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EDITORIAL PRINCIPLES 

 

The New Mozart Edition (NMA) provides for research 
purposes a music text based on impeccable scholarship 
applied to all available sources – principally Mozart’s 
autographs – while at the same time serving the needs 
of practising musicians. The NMA appears in 10 Series 
subdivided into 35 Work Groups: 
 
I:  Sacred Vocal Works (1–4) 
II:  Theatrical Works (5–7) 
III:  Songs, Part-Songs, Canons (8–10) 
IV:  Orchestral Works (11–13) 
V:  Concertos (14–15) 
VI:  Church Sonatas (16) 
VII:  Large Solo Instrument Ensembles (17–18) 
VIII:  Chamber Music (19–23) 
IX:  Keyboard Music (24–27) 
X:  Supplement (28–35) 
 
 For every volume of music a Critical 
Commentary (Kritischer Bericht) in German is 
available, in which the source situation, variant 
readings or Mozart’s corrections are presented and all 
other special problems discussed.  
  Within the volumes and Work Groups the 
completed works appear in their order of composition. 
Sketches, draughts and fragments are placed in an 
Appendix at the end of the relevant volume. Sketches 
etc. which cannot be assigned to a particular work, but 
only to a genre or group of works, generally appear in 
chronological order at the end of the final volume of 
the relevant Work Group. Where an identification 
regarding genre is not possible, the sketches etc. are 
published in Series X, Supplement (Work Group 30: 
Studies, Sketches, Draughts, Fragments, Various). Lost 
compositions are mentioned in the relevant Critical 
Commentary in German. Works of doubtful 
authenticity appear in Series X (Work Group 29). 
Works which are almost certainly spurious have not 
been included.  
  Of the various versions of a work or part of 
a work, that version has generally been chosen as the 
basis for editing which is regarded as final and 
definitive. Previous or alternative forms are reproduced 
in the Appendix.  
  The NMA uses the numbering of the 
Köchel Catalogue (KV); those numberings which differ 
in the third and expanded edition (KV3 or KV3a) are 
given in brackets; occasional differing numberings in 
the sixth edition (KV6) are indicated.  
  With the exception of work titles, entries in 
the score margin, dates of composition and the 

footnotes, all additions and completions in the music 
volumes are indicated, for which the following scheme 
applies: letters (words, dynamic markings, tr signs and 
numbers in italics; principal notes, accidentals before 
principal notes, dashes, dots, fermatas, ornaments and 
smaller rests (half notes, quarters, etc.) in small print; 
slurs and crescendo marks in broken lines; grace and 
ornamental notes in square brackets. An exception to 
the rule for numbers is the case of those grouping 
triplets, sextuplets, etc. together, which are always in 
italics, those added editorially in smaller print. Whole 
measure rests missing in the source have been 
completed tacitly.  
  The title of each work as well as the 
specification in italics of the instruments and voices at 
the beginning of each piece have been normalised, the 
disposition of the score follows today’s practice. The 
wording of the original titles and score disposition are 
provided in the Critical Commentary in German. The 
original notation for transposing instruments has been 
retained. C-clefs used in the sources have been replaced 
by modern clefs. Mozart always notated singly 
occurring sixteenth, thirty-second notes etc. crossed-
through, (i.e.   instead of ); the notation 
therefore does not distinguish between long or short 
realisations. The NMA generally renders these in the 

modern notation  etc.; if a grace note of this 
kind should be interpreted as ″short″ an additional 
indication ″ ″ is given over the relevant grace note. 
Missing slurs at grace notes or grace note groups as 
well as articulation signs on ornamental notes have 
generally been added without comment. Dynamic 
markings are rendered in the modern form, e.g. f and p 
instead of for: and pia:  
  The texts of vocal works have been 
adjusted following modern orthography. The realisation 
of the bass continuo, in small print, is as a rule only 
provided for secco recitatives. For any editorial 
departures from these guidelines refer to the relevant 
Foreword and to the Critical Commentary in German.  
  A comprehensive representation of the 
editorial guidelines for the NMA (3rd version, 1962) 
has been published in Editionsrichtlinien musikalischer 
Denkmäler und Gesamtausgaben [Editorial Guidelines 
for Musical Heritage and Complete Editions]. 
Commissioned by the Gesellschaft für Forschung and 
edited by Georg von Dadelsen, Kassel etc., 1963, pp. 
99-129. Offprints of this as well as the Bericht über die 
Mitarbeitertagung und Kassel, 29. – 30. 1981, 
published privately in 1984, can be obtained from the 
Editorial Board of the NMA.          The Editorial Board 
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FOREWORD 
 
