writing operas when he was 11. In all he worked on over 20 opera projects,
most in Italian, some in German; a few were not completed or performed in his own
lifetime. The most significant are:
Date

Title

Librettist

Language

1780–81

Idomeneo

Giambattista Varesco

Italian

SAMPLE PROOF PAGES
1782

Die Entführung aus dem Serail

Gottlieb Stephanie

German

1786

Le Nozze di Figaro

Lorenzo da Ponte

Italian

1787

Don Giovanni

Lorenzo da Ponte

Italian

1790

Così fan tutte

Lorenzo da Ponte

Italian

1791

La clemenza di Tito

Metastasio

Italian

1791

Die Zauberflöte

Emanuel Schikaneder

German

Le Nozze di Figaro
Introduction
Le Nozze di Figaro – The Marriage of Figaro or, most commonly, just ‘Figaro’ – was
Mozart’s first collaboration with librettist Lorenzo da Ponte. The story is based on a
play by French writer Beaumarchais and is something of a domestic comedy centred
on the intended marriage of Figaro and Susanna who are respectively servants to the
Count Almaviva and his wife Countess Rosina. Inevitably, since this is an opera, there are
misunderstandings and contrary motives from some characters along the way, but it is a
piece with a happy ending.
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Wolfgang Amadeus Mozart (1756–91)
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There are many opera fans for whom this is their all-time favourite. It is not just that
Mozart’s music is full of gorgeous tunes that you will soon find yourself humming as you
get to know the score; Mozart took delight in human beings and their emotions. In this
story of love, confusion and resolution, his delight is never far from the surface.
The opera is in four acts and lasts around three hours. It is one of the most frequently
performed of operas; it is highly recommended that you try to get to a live performance
of it – this way you will really enjoy the full experience of the live music reinforced by the
acting onstage. A night at the opera is a treat! If this is not possible where you live, there
are several full performances of ‘Figaro’ available on YouTube.
The cast of the opera is as follows:
Count Almaviva

Bass

Countess Rosina – wife of the Count

Soprano

Figaro – personal valet to the Count

Baritone

Susanna – the Countess’s maid

Soprano

Cherubino – the Count’s page

Mezzo-soprano
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Dr Bartolo – the Countess’s former guardian

Bass

Marcellina – Bartolo’s housekeeper

Soprano

Don Basilio – a music master

Tenor

Don Curzio – a notary (lawyer)

Tenor

Antonio – a gardener, Susanna’s uncle

Bass

Barbarina – Antonio’s daughter

Soprano

There is also a chorus of villagers and servants. Mozart’s orchestra comprises two flutes,
two oboes, two clarinets, two bassoons, two horns, two trumpets, timpani and strings; a
harpsichord or fortepiano (arguably more authentic) is also needed to accompany the
recitative sections.
It is a good idea to get to know the whole opera: you will only really have a complete
understanding of each of the characters whom you meet in Act 1 by following the opera
through to the end. Both the finales at the end of Acts 2 and 4 are especially brilliant.
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Bar by bar: Overture
Mozart’s overture to his opera has no direct connection with the themes of the rest of the
opera, but in its fizzing, bustling four minutes of presto scampering, it perfectly sets the
mood for what lies ahead.
Structurally, the overture follows most of a sonata form design:
Exposition

Development

First subject

tonic

Transition

modulating

Second subject

dominant

Codetta

dominant

exploring the potential of the musical ideas in a variety of keys

SAMPLE PROOF PAGES
(avoiding the tonic) and ending on the dominant to lead back into…

Recapitulation

First subject

tonic

Transition

rewritten so as not to modulate

Second subject

tonic

Codetta

tonic

Coda

tonic

Mozart, however, appears to be in a hurry to get his opera started and misses out the
development section entirely. This is sometimes known as ‘abridged sonata form’.
The detail of the Overture is as follows:
Bars 1–138: Exposition
Bars 1–35: First subject
There are two main ideas in the first subject:
1. A
 line of scampering quavers heard at the start in octaves in the strings and bassoons.
Curiously for the Classical period, it is seven bars long, but it highlights the notes that
were most important to the Classical composers: the tonic and the dominant:
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The use of the bassoons in unison with the cellos gives the combined sonority more of an
edge and, moreover, the dry timbre of the bassoons hints a little at some humour in the
opera ahead.
2. A
 more homophonic idea, initially for the winds, and then the whole orchestra, all over
a tonic pedal. The melodic line at the top of this is built from the descending scale and
ascending arpeggio of D major:

8
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Notes in the boxes are played by horns, which were – of course – ‘natural horns’ (i.e.
without valves) in Mozart’s day, which explains the musical idea: only these notes were
available to the horn players with ‘horns in D’.
The whole of the first 18 bars is then played again, only this time Mozart adds a
countermelody in the flute above the strings (and also a harmony line in the first oboe)
which adds a dash of charm and sophistication to the music.
Bars 35–88: Transition
The transition increases the sense of anticipation and excitement by its strong dynamic
contrasts and continued quaver energy. Over another tonic pedal, the violins play
tumbling scales; the scales themselves may be descending, but their starting notes
get higher, creating increasing forward momentum. Trumpets and timpani mark the
downbeats.

f

Then in bar 41, the scale is ascending, matched in the next bar by an ascending scale in
the bass, and the music remains in a tutti section of considerable brilliance. The use of
crotchet rests on the second beat of the bar (remember we’re in 8) in bars 45–47, each
preceding a falling triadic shape in the bass, is very energising and propels the music
towards a new pedal note on A from bar 51. Over this pedal, the triadic shapes, now rising,
appear in the violins.
The pedal note is a little ambiguous; coming soon after the D pedal, it sounds initially
rather like a dominant pedal, and there have been no G#s to suggest otherwise; however,
this clearly being music of the Classical style, we are expecting sonata form, and the pedal
could easily be the new tonic.
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After an articulating beat’s rest, there is only a single linking bar, but – significantly – it
includes a G#, and when a new theme begins in bar 60, it is clearly in the dominant. Playfully,
it lies on the bright side of the key, decorating the 5th of the new key (E) with its lower
chromatic auxiliary (D #) on accented downbeats. The flurry on following downbeats add to
the mood, and there is some beautiful use of the woodwinds later in the 8-bar phrase:
60

fp

fp

fp

64

The phrase is immediately repeated. There follows a two-bar phrase treated in descending
sequence that briefly hints at some minor harmonies, each signposted by secondary
dominant 7ths, before a short dominant pedal and perfect cadence in A major:

76
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p

IIb

V7d

f

p

Ib

IIb

f

V7d

Ib

80

p

f

ivb (from minor)

V7

Ic

83

V7

Ic

V7

I

A secondary idea in the second subject now follows at bar 86: a rising scalic shape in the
bass. There is a hint of pantomime to this section:
 irst the lower strings have the rising shape of seven crotchets that incorporates a
F
chromatic step and then jumps to an appoggiatura before resolving onto the inevitable
E. You might sense a touch of ‘I’m behind you’ to this shape which is then emphasised
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by repetition and then extension via rhythmic augmentation and chromatic harmony,
before melting back into A major and a perfect cadence, as though it had just been a
tease:
86

91

VI

Ic

V7b

V7d

 hen it’s the violins’ turn to play with this mildly mischievous idea. Again it is played
T
twice, and then a third time with further, more extensive chromatic harmony, before
another perfect cadence is found:
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96

V

III

I

V

IV

bIIb

V7

I

VI

II

V

I

This passage (bars 86–107) shows, even before the curtain has gone up on Figaro, that
Mozart’s compositional style was always going to be suited to opera; this music is innately
full of character, dialogue and humour. It also has immense charm.
Bars 108–138: Codetta
After all the character towards the end of the second subject, the codetta is very
straightforward: it is diatonic, and uses a new eight-bar melody that is played twice. The
tune has a very Classical sense of proportion: two 4-bar phrases, the second having some
sense of inversion of the first. The phrase is played over a tonic pedal, the second has a
simple Ib–IIb–V7–I progression.
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Bars 139–236: Recapitulation
If you have followed through the analysis of the Exposition, the recapitulation should
not be too challenging for you to process. Of course, the transition section needs to be
rewritten so that the second subject can now be played in D major.

