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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 
 
While the series of Mozart quartets for one wind 
instrument and three string instruments, in part a 
response to the plethora of works of this kind 
disseminated in Mannheim circles, started with the 
Flute Quartet in D (KV 285), written in Mannheim 
at Christmas time 1777 and ended prematurely with 
the Munich Oboe Quartet of 1781, the quintets 
written by the master for one wind instrument and 
four string instruments appeared for the first time in 
the subsequent Vienna period and concluded with 
the Clarinet Quintet, a late work from autumn 1789. 
 

These works also owe their origin to the personal 
friendship of outstanding wind players. 
Unfortunately, we know today only two completed 
works of this genre from Mozart’s hand, the Horn 
Quintet, probably written at the end of 1782, and the 
Clarinet Quintet already mentioned. The genesis of 
the first of these was probably connected with other 
compositional work by the master for French horn, 
intended for the distinguished horn player Ignaz 
Leutgeb (or Leitgeb) (1732–1811). This player was 
initially a member of the Prince-Bishop’s music 
ensemble in Salzburg; there he was very soon one of 
the Mozart family’s circle of friends. As a French 
horn virtuoso, he undertook concert tours from time 
to time. In June 1770 he shared a successful concert 
with the violinist Holzbogen in Frankfurt-on-Main.1 
 

In February 1773 he followed the Mozarts, father 
and son, to Italy, seeking opportunities to be heard 
as a virtuoso on his instrument; in Milan he stayed 
with the well-known painter Martin Knoller, whose 
works include a portrait of Guiseppe Parini, the 
author of the libretto of Mozart’s festal Milan opera, 
Ascanio in Alba.2 In autumn 1777 he moved to 
Vienna, where, with the help of a loan from Leopold 
Mozart, he acquired in a suburb “a little snail’s 
house” with a dairy attached and managed to keep 
himself after a manner. 
 

At an early stage he asked Wolfgang for a horn 
concerto, but, probably because of the latter’s 

                                                 
1 Robert Eitner, Quellenlexikon VI, 122. Whether Leutgeb 
was identical with the horn player of the same name, listed 
as a member of the music ensemble of Prince Joseph 
Friedrich of Saxony and of Hildburghausen by Vienna and 
of Schloßhof in Lower Austria in the 1750s and closely 
associated with, amongst others, Gluck and Dittersdorf, 
must at the moment be left open; C. F. Pohl, Joseph Haydn, 
Bd. I, Leipzig, 1878, p. 115. 
2 Ludwig Schiedermair, Die Briefe W. A. Mozarts und seiner 
Familie, Munich and Leipzig, 1914, Vol. I, 38, 40 (W. A. 
Mozart’s letters, Milan, 5 Dec. 1772, 23 Jan. 1773), Vol. III, 
128, 130, 138, 141, 145ff. (Leopold Mozart’s letters, Milan, 
14 and 28 Nov. 1772, 9 and 23 Jan. 1773, 13 and 20 Febr. 
1773). 

absence on his tour in the west, this was never 
written.3 It is unlikely that Mozart’s first concert 
piece for horn and orchestra, the Rondo in Eb (KV 
371), written in Vienna on 21 March 1781 and 
performed for the first time on 8 April in the same 
year at a musical evening given by Rudolph Joseph, 
Prince Colloredo,4 was intended for Leutgeb, who in 
spring 1800 told Konstanze Mozart that he knew 
nothing of the piece.5 
 

It may have been meant for the Viennese horn 
player Jakob Eisen (1756–1796), whose widow in 
1800 still had in her keeping manuscripts her 
husband had received from Mozart.6 On the other 
hand, Mozart shortly afterwards wrote for Leutgeb 
the Horn Concerto in D (KV 412/386b),7 which J. A. 
André and later Alfred Einstein dated to 1782, 
although the Finale (KV 514) seems only to have 
been finished in April 1787 from the incomplete 
sketches of this movement made in 1782.8 
 

In 1787, Leutgeb became a member of the Vienna 
Musicians’ Society [Tonkünstlersozietät], where he 
is listed as a member of Prince Grassalkovich’s 
court music.9 It is certain that Horn Concertos in Eb 
(KV 417 and 495), dating from 1783 and 1786, were 
written for Leutgeb, with probably a third Concerto 
in Eb (KV 447) being written in 1783. The two 

