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EDITORIAL PRINCIPLES

The New Mozart Edition (NMA) provides for research

purposes a music text based on impeccable schigarsh

applied to all available sources — principally Madza
autographs — while at the same time serving thesee
of practising musicians. The NMA appears in 10 &eri
subdivided into 35 Work Groups:

I: Sacred Vocal Works (1-4)

II:  Theatrical Works (5-7)

lll:  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)
VIIl: 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,
readings or Mozart’s corrections are presentedaind
other special problems discussed.

Within the volumes and Work Groups the
completed works appear in their order of compasitio

Sketches, draughts and fragments are placed in an
Appendix at the end of the relevant volume. Skeiche

etc. which cannot be assigned to a particular wWouk,
only to a genre or group of works, generally appear
chronological order at the end of the final voluofe
the relevant Work Group. Where an identification
regarding genre is not possible, the sketchesagt.

published in Series X, Supplement (Work Group 30:

Studies, Sketches, Draughts, Fragments, Variowst L

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 chosermeas t

basis for editing which is regarded as final and

definitive. Previous or alternative forms are refroed
in the Appendix.

The NMA uses the numbering of the
Kdchel Catalogue (KV); those numberings which diffe
in the third and expanded edition (R\r KV3?) are
given in brackets; occasional differing numberings
the sixth edition (KV) are indicated.

With the exception of work titles, entries in

the score margin, dates of composition and the

variant

footnotes, all additions and completions in the iawu
volumes are indicated, for which the following seiee
applies: letters (words, dynamic markingssigns and
numbers in italics; principal notes, accidental$olee
principal notes, dashes, dots, fermatas, ornanmerds
smaller rests (half notes, quarters, etc.) in sipaiit;
slurs and crescendo marks in broken lines; grace
ornamental notes in square brackets. An exceptor
the rule for numbers is the case of those group
triplets, sextuplets, etc. together, which are gbvin
italics, those added editorially in smaller priWi¢hole
measure rests missing in the source have b
completed tacitly.

The title of each work as well as th
specification in italics of the instruments andoas at
the beginning of each piece have been normalised,
disposition of the score follows today’s practidde
wording of the original titles and score dispositiare
provided in the Critical Commentary in German. Tl
original notation for transposing instruments hagrb
retained. C-clefs used in the sources have bedacesp
by modern clefs. Mozart always notated sing
occurring sixteenth, thirty-second notes etc. adss

through, (i.e. 7 ¥ instead ofﬁ'ﬁ); the notation
therefore does not distinguish between long or tsh
realisations. The NMA generally renders these i 1

modern notatior @J ’ '5) etc.; if a grace note of this
kind should be interpreted ashort an additional

indication [& s given over the relevant grace not
Missing slurs at grace notes or grace note grogps
well as articulation signs on ornamental notes he
generally been added without comment. Dynan
markings are rendered in the modern form, eandp
instead offor: andpia:

The texts of vocal works have bee
adjusted following modern orthography. The reaidsat
of the bass continuo, in small print, is as a mutdy
provided for secco recitatives. For any editorial
departures from these guidelines refer to the agiev
Foreword and to the Critical Commentary in German

A comprehensive representation of tt
editorial guidelines for the NMA (3 version, 1962)
has been published Editionsrichtlinien musikalischer
Denkmaler und Gesamtausgabjérditorial Guidelines
for Musical Heritage and Complete Editions
Commissioned by the Gesellschaft flr Forschung ¢
edited by Georg von Dadelsen, Kassel etc., 1963,
99-129. Offprints of this as well as tBericht Gber die
Mitarbeitertagung und Kassel, 29. - 30. 198
published privately in 1984, can be obtained frdma t
Editorial Board of the NMA. The Editorial Board
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FOREWORD

The three piano concertos in the present volurke, li
all works of this genre from the later Vienna pdrio
were composed for Mozart’'s own use in his series of
“Subscription Concerts”. Of these, the two concerto
in A major and in C minor, KV 488 and KV 491,
together with the Concerto i’ KV 482 (cf. Series V,
Work Group 15, Vol. 6), were intended for three
musical evenings between January and April 1'786.
Regarding the first evening, Mozart seems to have
informed his father in detail, as a letter from pelul

of 13 January 1786 to his daughter showste “
[Wolfgang] writes to me that he has hastily put on 3
subscription musical evenings with 120 subscribers;
that he wrote a new piano concerto iff fr this
reason, in which (which is somewhat unusual) he had

to repeat the Andante..]”.?

