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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 
 
Mozart’s 21 concertos for solo piano and 
orchestra represent the first pinnacle in the 
classical development of this still young genre, an 
unique achievement of Mozart’s which his 
contemporaries and successors – Beethoven 
excepted – were never to equal. The most mature 
and most beautiful of these concertos, to which 
the three works in this volume belong, take their 
place alongside his great symphonies as equally 
important and worthy classical compositions.1  
 

Even as a child, Mozart had become personally 
familiar with the piano concerto of the Vienna 
school, and it was above all that of G. Chr. 
Wagenseil that impressed him. This Viennese 
concerto no longer had anything to do with the old 
model in Baroque form as it was still practiced in 
Vienna by, amongst others, G. M. Monn. While 
A. Vivaldi used the harpsichord (and organ) only 
as an instrument of the concertino in his concerti 
grossi, J. S. Bach and George Frederick Handel, at 
approximately the same time, were using, as is 
well-known, the harpsichord and organ in place of 
the violin as a solo instrument (Bach in 
arrangements of his own violin concertos). The 
new concerto, in comparison with the Baroque, 
had combined the form of the sonata and 
symphony with the principle of the old concerto. 
Wagenseil’s solo concerto already stood complete 
in Mozart’s childhood days; its pianistic 
figurations and rich ornamentation – particularly 
in the middle movements – were a formative 
influence on Mozart’s concerto style. But Mozart 
the pianist, maturing to a master, did not adopt the 
form and small forces, e.g. with string trio, in the 
divertimento-style customary for Wagenseil, the 
Viennese and also J. Haydn, all of whom intended 
the works for amateur use. Practical attempts to 
solve the form problem, the transfer of the 
concerto principle of two competing musical 
partners to the sonata form, had already been 
                                                 
1 F. Blume, Die formgeschichtliche Stellung der 
Klavierkonzerte Mozarts, in: Mozart-Jahrbuch II, 
Munich, 1924; Hans Engel, Die Entwicklung des 
Deutschen Klavierkonzertes von Mozart bis Liszt, 
Leipzig, 1927; the same author, Das Instrumentalkonzert, 
Leipzig, 1927; the same author, Mozarts Konzerte, in: 
Konzertbuch, ed. K. Schönewolf, Berlin, 1958; the same 
author, Haydn, Mozart und die Klassik, in: Mozart-
Jahrbuch 1959, Salzburg, 1960; C. M. Girdlestone, 
Mozart et ses Concertos pour Piano, Paris, 1939; F. 
Blume, The Concertos. Concertos for one, two or three 
Pianos, in: The Mozart Companion. Edited by H. C. R. 
Landon and D. Mitchell, London, 1956. 

made by Mozart as a boy in his arrangements of 
sonatas by other masters such as Raupach, 
Honauer, Eckard, Schobert and C. Ph. E. Bach.2 
Beside the last two composers named and Italian 
contemporaries, it was above all J. Chr. Bach, 
with his compact concertos in which he also set an 
example in melodic shaping in the new style and 
in which he employed richer orchestral resources, 
who provided the influential model.  
 

In the course of time, Mozart strove to move 
beyond the original attitude of his earlier 
concertos, which were trapped in the concept of 
art as a noble society entertainment. With the 
increasing profundity of his views on the world 
and on art, he succeeded, in contrast to his 
contemporaries, in making of the concerto the 
form it had been and was again to become, the 
dialog of two musical groups instead of a simple 
alternation and juxtaposition of tutti and soli. 
While Mozart had not yet attempted any 
fundamental innovations such as those made later 
by Beethoven, Mendelssohn or Schumann, 
although he occasionally, as at the beginning of 
the concerto KV 271, exchanged the stereotype 
roles of the two partners, he did however possess 
a truly inexhaustible invention which enlivened 
the schematic structure of the concerto and filled 
it with variety. His mastery of a novel 
instrumention3 enabled him in his mature 
concertos to employ the wind more independently 
and more richly – one might almost say, more in 
chamber music style – than in his symphonies and 
operas. 
 

* 
 

The piano concertos of the present volume – 
intended, like all works of this genre from the 
Vienna period, for use in his own concerts – were 
written in hardly two years (1784–1786), a time in 
which Mozart’s composition of instrumental 
works and his career as a virtuoso reached their 
glittering climax.4 While it is true that Mozart had 
already appeared as a performer of concertos just 
a year after his arrival in Vienna (on 3 March 

                                                 
2 E. J. Simon, Sonata into Concerto, in Acta musicologica 
XXXI, Basle, 1959. 
3 Hans Engel, Mozarts Instrumentation, in: Mozart-
Jahrbuch 1956, Salzburg, 1957. 
4 Cf. the Forewords to the New Mozart Edition (NMA), 
Series V / Work Group 15 / Volume 7, p. VII and V/15/8, 
p. XIX, and also A. Einstein, Mozart. Sein Charakter – 
Sein Werk, Stockholm, 1947, p. 400. 
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1782), had given the first of his “Concerts in 
Lent”,5 had been associated during the same 
period with Ph. Jak. Martin, who “through a 
decree of the Emperor had received permission 
[…]  to give 12 concerts in the Augarten”,6 and 
had played the concertos KV 175 and 415 (387b) 
in 1783 in musical evenings of Aloisia Lange, 
Therese Teyber and one of his own in the 
presence of the Emperor,7 it was only “in the 
following years [that he appeared] in a much more 
impressive way as an independent concert artist in 
the eyes of the public”.8 
 

In letters of 3 and 20 March 1784 to his father, 
Wolfgang passed on an impression of the variety 
of concert engagements he had taken on for Lent 
in that year;9 at the same time, these improved his 
financial situation so positively that he was able to 
move into the new apartment in the Große 
Schulerstraße on 29 September.10 “From the fact 
that your brother has beautiful accommodation 
with all the refinement that goes with the house, 
you can deduce that he is paying 460 florins 
rent”11 was the first news Leopold Mozart 