                                                 
3 Ibid., Vol. III, 279 (Leopold Mozart’s letters, Salzburg 1 
Dec. 1777); Vol. II, 169 (Brief W. A. Mozarts, Vienna, 8 
May 1782). 
4 Erich H. Müller von Asow, Mozartiana, in: Die 
Musikforschung. Year VIII (1955), Issue 1, p. 78. 
5 Emily Anderson, The letters of Mozart & his family, 
London, 1938, Vol. III, Appendix by Cecil B. Oldman, 1482 
(Konstanze Mozart’s letter to J. A. André, Vienna, 31 May 
1800). Alfred Einstein’s remark in KV3, p. 454, is therefore 
probably inaccurate. 
6 Ibid., Vol. III 1482f. (ditto). Concerning Eisen, who was a 
member of the Court Music in Vienna from 1787, cf. 
Ludwig Ritter von Köchel, Die kaiserliche Hof-
Musikkapelle in Wien von 1543–1867, Vienna, 1869, p. 91 
No. 1248, p. 95 No. 1347. 
7 Johann Anton André’s manuscript catalogue of the items 
from  Mozart’s estate in his possession in 1833 (Brit. 
Museum, Add. Ms. 32, 412) lists the piece under No. 191 
and dates it as 1782; the same was already stated in André’s 
marginal note in the manuscript thematic catalogue of the 
Mozart estate by Franz Gleißner (No. 159; André Music 
Archive, Offenbach-on-Main). Cf. also Alfred Einstein in 
KV 3, p. 503. 
8 Alfred Einstein in KV3, p. 502, where, however, it cannot 
be accepted that KV Appendix 98a belongs to this concerto 
on grounds of key. 
9 C. F. Pohl, Denkschrift aus Anlaß des hundertjährigen 
Bestehens der Tonkünstler-Societät, Vienna, 1871, pp. 107, 
121 (No. 146 in both cases); on Leutgeb’s spouse, Franziska 
(† 1828), who appeared in the Mozarts’ correspondence, cf. 
ibid., p. 133, No. 90. 
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autographs KV 412 (386b) and KV 417, which were 
accessible until the end of WW II, show Leutgeb 
suffering patiently the teasing directed at him in 
Mozart’s mischievous remarks. In the final years of 
Mozart’s life, the friendly ties between the master 
and this talented, good-natured man with the healthy 
sense of humor became closer and closer. He was 
amongst the last of the faithful in Mozart’s closest 
circle; he would continue to be mentioned in 
Mozart’s last letters.10 
 

We can join Alfred Einstein in assuming that the 
genesis of the Horn Quintet was in the same period 
in which the draft concerto KV 412 (386b) was 
written for Leutgeb, i.e. in the last months of 1782. 
Unfortunately, we may never be able to be more 
precise about this, as the autograph of the Horn 
Quintet was even missing from what Franz Gleißner 
and Johann Anton André termed Mozart’s estate; it 
must therefore have passed into other hands before 
Mozart’s death. Strangely enough, it later turned up 
in the possession of the London harp maker and 
friend of Beethoven’s, Johann Andreas Stumpff, 
who had a collection of Mozart chamber music 
autographs, mostly acquired from André. Stumpff 
cannot have received this manuscript from André. It 
is possible that he obtained it from an unknown 
owner during a stay in Vienna in 1823. If it was ever 
in Leutgeb’s possession, he must have parted with it 
before 1800, as he maintained in response to 
Konstanze Mozart’s enquiry that he now possessed 
only a copy of the work he had received from 
Mozart. Konstanze sent this copy to André in 
Offenbach in November 1800, having originally 
erroneously thought that the latter had the original 
manuscript;11 the copy has unfortunately never been 
found in the André music archive. Johann Anton 
André must certainly have had it as the basis for his 
parts edition of 1803 (Oeuvre 109), which, along 
with the first edition in 1796, likewise in parts, by 
the Leipzig publishers Schmiedt & Rau,12 provided 
the most important source for the music text in the 
present volume. 
 

The autograph, today untraceable and hardly likely 
to have been the basis for the first edition, was last 
recorded at the auction of the estate of Johann 
Andreas Stumpff in London in 1847, where it was 

                                                 
10 Ludwig Schiedermair, op. cit., Vol. II, pp. 354ff. (W. A. 
Mozart’s letters to Konstanze, Vienna, 8/9 and 14 Oct. 
1791). 
11 Emily Anderson, op. cit., Vol. III, 1482, 1498, 1500 
(Konstanze Mozart’s letters to J. A. André, Vienna, 31 May 
and 26 Nov. 1800); cf. also Alfred Einstein in KV3, p. 504. 
12 The publishers Schmiedt & Rau, who brought out the first 
piano reduction of Mozart’s Idomeneo at about the same 
time, became part of Breitkopf & Härtel as early as 1798; 
Alfred Einstein in KV3, at the bottom of p. 444. 

acquired by another London resident, a Mr. 
Schmidt.13 Since then, nothing more has been seen 
of it. 
 

Soon after the Leipzig first edition of 1796, which 
retained the original scoring, as did André's in 1803, 
an arrangement of the work was published by 
Artaria in Vienna at the end of 1799 as the 8th piece 
in their series of Mozart string quintets, with the 
horn part transferred to the second violoncello. It has 
not been ascertained which original the arrangement 
was based on; but it seems to have been close to 
Leutgeb’s copy. Immediately after the publication, 
Konstanze Mozart emphasised in the letter to Johann 
Anton André which accompanied Leutgeb’s 
authentic copy of the original version, that the 
Artaria version was not by her husband and that the 
relatively rare French horn had been replaced by the 
violoncello for purely practical reasons.14 The 
optional use of either horn or violoncello, which has 
been exercised up to the present day,15 has thus been 
irrefutably shown to be unauthentic.  
 