The present volume is the last in Work Group 11, 
Symphonies. Its contents, the Symphony-Menuet in 
C KV 409 (383f), the Maurerische Trauermusik 
[Masonic Funeral Music] KV 477 (479a), the 
concert version of the Overture to Don Giovanni KV 
527 as well as the Adagio and Fugue in C minor KV 
546 are four quite different single pieces.1 None of 
these works – the Menuett KV 409 (383f) excepted – 
stands in direct association with the genre 
“symphony”, for which reason the compilation in 
this volume could appear extremely arbitrary and 
certainly debatable.  
 
In fact, the Symphonies Volume 10 of the NMA 
should have, according to the initial plans of the 
Editorial Board, taken on a different appearance. It 
was primarily conceived as a possible later 
supplement for Symphonies Volume 7 presented as 
early as 1959 by Günter Haußwald (†). In the 
Foreword of the latter volume (IV/11/7, p. X), 
Haußwald writes: “Beyond this [i.e. besides the 
symphony versions based on serenades KV 204 
(213a), 250 (248b) und 320, printed in NMA 
IV/11/7], further symphony versions based on 
serenades are known in sources of more or less 
significant value. This is the case for Serenade KV 
203 (189b), for which versions are extant with 
differing numbers of movements, sometimes with 
timpani. For the Serenade KV 100 (62a) there is also 
a symphony version. The Galimathias musicum KV 
32 is related to the serenade; it opens with a self-
contained four-movement “Miniature symphony” 
which leads into the Quodlibet and is transmitted in 
an intact autograph source (cf. KV3, footnote). 
Finally, the Symphony KV 385 is probably derived 
from a serenade whose individual movements have 
been lost. The question of the extent to which 
further cycles of this kind may have existed has not 
yet been answered. A publication of the various 
symphony versions based on serenades, as far as the 
source situation permits, is planned for a final 
volume of Work Group 11 of the NMA.”  
 
Later examination of the sources, however, led to 
the conclusion that the authenticity of the symphony 
versions of KV 203 (189b) and 100 (62a) must be 
regarded as doubtful. The theory that KV 32 was, in 
its original form, a miniature symphony in four 
movements has proved to be untenable.2 Finally, the 

                                                 
1 A fifth single piece, the symphony fragment KV 
App. 100 (383g), can here only be mentioned as 
untraceable or not identifiable (cf. KV6, p. 406).  
2 Cf. NMA IV/12/1 (Foreword), p. VIIf. (Wolfgang 
Plath). 

“Haffner Symphony” KV 385 had to be published, 
in keeping with its chronological position, in 
Symphonies Volume 6 of the NMA, even though it 
certainly was derived from an earlier, lost Serenade. 
Under such circumstances, it was simply impossible 
to retain the original concept for Volume 10 as the 
conclusion of Work Group 11, all the more so since 
some orchestral pieces were to be included in this 
volume simply because there was no more sensible 
place for them within the systematic arrangement of 
the NMA according to genres, although they 
certainly cannot be classified as symphonies or 
symphonic movements. It can therefore not be 
denied, but perhaps understood, that Symphonies • 
Volume 10 (Single Pieces) in the NMA owes its 
present form to the lack of a better solution.  
 
About the Individual Pieces  
 
1. The Symphony-Menuet in C KV 409 (383f), for 
whose editing from the autograph (Deutsche 
Staatsbibliothek, Berlin) we are indebted to 
Friedrich Schnapp, presents us with a puzzle. It is 
certainly not a dance menuett, but a symphony-
menuett, and indeed the most expansive that Mozart 
ever wrote. Friedrich Schnapp comments:  
 
Georg Nikolaus Nissen once wrote on Mozart’s 
hand-written score – then crossed it out again – the 
remark that the Menuet could perhaps have been 
intended for the C major Symphony (KV 338); 
Alfred Einstein took up this speculation in more 
recent times and expressed it initially with caution, 
but later presented it as a confirmed fact. I have 
nothing to add to the arguments against this position 
presented in detail in Symphonies Volume 6 (p. XIf.) 
and can refer readers to these. The date 1782 at the 
top of the right margin of the autograph in the hand 
of a third party (J. A. André) can be taken as 
pertinent (cf. p. XI).  
 