QUESTIONS ABOUT THE RECAPITULATION
1. Where does the music start to go in a different direction from the exposition?
2. W
 hich significant idea that was present in the transition during the exposition is
now missed out of the transition in the recapitulation?
3. Where does the omitted idea now get used instead?
4. W
 hat is the mood of the coda, and what elements in the music are responsible
for this?
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A SATISFYING CONCLUSION

Recapitulations are very enjoyable to listen to because the music is familiar (you
heard it all in the exposition) and you know it will lead to a satisfying conclusion
in the tonic (unlike the exposition which has an open-ended conclusion in the
dominant).

Bar by bar: Act 1 No.1 Duettino (Figaro and Susanna)
Although this short duet seems to have a spontaneity and free-flowing melodic writing
that suggests a through-composed piece, there are hints of sonata form here. This is not
surprising: just as Bach would often use elements of fugue even when not setting out to
write a fugue (as in the finale of the A minor Violin Concerto – see above), Mozart often
uses aspects of sonata form in music that is not a sonata. In both cases – fugue with Bach,
sonata form for Mozart – the structural principle is not merely a knowing decision, but an
inherent (and very important) part of their instinctive style.
Here the two characters – Figaro and his fiancée Susanna – and the two subjects of sonata
form make an obvious correlation, and Mozart can poke a little fun at what happens to
Figaro when he falls in love with Susanna: he starts singing her tune!
Bars 1–18: Introduction
The curtain rises on a very domestic scene: Figaro is measuring the floor (actually to see if
his marriage bed will fit) and Susanna is in front of a mirror trying on a hat.
Mozart builds the music for this opening aria from two themes that seem to be
highly suited to depicting the two characters and their activities. Both are used in the
introduction:
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The codetta theme cadences onto A major at bar 123 and then there are 16 bars in which
the chord of A major evolves from being the tonic into being the dominant 7th for the
start of the recapitulation.
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 igaro’s theme has repeating crotchet Ds and a widening leap – one can imagine the
F
repeating notes are his counting of the numbers on the measure and the leap is a
resulting measurement:

 usanna’s theme is made from elegant flowing quavers that move largely in turning
S
conjunct motion:

Other details to notice in the introduction include:
The bass suspension on the downbeats of bars 3, 5, 6 and 7
A brief modulation to the dominant halfway through the introduction

SAMPLE PROOF PAGES
 he busy quavers in the bassoon part in bars 9–14 which creates a sense of positive
T
energy

 he internal pedal note on the horns – a concert D (i.e. the dominant) – which works
T
well as all the harmony in these bars is chords I and V to which this note is consonant
 he use of chord IV in bar 16 – a perfectly timed antidote to all the tonic-dominant
T
harmony
A classic Ic–V–I cadence in bars 17–18

 he changing orchestration: Figaro’s tune is played by the violins, Susanna’s by the
T
oboes; the introduction then ends with the horns prominent in bars 16–18 which gives a
sense of festivity and the aristocratic setting
Bars 19–59: Exposition
Bars 19–36: First subject
The main tune for Figaro is carried by the violins: he is concentrating on his measuring and
chips in with the numbers at the end of each melodic phrase. The busy semiquavers in the
2nd violins convey a positive mood.
Susanna starts singing her tune before the main modulation to the dominant at bar
30. This is an excellent example of the way Mozart finds in the combination of music
and drama a potential for each aspect to help the other. The result of this entry (which,
in terms of the usual sonata form method for an exposition, is premature) is that the
transition can be dramatically purposeful (and, in this case, humorous). Susanna’s delight
with her new hat can be heard in the delicate staccato triplet arpeggio in the violins as the
cadence is reached (bars 34–35).
Note that Susanna’s entry is supported by the wind instruments. Is Mozart making
a musical commentary akin to ‘Men are from Mars, Women are from Venus’ with his
orchestration?
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Musically, this passage effects the modulation towards the dominant, the first C# occurring
at bar 43, and the fleeting appearance of G# in bar 45 ensuring that the option of
modulating is going to be taken.
Dramatically, Mozart makes use of the Classical convention that transitions often start with
a restatement of the first subject to create a humorous passage in which Susanna is trying
to get her fiancé’s attention. She compromises her melodic line by adopting the repeating
crotchets that the violins were playing as part of his theme; Figaro, however, is not paying
attention and continues to focus on his measuring.
So, after a while and a number of ‘hint-dropping’ shorter phrases, Susanna imposes
herself more with a 4-bar phrase from bar 46, for which she has the support of the whole
orchestra.
Bars 49–59: Second subject
The music arrives in D major and Figaro finally stops measuring and pays attention to
Susanna. He does so, by adopting her tune, now a ‘proper’ second subject in the dominant
key; however, for Figaro the theme is accompanied by ‘his’ strings. The woodwind flourish
in semiquavers in bar 51 seems to convey Susanna’s delight that she has won her man’s
attention.
The second subject ends with a simple, reiterated cadence figure that allows Mozart to
create brief dialogue between the lovers.
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Bars 59–67: Linking passage in lieu of development