In the course of the second evening, the second
concerto in our volume must have been performed.
The third evening, with the Concerto in C Minor KV
491, must have taken place on 7 April 1786, acogrdi

to a report in th&Viener ZeitungVienna Newspapgrf
which speaks of Mozart's great success and, once
again, of the repeat of the slow movement. The
Concerto in C Major KV 503, the third in our volume
was written by Mozart for a new series of four noasi
evenings which he gave in the Vienna “Kasino”
[“Assembly Rooms”] in Advent 1786.

The completion dates — 2 March, 24 March and 4
December 1786 —, which we have taken from Mozart's
hand-written catalogue of his works, kept from 1784
onwards, betray clearly under what pressure the
master, busy at the time with Figaro, produced, in
these late piano concertos, the most intimate
revelations of his soul.

To what extent Mozart performed the concertos again
later in public musical evenings or in private isef$
remains unknown. Later remarks in the piano part in
the autograph score of the Concerto in C minor ssigg
that, for this work at least, this may have beendhse.

But we also know that Mozart attempted to get his
concertos known outside Vienna as well. To this
purpose, his letter of 8 August 1786 offered the
chamberlain of Prince Josef Maria Benedikt von
Furstenberg zu Donaueschingen, Sebastian Winter,
besides symphonies and chamber works, the piano

! Kéchel-EinsteinChronologisch-thematisches Verzeichnis
samtlicher Tonwerke W. A. Mozartkird edition, Leipzig,
1937, pp. 605, 640 (KY: Jahn-AbertW. A. Mozart |
seventh edition, Leipzig, 1955, p. 833.

2 Die Briefe W. A. Mozarts und seiner Familkel. Ludwig
Schiedermair, Munich and Leipzig, 1914, vol. IV 310.

3 Wiener Zeitung1786, No. 28, Appendix; after Jahn-Abert
I, p. 833.

* Jahn-Abert |, p. 833.

concertos KV 453, 456, 451, 459 and 488 in parts
copies: Dearest friend! — Companion of my youth! It
was a particular pleasure to receive your lettenda
only very pressing business prevented me from
answering you earlier. | am very touched that you
turned to me personally. | would have sent somgthin
of my modest work to your most admirable Prince a
long time ago if | had known what, if anything, my
father had already sent. | therefore add a list,tla
end of the letter, of my most recent children, from
which his Highness need only choose in order that |
may serve his Persof...]”.> The following list
included the thematic title of KV 488From the titles
offered, the prince selected three symphonies lamee t
concertos, one of which was KV 488 his reply to
the prince’s chamberlain on 30 September 1786,
Mozart, in answering the enquiry as to whethettadl
works ordered were as yet unknown, indicated the
exclusive character of the piano concertos by ngakin
the telling distinction between compositionsHich |
have industriously caused to circulate in the wofld
and | have only sent you the themes of these bedaus
might be possible that they have not reached sb far
and those pieces which feserve for myself, or for a
small circle of enthusiasts and the knowledg€adtel
which therefore cannotpbssibly be known elsewhere
[...] because they are not even known hérslozart
then goes on to give a piece of advice regarding
performance practice in which he confirms his
sanctioning of changes in the instrumentation as so
often encountered in contemporary copies and prints
“[...] In the Concerto in AKV 488] there are 2
clarinets. — If you do not have the same at yowrto

a skilful copyist should transpose them to the iregu
key; the first can then be played on a violin, dhd
second on a viola.

The particular problems concerning the piano
concertos are revealed most clearly in studying the
autographs. As Mozart’'s own written material foe th
works in the present volume has been preserveis in i
entirety? and as contemporary copies display no
significant divergences, the editor was able, witho
exception, to base his work on them. The firsttprn
took place only after Mozart's death: first in tfogm

of parts, printed by J. A. André in Offenbach amun

® Schiedermair I, No. 279.