Johann Anton André already realised that the 
Menuet had probably been intended “as an interlude 
for Mozart’s musical evenings at that time, as it was 
a fashion throughout the entire 1780s to perform 
such Symphony-Menuets as interludes in the 
concerts, which was the reason that I at the time 
(1786–88) wrote 6 such Symphony-Menuetts for the 
local [Offenbach] Concert.” For an “independent” 
performance, the Menuett is indeed very suitable: on 
the one hand, because of its substantial dimensions, 
unattained in all other menuett movements in 
Mozart’s symphonies, and on the other because of 
the concerto-like, prominent role of the woodwinds, 
(flutes, oboe and bassoons) in the Trio, as well as 
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simply because of its splendidly ceremonial 
character. One cannot imagine a more effective 
“intermezzo” in one of the Sunday dilettante 
concerts in the Augarten in Vienna, the first of 
which took place on 26 May 1782 with Mozart’s 
participation. (Here end the observations by 
Friedrich Schnapp.) 
 
2. The Masonic Funeral Music KV 477 (479a), 
edited by H. C. Robbins Landon, has already been 
published as an advance printing from the NMA in 
1956.3 The main source was the autograph in the 
State Library Berlin – Prussian Cultural Heritage, 
Music Department. Here is Landon’s Foreword to 
the 1956 edition, slightly abbreviated:  
 
Mozart composed the Masonic Funeral Music KV 
477 (479a) for the “Memorial service for the most 
blessed Brothers Meklenburg and Esterhazy”, held 
on 17 November 1785 by the lodge “At Hope 
Crowned”. The erroneous date July 1785 visible in 
the autograph in an unknown hand can be traced 
back to an entry in Mozart’s own hand-written 
catalogue:  
 
 “in the month of July. / Masonic Funeral Music for 
the death of brothers Meklenburg / and Esterhazy. – 
2 violini, 2 viole, 1 Clarinett, 1 Baßethorn, 2 oboe, / 
2 Corni e Baßo.” 
 
As Count Georg August zu Mecklenburg-Strelitz 
died on 6 November, Count Esterhàzy von Galantha 
on 7 November 1785, and the “memorial service” 
took place on 17 November (invitation of 11 
November in the Austrian State Archive, Vertr. 
Akt., Fasz. 108),4 the work can only have been 
written around the middle of November 1785. Since 
the next work listed in Mozart’s catalogue in his 
own hand, the Piano Quintet KV 478, whose 
autograph is dated 16 October 1785, is likewise 
entered under “July” (“ detto.”), one may assume that 
Mozart had made no further entries for July and up 
to “the 5th November” and afterwards used the 
empty space for these two entries without correcting 
the existing heading “in the month of July.”.5 The 
date offered in KV3, “around the 10 November” may 
well be placed too early. The Basset Horns I and II 
added later, [cf. p. XIII] seem to have been written 
for the Basset Horn duettists Anton David and 
Vinzent Springer, two brother masons from another 
lodge sojourning in Vienna at the time, and also to 
have been played by them. A benefit musical 

                                                 
3 Bärenreiter Pocket Score 18, or BA 4709. 
4 Otto Erich Deutsch, Mozart und die Wiener Logen, 
Vienna, 1932, p. 12 and pp. 30f., footnotes 27, 28. 
5 Op. cit., p. 31, footnote 29. 

evening was given for them on 20 October 1785 by 
the combined sister lodges “At the Three Eagles” 
and “At the Palm Tree”; on this occasion the 
programme included Mozart improvising at the 
piano. On 15 December 1785 another “Gathering” 
was organised at the lodge “At Hope Crowned”; 
here the works included Mozart’s cantata Die 
Maurerfreude [The Masons’ Joy] (KV 471) and 
“2ndly a concerto which the two worthy brothers 
David and Springer blow upon the Basset Horn”. It 
is likely that the Gran Fagotto part, also added after 
the completion of the score, was played by Theodor 
Lotz.6 
 