                                                 
5 O. E. Deutsch, Mozart. Die Dokumente seines Lebens, 
Kassel/Basel/London/New York, 1961, NMA X/34, for 
the 13 March 1782, p. 176.  
6 Cf. Mozart’s letter of 8 May 1782 to his father in: 
Gesamtausgabe der Briefe und Aufzeichnungen der 
Familie Mozart. Edited by Erich H. Müller von Asow on 
behalf of the Zentralinstitut für Mozartforschung am 
Mozarteum in Salzburg, Berlin, 1942, vol. III, p. 164. 
Only in the first concert in the Augarten, on 25 May 
1782, however, did Mozart participate: cf. O. E. Deutsch, 
op. cit., 25 May 1782, p. 178. 
7 O. E. Deutsch, op. cit., 11, 23 and 30 March 1783, p. 
189. 
8 E. Schenk, Wolfgang Amadeus Mozart. Eine 
Biographie, Zurich / Leipzig / Vienna 1955, p. 567. 
9 Cf. Müller v. Asow, op. cit., vol. III, pp. 222f. and 
224f., according to which Mozart was to play on more 
than 20 evenings between 26 February and 3 April 1784. 
These included three musical evenings at the Trattnerhof 
on 17, 24 and 31 March, for which 174 persons had 
subscribed and for which he “alone had about 30 
subscribers more than Richter and Fischer together”. 
(The pianist and composer Georg Friedrich Richter and, 
presumably, the English violinist John Abraham Fisher.) 
10 Mozart had taken the apartment in the Trattnerhof in 
January 1784. Three months notice was given in each 
case before the removal dates in April and September; cf. 
O. E. Deutsch, op. cit., pp. 200 and 202. 
11 Die Briefe W. A. Mozarts und seiner Familie. First 
critical complete edition by L. Schiedermair, vol. IV, 
Munich and Leipzig, 1914, p. 299, letter of 14 February 
1785. The sum of 460 gulders refers to the yearly rent. In 
the Trattnerhof, Mozart had to pay 130 gulders; cf. O. E. 
Deutsch, op. cit., 29 September 1784, p. 202. 

communicated to his daughter in St. Gilgen after 
arriving in Vienna on 11 February 1785, where he 
witnessed what was to be perhaps the most 
splendid season in the career of his son 
Wolfgang.12 On that very evening, the first of six 
“Friday Concerts” organised by Mozart took place 
in the municipal assembly rooms, “Zur 
Mehlgrube”, at the Mehlmarkt [Flour Market]; 
here, for the first time, “the most magnificent 
concerto by Mozart” in D minor was heard, which 
was also the only work to find a secure place in 
the concert programs of the 19th century.13 “That 
same Friday evening,” wrote Leopold afterwards, 
“we drove to his first subscription concert, where 
a great gathering of people of rank came together. 
Each person paid, for these 6 Lent concerts, a 
gold sovereign or 3 ducats […] he [Wolfgang] 
pays only half a gold sovereign each time for the 
room. The concert was without compare, the 
orchestra excellent. Besides the symphonies, a 
lady sang 2 arias from Italian theatre, then came 
a new, excellent piano concerto by Wolfgang, for 
which the copyist was still writing out parts as we 
arrived, and your brother did not even have time 
to play through the Rondo because he had to 
check the copying work”.14 In this year, “more 

                                                 
12 Leopold Mozart stayed in Vienna until 25 April. On 12 
February he received, in his son’s house, a visit from 
Joseph Haydn and heard him confess, “I say to you 
before God, as an honest man, your son is the greatest 
composer that I know in person and in name; he has 
taste, and, beyond that, the greatest knowledge of the 
rules of composition.” (L. Schiedermair, op. cit., vol. IV, 
p. 299, letter of 14 February 1785.) Leopold, who passed 
this on, word for word, to Nannerl, did not lose sight of 
the hard facts: “Your brother has made 559 florins from 
his musical evening” (on 10 March), and later: “I believe 
that my son, if he has no debts to pay, can now put 2000 
florins into the bank.” (L. Schiedermair, op. cit., vol. IV, 
pp. 302 and 304, letters of 12 and 19 March 1785.) 
13 O. E. Deutsch, op. cit., (9?) February 1794, p. 411; C. 
Reinecke, Zur Wiederbelebung der Mozart'schen 
Clavier-Concerte, Leipzig, 2/1910, pp. 4f., and A. 
Einstein, op. cit., p. 408. Regarding views on Mozart in 
the 19th century cf. H. Engel, Mozart in der 
philosophischen und ästhetischen Literatur, in: Mozart-
Jahrbuch 1953, Salzburg, 1954; K. G. Fellerer, Mozart 
im Wandel der Musikauffassung, in: Mozart-Jahrbuch 
1956, Salzburg, 1957, and also H. Heussner, Das 
Biedermeier in der Musik, in: Die Musikforschung, XIIth 
year, Kassel and Basel, 1959. 
14 Leopold’s letter of 14 February 1785 to Nannerl. 
Schiedermair, op. cit., vol. IV, p. 299; the father already 
knew about the work on the D minor concerto from an as 
yet untraceable letter from Wolfgang: “Now I will sit 
down again at the concerto I have started”. (Leopold 
quoted this sentence to his daughter in a letter of 22 
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than 150 persons” had again subscribed for 
Mozart’s musical evenings and Wolfgang had 
played “at least 12 times” 15 in concerts by the 
beginning of March before his “grand musical 
soirée” took place in the “Imperial and Royal 
Court Theatre” on 10 March, when Mozart played 
for the first time the Concerto in C Major KV 
467.16 
 

Although Mozart was busy with the work on 
Figaro in the second half of 1785, in December he 
“gave 3 hastily arranged subscription musical 
evenings with 120 subscribers; – […] wrote a new 
piano concerto in Eb, in which (which is somewhat 
unusual) he had to repeat the Andante”.17 The Eb 
major concerto in question is the third in the 
present volume, KV 482, for whose première 
there is no documentary evidence, and neither 
place nor date of the subscription concert referred 
to are known.18 It can however be assumed, with a 
fair degree of certainty, that Mozart played the Eb 
major concerto as an intermezzo in the 
performance of Karl Ditters von Dittersdorf’s 
oratorio Esther in the second Advent Concert of 
the Tonkünstler-Sozietät [Musicians’ Society] in 
the Burgtheater on 23 December 1785.19 In the 
announcement of the concert in Vienna, the public 
was informed of “Between the acts, a piano 
concerto newly composed and played by W. A. 
Mozart”20, and in the proceedings of the 