But even the strings employed in the original 
version provide a small puzzle for us. First of all, it 
is characteristic that the darker timbre of the strings 
is emphasised by using a second viola – instead of a 
second violin such as is used for example in the 
clarinet quintet, where the wind instrument is set 
against the normal quartet. With this change in the 
instrumentation, a more unified, darkly coloured 
string sound with two violas and a bass is obtained, 
while the violin in its isolated register frequently 
appears in alternation with the concertante horn. 
The foundational instrument is described in the first 
print as “Basso”, whereas the early printed edition 
by André, probably based on Leutgeb’s copy, calls 
for “Violoncello”, the term which recurs in the early 
arrangement of the work published by Artaria. It is 
possible that the original plan was for a double-bass, 
which would have meant a further unusual element 
in the sound spectrum of the string group; in view of 
the absence of authentic manuscript sources, this 
question is hard to decide today. It is relevant to 
mention in this context that, in his autograph score 
for the String Quartet in Eb KV 614, in the 

                                                 
13 Paul Graf Waldersee in KV2, p. 384 and Alfred Einstein 
in KV3, p. 504. 
14 Emily Anderson, op. cit., Vol. III 1498 (Konstanze 
Mozart’s letter to J. A. André, Vienna, 26 Nov. 1800). 
Artaria furthermore expanded their arrangement to include 
the 2nd Menuett with Trio from the Wind Serenade Eb (KV 
375) for eight instruments, thus giving the work four 
movements. 
15 Paul Graf Waldersee in KV2, p. 383, and even Alfred 
Einstein later in KV3, p. 503, include in their guidelines for 
instrumentation this misleading phrase: “or instead of the 
horn a second violoncello”. 
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instrumental specifications at the score bracket at the 
beginning of the first movement Mozart scratched 
out the original “Basso” and replaced it by 
“Violoncello”. The extant fragments of the Andante 
Rondo for KV Appendix 91 (516c) and of the Rondo 
KV Appendix 88 (581a) presented in our volume 
designate the lowest part, in contrast, as “Bahs” and 
“Bass” respectively. 
 

The thoroughly concertante horn part occasionally 
exhibits pronounced deviations in our sources, 
amongst which it cannot however always be decided 
which one corresponds to Mozart’s original 
notation. These deviations probably take account of 
the technical capacities of the particular horn player 
for whom the material presented to the publisher or 
the publisher’s redactional intervention was 
intended.16 These also include a number of 
sometimes drastic cuts in the first and last 
movements which originated with the early printed 
edition by André. They seem to offer technical 
simplifications for a clearly orchestral horn player, 
for whose purposes individual passages have also 
seem to have been changed. Such divergences are of 
major significance for practical performance and 
have been elucidated in footnotes in our edition; for 
these and for passages sometimes involving the 
other instruments, the table of readings in the 
Kritischer Bericht [Critical Report, available in 
German only] should be consulted. In measure 126 
of the Finale, a suggestion has been made in a 
footnote for an ornament at the fermata in the horn 
part, as was the normal practice of the day. A similar 
passage is to be found in the middle movement, 
measures 102–107. This passage is of significance 
for the dating of the work, as it contains a clear 
reference to the material at the fermata in the 
Andante episode in the overture to the Abduction 
from the Serail KV 384, or of the corresponding 
passage in the first Belmonte aria in this work 
premièred on 16 July 1782, only a few months 
before the supposed genesis of the Horn Quintet. 
Finally, attention should be drawn to the suite-like 
thematic relationship between the main ideas of the 
2nd and 3rd movements, already recognised at an 
earlier date by Rudolf Gerber.17 
 

Similar difficulties were encountered in the source 
situation for the clarinet, whose autograph has 
likewise been missing for a long time. It was at least 
easy in this case to date the work, inasmuch as the 
work had already come into being during the time 
that Mozart kept his own work catalogue, where the 
                                                 
16 On this cf. as a parallel case the study by George Dazeley, 
The original text of Mozart's Clarinet Concerto, in: The 
Music Review, Vol. IX, 1948, No. 3, p. 166ff. 
17 Cf. his edition of the work, Edition Eulenburg No. 347 
(1936), Preface, pp. I and III respectively. 