This edition is based on the autograph, which was 
written with care and precision. Apart from a 
correction to the dynamics in measure 10 and two 
corrections in Basset Horn III, Mozart made, as far 
as can be seen, no changes. Some ties and slurs 
appear to be missing (cf. measures 14/15, 16/17, 
contrabassoon); these were made up by the editor. 
The f in the measures 56 and 58 was added in 
analogy with the measures 14, 16. The vertical 
dashes found in the bass part (measures 10, 29, 33) 
were interpreted as wedges [in the current practice 
of the NMA staccato dashes]. [. . .] Regarding the 
Gran Fagotto, it cannot be ascertained whether 
Mozart really meant a contrabassoon, as in this case 
the interval between Basset Horn III, which must of 
course be transposed upwards and not downwards, 
and a contrabassoon would be two octaves. On a 
single leaf, originally planned as the first page [cf. p. 
XIII], Mozart notated the plainchant theme 
developed in the work, of which the first part is the 
Gregorian Lamentatio sung in Holy Week (“Incipit 
lamentatio Jeremiae”), also used by Haydn 
(Divertimento for Wind in F, c. 1760, Symphony No. 
26, “Lamentatione”, Symphony No. 45, etc.), Ernst 
Eberlin (Der blutschwitzende Jesus [The Jesus who 
sweated blood]) and others.7 [End of quotation.]  
Even today, there is nothing substantial to be added 
to these comments (the notation of double stops in 
Violin II and Violas I and II was adjusted in accord 
with current NMA practice). 
 
3. The Concert Version of the Overture to Don 
Giovanni KV 527 has been taken over as a repeat 
printing from NMA II/5/17 (edition: Wolfgang Plath 
and Wolfgang Rehm). For a discussion of the 
transmission, the (occasionally doubted) authenticity 

                                                 
6 Op. cit., p. 26f. and p. 30, footnote 23. 
7 H. C. Robbins Landon, The Symphonies of Joseph 
Haydn, London, 1955, pp. 286–293, as well as Die 
Verwendung gregorianischer Melodien in Haydns 
Frühsymphonien, in: Österreichische Musikzeitschrift 
IX/4 (1954), p. 119f. 
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and of the perhaps debatable inclusion of the final 
measures notated separately by Mozart, one can 
refer to the Foreword of the relevant volume (p. 
XVII); the following is repeated from that source: 
 
Measures 42/43 (and correspondingly measures 
203/204), Violins I and II: the striking cross-relation 
bb'–b'' between Violin II (m. 42) and Violin I (m. 43) 
– Mozart wrote out only the exposition (mm. 32–55) 
fully, the corresponding measures of the reprise 
were marked simply with a Dal segno indication – is 
today still the subject of debate. Some scholars and 
not a few conductors believe it to have been an 
oversight during Mozart’s writing out and are 
inclined to assimilate it in one direction or the other 
(i.e. either bb'–bb'' or b'–b''); interpretations of this 
kind were already a feature of early copies. Mozart’s 
autograph is however quite clear at this point, and 
only a pre-conceived musical conviction or similar 
notion could be used to justify a change in the 
musical text. The volume editors have therefore not 
unified the notation; rather, it seems to them that the 
cross-relation in question is completely and wholly 
in keeping with the shadowy character of the Don 
Giovanni Overture. To exclude the possibility of 
misunderstandings, a small natural sign has been 
placed in front of the b'' in measures 43 and 204 of 
Violin I.  
 
Measures 52f.: A note-for-note realisation of 
Mozart’s col Basso notation results for the bassoons, 
here and in what follows, in repeated notes which in 
this fast tempo and over such a long stretch make 
almost impossible demands on the breathing 
technique of the player. In this concrete case, the 
bassoonist would be well advised to play quarter-
notes and in similar contexts to adopt the same 
procedure.  
 
