
Mozart: Fragment of a Concerto Allegro for Horn and Orchestra in E, Fr 1785k 

Two Completions 

Editorial Introduction 

Basic description: The fragment is a 91-bar particella, consisting of a 65-bar opening ritornello and 26 

bars of the first solo section. The fragment breaks off after the music has modulated to V and is 

standing on V/V in preparation for a subsidiary theme.  

Source: An autograph manuscript in the Statsbibliothek zu Berlin, Preussischer Kulturbesitz [Mus. 

Ms. Autogr. W. A. Mozart Anh. 98a]: two bifolia of 12-stave Querformat paper with all eight pages 

filled by Mozart’s particella.  

Date: Tyson dated the fragment to the period mid 1785–1791 based on the paper type of the 

manuscript. There is no corroborative evidence for the date, other than the fact that Mozart’s 

completed horn concertos in 1786 (K 495) and 1787 (K 447) demonstrate his developing interest in 

the genre during the middle of the decade. 

Commentary:  

The scale of the opening ritornello (65 bars) is more ambitious than the parallel sections in the 

completed horn concertos – 24 bars in K 417, 42 bars (with a solo insertion) in K 495, and 28 bars in 

K 447. To maintain the proportions between the opening ritornello and the later formal components 

suggests a movement of over 300 bars. [The ratio of the opening ritornello to the entire first 

movement in the three completed concertos is not consistent -- 1:7 (K 417), 1:4 (K 495) and 1:5.5 (K 

447). But even at the lower end of this range Fr 1785k would come in at 325 bars.] The scope of the 

fragment implies a first movement with a weight more associated with Mozart’s piano concertos 

from the mid 1780s than with his completed horn concertos. 

The opening ritornello of the fragment has a greater formal complexity than K 447 and K 495, and a 

similar thematic complexity to both those finished pieces. The thematic sweep of Mozart’s concept 

is particularly impressive in bars 33–61. The ritornello is organised along the lines of Mozart’s normal 

practice in the 1780s, with a chain of detachable but motivically related periods that have distinct 

formal functions in relation to the punctuation of the entire movement. (For example, self-sufficient 

periods that serve as middle ritornellos, and cadential material that can be expanded into extended 

phrases of virtuoso display in the solo sections. Most significantly, the opening ritornello lends itself 

to expansion through the insertion of new solo material (including the cadenza) in the recapitulatory 

section in the closing stages of the movement.  

The texture and timbre of the fragment’s opening ritornello is not, however, as sophisticated as the 

equivalent section in K 447. In particular, the sudden octaves in bars 22–3 and the broken oboe line 

in bars 37–40 carry some tension between the thematic concepts and their medium. [This 

judgement should be qualified by the fact that wind writing appears to be missing in bars 44–48, 59–

61 and bar 65.] The absence of wind participation in the solo section (where the oboe and orchestral 

horn staves are left blank) suggests that as in K 495, Mozart intended the solo horn to be 

accompanied by strings only without being swamped by the timbre of the oboes and other horns. 

The 26 bars of solo writing call for some agility (especially in bars 71–2, 77 and 91) and ‘vocal’ 

finesse. Mozart does not stray outside the range of pitches he deploys in the solo writing of K 417, K 

495 and K 447, namely: 

 



 

In my completions I have not strayed outside this pitch collection in the solo part. 

Completion 1 

This completion imagines that Mozart expanding his concept of the horn concerto so that it rivalled 

his piano concertos in formal scope. So I have drawn on Mozart’s standard practice of giving the 

horn an independent second subject in the first solo section (bars 93–123) and interleaving this new 

material into the orchestra’s subsidiary theme in the recapitulation (bars 233–265). 

The detailed tasks of this completion include: 

• Composing the missing wind and inner string parts in bars 44–48, 59–61 and 65. 

• Composing the missing string parts in bars 83–91 (with an eye to idiomatic accompanimental 

patterns from K 495/1 and K 447/1 and Mozart’s basic premise of gestural variety in his 

accompaniments)  

• Compose a seamless continuation to bar 91 

• Composing a new second subject for the horn from bar 93 onwards. For this, I took the 

characteristic shape of Mozart’s horn writing in bars 82–83 and the melodic tag from the 

orchestra’s subsidiary theme (violin 1 in the first half of bar 33 passim) and create an idea 

that attempts to capture the charm and open-air-ness of solo second subjects in some of the 

piano concertos from the mid 1780s. 

• Compose a continuation of the second subject that blends the horn in varied ways within 

the orchestral texture, so that it forms an inner voice (for example, in bars 105–114) as well 

as carrying the principal material. 

• Compose a second ritornello (bars 124–134) that draws on materials from the close of the 

opening ritornello, but which modulates from B to G sharp minor for the start of the second 

solo section. 

The challenge of the second solo section was how to write an extended section of music with tonal 

and gestural variety whilst (a) sticking to the limited array of pitches Mozart used in his solo horn 

writing, and (b) is sufficiently related to the opening ritornello and first solo section to enable to 

movement to hang together coherently. I approached this task by constructing the centre of the 

movement as a scena: the horn’s melodic materials constantly allude to melodic shapes from the 

movement’s earlier sections, but recast in the topic of an operatic lament. This ‘development 

section’ has two large subsections:  

Bars 134–173: a 16-bar period in G sharp minor gives rise to some dialogue between the horn and 

violin 1 (bars 149ff) with a more mobile harmonic structure, tending towards C sharp minor. A brief 

punctuating tutti sits on G sharp as V/C sharp (bars 160–162) and in the following passage the horn 

cements C sharp minor as a local tonic, its gestures building to a virtuoso climax in bars 170–173. 

Bars 174–200: the second part of the development draws on the old North German tradition of the 

modulating third ritornello (cf also the first movement of the Clarinet Concerto K 622). 

In line with Mozart’s practice in the first movements of his piano concertos in 1785, the 

recapitulation intertwines materials from the opening ritornello and first solo section, with a new 



passage to introduce the cadenza in bars 284–288. (Most details are reworked in the recapitulation, 

not just transposed.) The final ritornello has a slightly more emphatic close than the opening 

ritornello with the addition two extra chords in bars 301–2.     