relevant details were entered in his own hand. 
According to this, the composition was completed at 
Michaelmas 1789, immediately preceding the 
master’s work on Cosi fan tutte. The work was 
intended for his Viennese friend, the excellent 
clarinetist and basset horn player Anton Stadler 
(1753–1812), for which reason Mozart himself 
occasionally called it “Stadler’s quintet”.18 Stadler 
and his younger brother Johann were originally 
clarinetists in the service of the Russian ambassador 
to the Court in Vienna, Prince Gallitzin; as early as 
1773, they took part in a concert of the Vienna 
Musicians’ Society, for whose projects they were 
often engaged as soloists from 1789.19 In 1787, both 
of them were employed, as the first clarinetists ever 
in this institution, in the music ensemble at the 
Imperial Court in Vienna, to which they belonged 
until their deaths. Anton took his pension in 1799.20 
He had also been very actively involved in 
improvements to his instrument. In March 1784, he 
appeared in a musical evening at the Burgtheater in 
which “a great music for wind instruments of a quite 
special kind, composed by Mr. Mozart” was 
performed, probably the great Wind Serenade KV 
361/370a.21 In another musical evening in the 
Burgtheater, he played on 20 February 1788 a 
concerto on a “bass clarinet” which was described 
on this occasion as “a new invention and creation of 
the Court Musical Instrument Maker Theodor Lotz” 
and which represented a clarinet with a bass range 
extended by two tones.22 This construction by Lotz 
seems to have been improved further by Anton 
Stadler at a later date. In 1801, he played a concert 
in Vienna on a “clarinet with alteration” constructed 
by himself, i.e. on an instrument whose range had 
been extended downwards by the notated pitches d# 
(eb), d, c# (db) and c. Ernst Ludwig Gerber describes 
it, on the basis of Bertuch’s Journal des Luxus and 
der Moden, as follows: “In its invention, this 
alteration consists in the fact that the bore does not 

                                                 
18 Ludwig Schiedermair, op. cit., Vol. II, p. 312 (Mozart’s 
letter to Johann Michael Puchberg, Vienna, 8 April 1790). 
On the unedifying role played by Stadler as a dubious friend 
of Mozart’s in the latter’s final years, cf. Abert/Jahn, W. A. 
Mozart, Vol. II, Leipzig, 1923, pp. 1032f. 
19 C. F. Pohl, Denkschrift, op. cit., pp. 63, 65, 67, 91. 
20 Ludwig Ritter von Köchel, Die kaiserliche Hof-
Musikkapelle, op. cit., pp. 26, 91, 94. 
21 Generously communicated by Prof. O. E. Deutsch of 
Vienna, indicating his different interpretation of the note in 
C. F. Pohl, Joseph Haydn, Vol. II, Leipzig, 1882, p. 142. 
The Stadler brothers probably played the basset horn parts 
on this occasion. 
22 C. F. Pohl, Joseph Haydn, Vol. II, p. 143. Theodor Lotz 
was Austrian Imperial and Royal Court Instrument 
Constructor, supposedly the inventor of the basset horn; he 
lived in Bratislava and Vienna. Instruments of his have been 
preserved in various collections. 
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run through continuously to the opening, as is usual, 
but in the last quarter of the instrument passes 
through a cross-pipe, bent outwards, to the opening. 
With this, the instrument not only receives more 
depth, but also shows in these latter tones a great 
similarity to the French horn.”23 As late as 1805, 
Stadler played “on a clarinet invented by himself” in 
a musical evening under the auspices of the 
Musicians’ Society.24 
 

His experiments seem to go back considerable 
further, however. Ernst Ludwig Gerber’s 
Musiklexikon had already reported in 1792 that the 
Stadler brothers had built a clarinet with a range 
extending down to a notated c (instead of the 
previous e),25 while the one constructed by Lotz 
apparently went down only to d and d# (eb). 
 

It is very probable that Mozart’s Clarinet Quintet, 
which had its première on 22 December 1789 at a 
musical evening of the Musicians’ Society in the old 
Vienna Burgtheater, with Anton Stadler at the 
clarinet desk and with the violinist Joseph Zistler, 
who was a favorite of Haydn’s, at the leader’s 
desk.26 The version heard was the original, now 
unfortunately lost, intended for Stadler’s newly 
constructed instrument, for which Ji� i Kratochvíl has 
suggested the designation basset clarinet.27 

Kratochvíl has offered perspicuous grounds for his 
proposal, e.g. that the up-beat to measures 9 and 43 
of Trio II must originally have been notated in 
analogy with the up-beats to measures 46 and 48 
and, consistent with the range of the basset clarinet, 
with two eighth-notes of a rising chord (notated d–f) 
and that the triplets in the sources available to us 
represent a later re-working taking account of the 
range of a normal clarinet. He draws corresponding 
conclusions regarding measures 1 and 13 of 
Variation IV in the Finale, where the sixteenth-note 
figure on the second quarter-note was probably 
notated an octave lower in analogy with the figure in 
measures 2 and 14. 
 

Prior to Kratochvíl, George Dazeley had looked into 
the same problem, but with an inclination towards 

                                                 
23 Rudolf Tenschert, Fragment eines Klarinetten-Quintetts 
von W. A. Mozart, in: Zeitschrift für Musikwissenschaft XIII, 
(1930/31), p. 221. 
24 C. F. Pohl, Denkschrift, op. cit., p. 67. 
25 Ji� i Kratochvíl, Betrachtungen über die ursprüngliche 
Fassung des Konzerts für Klarinette und des Quintetts für 
Klarinette und Streicher von W. A. Mozart, lecture at the 
International Mozart Congress in Prague, June, 1956 
(Congress Report, currently in printing). 
26 The Quintet was performed as an intermezzo in Vincenzo 
Righini’s dramatic cantata Il Natale d'Apollo. C. F. Pohl, 
Denkschrift, op. cit., p. 63. On Zistler cf. Erich Schenk, W. 
A. Mozart, Zurich/Leipzig/Vienna, 1955, p. 728. 
27 Ji� i Kratochvíl, op. cit. 

the supposition that KV 581, like the clarinet 
concerto, was originally intended for basset horn.28 
Besides the reasons already outlined above, he 
supported his supposition with a series of other 
passages which may originally have been notated 
lower, usually including a notated low c (on the 
clarinet in A = sounding a), before being changed to 
suit the clarinet in order to make the work accessible 
to wider circles. In the argumentation, he leaves the 
possibility open that the changes may have been 
made by Mozart himself. The passages quoted by 
Dazeley are the following: 
 

1st movement:  measures 41, 99–110, 114, 
   185, 187, 196–197. 
 