4. Adagio and Fugue in C minor KV 546 (edited by 
Wolfgang Plath): for the 26 June 1788, Mozart 
entered in his own hand-written catalogue: 
 
 “A short Adagio. à 2 violini, viola, e Basso, to a 
fugue which I long ago set for 2 pianos.” The 
reference is to the Fugue KV 426 (dated Vienna: 29 
December 1783), which Mozart also arranged for 
strings8 and now provides with a newly composed 
Adagio as an introduction. That Mozart was 
reckoning with a string orchestra with several 
players per part can be seen from the indications 
Violoncelli and Contra Bassi (not Contra Basso, as 

                                                 
8 Cf. on this Marius Flothuis, Mozarts Bearbeitungen 
eigener und fremder Werke, Salzburg, 1969 (= 
Schriftenreihe der Internationalen Stiftung Mozarteum, 
Volume 2), pp. 31f.  

KV6 has it) with which he clarifies the allocation of 
the parts towards the end of the Fugue. The occasion 
which gave rise to this arrangement is not known, 
but it can certainly be assumed that the same private 
ensemble is meant as that for which Mozart had 
already composed Eine Kleine Nachtmusik [A Little 
Night Music] KV 525 a year before. Only the fugue 
is transmitted in autograph (British Library, 
London);9 for the Adagio, the essentially 
homogeneous block of sources represented by the 
first and early printings in Vienna until around 1800 
were available. It is perhaps not uninteresting to 
observe that the entire printed transmission10 – up to 
and including the AMA – ignores the participation 
of double basses, i.e. reckoned in the title and in the 
music text with pure quartet instrumentation. The 
tempo direction for the Fugue, entered in the 
Autograph in the hand of a third party, was 
originally Allegro Moderato (cf. p. XV). It appears 
that Mozart himself then energetically crossed out 
the Moderato several times. This strange state of 
affairs should not however be allowed to mislead the 
modern interpreter into any misunderstandings. 
There is no doubt that this tempo is not meant in the 
sense of a “real” Mozart Allegro, but rather in the 
sense of a very moderate Allegro maestoso; in this 
regard, one should look at passages such as measure 
25 in the Viola, whose fine rhythmic differentiation 
would appear nothing less than meaningless if a 
faster tempo were adopted. No less emphatically, it 
is pointed out that the dotted staccato figures in the 
Adagio introduction should be played sharply, in 
keeping with Baroque (as well as post-Baroque) 
performance practice. The differentiation between 
dashes and dots was maintained in close adherence 
to Mozart’s notation.  
 
Wolfgang Plath              Augsburg, May, 1978 
         
 
Translation: William Buchanan 
 

                                                 
9 Cf. the description of this source in the Kritischer 
Bericht [Critical Report, available in German only] for 
NMA IX/24/Section 1: Works for Two Pianos, pp. 33f. 
10 More details in the Kritischer Bericht.  
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Facs. 1: Symphony-Menuett in C KV 409 (383f): leaf 1r of the autograph (State Library Berlin – Prussian Cultural Heritage, Music Department). Cf. page 3, 
measures 1–11. 
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Facs. 2: Masonic Funeral Music KV 477 (479a): leaf 1r of the autograph (State Library Berlin – Prussian Cultural Heritage, Music Department). Cf. pages 11–
12, measures 1–10. 
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Facs. 3, 4: Masonic Funeral Music KV 477 (479a): single autograph leaf (originally intended as the first leaf of the score). Above (recto): the subsequently 
added parts Basset Horn I and II; below (verso): the page originally intended as the beginning with the plainchant theme. 
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Facs. 5: Overture to Don Giovanni KV 527. Concert version: leaf 14r of the Don Giovanni autograph, gathering 1 (Bibliothèque Nationale, Paris, Département 
de la Musique). Cf. pages 44–45, measures 286 to 298, and NMA II/5/17 (Foreword), page XVII. 
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Facs. 6: Adagio and Fugue in C minor KV 546: leaf 1r of the autograph of the Fugue (British Library, London). Cf. page 49, measures 1–8, and the Kritischer 
Bericht to NMA IX/24/Section 1 (Works for Two Pianos), pages 33f.: the staves 1–4 of this source include a copy of the version for two pianos (KV 426, 

source B), the staves 6–9 of Mozart’s autograph of his own arrangement for string orchestra KV 546 (tempo indication, clef, key signature and time signature of 
the first staff system are in the hand of the scribe of the copy of KV 426). 