                                                                                   
January 1785; cf. L. Schiedermair, op. cit., vol. IV, p. 
297.) 
15 Leopold Mozart’s letter of 12 March 1785 to Nannerl; 
in L. Schiedermair, op. cit., vol. IV, pp. 302f. 
16 O. E. Deutsch, op. cit., 10 March 1785, pp. 211f. 
17 Leopold Mozart on 13 January 1786 to Nannerl, 
quoting an untraceable letter from Wolfgang of 28 
December 1785; in L. Schiedermair, op. cit., vol. IV, pp. 
309f. 
18 Cf. O. E. Deutsch, op. cit., 23 December 1785, p. 227; 
E. Schenk, p. 633, names as probable dates 9, 16 and 23 
December 1785. A less probable interpretation is offered 
by Jahn–Aberts (O. Jahn–H. Abert, W. A. Mozart, vol. I, 
Leipzig, 7/1955, p. 833), in which the communication of 
13 January 1786 from Leopold mentioned above is 
related to the coming events of the year 1786 and the 
view given in Köchel–Einstein (Chronologisch-
thematisches Verzeichnis sämtlicher Tonwerke W. A. 
Mozarts, revised by Alfred Einstein, Leipzig, 3/1937, p. 
605) and also in the Foreword to NMA V/15/7 is taken, 
according to which Mozart had intended the concerto KV 
482, along with KV 488 and KV 491, “for a series of 
three musical evenings between January and April 1786.” 
(Foreword to NMA V/15/7, p. VII.) 
19 O. E. Deutsch, op. cit., 23 and 24 December 1785, pp. 
227f. 
20 Köchel-Einstein, op. cit., p. 605. 

Tonkünstler-Sozietät we read that “Mr. W. A. 
Mozart will play a new concerto of his own 
composition on the fortepiano”.21 The conjecture 
of an earlier performance is supported by 
Mozart’s entry in his hand-written “Verzeichnüß / 
aller meiner Werke / Vom Monath Febrario 1784 
bis Monath … 1 …” [“ Catalogue / of all my works 
/ from the month February 1784 to the month … 1 
…”], 22 in which the dates of completion given for 
the concertos are: KV 466 on “10th February”, 
KV 467 on “9th March” and KV 482 on “16th 
December”. This means that KV 466 and KV 467 
were both completed one day before the first 
performance, and it is hardly likely that the 
master, under pressure with his work on Figaro, 
would have finished KV 482 as much as a week 
before the first performance. 
 

There is again no documentary evidence for 
probable later performances of this concerto (cf. p. 
XVI) by Mozart. While Deutsch notes that 
Mozart, in his last musical evening in the 
Burgtheater on 7 April, played “amongst other 
things [?], the new piano concerto in C minor, KV 
491”,23 and Jahn–Abert supplements this with the 
opinion that “he [Mozart] had to repeat the 
Andante of the C minor concerto in the musical 
evening on 7 April”,24 Schenk takes the view that 
the work performed was KV 482 and that it was 
the Andante from this concerto that was 
repeated.25 Deutsch and Jahn–Abert (Schenk 
specifies no source) support their opinion (which 
the Foreword to NMA V/15/7, p. VII also adopts) 
regarding the concerto performed on this occasion 
and its reception by a reference to a report in the 
Wiener Zeitung [Viennese Newspaper]; this, 
however, only states that “on Friday the 7th, Mr. 
Mozart gave / a grand musical evening, which / 
was the last in this theatre before Easter; […]”. 26 
 

* 
 

The edited text of the concertos in the present 
volume is based exclusively on the autograph 
scores27 which, in contrast to the otherwise – with 
                                                 
21 C. F. Pohl, Mozart in London, Vienna, 1867, p. 61; 
quoted from O. E. Deutsch, op. cit., 23 December 1785, 
p. 227. 
22 Facsimile edition, ed. O. E. Deutsch, Vienna / Leipzig / 
Zurich / London 1938. 
23 O. E. Deutsch, op. cit., 7 April 1786, p. 237. 
24 O. Jahn–H. Abert, op. cit., vol. I, p. 833. 
25 E. Schenk, op. cit., p. 634. 
26 Wiener Zeitung, supplement to No. 28 of 8 April 1786, 
p. 785. 
27 In the possession respectively of the Gesellschaft der 
Musikfreunde, Vienna (KV 466), Pierpont Morgan 
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one exception – posthumous copies and prints, 
alone have the rank of authentic sources.28 No 
sketches or drafts by Mozart for these concertos, 
apart from an ultimately unused draft of 39 
measures for the third movement of the concerto 
KV 466 (cf. Appendix, p. 269), have come down 
to us; it appears rather to be the case that, on the 
whole, the autographs themselves represent a 
combined “draft and finished score”.29 
 

It seems that, in the solo piano part, the first 
version put on paper was more seldom the 
definitive version than in the accompanying 
orchestral parts. The corrections, each of which is 
recorded in the Kritischer Bericht [Critical 
Report, available in German only], are not, 
however, changes influencing the fundamental 
form or development of the piece but rather, in 
KV 466, 3rd movement, measures 160–165, KV 
467, 1st movement, measures 188–189 and KV 
482, 1st movement, measures 176–177, 
modifications of the arpeggiations; in KV 466, 3rd 
movement, measures 134–136, two entries of a 
chromatic line were replaced by repetitions of 
right-hand figures; in KV 482, 1st movement, 
measure 284, the arpeggiation was replaced by 
scales. 
 

                                                                                   
Library New York (Dannie N. and Hettie Heineman 
Collection) (KV 467) and the State Library Berlin – 
Prussian Cultural Heritage (Music Collection) (KV 482). 
28 According to the Wiener Zeitung [Vienna Newspaper] 
of 1 August 1789, “1 Concerto in Eb à Clavicembalo by 
Mozart, 4 florins 30 crowns” (KV 482) was to be had 
from Joh. Traeg; its price was advertised on 8 September 
1790 as “3 florins 30 crowns”. According to the Grätzer 
Zeitung [Graz Newspaper] of 28 August 1800, Mozart’s 
widow was offering for the first time the (André) prints 
of the concertos KV 503, 595, 491, 482, 488 and 467; 
information quoted from O. E. Deutsch, op. cit., for 1 
August 1789, pp. 306f., and for 28 August 1800, p. 427. 
29 On the work processes in Mozart’s piano concertos, cf. 
the Foreword to NMA V/15/7, p. VIII, but also A. 
Einstein, Mozart's Handwriting and the Creative Process, 
in: Papers Read at the International Congress of 
Musicology, New York 1939, p. 145ff. The corrections 
were made either by covering the writing of the first 
version by the more forceful writing of the final version 
or by crossing out the first version and writing the new 
notation on the staff immediately above. At the same 
time, the amount of material crossed out was not 
substantial: in KV 467, 1st movement, measures 357–
358, a piano bass originally in thirds; in KV 482, 1st 
movement, measure 325, left hand, the motion in octaves 
parallel to the right hand and also, adjacent to this, the 
originally envisaged repeat of measure 325. 