Finale:   Var. I, measures 3, 7, 13, 14. 
Var. II, measures 8, 16. 
Var. III, measures 8, 16. 
Var. IV, measures 3, 16. 

 

Allegro:  measure 36. 
 

In the absence of the original manuscript, these 
questions, convincing as Dazeley’s solutions are, 
can hardly be decided in each individual case. It is 
very easy, however, to go along with Kratochvíl’s 
argument that KV 581 must have been written for 
Stadler’s basset clarinet. This received further 
support from a successful experiment in 
performance practice. In 1951, the Prague 
Conservatory had the lower part of a clarinet in A 
fitted with the “basset keys” for c, c#, d and d#. It 
was on an instrument of this kind, used in the same 
year for a performance of Mozart’s clarinet concerto 
in what was probably the original version,29 that the 
participants at the International Mozart Conference 
in Prague in June 1956 heard a very convincing 
rendering of the Clarinet Quintet in what was 
likewise probably the original version. Dazeley’s 
view that the intended instrument was a basset horn 
thus becomes less probable. 
 

The autograph of the Clarinet Quintet KV 581, 
along with other Mozart manuscripts, was probably 
initially in the possession of Anton Stadler. Whether 
it was in that suitcase that he is said to have lost 
either through robbery or as a pledge is unclear; it 
was later possibly owned by Mozart’s Viennese 
friend Johann Michael Puchberg.30 In any case it has 
been lost for a long time, and was known neither to 
Köchel nor to the editors of the Breitkopf Mozart 
Complete Edition. The sources used for the present 
edition therefore had to be limited to the earliest 

                                                 
28 George Dazeley, op. cit. 
29 Ji� i Kratochvíl, op. cit. 
30 Emily Anderson, op. cit., Vol. III, 1478f., 1504 
(Konstanze Mozart’s letters to J. A. André, Vienna, 31 May 
1800 and 4 March 1801). 
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prints extant. Eminent amongst those available were 
the first edition, published by J. A. André in 
Offenbach in 1802 (Oeuvre 108) and a further 
edition of a set of parts published by Artaria in 
Vienna still in the same year. For details the 
Kritischer Bericht and table of readings given there 
should be consulted. 
 

Amongst these readings are also the various 
indications of tempo and time signature for the first 
movement that have come down to us; our edition 
follows in this question the information in Mozart’s 
handwritten work catalogue. In the Finale, Var. II, 
in the first violin, the sixteenth-notes in the up-beats 
following the double-dotted quarter-notes or dotted 
eighth-notes in measures 1, 3, 5, 7, 13 and 15 are to 
be played in such a way that they coincide with the 
last note, placed below them, of the accompanying 
triplets in the middle parts. The same is true of the 
metrical subdivisions of the first violin part in 2, 4, 
6, 8, 14, 16 and clarinet part in measures 8 and 16. 
In the Adagio variation, the fermata in the clarinet 
part (measure 21) must, according to the practice of 
the time, be embellished; a suggested realisation is 
provided as a footnote. 
 

In two passages in the work we are reminded clearly 
of earlier compositions by Mozart. In measures 80ff 
of the slow movement, there is a remarkable 
reminiscence of the final sounds of the tutti sections 
in the slow movement of the Sinfonia Concertante 
for four Wind Instruments and Orchestra, KV 
Appendix 9 (297b), from the Paris period (1778); the 
analogous passages here are measures 46ff and 
114ff. Measures 17–18 of Variation IV recall 
perceptibly the “curtain” before the Coda in the 
Romance in the Kleine Nachtmusik KV 525 
(measures 66–67) of the year 1787. 
 

The last of these reminiscences points to the year in 
which, according to Alfred Einstein’s conjecture, the 
first of Mozart’s extant sketches for a Clarinet 
Quintet in Bb were made (Fragments I and II in the 
Appendix of the present volume). It is possible that 
the reminiscence comes from another draft, dating 
from the same year and now lost, for this Quintet. 
Sidney Newman reminds us that the complete 
autograph of Mozart’s String Quintet in G minor 
KV 516, once in the Prussian State Library in Berlin 
and now lost, displayed the crossed-out autograph 
instrument specification of a clarinet in Bb at the 
beginning of the top staff of the first staff system: 
“ in Bb: Clarinetto”.31 The leaf in question was 

                                                 
31 On this cf. the facsimile in: Marcia Davenport, Mozart, 
New York 1932, p. 279. The veracity of Newman’s 
statement that the clefs and instrument specifications had 
been “amended – in fact overwritten – by the composer” 
cannot be confirmed here; cf. Sidney Newman, Mozart's G 

therefore initially intended by Mozart, before he 
settled on the final version of the String Quintet 
(completed, according to his handwritten work 
catalogue, on 16 May 1787), as part of a projected 
sketch of a Clarinet Quintet, probably in Bb. 
 