Mozart realises that now is not the time for elaborate development; instead Figaro and
Susanna share a tender moment, singing in parallel 3rds and the pedal note underpinning
this passage conveys a sense of stability and security.

The pedal note starts as being the tonic of the second subject key, but soon C n turns it
into a dominant pedal; we sense that the music is returning home for what would usually
be called the recapitulation.
Bars 67–end: Recapitulation

The music clearly returns to the tonic of G major at bar 67. It would, of course, be
dramatically contradictory to return to the same music that was heard at the start of
the exposition: we do not want Figaro to stop attending to Susanna and return to his
measuring. Instead, the young couple continue to sing Susanna’s theme in flowing parallel
3rds. It is, therefore, essentially a recapitulation of the second subject only, and another
example of the composer adapting musical convention for dramatic purpose.
With the recapitulation therefore being rather shorter than the exposition, the couple’s
bliss is prolonged by a charming codetta from bar 81. Recapitulation and exposition are all
totally diatonic.

Bar by bar: Recitative after No.1
Recitative was developed by Baroque composers as an expedient way to get through
large amounts of narrative and dialogue and so move the music on to an aria that could
reflect on a character’s state of mind. It is found mainly in operas by composers such as
Handel and Vivaldi, but also in works like cantatas and oratorios by composers such as
Bach.
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Traditionally, recitative is characterised by:
 free sense of rhythm (i.e. no strong pulse) so the singer can get through the text using
A
normal speech rhythms
A syllabic setting of the text – i.e. one note per syllable
 ccompaniment from the basso continuo: a combination of a bass instrument (cello,
A
bassoon) and a harmony instrument (harpsichord, organ, lute)
 he harmonic element is indicated by numbers under the stave (‘figured bass’) and not
T
notated as full chords by the composer; it therefore includes some improvisatory element
from the player
 tonal freedom – modulations can occur quite frequently as harmony is the main
A
way to give some colour to the musical setting of the text in recitative; this is useful as
recitatives can link between movements by beginning in the key of the previous aria and
ending in the key of the next one
The first recitative in Figaro gives opportunity for Susanna to quiz her fiancé as to why he
is measuring the floor; when he explains it is for the bed that the Count is giving them as a
wedding present, she raises an objection, suspecting not wholly honourable motives from
the Count.
The recitative begins on a G major chord – the key of the previous duettino; it ends on an F
major chord which operates as a dominant into the next movement which is in B flat major.
This fluid tonal journey is facilitated by having many of the chords of the recitative in first
inversion – a softer, less tonally assertive position of the chord.
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TEST YOURSELF

Fill in the chart below to examine the harmonic content:
Bar

Text

Chord

Inversion

1

S: Cosa stai misurando, caro il mio Figa-

G major

first
inversion

2

-retto?

3

…guardo se quel letto, che ci destina il Conte,
farà buona fi-

5

-gura in questo…

5

…loco.

6

…stanza?

7

…cede generoso il pa-

7

-drone. S: Io per me te la dono.
ragione? S: La ragione l’ho…

F: Io…

S: In questa…
F: Certo, a noi la…

F: E la
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…quì.
pò…

F: Perchè non puoi far, che passi un

11

…quì!

S: Perchè non voglio;

12

S: sei tu mio servo, o nò?

13

-pisco perchè tanto ti spiace la più commoda
stanza del pa-

15

-lazzo.

16

-sanna, e tu sei…

17

…pazzo.

17

…non tanti e-

18

-logi; guarda un poco, se potria meglio stare
in altro loco.