® Facsimile in: Friedrich SchnapNeue Mozart-Funde in
Donaueschingerin: Neues Mozart-Jahrbuch 19421 1ff.
" There are no copies of the concertos in the psnce
Furstenbergische Hofbibliothek, Donaueschingenkcf.
Schnapp, loc. cit.

8 Schiedermair 11, Nr. 280.

®KV 488 is kept in the Conservatoire de Musiquaja
KV 491 is in the British Museum, London; KV 503 brbs
to the State Library Berlin — Prussian Cultural itéeyre
(Music Collection).
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1800, and then in score by Richault in Paris ardhed
middle of the centur} As is usually the case with
Mozart, the autographs are simultaneously draft and
definitive score. As he uses various colours ofankl
pens of varying sharpness, the written page bethays
stages of the work from the fixing of the first &é&o

the completion. Following his personal compositiona
method, he initially notates in the prepared sdbee
violins, bass, solo piano and then individual wind
passages of thematic importance, thus fixing the
overall structure. Then there follow the completimn

the wind parts, and, as it appears, the accompanime
for the solo piano. The solo part itself has itsnow
special history in each concerto. The piano path@
concerto KV 488, which appears to us so natural and
definitive in all of its phases, as if it had alwayeen
part of the structure, seems to have occurred tpalo
right at the beginning, already in its final foride
improved only two passages in the first movemamt, a
this immediately during the draft. In one case, he
crossed out a group of sequential figures which
originally connected, between measure 113 and
measure 114, the second theme and the epilog
(Appendix la). From measure 126 on, he replaced the
initially unduly short introduction to the closing
cadence of the exposition (Appendix Ib) by the more
balanced and four measures longer final versiohidn
first draft of the concerto KV 491, with its, in ma
passages, more improvisatory feel in the piano, part
Mozart leaves the details of the piano part opegr ov
long stretches. He finds it sufficient to make anui
sketch which provides only the bass line and a
suggestion of the course of the right hand, often
marking only the limiting notes of passages. He
notates the final version, which only takes shaper a
several revisions and which certainly, as it imd&

still does not always reflect Mozart's final intants,
with a thick pen, writing directly into the piankeich

or on an adjacent blank staff (cf. facsimile, pVXI
Only seldom does he resort to a convenient sketch
sheet for help, outlining there an idea before ramget

in the score. Outlines of this kind for KV 503 have
come down to us on a sketch sheet belonging to the
State Library Berlin — Prussian Cultural Heritage
(Music Collection), included here in facsimile on p
XVI.™ This sheet has a total of seven sketches on the
front side, of which three (lines 1/2, measures;1-6
lines 3/4 and lines 5/6, measures 1-8; lines 5/6,
measure 9 and lines 7/8, measures 1-4) certainly
belong to KV 503. Of the last mentioned, the sedsnd
of particular interest: it shows the as yet unetigiedd
measures 96 to 112 in the first movement in thagia
part, which Mozart substituted for an original vers

5 measures shorter, of the passage between the firs

19 More details of the secondary sources are listetld
Kritischer Bericht(Critical Report available in German
only).

1 Also in: G. SchiinemanMusikerhandschriften1936,
plate 41.
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solo entry and the following orchestrdutti. A
comparison with the autograph reveals immediately
the working process: Mozart had already crossed out
at the outline stage, the first, shorter and apybréor
Mozart inadequate version visible in the autograph,
found alongside the sketch of the first three messsu
of the orchestral entry on leavesahd 5 (Appendix
lla); the new version was then initially drafted an
sketch sheet and finally written into the scorgamof

the crossed out first version (facsimile, p. XV),
continuing onto a newly inserted leaf and endinthwi
the same three measures of the orchestral entig aga
(measures 112—114 in the final versitn).