For the fragments grouped together in the Appendix, 
the autographs were available as either originals or 
photocopies. Fragment I, KV Appendix 91 (516c), 
may originally have been longer, and the relevant 
movement may indeed have been complete, as the 
notation that has come down to us is not sketched 
but is entirely finished in all staves; furthermore, it 
breaks off abruptly with the end of the fourth page, 
with ties in the upper parts indicating a continuation 
in the next, lost measure which must have been at 
the top of a fifth page. Even Nissen knew the 
manuscript only in this form and voiced the opinion 
that the piece was probably originally complete (cf. 
the Kritischer Bericht). 
 

Fragment II may have been part of a complete 
concept for a Clarinet Quintet in Bb, representing its 
first movement; it also offers the complete notation 
of the first period of a slow movement in Eb in rondo 
form and for the same scoring. This little piece, 
never previously printed, received no number of its 
own in Köchel/Einstein; it is only referred to in the 
footnote to KV Appendix 91 (516c) and was 
rediscovered by Sidney Newman.32 Further drafts, 
notated on the same leaf as this Andante, date from 
the year 1787, which rightly persuaded Alfred 
Einstein to date the Allegro in Bb (Fragment I) to the 
same year. 
 

This hypothesis has recently also received support 
from Sidney Newman’s examination of the 
autograph of KV 516. Newman further surmises 
that, at the time that the String Quintets KV 515 and 
516 were being written, Mozart was planning a total 
of three quintets, the third of which was to be the 
Clarinet Quintet in Bb that we know only from 
fragments and drafts. In the Clarinet Quintet in A of 
September 1789, however, he sees a piece from a 
planned “second set of three quintets”, a group 
which then be completed by including the late String 
Quintets in D (KV 593, December 1790) and in Eb 
(KV 614, April 1791).33 In view of the wide 
chronological separation between the genesis of the 
Clarinet Quintet and the last two String Quintets, 
this last conclusion must be regarded as too bold. 

                                                                                   
minor Quintet (K. 516) and its Relationship to the G minor 
Symphony (K. 550), The Music Review, Vol. XVII, No. 4, 
November 1956, p. 292. Definitive clef and instrumentation 
directions are not to be found on either the correction or the 
erasure. 
32 Sidney Newman, op. cit., p. 294. 
33 Ibid., p. 292. 
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Regarding the Allegro KV Appendix 91 (516c), 
Einstein comments that the frequent use here of the 
bass clef in the clarinet part is also encountered in 
the notation in the opera Titus. On this point, it can 
be added that it appears again in Fragment IV in our 
volume (KV Appendix 88/581a). It is remarkable 
how inconsistent Mozart’s notation seems to be in 
measures 84 and 86 of Fragment I, where the bass 
clef is probably to be read untransposed in the first 
case and with an octave transposition upwards in the 
latter case; on this cf. the Kritischer Bericht. For a 
clarinet, even for Stadler’s basset clarinet, the first 
of these passages could hardly have been playable 
(sounding F), but no doubt possible for a basset horn 
in Bb. The evidence against this solution is the 
direction in Mozart’s own hand, even if it is visibly 
a later addition, “Clarinetto in Bb” in front of the 
first score bracket; this specification recurs in 
Fragment II. Mozart probably had a basset horn in 
mind while writing it out the first time and decided 
later to replace it by a clarinet, but then did not 
really carry out the necessary changes in measure 
84. His notation in measures 54–60 and 86 reckons 
with the octave transposition upwards he normally 
implies in passages for the basset horn written in 
bass clef (cf. e.g. measures 23, 27, 37–42, 97–99 in 
the piece KV Appendix 90/580b printed here in the 
Appendix as Fragment III). The fragment of a 
quintet movement in F, KV Appendix 90 (580b), 
published as Fragment III in the Appendix of the 
present volume, was placed by Alfred Einstein, on 
the basis of “external and interior features”, in 
proximity to the completed Clarinet Quintet, i.e. in 
the autumn of 1789. It was probably planned that 
both Stadler brothers should participate in the 
performance: at any rate, Mozart provides with the 
basset horn a very concertante counterpart to the 
concerto-like clarinet. But violin and viola also 
come into prominence with concertante roles in this 
highly inventive and very colourfully instrumented 
draft. The piece breaks off at the double barline even 
before reaching the end of the page, so there never 
was a continuation; in the course of the extant 
notation, the accompanying instrumental parts are 
often left blank. It is remarkable that in measures 
44ff a reminiscence of the instrumental introduction 
to the Incarnatus of the great Mass in C minor KV 
427 (417a) of 1782/83 is discernible. This fragment 
appears here for the first time in print. 
 