F: Ma non ca-

S: Perch’io son la Su-

F: Grazie…
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Bar by bar: Act 1 No. 3 Cavatina (Figaro)
Preceding recitative

In this lengthy recitative, Susanna explains to Figaro that Count Almaviva has intentions
towards her and that Figaro should not be so naïve. Apparently Susanna’s music master,
Don Basilio, is not to be trusted either.

This is a lengthy passage of recitative and illustrates well just how useful this type of
music is for injecting pace into the telling of a story. It can seem like a very simple musical
style (very few notes), which could become facile.
There are two factors that allow composers as good as Mozart to keep dramatic vitality
in the music:
Melodic contour – for example in bar 23, when Figaro sings ‘Chi? Basilio? Oh birbante!’
(‘Who? Basilio? The rascal!’) the rising contour on ‘Basilio?’ suggests a question (and his
incredulity) and ‘birbante’ is set to Figaro’s highest note of the recitative so it can be
delivered with disdain.
Harmonic flexibility – the recitative both begins and ends on a C major chord, but in
between there are harmonies ranging from A major (bar 3) to Eb major (bar 23); the
changing tonal implications help to convey the spirit of intrigue in the narrative and
prevent every aspect of the music from being simple.
Cavatina
In this aria Figaro is alone and imagining what he would like to say to his master now that
he is aware of the Count’s improper intentions towards Susanna.
There is an unusual structure of four different sections to the music, with the outer ones
being the same. This gives an ABCA pattern.
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Bars 1–20: A section
Using dancing as a metaphor for the Count’s scheming, the lyrics here are ‘Se vuol ballare,
signor Contino, il chitarrino le suonerò’ (‘If you want to dance, my dear little Count, I’ll play
the tune for you on my guitar’). It is not surprising, therefore, that Mozart writes music for
this passage that is based on the Menuet – a popular aristocratic dance of the day in triple
time.
There is a clarity to the music here that conveys the fact that Figaro’s eyes have been
opened:
A simple rhythm – largely crotchets with just enough dotted patterns to suggest the lilt
of the dance
 urely diatonic use of pitch and largely conjunct melodic lines; only the third phrase has
P
a triadic contour which may be an attempt to portray the guitar mentioned in the lyrics
here
A clear phrase structure of four 4-bar phrases, the final two bars then reiterated·
Treatment of the first phrase as a rising sequence beginning a 3rd higher
 straightforward harmonic palette: the first two phrases and the final one only use
A
tonic and dominant harmony, ending with perfect cadences; the third phrase provides
contrast through using chords VI and IIb in bar 11 (and hence a faster harmonic rhythm)
to effect an imperfect cadenceIn the orchestration to this section the horns, with 18thcentury connotations of hunting, are very much to the fore.
Bars 21–63: B section
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This section begins with the music still in the tonic F major, but Mozart balances the heavy
preponderance of tonic/dominant harmony of the previous section by starting the vocal
phrase over chord IV (bar 23). The text here references being at school; this might explain
the amount of repeating phrases (or ‘copying’) that occurs in the melodic line.
The music moves to the dominant from bar 31, with a cadence in C major at bar 42.
Immediately C is turned into a dominant pedal under a most exquisite passage with
various strands in the texture:
The pedal note itself in the cellos and basses
Sustained chords in the rich timbres of oboes, bassoons and horns
Restless off-the-beat-reiteration of the harmony in the second violins and violas
A skilfully woven countermelody of rising scales in the first violins
The vocal line

LISTENING IN DEPTH
Spotting and savouring moments of characterisation such as the harmonic
sidestep in bar 51 (of which there are very many) is all about good quality
listening – really focusing on the changes of melodic direction, harmonic colour
and accompanimental texture, while following the lyrics. Once you begin to
unlock this approach to listening, listening to the music becomes a whole lot
more rewarding.

Just when we might expect resolution of the dominant pedal to its tonic, Mozart creates
a harmonic sidestep of a diminished 7th chord (bar 51) and the rest of the section is
pointing to the relative D minor. The text here is ‘Meglio ogni arcano dissimulando scoprir
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Bars 64–103: C section
Instead of changing key here to the expected D minor, Mozart changes metre and tempo
to give more insight into Figaro’s eager defence of his fiancée.
Details you should listen out for include:
Trills
A passing modulation to G minor
Bars in which the strings do not play
Rising and falling sequences
7–6 suspensions
Bars 104–123: A section
This is a straightforward reprise of the opening section. A short codetta follows which
reverts to the music of the C section.