This edition renders Mozart’'s piano part as faitlfu

as possible following the final version in each
autograph. Additions by the editor, which are infeh

as optional suggestions, have only been made where
Mozart, as in the measures 261, Y&hd 467—470 of
the first movement of KV 491, interrupted the deti
realisation of the piano sketches and thus lefpihao
part as a torso. Additions are identified by the o$
small print and the remarkAtusfiihrungsvorschldg

[ Performance suggestiin To what extent the octave
leaps in eighth-notes in the left hand in measus

157 and 163 of the last movement of the same work
are perhaps likewise only a sketch cannot be
definitively decided. They have been filled out thye
editor to form broken chords in sixteenth-notes,
following the pattern of the adjacent measures, and
presented in small-print on a staff below. It isaaty
rate clear that the measures in question stanthan t
middle of a continuous sixteenth-note motion whih
interrupted in a peculiar way by the eight-notes.
Perhaps Mozart shied away from giving the impressio
of consecutive fifths — although this is equallggent

in measures 67/68 — and therefore simply left the
realisation open. Other cases are in measures 442-1
155, 156/1, 2 and 159-162 in the same movement.
Here Mozart’s left hand staff again has only thetsk
(octave leaps in quarter-notes). In this case, kewe
the preceding measures show that Mozart had only
omitted the completion of the sketch because a
realisation in an ascending scale motion is quite
obviously required. A rendering in small print was
therefore deemed unnecessary.

While additions in this critical complete editiomea
limited to such passages as Mozart left unfinishied,
must at the same time be noted that his piano parts
the concertos, with the possible exception of the

12 A detailed description of this section of the a#ph,

with a depiction of Mozart'sParticelld’, the sketch-like

first notation up to measure 127, is given in: \&falt
GerstenbergZum Autograph of the piano concerto KV 503
in: Mozart-Jahrbuch 1953p. 38ff.

13 Here the editor’s suggestion concurs essentiatly that
made by Paul Badura-Skoda in Hi#ozart-Interpretation
Vienna-Stuttgart, 1957, p. 195.
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Concerto in A Major, are never definitive in thersa
way as the notation in other genres. The
improvisational art of the performer, which was
Mozart's primary role, was not restricted only to
cadenzas andEingénge [bridge passages often
improvised], but also, to a large extent, in “watke
out” passages. The way in which Mozart himself
virtuosically elaborated his own figurations is &mo

by the few sketches in the score of KV 491 which he
obviously notated faintly at a later point as aphel
during performance. We possess variants of thid kin
for measures 45-48, 61, 62, 69—71, 85 and 86 of the
final movement with the added commengnd
versior. It is also legitimate to suppose that Mozart's
performances included the improvised filling out of
harmonies and, above all, the ornamentation of slow
movements. In particular, the Andante of KV 503 is
still completely in the spirit of the Baroque sanaind

the Baroque concerto, conceived as a “framework”
movement which only comes to life through figural
ornamentation (cf. especially measures 59-63). A
contemporary example of ornamentation of this
movement is provided by a manuscript in a fascicle
found by Ernst Fritz Schmid in the library of the
Conservatorio Giuseppe Verdi in Milan in 1955.
Although the manuscript was not written by Mozart's
son, Wolfgang Amadeus junior, it was at one time in
his possession.

The richest display of free, virtuosic improvisatio
however, took place in the cadenza and Ehegang
[bridge passage often improvised]. It is therefore
understandable that Mozart only seldom wrote out
cadenzas antingangeas part of the composition,
otherwise preferring to leave these to his freedsna
performer. It is well-known that he later composed
cadenzas for many of his concertos, but this was no
doubt always in connection with an intended pritin
or a performance without his participation. For the
works in our volume, only one cadenza by Mozant, fo
the A major concerto, has come down to us. Iltseplac
in the autograph, and also in our edition, is betwthe
fermata in measure 297 and the beginning of thie las
orchestratutti.