The original text has been retained even where it 
appears inconsistent in the light of different 
versions in parallel passages: the divergent 
notation in the second bassoon in KV 466, 1st 
movement, measure 76 compared to the second 
oboe and the same voice-leading in measure 191 
(measure 389 was not written out, but was marked 
“ instruments as opposite”; for details cf. the 
Kritischer Bericht), that in the timpani in KV 467, 
1st movement, measure 15 and measure 288 and 
again KV 482, 3rd movement, measure 47 and 
measure 398 and also the inconsistent notation in 
the chromatic scales in the 1st movement, 
measure 172 and 174 were left unchanged; we 
also dispensed with the usual editorial practice of 
writing out broken chords in KV 467, 1st 
movement, measure 110 and KV 482, 1st 
movement, measure 128 for which the notation 
indicates arpeggiated performance.30  
 

It only through the transcription into notation 
reflecting modern printing practice and the 
correction of obvious slips of the pen, recorded in 
each case in the Kritischer Bericht, that some 
modifications of the autograph notation resulted. 
(Fundamental principles of the editorial technique 
are given in the introductory Editorial Principles, 
p. VI.) In keeping with these guidelines, pairs of 
instruments notated on one system receive 
individual stems on notes separated by an interval 
of less than an octave and at larger intervals – 
contrary to the autograph notation – a shared stem. 
In these cases, only one articulation mark has been 
employed; where the notation diverges in parallel 
passages (often the result of hasty writing out) and 
where this appears not to have been deliberate, 
these marks have in their turn been unified or 
made up following what is seen to be Mozart’s 
intention. Similarly, the notation of accidentals 
has been brought into line with modern usage and 
Mozart’s beam-setting, in general retained 
(particularly in the piano part), has been tacitly 
changed wherever the clarity of the printed page 
guaranteed by modern type-setting practice 
seemed endangered. For the same reason, the 
abbreviations “col … (Violino, Flauto etc.)” and 
“unisono” in the autograph have been written out, 
as have the eighth-note abbreviatures (with the 
exception of the second movement of KV 467), 
                                                 
30 Cf. the notation signifying the breaking of chords in: 
Ph. E. Bach, Versuch über die wahre Art das Clavier zu 
spielen. Zweyter Theil, Leipzig, 1780, illustration for 
Chapter 41, § 14, p. 340, and also, regarding 
performance: E. and P. Badura-Skoda, Mozart-
Interpretation, Vienna/Stuttgart, 1957, pp. 111f. 
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whereas sixteenth-note abbreviatures extending 
over several measures have been left in the short 
form after one written-out measure (as in the 
autograph). All divergences from the original text 
are recorded, except where these have already 
been pointed out in the main text, in the Kritischer 
Bericht. 
 

Amongst the making-up which was necessary in 
the music text and which is indicated in the main 
text by dotted lines or the use of small or italic 
print, the fermata set in KV 466, 3rd movement, 
measures 166–167 represents an exception. 
Fermatas were set in all the accompanying parts in 
the autograph (in our text they have been omitted, 
since the instruments involved have rests at this 
point) but not in the descant of the piano part, 
where a fermata has been made up because of the 
Eingang [bridge passage, often improvised] which 
is to be played here.  
 

In the present volume, a differentiation has been 
made between the staccato marks dash and dot, 
which indicate in Mozart’s notation different, if 
not yet fully explained, effects.31 An interpretation 
of these marks is made more difficult by frequent 
problems in distinguishing the graphical intention 
and also by occasional inconsistent use of clearly 
different marks.32 On the basis of the 
unambiguously set marks, the editors have 
attempted to deduce and employ general 
principles of usage.  
 

So-called articulation (phrasing) marks were not 
always written clearly by Mozart. An indication of 
the freedom with which contemporary engravers, 
the majority of whom were musicians, treated the 
articulation, is provided in a table in the Kritischer 
Bericht. 
 

In his hand-written “Verzeichnüß” [“ Catalogue”], 
Mozart recorded the works of the present volume 
as “piano” concertos,33 but designated the solo 

                                                 
31 On the question of dash and dot in Mozart, cf. the 
Foreword to NMA V/15/8, p. XXI and the literature 
referred to there; see also W. Fischer, Selbstzeugnisse 
Mozarts für die Aufführungsweise seiner Werke, in: 
Mozart-Jahrbuch 1955, Salzburg, 1956, p. 7, and H. 
Engel, in: Die Musikforschung, year XIV, Kassel and 
Basel, 1961, pp. 115f. Contemporary prints show no 
consistent differentiation. 
32 Mozart notated e.g. in KV 467, 3rd movement, 
measure 34, Violin I, over the second eighth-note and 
second quarter-note, unambiguous dashes, whereas the 
parallel passage, measure 219, has dots over the first and 
second eighth-notes. 
33 Op. cit., pp. 3, 4 and 7 under the numbers 14, 16 and 
31. 

instrument in the autograph score “harpsichord”. 
He thus follows tradition, in which, although the 
pianoforte had already established itself in the last 
decades of the 18th century, the old term was still 
used – even Beethoven used the word “cembalo” 
in sketches for the Concerto in G major (1805/06) 
and also in the unpublished Concerto in D major 
(1815/16) –.34 In public concerts, Mozarts played 
only on the pianoforte, with which he had 
probably become acquainted during his visit to 
Johann Christian Bach in London (1764/65).35  
 

Up to the end of the 18th century, the pianist at his 
instrument, as “Maestro al Cembalo”, often shared 
the directing of concert performances with the 
concert master of the orchestra36 and also played 
continuo in the tutti passages. Mozart expressly 
envisages this bass function of the solo instrument 
in his piano concertos, but does not write the part 
out, indicating instead with the abbreviation 
“ColB:” (= col Basso) that the piano should 
follow the string bass. It is however inappropriate 
to perform this part on today’s large grand pianos, 
for which reason we have dispensed with a 
realisation of the figured bass.37 An exception is in 
the final measures of the third movements of KV 