Without doubt an integral part of the preparatory 
work for the completed Clarinet Quintet KV 581, 
the fragment of a Rondo-Finale in A KV Appendix 
88 (581a) is presented in print for the first time in the 
present volume (Fragment IV). Rudolf Tenschert 
first examined this piece in a little study published 
some time ago. He ascertained that the first ten 

measures of the theme recur, quoted almost literally, 
as the theme of Ferrando’s aria “Ah, lo veggio, quell' 
anima bella al mio pianto resister non sà” (KV 588 
No. 24) in Cosi fan tutte, and that the 
accompaniment contained in the aria, put into a 
corresponding form, could be considered valid for 
the clarinet melody in the fragment, which is notated 
very patchily.34 He also points out Mozart’s strange 
original notation for the clarinet in measures 51ff., 
where the typical leaps he liked to write for this 
instrument, from the soprano register to the 
chalumeau register, but then also quite normal 
running figures in the middle and high registers, are 
set in the most varied clefs. The performer is thus 
confronted with a very confusing picture, described 
aptly by Tenschert as a witty trip-wire for his friend 
Anton Stadler; on this cf. the Kritischer Bericht. In 
these leaps, the lowest clarinet note in the piece is 
reached, in measure 59, the written eb (notated an 
octave lower as Eb in the bass clef). The instrument 
involved must therefore again be Stadler’s basset 
clarinet or its precursor in the form developed by 
Theodor Lotz. 
 

The decision as to whether the fragment or the aria 
came first was left open by Tenschert. Alfred 
Einstein, however, sees in the fragment a rejected 
version of the Finale of the Clarinet Quintet 
completed at the end of September and offers 
convincing reasons (KV3 p. 732) for placing the 
genesis of the fragment in September 1789, as 
opposed to the year 1781 proposed by Mena 
Blaschitz.35 The plausibility of Einstein’s conjecture 
can be considered supported by identifiable melodic 
and rhythmic connections between the motif taken 
up by the violin in measures 41, 43 and 45 of the 
fragments and a corresponding motif in the first 
movement of the Clarinet Quintet KV 581 (clarinet, 
measures 19, 35, 37, 126, 140; violin, measure 142; 
violoncello, measures 26, 132). Mozart’s work on 
Cosi fan tutte started at the beginning of October 
1789.36 In composing the aria, he no doubt recalled 
his rejected sketch for the Finale of the Clarinet 
Quintet. Regarding tempo and affect of the Rondo, 
the marking of the aria as “Allegretto (lietissimo)” 
may provide enlightenment; the time signature there 
is given by the alla breve sign. 
 

The notation of the Rondo fragment breaks off at the 
end of the 4th page. It is possible that there was a 
continuation of the sketch which has been lost, but 
even Nissen knew nothing more than we do today.37 
                                                 
34 Rudolf Tenschert, op. cit., pp. 218ff. 
35 Mena Blaschitz, Die Salzburger Mozart-Fragmente, type-
written dissertation, Bonn, 1926. 
36 Erich Schenk, op. cit., p. 727. 
37 Georg Nikolaus von Nissen, Biographie W. A. Mozarts, 
Leipzig, 1828, Appendix p. 17, No. 5. 
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An attempt at completion was made by Otto Bach in 
1870.38 Köchel mentioned even in his first edition 
(1862), under KV Appendix 89, the following little 
piece: “Rondo for Clarinet, 2 Violins, Viola, 
Violoncell. Eb major. Andante. 3/4 7 measures. 
Autograph: In the possession of Jul. André in 
Frankfurt on Main (1860).” Alfred Einstein retained 
this note in the same place in his revision of the 
Köchel catalogue. In the titles of the movements 
(Andante and Rondo) and also in the key (Eb), this 
fragment agrees with Fragment II in the Appendix 
of the present volume, but this does not apply to the 
time signature (3/4 instead of 2/4) and length (7 
instead of 8 measures). The question therefore 
remains whether Köchel made an error regarding 
key and length or whether the fragment in question 
is another, of which we can find absolutely no trace. 
The sketch sheet, today in Tokyo and in which our 
Fragment II is contained, came at any rate from 
André’s possessions (Auction 55 of the firm Leo 
Liepmannssohn, Berlin, No. 28). 
 

In the present edition, the cautionary accidentals in 
the originals have been removed wherever they did 
not seem especially justified by their context. 
Abbreviations for pulsating eighth and sixteenth-
notes have generally been left, unless a particular 
reason prompted their resolution (as, for example, in 
KV Appendix 90/580b, violoncello, measures 19–
21, 24–25). “Spectacles” ( etc.), occurring above 
all in the Larghetto of KV 581 in the printed 
editions (violin I, measures 51–52, 55, 60–62, 64 in 
André’s first printed edition and in the early print by 
Artaria; violin II measures 2, 5, 14, 41, 60, 64 in the 
latter only) were resolved tacitly. Dots indicating the 
prolongation of notes over a barline (such as in 
measures 184/185 in violin II in the 1st movement 
of KV 581, or in measures 44/45 and 45/46 in violin 
I in KV Appendix 90/580b) have been transcribed 
using the modern notation. Combined slurs and ties, 