An Eingang— which usually introduces the return of
the main theme in rondo-like movements — was writte
out by Mozart in the Finale of the concerto KV 503,
measure 112. At corresponding places, marked by
fermatas, in the Larghetto (measures 15 and 73)rand
the Finale (measures 219/220) of the concerto KV, 49
Eingdnge are to be improvised. Amongst
contemporary cadenzas by other composers, thedirst
be mentioned should be the three for the opening
movements of KV 488, 491 and 503 written by
Mozart’s personal acquaintance in Mainz, the masici
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and scholar Philipp Carl Hoffmann (1769-1842);
these appeared, along with cadenzas for KV 467, 482
and 595 by André in Offenbach, under the title
Cadences / se rapportant / aux six grands concertos
pour le piano-Forté, Op. 82 de Mozart, / compos&és
dédiées / a / Mre. M. Clementi / par / P. C. Hoffima
[Cadenzas / pertaining / to the six grand concertos
for the pianoforte, Op. 82 by Mozart, / composed &
dedicated / to / Mr. M. Clementi / by / P. C.
Hoffmann. These extensive cadenzas in an extremely
virtuosic style remain, despite occasional early
Romantic traits, relatively close to the style bkt
master. A particular curiosity amongst the cadefaas
Mozart concertos is to be found in the fascicle of
manuscripts in the library of the Conservatorio
Giuseppe Verdi in Milan mentioned above. It inclside
besides an embellished slow movement in an
unidentified hand, a cadenza for the first movenuént
KV 503 from the pen of Mozart’'s son, Wolfgang
Amadeus junior, which he is said to have playedroft
on concert tours.

As with his additions to the original, the editoasvas
sparing as possible with changes to the optical
presentation of the musical text. Regarding the
distribution of left and right hand parts over 8iaves,

for example, the occasional departures from the
autographs were made for the sake of better Idgibil
While the number multiple stems, used almost
universally by Mozart in two-part chords, have been
reduced, they have been left in passages where they
clarify the voice-leading (such as at the beginnifig
the slow movement of KV 488) or emphasize a peak
note or a bass note in the chord. Dynamic
differentiation within one hand, the necessity dfiah

is obvious to every pianist familiar with Mozarg i
appropriately reflected in this notation. The lazk
dynamic marks in Mozart's autographs could be
explained, at least in part, by the fact that Mbzar
himself played from them and therefore required no
prescribed directions. It should be borne in mind,
however, that the piano of that period was capablg

of a much more limited dynamic range and, in the
piano concerto, made itself heard at the levelibif
accompanied solo and solo more by its individual
timbre than by its degrees of loudness. Dynamic
contrasts are therefore of less significance asrm f
factor within the solo sections. The real art of
performing Mozart piano concertos lies not so minch
extreme piano-forte play, as permitted by the mader
grand piano, as in other nuances of attack and
articulation. It is also interesting in this coritéx note
that the title of KV 503 in the first printed seft marts

by André was Concerto per il Clavicembalo o
Pianoforte so that a performance on the harpsichord,

14 Cf. Die Musik in Geschichte und Gegenwiit Kassel
and Basle, 1957, p. 540; A. Gottrdvipzart in Mainz
Mainz, 1951, pp. 43f.
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even if Mozart conceived his concerto exclusivedy f
the pianoforte, was still considered possible adoine
turn of the 18th to the 19th century. It therefeeems
justifiable, on diverse grounds, to abstain frony an
additions to the dynamic markings in the piano.part

In thetutti sections, the editor has the left hand of the
piano running along with the string bass line, a
procedure which Mozart generally indicates — if he
does not actually write the piano bass out — wlih t
direction ‘coll'Bassd. The rests in the right hand staff,
which of course mean simply that no solo passages a
to be played and do not permit any conclusions tabou
realising the figured-bass or not, have been set in
normal print, although they are usually not present
the autograph. Mozart indicated them only at the
beginning of movements and in shortetti in the
course of the movement, using, as in the wind
instruments, whose staves are likewise left blank
during extended rests, an abbreviated notationtheor
reasons given above in connection with the solo
passages, dynamic marks have not been set heee eith
To what extent the notation of the piano bass ime
tutti sections was only a conventional relict from
earlier practice, or whether a figured bass retahisa
was really expected, continues to be disputed. Only
one realisation of a piano bass line made by Mozart
himself, at an earlier date, has come down totus.td