                                                 
34 G. Nottebohm, Beethoveniana. Aufsätze und 
Mittheilungen, Leipzig and Winterthur, 1872, p. 12, and 
Zweite Beethoveniana. Nachgelassene Aufsätze, Leipzig, 
1887, p. 321; cf. also H. Engel, Die Entwicklung des 
Deutschen Klavierkonzertes von Mozart bis Liszt, 
Leipzig, 1927, p. 55. The term cembalo, which is used 
synonymously with pianoforte throughout the entire 19th 
century, is also to be found in the original edition of 
Ludwig van Beethoven’s Piano Sonata op. 101, Vienna, 
1817. 
35 The pianoforte was played in a public concert in 
England in 1767 by Dibden (cf. H. Engel, Die 
Entwicklung des Deutschen Klavierkonzertes von Mozart 
bis Liszt, Leipzig, 1927, p. 7, footnote 3); in 1768 it was 
played by Johann Christian Bach (according to H. P. 
Schökel, Johann Christian Bach und die 
Instrumentalmusik seiner Zeit, Wolfenbüttel, 1926, p. 
161, as early as 1766) and in 1770 by M. Clementi. 
36 Cf. H. Engel, Musik und Gesellschaft, Berlin, 1960, p. 
124. 
37 Regarding the performance of figured bass in the piano 
concertos, cf. H. Engel, Die Entwicklung des Deutschen 
Klavierkonzertes von Mozart bis Liszt, Leipzig, 1927, p. 
56; E. and P. Badura-Skoda, op. cit., p. 198, and also P. 
Badura-Skoda, Über das Generalbaßspiel in den 
Klavierkonzerten Mozarts, in: Mozart-Jahrbuch 1957, 
Salzburg, 1958, pp. 96ff. (ibid., also the facsimile 
reproduction of the first page of a contemporary copy of 
the Piano Concerto in C major, KV 246, preserved in the 
monastery of St. Peter, Salzburg, on which figured-bass 
notation in Mozart’s own hand is visible) and the 
Forewords to NMA V/15/7, p. X, and V/15/8, p. XXII. 
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466 (measures 426–428) and KV 467 (measures 
446–447), in which harmonies have been written 
out as an editorial suggestion.  
 

Evidence of the practice of using the piano as a 
figured bass instrument is provided in measures in 
which Mozart wrote out the piano figured bass in 
the up-beat measure to a solo passage and again 
after the end of the solo.38 Even in extended solo 
passages, in which the left hand has only an 
accompanying function, Mozart limits his notation 
on occasions to a col Basso mark, usually placed 
at the beginning of the line.39 As in Piano 
Concertos • Volume 8 (NMA V/15), the piano 
basses abbreviated in the autograph by col Basso 
marks have been written out and provided with 
dynamic marks taken from the string bass part;40 
these are set in straight print if present in the 
original bass line and in italics if made up by the 
editors. Italics were also used to indicate making-
up by the editors where dynamics were missing in 
the original realisations of the piano figured bass, 
even if they had been marked by Mozart in the 
corresponding string bass-line. No making-up was 
done in the piano part in solo passages, in which 
Mozart only seldom marked dynamics.41 
 

Although the principle of retaining original 
notation generally applies, changes were made 
tacitly to Mozart’s piano part regarding beams, 
flags and the distribution of the notes over the two 
piano staves in situations where the clarity 
demanded in modern printed music was otherwise 
no longer achievable. Mozart did not, for 
example, usually use auxiliary lines between the 

                                                 
38 In detail, this applies to KV 466, 1st movement, 
measures 91, 112, 174, 192, 202, 216, 254, 261, 269, 
285, 356, 366; 3rd movement, measures 337, 426–428; 
KV 467, 1st movement, measures 72–73, 194, 274, 384, 
397; 3rd movement, measures 28, 213, 225, 446–447; 
KV 482, 1st movement, measures 94, 95, 198, 216, 264–
266, 359, 368; 2nd movement, measures 32, 148–150, 
166, 170–172, 193. In KV 467, 1st movement, the 
transition from tutti to solo is provided with dynamic 
marks (measures 108–110); conversely, in the case of e.g. 
KV 467, 3rd movement, measure 187, the dynamics in 
the left hand – as indicated in the autograph – are 
intended for a separate tutti pianoforte. In the latter case, 
it is not clear whether the entry is in Mozart’s hand. 
39 KV 482, 3rd movement, measures 74–84, 209–216, 
226–233, 242–248, 250–259, 266–273, 361–369, 387–
394, 404, 425–430. 
40 Cf. Foreword to NMA V/15/8, p. XXII. 
41 On the dynamics of the solo piano in Mozart’s 
concertos, cf. Foreword to NMA V/15/7, p. IX. The p and 
f marks in the piano part are always notated doubled, in 
both right and left hands. 

bass and treble clefs of the piano part, but wrote 
high-register figures for the left hand in the treble 
clef and low-register figures for the right hand in 
the bass clef. These groupings, and also the almost 
universal use of separate stems in multiple-note 
chords, have been retained only where it appears 
helpful for a clear presentation of the voice 
leading. Changes of notation due to another 
choice of clefs have been recorded in each case in 
the Kritischer Bericht, while, in dispensing with 
polyphonic notation in homophonic passages, the 
double setting of articulation marks has been 
tacitly eliminated.  
 

* 
 

Problems were experienced in interpreting the 
piano part as notated in the autograph. As opposed 
to the carefully written orchestral parts, the solo 
instrument part has to be seen, over long stretches, 
not as a final version but as a sketch of Mozart’s 
actual performance. This includes of course, in 
one category, notations whose form probably 
reflects haste in the writing-out, (cf. e.g. also p. 
XI, footnote 39), in which often only the outlining 
notes of the figures and scales to be played by the 
performer are suggested;42 in a  second category, 
there are the ornamental variations of the melodic 
line resulting from the performance practice of the 
18th century, such as were very probably 
performed by Mozart in the second movement of 
the concerto KV 466.43 If the first category can be 
treated in the same way as the abbreviatures in the 
individual instruments, we abstained from such 
additions to the ornamentation as might well have 
been unnecessary even in the performance 
practice of Mozart’s time. While no less a person 
than C. Ph. E. Bach declared in the foreword to 
his Sechs Sonaten für Clavier mit veränderten 
Reprisen44 [Six Sonatas for Piano with 
                                                 
42 In KV 467, 1st movement, measure 380; KV 482, 3rd 
movement, measures 164–172, 346–347 and 353–356, 
for which the editors have provided performance 
suggestions. 
43 The repeated entries of the theme undergo variation in 
the orchestra, whereas they always appear in the same 
form in the piano part. These problems had already been 
pointed out by C. Reinecke, Zur Wiederbelebung der 
Mozart'schen Clavier-Concerte, Leipzig, 2/1910, pp. 13ff. 
On this cf. also A. E. Müller, Anweisung zum genauen 
Vortrag der Mozartschen Clavierconcerte, Leipzig, 1796, 
H. Engel, Die Entwicklung des Deutschen 
Klavierkonzertes von Mozart bis Liszt, Leipzig, 1927, pp. 
63f. and E. Badura-Skoda, Über die Anbringungen von 
Verzierungen in den Klavierwerken Mozarts, in: Mozart-
Jahrbuch 1957, Salzburg, 1958, pp. 193f. 
44 Berlin, 1760. 
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ornamented Reprises] that “Ornamentation in 
repeats is indispensible nowadays. This is 
expected from every performer”, D. G. Türck 
reminds us in his piano method that “the 
ornaments must […] be meaningful and at least as 
good as the original written melody: otherwise, it 
would of course be better to leave a composition 
unembellished.” 45 
 