Bar by bar: Act 1 no. 4 Aria (Bartolo)
This is Bartolo’s first appearance in the opera and from the outset he is determined to
have vengeance on Figaro: previously in the story Figaro had facilitated the wedding of
the Count and Rosina, while Bartolo had intended to marry Rosina himself. Mozart writes
his aria in D major, thereby allowing the trumpets and timpani to add to the character of
the music.
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This is another movement in which principles of sonata form can be seen. A clear sense of
sonata exposition is found:
Bars 1–14:

First subject (D major)

Bars 15–29:

Transition (modulating – starting in B minor and ending on A)

Bars 30–50:

Second subject (A major)

Throughout this section Bartolo’s melody is quite assertive and declamatory, owing to:
Disjunct contour
Wide register
Use of rests to articulate phrase structureOther details to listen out for include:
 requent dynamic contrasts in the orchestra that convey a sense of outbursts of rage·
F
A long line of impetuous semiquavers in the second violins in bars 5–12
The staccato wind chords to accompany ‘gli oltraggi’ (‘the outrages’)
 he second subject beginning, surprisingly, on the dominant chord (E major) of the
T
dominant key (A major) and then having its secondary dominant (B7) – perhaps inspired
by the words: ‘coll’ asuzia, coll’ arguzia’ (‘with cunning, with wit’)
The Italian 6th chord used in bars 46–48
From bar 51 there is less sense of sonata form. The music returns to D major and then
instead of a development section Mozart writes a contrasting middle section which tests
the singer with a long line of triplet quavers at high speed: the words here refer to the
possibility of having to read ‘the whole legal code’.
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potrò’ (‘best to hide secrets: by dissembling I can discover it all’): it contrasts Figaro’s
‘direct approach’ against the shady scheming of the Count by having Figaro singing on
a monotone (A) in the middle of an elaborate web of chromatic notes such as the lower
chromatic auxiliary G# in the violins and juxtaposition of C# and C n (both found in the
melodic scale of D minor).
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The middle section ends at bar 72 on the dominant chord (approached via the tonic minor
– D minor); bar 73 brings a sense of recapitulation with the return of the start to the aria.
This is not prolonged, and the perfect cadence at bars 86–87 leads to a coda in which the
semiquavers return to the second violins, supported this time by the violas.

Bar by bar: Act 1 no.5 Duettino (Susanna and Marcellina)
This duet puts Susanna and Marcellina together in a scene of mistrustful competitiveness
hidden under social niceties. These two contradictory levels are captured by the
clever accompaniment texture with an elegant melody at the top in the first violins
(which sometimes the singers double) and the restless triplet quavers simmering away
underneath in the second violins.
Other features to listen out for include:
 he introduction of two bars that begin on E which, it emerges as the bass moves down
T
the scale to A, is only the dominant
 he first section beginning with dialogue (or antiphony) in the phrases between
T
Marcellina and Susanna
Subsequently, the two sopranos singing in parallel 3rd (bar 14) in two matching phrases,
the first led by Marcellina, the second (bar 17) by Susanna
 n early modulation to the dominant begun in bar 9, leading to a perfect cadence in bar
A
21 at the end of the first section
 he second section beginning in E major (bar 21) with the same melody that began the
T
first section (bar 3)
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 modulation back to A major begun in bar 25 with V7d, leading to a perfect cadence in
A
bars 37–38
 he third section from bar 38 begins with a turn to the subdominant, then quickly
T
returns to the dominant before finding its way home to A major at bar 46

Bar by bar: Act 1 No. 6 Aria (Cherubino)
This aria introduces Cherubino, the adolescent page, who is preoccupied with thoughts
of love (or possibly lust). This is captured by a slightly breathless quality to the music
generated by the energy of the rests in the violin accompaniment pattern

and the motor-rhythm of the vocal part being constantly two quavers and a crotchet.
It is curious that two years after ‘Figaro’, Mozart used the same rhythm for the first theme
in his 40th Symphony:

This is also the first time in the opera that Mozart allows the clarinets to be the main
accompanying instruments in the wind section. We can only speculate why this was – was
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The aria has a composite structure: two halves, each with its own internal structure:
First half: bars 1–52
This half falls into three sections and could be seen as ternary, though it is also possible
to see the middle passage as a second subject given it starts and ends in the dominant
key, and then the word section acts like a recapitulation (after all, we have already seen
examples of Mozart using sonata form without a development section). The two schemes
are shown below:
Bars

Seen as based on abridged sonata form

Seen as ternary form

1–15

First subject

A section

16–35

Second subject Bb major after minimal
transition in bar 15

B section

Eb major

E b major

Bb major
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38–51

Recapitulation
Eb major

A section reprised
E b major

Points to notice:

In the first subject / A section:
 he similarity in contour of the first two phrases, but also the difference: the second
T
uses intervallic augmentation to intensify the fervour being expressed in the lyrics
The quickening harmonic rhythm which suggests increasing impetuousness
 he repeating third phrase, but the repeat is one note shorter, allowing for an earlier
T
anacrusis into the next phrase
 nother repeated phrase in bars 9–15 which utilises a top G as the climax of the section;
A
the first version of this phrase ends with an imperfect cadence, its repeat with a perfect
cadence

 ne solitary chromatic inflection in bar 13 – An in the bass to point the final cadence in
O
the section
In the second subject / B section:

 onsiderably more chromaticism here which provides contrast and gives a much more
C
colourful setting of the words
A more melodic bass line, often in 3rds with the vocal line
 requent use of appoggiatura the end of phrases creating a sighing feeling; especially
F
affecting is the Db to C on ‘desio’ (‘need’) in bar 27 and 32 because the appoggiatura
forms a diminished 7th above the E n in the bass
Second half: bars 51–91
This half is in two sections (bars 54–72 and 73–91) which have many similarities with each
other – including the same text – but also some differences.

XXX XXXXXXX XXXXXXX

it something to do with their sound for an aria about love, or that the clarinet was the ‘new
kid on the block’ in the 1780s and this seemed appropriate for the youngest character in
the opera? Whatever the reason, their sound is something fresh and very beautiful in this
aria.
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TEST YOURSELF
Compare closely the two passages and fill in the chart below to reveal the
similarities and differences:
Italian text

English
translation

Parlo d’amor
vegliando

I talk of love
when waking

parlo d’amor
sognando

I talk of love
when dreaming

all’acqua,
all’ombre, ai
monti

to the water, to
the shadows, to
the mountains

ai fiori, all’erbe,
ai fonti

to the flowers,
to the grass, to
the fountains

Musical
similarities

Musical
differences

SAMPLE PROOF PAGES
all’eco, all’aria, ai
venti

to the echoes,
to the air, to the
winds

che il suon de’
vani accenti

and the sound
of my useless
words

portano via con
se

is carried away
with them

portano via con
se

is carried away
with them

There is a small codetta from bar 92 which has a slower, thoughtful phrase that expresses
some loneliness (it is almost like recitative) and which sets up a final phrase that is the
perfect culmination to a fabulous aria.

LIBRETTOS AND LANGUAGE
Most of Mozart’s operas have Italian librettos - opera was invented in Italy;
however, he also wrote some operas in German, most notably The Magic Flute
(Die Zauberflöte).

WESTERN CLASSICAL TRADITION 1650–1910: AoS1

Bar by bar: Act 1 No. 7 Terzetto (Susanna, Basilio, Count Almaviva)
In the previous lengthy recitative Don Basilio has been voicing gossip and malicious
rumour to Susanna while both Cherubino and the Count are hiding. This leads to a
dramatic scene when the count emerges from behind a chair, and later, at bar 139, when
the Count discovers Cherubino.
In opera, such shenanigans need dramatic pace that could be slowed by adhering closely
to well-known musical structures; on the other hand, a complete absence of structural
awareness will soon make a long movement take on a musically rambling, unsatisfactory
quality which would be very alien to the Classical style.
Mozart finds a midway path here, which he achieves by capturing each character’s
mood and motive as the action unfolds (not without a degree of farce), but by carefully
controlling his tonal centres and by having a sense of connection at various points in the
music – for instance, the return of the Count’s opening melodic idea at bars 101 and 147,
and the re-use of Basilio’s tune from bar 16 at bar 85 (though in a different key).
To understand the composer’s great skill in this trio, complete the chart below:
Bars