be found in a piano part for the Concerto in C Majo
KV 246 preserved in the monastery of St. Peter in
Salzburg? In the present concertos, the piano part for
KV 491 in the first printed edition by André has
figured bass notation, while the equivalent pads f
KV 488 and KV 503, conceived as pianist-conductor’s
parts, display during thdutti sections the most
important melodic orchestral parts. The prints do a
least show that the ability to play figured bass \stil
considered a possibility around 1800. The undeesign
tends to the view that Mozart himself played in the
orchestraltutti in his later concertos. Figured bass
notation was superfluous, since he played from the
score himself and could thus improvise a harmonic
filing without the need for further aids. This
assumption is based primarily on stylistic
considerations which, in view of the senselessiéss
notating a piano bass which was not be realised,
recognise an affinity between these late concextub
the spirit of earlierconcertantemusic: although a
profoundly personal expression is achieved in the
piano part with its ornamental figuration, it shows
itself to be, in terms of coloursing and structgrinot

yet a fully independent agent in contradistinctionhe
tutti. It emerges instead rather inchcertante style
from the ensemble, only to join with all forces imgia

the tutti. A word of caution for present-day
performances, however, is the observation that anly

15 Facsimile of a page in Badura-Skoda, loc. cibl&an the
appendix).
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Mozart piano, which alone has the ability to merge
with the colours of the orchestra, can master
adequately the role of a figured bass instrument.

The tutti and solo directions customary in earlier
editions, which served only to distinguish purely
orchestral passages and solo entries, have been
dispensed with, since they obscure the significarfce
the tutti and solo directions as they were usually
employed in Mozart's day. When Mozart, as for
example in the autographs of the piano concertos KV
537 and KV 595, writesSold above the string parts
at the entry of the solo piano, he is calling for a
reduction of the number of players. In the workshia
present volume, there are no directions of thiglkin
They do occasionally occur, however, in printediar
and in contemporary copies. This confirms that they
were part of the performance practice of the day. A
reduction of the number of strings during the
accompaniment of piano solo passages is therefore
also to be recommended in today’'s performances,
since the pianist is generally confronted by much
larger forces anyway than in that period. In Mdzart
autographs, the tempo indications are either ngsisin
places or have been made up later in a foreign.Hand
the first movement of KV 491, it was possible to
supply the direction Allegro’ from Mozart’s hand-
written catalogue of his works. Thédrghettd over

the 2nd movement seems to have been supplied by a
copyist. It has therefore been rendered in italidse
designation Allegrettd above the final movement,
which, especially in view of theAlla breve time
signature, does not fit well to the character efwork

and can therefore hardly be by Mozart, stems from
another hand again. TheAltegrettd over the final
movement of KV 503 is not present in the autograiph
all and had therefore to be taken from secondary
sources. With the often inconsistently and, palaidy

in the works written under time pressure, only
sporadically notated articulation marks, the taSke
editor was to produce a reasonably uniform final
picture. To this end, he has attempted, from the
different phrasings used with repeated figuresgelect

the most frequent and obviously intentional varignt
each case and to apply this generally. Where aehoi
of phrasings appears to be of importance for this
edition, the editor’s selected variant has beedessd

in dotted lines or in small print above the oridina
version. In distinguishing dot and dash, a knowedf
Mozart's practice in articulation provides oriemnat
where the source notation denies us unambiguous
information. Wedges and dots can therefore be
supplied with some certainty throughout, either in
accordance with the source or with the help of
comparisons with analogous or similar passages.

The specification 2 Violé', given in both Mozart's
hand-written catalogue and at the beginning of the
score, has only been adopted in its plural foxfiole’
where the movement in question plausibly calls for
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divisi violas. In these cases, separate note stems have Postscript 1986

accordingly been used, while the violins, whose
chordal passages are usually to be performed ddedou
stops, are notated on single stems. Pulsating -eight
notes, often notated as abbreviatures by Mozawe ha
been written out in all cases in this edition, vezer
pulsating sixteenth-notes have been printed in the
abbreviatures in which they usually appear in the
original.