There can be no doubt that the middle movements 
in particular sounded different under the hand of 
Mozart and his contemporaries than they are 
notated in the present edition. The pianists filled 
out the written music text in their own style, a 
practice customary from the Baroque into the 19th 
century (Liszt still performed, in his youth, 
Beethoven sonatas with ornamentation). The long 
notes in slow movements, in particular, whether 
on violin or keyboard instruments – the older 
harpsichord and the fortepiano –, were not 
performed as written. We have no certain 
knowledge of how Mozart modified the 
“colorations”, or ornamental variations, in the 
works presented in this volume and only 
published after his death; we can only make 
deductions from the ornaments and variations of 
recurrences of the same thematic sections – 
primarily in slow movements – written out by 
Mozart himself in preparing works for printing.46 
From these it becomes clear that Mozart only used 
ornamentation sparingly and in this regard 
followed traditional aesthetic principles: “Above 
all, one must present the work in such a way, 
taking no account of the numerous ornaments 
which are currently very much in fashion, that the 
fundamental lines of the piece, which make its 
affect recognisable, nevertheless shine out.”47 
 

Of the later editors of the piano concertos, J. B. 
Cramer showed himself to be still closely in 
contact with Mozart’s performing style in his 
introduction of ornaments which are in the main 
rhythmical variants, the extension of scales and 
additions to the middle voice.48 

                                                 
45 Clavierschule oder Anweisung zum Clavierspielen für 
Lehrer und Lernende, Halle, 2/1802. 
46 Cf. E. Badura-Skoda, op. cit., pp. 190f. 
47 C. Ph. E. Bach, Versuch […] Erster Theil. Leipzig, 
3/1787, p. 103. 
48 KV 482, 2nd movement, measures 32ff. from Mozart's 
Celebrated Concertos Newly arranged for the Piano 
Forte with additional Keys, and Accompaniments of 
Violin, Flute and Violoncelle, By J. B. Cramer. London, 
(1825). Cramer’s edition of 466 did not appear in 1806, 
as Hyatt King (Mozart in Retrospect, Oxford University 
Press, 1955) states, but likewise in 1825. Hyatt King’s 

 
 
Even Ph. C. Hoffmann already exceeds, in 
resolving the longer notes almost universally into 
flourishes, the required moderation.49 
 

 

                                                                                   
date relates to an arrangement for flute, strings and piano 
by J. B. Cimador, London, 1806. Cf. also T. Schlesinger, 
J. B. Cramer and seine Klaviersonaten, Dissertation, 
Munich, 1928, pp. 72ff. 
49 KV 467, 2nd movement, measures 58ff. Cf. Kadenzen 
und Durcharbeitung der langsamen Sätze von Mozarts 
Zeitgenossen Ph. K. Hoffmann. Nach den 
Originalausgaben (1801, 1803) zum ersten Mal 
herausgegeben von A. Hyatt King, New York / Frankfurt 
/ London, 1959. 
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The only editor who was a personal pupil of 
Mozart’s, J. N. Hummel, is on the verge of 
completely re-working the piece in transferring 
his own piano technique, influenced by the 
brilliant style, onto the concertos of his teacher.50 
 

 

 

                                                 
50 KV 482, 3rd movement, measures 164ff. from W. A. 
Mozart. Concertos. Arrangés pour Piano à 2 mains par 
J. N. Hummel. (Henry Litolff Verlag) Braunschweig, (no 
date). 

 
 

Similar problems are posed in the performance of 
cadenzas and Eingänge [bridge passages, often 
improvised]. The latter should, as a rule, be added 
where the fermata corresponds to a caesura 
between two consecutive sections which are to be 
connected by a short bridge passage in the solo 
instrument. In contrast to the cadenza following a 
six-four chord, the Eingang always fulfils a 
dominant-tonic function; in KV 467, 1st 
movement, measures 80–83, the Eingang 
continues, as a result of the written-out trill, until 
four measures after the entry of the strings in the 
tonic.51 As with ornamentation, Eingänge and 
cadenzas in Mozart’s hand have generally only 
come down to us for concertos intended for 
printing or for performances without his own 
participation. Neither of these circumstances 
applies to the works in the present volume, so they 
have to be provided by the performer. But even 
the immediately following generation of pianists 
was already prepared, on the whole, to leave the 
question of Mozart’s piano style on the side, 
frequently seeing in these compulsory additions 
an opportunity to make use of their own virtuosic 
technique. The cadenzas by Mozart available to us 
as authentic models are, as a rule, purely 
figurative; they draw on decorative figures or – 
very sparingly – on motifs from main and 
secondary themes, but without any development 
of the themes, modulation of these to foreign keys 
or thematic or polyphonic re-working.52 These last 

                                                 
51 On this cf. E. and P. Badura-Skoda, op. cit., pp. 213ff. 
52 On the importance of the cadenza in the development 
of style in the 18th century, cf. A. Schering, Die freie 
Kadenz im Instrumentalkonzert des 18. Jahrhunderts, in: 
Bericht über den zweiten Kongreß der Internationalen 
Musikgesellschaft zu Basel 1906, Leipzig, 1907, pp. 
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features are to be found in the cadenzas by Ph. C. 
Hoffmann and J. N. Hummel, in those preserved 
in the Conservatorio Giuseppe Verdi in Milan53 
(probably from the possessions of W. A. Mozart 
junior), and also in those for the first and third 
movements of the Concerto in D Minor that have 
come down to us from Beethoven and Brahms.54 
Great as the historical interest of these additions 
may be – particularly those of the important 
masters –, they do not satisfy the requirements of 
a historically critical appraisal of style. 
 

* 
 

Remarks on individual Works 
 

KV 466: 1. In the notation of the autograph score, 
which is clean and easily legible throughout, there 
is a break in the voice-leading in the left hand of 
the piano part in the 1st movement, measures 88–
90; this has given rise to different interpretations 
in critical assessments of the text. 
 

