
in 6/8 meter, is pastoral in mood, and the last movement is a brilliant sonata-rondo—
a form that combines elements of both structures. There are some typical Haydn
devices at play in the third movement, including unexpected turns of harmony and
sudden dynamic contrasts (remember we heard this device in his Surprise Sym-
phony). In this movement, Haydn fully explores the new technical possibilities of the
instrument, writing difficult passagework, fast octave leaps moving up the scale, and
rapidly descending arpeggiated figures. The overall structure of A-B-A-B-A-C-A-B-A
(coda) presents two main themes: an energetic first idea that opens with a rising
fourth, and a lighthearted second theme that turns downward (see Listening Guide
36). As in many concerto movements, there is a double exposition: the orchestra
introduces both ideas (A, B) in the tonic, then the solo instrument takes its turns with
the themes (A, B) but brings the A theme back one more time, as is typical in a rondo.
A short developmental section (C) featuring short motives drawn from the main
themes, leads to the recapitulation (A, B) and an extended coda that presents a few
last minute surprises. This concerto was Haydn’s last orchestral work; in it, he
showed that he still had the capacity to employ novel ideas with great mastery.
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Haydn:  Trumpet Concerto in E-flat major, Third Movement

DATE OF WORK: 1796; first performed 1800

MEDIUM: Solo keyed trumpet, with orchestra (flutes, oboes, bassoons, French
horns, trumpets, timpani and strings)

MOVEMENTS: I. Allegro; first-movement concerto form, E-flat major
II. Andante; A-B-A form, A-flat major

III. Allegro; sonata-rondo form, E-flat major

WHAT TO LISTEN FOR: Virtuosic trumpet writing, with scales, arpeggios, trills, and octave 
leaps.

Recurring A theme unifies the movement (sonata-rondo form).
Sudden dynamic shifts and modulations to unexpected key centers.
Exchange of motives between solo trumpet and orchestra.

Third Movement: Allegro; sonata-rondo form (A-B-A-B-A-C-A-B-A [coda]), 2/4 meter, 
E-flat major

A section—first theme, heard softly in violins, then full orchestra, in E flat:

B section—second theme, sforzando chord, then turns downward, in E flat:
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A section—trumpet enters with theme 1, with strings, then full orchestra, E flat;
transition modulates to dominant (B flat).

B section—trumpet plays theme 2 in dominant, then has virtuosic arpeggios, leading to a
fermata.

A section—trumpet returns, statement of theme 1, with flute obbligato.

C section—short developmental section, beginning with theme 1, featuring modulatory passage
in strings, and short motivic calls in trumpet, on rising fourth.

A section—trumpet and orchestra state theme 1, in dialogue with flutes, in tonic.

B section—trumpet states, then elaborates theme 2 in wide range, followed by rapid octave
passage:

A section (coda)—more contrapuntal and chromatic passages based on theme 1; trumpet has
chains of trills, followed by a fortissimo rush to end.
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Famous Women Virtuosos of 
the Eighteenth Century
Because eighteenth-century society deemed it proper for
noble and upper-middle-class women to study music, many
became highly skilled amateurs. Some women were able to
make a living as music teachers, and a few became profes-
sional performers. In addition to Elisabeth-Claude Jacquet de
la Guerre, whose career as a harpsichordist/composer was
mentioned earlier, two female violinists at Venice’s Ospedale
della Pietà, where Vivaldi taught violin, went on to successful
professional careers. Anna Maria della Pietà became a
teacher at the Ospedale, and Maddalena Lombardini toured
extensively as a soloist. A student of the great violin virtuoso
Giuseppe Tartini (1692–1770), Lombardini played his
demanding works “with such perfection it is said that she is
his descendant,” according to one critic. Her technique was
so excellent that she was sought out to play the newest, most
demanding pieces of her day, and she herself composed sev-
eral violin concertos.

Three women in particular—all associated with
Mozart—stand out as impressive keyboard players of the late eighteenth century.
Maria Anna Mozart (1751–1829), known as Nannerl, was an accomplished
pianist who as a child toured extensively with her brother Wolfgang, performing
concertos and four-hand piano works. Her father noted that Nannerl, at age twelve,
was “one of the most skillful players in Europe,” able to perform the most difficult
works with “incredible precision,” and that she played “so beautifully that everyone
is talking about her and admiring her execution.” Later, when she had retired from

Engraving of a concerto per-
formance (1777), with
woman soloist, by Johann
Rudolf Holzhalb.
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