A final word is called for regarding the editorial
technique with the sketches: in the Appendix, only
those sketches have been printed which can be
securely identified as appertaining to the workshie
present volume — sections crossed out in the aapbgr
or drafts on separate leaves. All dubious sketeimes
outlines for piano concertos, including a concerto
fragment in B KV Appendix 62 (539, which was
very probably an initial idea for the middle moverhe
of KV 491!° and the fragments KV Appendix 58
(488), Appendix 63 (489 and Appendix 64 (488
which could possibly belong to KV 488 appear in
the Appendix to the last volume of Piano Concertos
(V/15/8). The disposition of instruments in the 1gco
has been normalised in the Appendix as well;
otherwise, the sketches have been rendered faythful
following the originals and without making-up.

For generous help of all kinds in the preparatibthis
edition, the editor wishes to thank Prof. Dr. V.
Féderov, Library of the Conservatoire de Musique,
Paris; Prof. Dr. Guglielmo Barblan, Conservatorio
Giuseppe Verdi, Milan; Prof. Adolf Trittinger, Liary

of the Benedictine Monastery of Melk, Lower Austria
Dr. Wilhelm Virneisel, University Library, Tubingen
Director Dr. Martin Cremer, Westdeutsche Bibliothek
Marburg; Music Director Volkmar Mduller-Deck,
Archive of the publisher André, Offenbach; Drs.
Jaroslav Pohanka and Vratislav I8k , Brnn; Dr.
Wolfgang Rehm, Kassel; K. H. Fissl, Vienna; Paul
Badura-Skoda, Vienna; the Chief Editor of the New
Mozart Edition (NMA), Dr. Ernst Fritz Schmid,
Augsburg; the administration of the Manuscript
Department of the British Museum, London; the
University Library, Basel; and the Archive of
Kromer i Castle (Kremsier in Moravia).

Hermann Beck Wirzburg, July, 1959

18 Ct. also:Kéchel-Verzeichnis1947 edition with
Supplement, under KV 491.
7 All the autographs of the fragments named her¢hare

The autographs for the three concertos in thisnaelu
(Quelle A [source A] in each case in tReitischer
Bericht (Critical Report available in German only) are
located today as follows:

KV 488: Bibliotheque nationale Paris (Département d
la Musique); autograph measures from the first
movement (= Source X State Library Berlin —
Prussian Cultural Heritage (Music Collection)

KV 491: British Library, London

KV 503 (with sketch sheet = Source)AState Library
Berlin — Prussian Cultural Heritage (Music Colleai

Accordingly, the corresponding references in the
Foreword, the facsimile legends and tKatischer
Berichtare to be changed.

For the secondary sources listed in tkaetischer
Bericht, those described as “[...] from the possessions
of the former Prussian State Library, Berlin, cothe

in Marburg”, the information should be corrected to
“[...] from the possessions of the former Prussiaatest
Library, Berlin, now in the State Library Berlin —
Prussian Cultural Heritage (Music Collection)”.

Translation: William Buchanan

property of the International Mozart Foundationiz8arg.
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Facs. 1: Folio 1of the Piano Concerto in A KV 488 from the autgdr&ept in the Conservatoire de Musique, Parisp(c8, measures 1-14).
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Facs. 2: Folio 170f the Piano Concerto in C Minor KV 491 from thet@graph kept in the British Museum, London: firstvement, orchestral entry after
the cadenza, with signs pointing out measures iclmith those in the introduction and which tHere do not need to be written out again, and the
beginning of the coda (cf. pp. 120-122, measur@s4®1 and measures 509-514).
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Facs. 3: Folio Z6of the Piano Concerto in C Minor KV 491 from th&@graph kept in the British Museum, London: diéferr versions of the piano part in
the Finale (cf. pp. 138/139, measures 37-48).
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Facs. 4: Folio 5of the Piano Concerto in C KV 503 from the autpirin the State Library Berlin — Prussian Cultuatitage (Music Collection):
beginning of the piano solo in the first movemenoriginal and final versions (cf. pp. 170/171, swaas 88-98).
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Facs. 5: First page of a sketch sheet preservige iState Library Berlin — Prussian Cultural Hegg@gMusic Collection) and belonging to former
possessions of the Prussian State Library, Bestiawing outlines for the Piano Concerto in C KV %608 Appendix Il, pp. 256, 257).