 
The first references to the problems stemming 
from these measures in the hand-written score 

                                                                                   
204ff., and H. Knödt, Zur Entwicklungsgeschichte der 
Kadenz im Instrumentalkonzert, in: Sammelbände der 
Internationalen Musikgesellschaft 1913–1914, Leipzig, 
no date. 
53 For KV 466 and 467, Fondo Noseda No. 6162/12269, 
fol. 4v–8. 
54 Ludwig van Beethoven's Werke, Series 9, 2nd vol., No. 
70a, Leipzig, no date; Johannes Brahms Sämtliche 
Werke, vol. 15, p. 105, Leipzig, 1927. Beethoven 
probably played the concerto between the acts of the 
opera La clemenza di Tito in a performance organised by 
Mozart’s widow on 31 March 1795 (cf. G. Kinsky – H. 
Halm, Das Werk Beethovens, Munich – Duisburg, 1955, 
p. 504; this cadenza was probably written out only later, 
in the years 1802–1805 or 1808–1809, for Ferd. Ries), 
Brahms on 26 January 1855 in Hamburg. 

came from Friedrich Blume,55 who saw in the 
“ low bass notes […] which cannot be played by 
one piano alone without a very intrusive break” a 
pointer to “the old practice of a second pianoforte 
as a figured bass instrument”. Taking a divergent 
view, E. and P. Badura-Skoda56 find an 
explanation in the fact that Mozart used in his 
concerts a pedal keyboard, built specially for his 
pianoforte, and played the notes in question with 
his feet. Leopold Mozart reported to his daughter 
on the instrument, saying that Wolfgang had “had 
a large fortepiano pedal made, that stands under 
the piano, and is about 24 inches longer and 
astonishingly heavy, and is carried to the 
Mehlgrube every Friday […]” (cf. p. VIII). 57 
Further evidence regarding the pedal-piano in 
Mozart’s concertos is provided by the leaflets for 
the musical evening in the Burgtheater on 10 
March 1785 (cf. p. VIII), in which Mozart played 
the piano concert KV 467 for the first time: 
“ Information. / Thursday 10th March 1785. / 
Music Director Mozart wishes to have the honor / 
in the / Imperial and Royal National Court 
Theatre / to give a / grand musical evening / for 
his own benefit / in which he will not only play a 
new, just / completed Fortepiano Concerto / but 
will also use a particularly large / Fortepiano 
Pedal during improvisation […]”. 58  
 

If it was a priori not very likely that Mozart 
would have notated only once in the score of a 
piano concerto the pedal notes he played – 
especially since there were many other places in 
the piano concertos, including elsewhere in KV 
467, where bass notes in the pedal could have 
been added to good acoustic effect – it remains the 
case that the “Information” refers clearly to the 
use of the pedal in conjunction with 
“ improvisation”.  
 

As can be seen from the autograph,59 the first 
version of the left hand in the solo piano in 
measures 88–90, 

                                                 
55 Foreword to Konzert D-moll für Pianoforte mit 
Orchester von Wolfgang Amadeus Mozart, KV 466, 
Eulenburg Miniature Score Edition, No. 721, Leipzig, 
1933, p. II. 
56 E. and P. Badura-Skoda, op. cit., p. 205. 
57 Leopold Mozarts Briefe an seine Tochter, ed. O. E. 
Deutsch and B. Paumgartner, Salzburg/Leipzig, 1936, p. 
76 (letter of 12 March 1785). 
58 Illustration in E. Schenk, op. cit., p. 619. 
59 As the editors could work only from a photo-
mechanical reproduction of the autograph, they are 
especially obliged to the members of the Editorial Board, 
Dr. Plath and Dr. Rehm, for providing the results of the 



New Mozart Edition                      Work Group 15: Concertos for one or more Pianos          Volume 6 

International Mozart Foundation, Online Publications  XVI 

 
was erased; to this belonged probably also the 
bottom notes of the chords (d' a / d' a). Alongside 
the erased notes, the notes D, A / D, A / can be 
clearly discerned in Mozart’s writing; these are 
possibly part of an intermediate solution which 
was not eliminated. This hypothesis (Dr. Plath) is 
supported by the different phases visible in the 
writing-out, marked by the different pens and inks 
used; these enable us to distinguish two stages in 
the work (Dr. Rehm). In the first – using the same 
brownish ink and broad pen – the (later erased) 
version of measures 88 and 89 as well as, in 
measure 90, the notes D in the left hand and d in 
the right hand were notated. The low bass notes of 
the (left unerased) intermediate version (second 
stage of the notation, which initially envisaged 
octaves in the left hand) are written in the same 
black ink as the chords in the upper staff and the 
wind instruments, whose notation in Mozart’s 
orchestral works is generally left to a second 
phase of work.60 (On the measures 88–90, cf. also 
the Kritischer Bericht.) 
 

2. In the autograph score, Mozart specifies only 
once – at the head of the score before the 
beginning of the first movement – the 
instrumentation; in doing so, he limits his 
specification of the horns to “2 Corni”. In the first 
and last movements, therefore, the editors have 
supplied – as outlined in the Editorial Board’s 
introductory guidelines, Concerning the Edition 
(p. VI) – the pitch of the instruments (the 
autograph sequence and designation of the 
instruments is available in the Kritischer Bericht); 
in the middle movement, however, the additional 
epithet “alto” for “ horn in high register” was 
made up, as this is clearly the range required here. 
 

KV 482: 1. Although Mozart noted in the work 
catalogue in his own hand,61 “[1785] the 16th 
December. / A piano concerto. Accompaniment. 2 
Violini, 2 Viole, 1 Flauto, 2 Clarinetti, / 2 Fagotti, 
2 Corni, 2 Clarini, Timpani e Basso”, the trumpets 
and timpani are not included within the autograph 
score, but are notated on a separate leaf. The need 
for this may stem from the fact that, after the 
allocation of instruments to the score – in contrast 
to the concertos KV 466 and KV 467, two staves 

                                                                                   
examination of the manuscript explaining the notation of 
these measures. 
60 Cf. A. Einstein, Mozarts Handwriting […], op. cit., pp. 
145ff.  
61 Op. cit., folio 6v. 