in most cases notated by Mozart as follows ( ), 
have been rewritten, unless particular circumstances 

spoke against it, in today’s normal notation ( ), 
which, incidentally, was also occasionally used by 
Mozart himself. The multiple note-stems for double-
stops in the violins, which Mozart mostly used in his 
chamber music for solo instruments as well, (cf. e.g. 
the end of measure 7 in the viola in the facsimile of 
the 1st page in KV Appendix 90/580b), have been 
replaced, in keeping with modern practice, with 
single stems. It is especially important to note that 
the larger-sized engraved staccato wedges, which 
reproduce those in the originals, must under no 
circumstances be allowed to mislead the modern 
                                                 
38 Transmitted in two manuscript scores in the Austrian 
National Library, Vienna, S. m. 9344 and 9347. 

performer into a robust execution. For practicing 
musicians of the day, this sign was universally 
understood in the sense of a springy and pronounced 
staccato, but without any trace of roughness. It was 
only in the course of the 19th century that it was 
finally supplanted by the then re-defined staccato 
dot as the standard staccato marking, whereas 
Mozart generally only used the dot in connection 
with a phrasing mark, i.e. as a portato sign 
indicating a less pronounced, light lifting of the 
bow. In the music of the Romantic period, the 
staccato dot took on in many cases a belittling, 
scherzando significance, often contrary to Mozart’s 
use of the sign (wedge or dash), giving rise, up to 
the present day, to confusion in the concert hall 
regarding the realisation of the original articulation 
of Mozart’s works, a confusion not less than that 
which can arise from misinterpreting Mozart’s 
wedge (dash) in a sense implied by their use in 
Reger’s or Bruckner’s scores. 
 

Furthermore, Mozart’s wedge (dash) can imply 
accentuation, thus coming nearer to the Romantic 
understanding of the wedge. This is true for certain 
characteristic  passages in the present volume, such 
as the following: KV 581, Larghetto, measure 22 
(72), violin I. KV Appendix 88 (581a) measures 41–
54, violin I; here there is a clear distinction in 
Mozart’s handwriting between wedges and dots. 
 

With works that have been transmitted only in 
posthumous printed editions, the choice of staccato 
marks, often more or less randomly varying between 
wedge and dot, frequently presents problems. In the 
Horn Quintet, the differentiation between wedge and 
dot was generally decided following the first printed 
edition. Obvious engraving errors in the originals 
have been ignored.  
 

It is my pleasant duty to express here my sincere 
thanks to persons and institutions who have advanced 
this publication by making sources available and by 
generous support in other ways: Mme. Renée P. M. 
Masson, Library of the Conservatoire de Musique in 
Paris; President Toshitatsu Mayeda of the Mayeda 
Ikutoku Foundation in Tokyo; Prof. Dr. Sidney 
Newman in Edinburgh; Dr. Tyszko, Music Department 
of the German State Library in Berlin; the International  
Mozart Foundation in Salzburg (Prof. Dr. Géza Rech); 
Dr. h. c. Anthony van Hoboken in Ascona; His Grace 
Prelate Leopold Hager, Provost of the Monastery of 
the Augustine Canons in St. Florian, Upper Austria; 
Dr. Wilhelm Virneisel in Tübingen; Ms. Marta Walter 
in Basel and my dear friend Music Director Ernst Hess 
in Zurich. 
 
Ernst Fritz Schmid    Augsburg, July, 1958  
 
 

Translation: William Buchanan  
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Facs. 1: Mozart’s entry relating to the Clarinet Quintet in A KV 581 in the Catalogue of all my works from the month February 1784 to the month … 1 … , 
leaf 22v/23r after the autograph in the possession of Ms. Eva Alberman, London. 

 

 
 

Facs. 2: Title page of the first edition (André, 1802) of the Clarinet Quintet in A KV 581 after a copy in the possession of Dr. Anthony van Hoboken, 
Ascona. 
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Facs. 3: First page of the fragment of a Clarinet Quintet in Bb KV Appendix 91 (516c) after the autograph in the possession of the Library of the 
Conservatoire de Musique, Paris (Ms. 262); cf. p. 41, mm. 1–28. 
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Facs. 4: Second page of a sketch sheet with ideas for an opera and the fragment of an “Andante Rondo” in Eb for Clarinet and String Quartet (for KV 
Appendix 91/516c?) after the autograph in the possession of Mayeda Ikutoku Foundation, Tokyo, Japan; cf. p. 44, mm. 1–8. 
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Facs. 5: First page of the fragment of a Quintet in F for Clarinet, Basset Horn and String Trio KV Appendix 90 (580b) after the autograph in the possession 
of the State Library Berlin; cf. pp. 45/46, mm. 1–19. 
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Facs. 6: Third page of the fragment of a Clarinet Quintet in A KV Appendix 88 (581a) after the autograph in the possession of the International Mozart 
Foundation, Salzburg; cf. pp. 51/52, mm. 45–65. 