Character(s)
singing

Dramatic
mood

1–15

Count
Almaviva

Authorative,
disapproving

Key

Musical means through which the
dramatic mood is achieved

SAMPLE PROOF PAGES
Bb
major

Short, blunt melodic lines with
dotted rhythms
Diatonic music throughout

Energised fragments of rising scale
in full string section in 8ves
16–23

Don Basilio

Obsequious,
ingratiating

23–42

Mostly
Susanna,
Count &
Basilio in
backgound

Susanna is
flustered and
ashamed;
Basilio and
Count still
in previous
moods

43–61

Don Basilio &
Count

Bb
major

F minor

Conjunct falling phrases;
homophonic accompaniment with
chromatic twists that avoiding any
strong cadences
Susanna’s pain immediately
conveyed by the upper chromatic
auxiliary note on ruina. In the
downward scale in bar 26, each
step is foreshadowed by an
anticipatory note on the previous
half beat giving quite a breathless
feel. As the emotion intensifies her
entry on top A b (bar 35), followed
by a diminished 7th fall, is quite
melodramatic
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62–69

Susanna

70–84

Don Basilio &
Count

84–92

Don Basilio

93–100

Susanna

101–121

Mainly the
Count, the
others in
support

121–146

Count
Almaviva

Eb
major
moving
to Bb
major

Obsequious
again

Similar melody and
accompaniment to bar 16

The final passage of the trio from bar 147 to the end is the most substantial and involves
all three characters singing most of the time. Both Count Almaviva and Don Basilio return
to their initial melodic ideas at various points.

SAMPLE PROOF PAGES
Keep an ear open for the bass line: there are some very effective dominant pedals which
intensify the suspense of the dramatic situation and require resolution (as does the
drama). There is also some wonderful chromatic harmony to enjoy, especially this passage
at bar 195:
195

G7

C7

F7 Bb7

IIb

V

I

From bar 201 there is a winning passage with flowing quavers in octaves in the strings,
sustained chords in the winds and the voices singing on the second and fourth beats of
the bar; the combined affect is one of growing excitement and momentum as this long
ensemble movement nears its close.

WESTERN CLASSICAL TRADITION 1650–1910: AoS1

Bar by bar: Act 1 No. 9 Aria (Figaro)
Non più andrai – Figaro’s aria that brings Act 1 to a finish – is probably the best known
tune form the entire opera. Cherubino is being sent away to become a soldier; Figaro
teases him that this means an end to his adolescent flirtations with the ladies at court.
The opening section with its jaunty dotted rhythms and simple tonic-dominant harmony is
immediately playful – but, in terms of the drama, in an ironic way – and has a once-heardnever-forgotten tune due to its clever design:
1st phrase
repetition

2

sequence of 1st phrase

extension

I

V

V

extension ending
on mediant

7

Ic

V

broken chord

I
repetition of previous phrase, adjusted to end on the tonic

I

SAMPLE PROOF PAGES
The term ‘hit song’ probably did not exist in 18th century Vienna, but it seems likely
that Mozart knew this tune would be well received because he chose to make this aria a
Rondo, and this this melody is heard three times in an ABACA structure:
1 bar of introduction
Bars 2–13

section A

C major

Bars 14–31

section B

G major

Bars 32–43

section A

C major

Bars 44–77

section C	starts in C major, passes through G major (bars 50–51)
and E minor (bars 54–58), returns to C major (bar 61)
and finishes in G major (from bar 70)

Bars 78–89

section A

C major

Bars 90–101

coda

C major

Bars 101 to end

Orchestra ‘play-out’ to end of Act 1

C major
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TEST YOURSELF
Search this aria for two contradictory colours: things that are playful and pretty, and
things that are militaristic and bombastic. You may wish to continue these lists:
Act 1 no.9 Aria

Non più andrai

playful and pretty aspects

militaristic and bombastic aspects

 urn played on downbeat of bar 3
T
and 5 by violins
 ini-flourish by oboes in 3rds at
M
bar 92

4
 = ‘march’ time
Dotted rhythms

Simple tonic-dominant harmony

 parkling semiquavers in second
S
violins and violas bar 14

SAMPLE PROOF PAGES