each are set aside here for clarinets and bassoons – 
the twelve staff paper used in these concertos had 
no more space available. Although the notating of 
trumpet and timpani parts on separate sheets was 
usual at the time, even in much more extensive 
compositions, e.g. operas, it has to be asked in the 
case of the concertos mentioned, when one 
compares the dispositions of the scores, whether 
Mozart considered the use of trumpets and 
timpani absolutely essential when he started 
writing the work out. There seems to be a high 
probability that this work, similar to KV 537, was 
originally written without trumpets and timpani 
and that these were only added in a final phase of 
the work. In view of the lack of strictness in 
realising instrumentation in the 18th century, one 
could feel justified in assuming an ad libitum 
employment of trumpets and timpani, but this is 
undermined by the absence of any instruction in 
this regard and also by the description of the 
scoring in the entry made in Mozart’s hand-
written work catalogue immediately after the 
completion of the composition.62 
 

2. In the first movement of this concerto, after 
measure 281, the following cross appears five 
times and the number “2” twice, distributed as 
markers from top to bottom across the page in the 
autograph score (cf. facsimile, p. XX); these mark 
a passage in the reprise which seems to be two 
measures shorter than the parallel passage in the 
exposition (measures 27–28). In connection with 
the changes in the number of measures of rests 
applying to this passage in the separately notated 
trumpet and timpani parts, from “25” to “23”, the 
conjecture has already been mooted that this could 
have been a slip on Mozart’s part and which he 
may subsequently have allowed to stand.63 No 
proof can be supplied for this conjecture, as no 
clear decision is possible, even after an 
examination of the autograph, as to whether the 
handwriting in this change is that of Mozart or 
someone else. 
 

After the publication of a leaf of sketches by W. 
A. Mozart, privately owned in Austria,64 in which 

                                                 
62 Cf. the Foreword to NMA V/15/8, pp. XXIIf., in which 
the question of the ad libitum use of wind instruments is 
discussed. Information on the various versions of the last 
five measures for trumpets and timpani in the 3rd 
movement is given in the Kritischer Bericht. 
63 Konzert Es-dur von W. A. Mozart. Kritische Ausgabe 
mit unterlegtem 2. Pianoforte and Fingersatz von Dr. 
Hans Bischoff, Leipzig, 1886, p. 16, footnote 13. 
64 Cf. H. Federhofer, Mozartiana in Steiermark, in: 
Mozart-Jahrbuch 1958, Salzburg, 1959, pp. 109–114. 
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the same markers are visible as those described 
above and in which two measures from this 
concerto are notated in full score, it was then 
shown that these sketched measures were not from 
the exposition, but were the two missing from the 
shortened passage in the reprise.65 Of the 
contemporary copies, only one in an unknown 
hand has the “complete” version, whereas the 
addition is missing from all later printings. From 
this one can conclude that, at the time of the first 
printing at least, the leaf with the measures to be 
made up was separated from the autograph; the 
two measures from the sketch therefore appear in 
the present edition, after measure 281 (as 
measures 282 and 283), for the first time.  
 

3. The voice-leading in the bass instruments in 
parts of the middle movement is extremely 
unusual for Mozart (cf. facsimiles, pp. XXI, 
XXII). In the unambiguous notation of the 
autograph, he distinguishes between sounding 
intervals of the unison (measures 27–32 and 181–
183), octave and double octave (measures 8–16, 
41–43 and 153–156) between cello and double-
bass. The lines in cello and double-bass were so 
unusual that they caused the editors of the old 
Mozart edition (NMA, Series XVI, volume four), 
despite the unambiguous evidence of the 
manuscript, to proceed according to Mozart’s 
practice and to reverse cello and double-bass at 
these places; in doing so, they accepted the 
resulting clumsy voice-leading (leap of a ninth in 
the cellos, 3rd eighth-note in measure 7, to 1st 
eighth-note in measure 8). 
 

Evidence for the intentional nature of the notation 
(double octave separation) in measures 8–16, 41–
43 and 153–156 is, beside their earlier use 
elsewhere,66 the sequence of notation in the 
autograph. While it can be assumed in the light of 
the beam-setting that cello and double-bass were 
notated simultaneously in measures 41–43 and 
153–156, the beams in measures 8–16 suggest that 
the lower part was written before the upper, but 
nevertheless, examination of the hand-writing 
shows, in immediate chronological proximity. An 
eighth-note rest, notated in the middle of the staff 
in measure 7 in the first stage of the work and then 
rubbed out, permits the conclusion that Mozart 
initially wanted to continue here with the eighth-

                                                 
65 Cf. H. Heussner, Zu den Quellen von Mozarts 
Klavierkonzert Es-Dur, KV 482, in: Mozart-Jahrbuch 
1959, Salzburg, 1960, pp. 202–205. 
66 E.g. in Zaide KV 344 (336b), NMA II/5/10, No. 4, 
measures 39–40, 43–44; No. 8, measures 7–10, 12–15. 

notes d and c; this rest was then erased and 
notated anew above the staff so that Mozart could 
continue an octave higher with d' and c'. 
 

The problem takes a different form in measures 
27–32 and 181–183, in which cellos and double-
basses sound in unison; here the decisive factors 
may well have been the range of the double-bass 
(Eb-a') and, linked to this, the avoidance of voice-
crossing with the violas.  
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Facs. 1: Folio 15v from the autograph of the Concerto in D Minor KV 466, in the possession of the Gesellschaft der Musikfreunde, Vienna. From the first 
movement: cf. pages 31/32, measures 277–285. 
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Facs. 2: Folio 16r from the autograph of the Concerto in D Minor KV 466, in the possession of the Gesellschaft der Musikfreunde, Vienna. From the first 
movement: cf. pages 32/33, measures 286–297. 
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Facs. 3: Folio 1r from the autograph of the Concerto in C KV 467, property of Pierpont Morgan Library, New York (Dannie N. and Hettie Heineman 
Collection). Beginning of the first movement: cf. page 93, measures 1–11. 
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Facs. 4: Folio 20v from the autograph of the Concerto in Eb KV 482 in the State Library Berlin – Prussian Cultural Heritage (Music Collection). From the 
first movement: cf. pages 205/206, measures 276–285; without the new measures inserted (as measures 282 and 283) after measure 281 (cf. also the general 

remarks in Concerning the Edition, p. XV/XVI) 
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Facs. 5: Folio 27r from the autograph of the Concerto in Eb KV 482 in the State Library Berlin – Prussian Cultural Heritage (Music Collection). Beginning 
of the second movement: cf. page 217, measures 1–14 (cf. also Foreword, pp. XVI). 
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Facs. 7: Folio 27v from the autograph of the Concerto in Eb KV 482 in the State Library Berlin – Prussian Cultural Heritage (Music Collection). From the 
second movement; cf. pages 217/218, measures 15–31 (cf. also Foreword, pp. XVI). 


