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EDITORIAL PRINCIPLES 

 

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

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

modern notation  etc.; if a grace note of this 
kind should be interpreted as � short�  an additional 
indication � �  is given over the relevant grace note. 
Missing slurs at grace notes or grace note groups as 
well as articulation signs on ornamental notes have 
generally been added without comment. Dynamic 
markings are rendered in the modern form, e.g. f and p 
instead of for: and pia:  
  The texts of vocal works have been 
adjusted following modern orthography. The realisation 
of the bass continuo, in small print, is as a rule only 
provided for secco recitatives. For any editorial 
departures from these guidelines refer to the relevant 
Foreword and to the Critical Commentary in German.  
  A comprehensive representation of the 
editorial guidelines for the NMA (3rd version, 1962) 
has been published in Editionsrichtlinien musikalischer 
Denkmäler und Gesamtausgaben [Editorial Guidelines 
for Musical Heritage and Complete Editions]. 
Commissioned by the Gesellschaft für Forschung and 
edited by Georg von Dadelsen, Kassel etc., 1963, pp. 
99-129. Offprints of this as well as the Bericht über die 
Mitarbeitertagung und Kassel, 29. – 30. 1981, 
published privately in 1984, can be obtained from the 
Editorial Board of the NMA.          The Editorial Board 
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FOREWORD 
 
The partsongs by Mozart collected in this volume 
have in common that they are small-scale forms. 
Their instrumental accompaniments also remain 
modest in their dimensions, but have a tendency – 
particularly when wind instruments are involved – 
towards strongly expressive, almost experimental 
sonorities. The texts are secular, with the exception 
of the little motet “God is our refuge” KV 20, 
composed on a text from the Psalms of David in 
English; this piece cannot however be counted as 
one of Mozart’s works for church use and is 
therefore rightly included in this volume. Although 
Mozart’s partsongs, written over a period of more 
than twenty years (1765 to 1788), do not form a 
homogeneous work group in which specific 
developments in form or genre can be traced, they 
do nevertheless share a few features which separate 
them clearly from the master’s other single pieces 
for several voices in operatic or cantata-like style.  
 
The most weighty group within the partsongs is 
formed by the convivial songs (trios), represented by 
the Sechs Notturni [Six Nocturnes] KV 439, 438, 
436, 437, 346 (439a), 549 and the Bandel-Terzett 
[Ribbon Trio] KV 441 of 1783 and 1788 
respectively (see below on the supposed and 
therefore debatable dating of the Notturni Nos. 1–5 
and of the Bandel-Terzett). The compositions were 
due to the close ties of friendship between the 
Mozart and Jacquin1 families in Vienna and were no 
doubt primarily intended for Mozart and his circle of 
friends. This may also be the reason why none of the 
pieces was printed during Mozart’s lifetime; even 
the copies seem hardly to have been known outside 
the original intimate circle. Although these 
compositions can on the whole be classified as so-
called occasional works, they do reflect Mozart’s 
probing of the problems of three-voice composition. 
It is probably not coincidental that the five three-part 
Bläserdivertimenti [Divertimentos for Wind 
Instruments] KV 439b (likewise supposed to have 
been composed in 1783) have features in common 
with the Sechs Notturni, most apparent in the slow 
movements of the Divertimentos for Wind 
Instruments, as a comparison between the Larghetto 
from the second Divertimento for Wind Instruments 
KV 439b and the trio “Ecco quel fiero istante” KV 

                                                 
1 On this cf. Hedwig Kraus, W. A. Mozart und die 
Familie Jacquin, in: Zeitschrift für Musikwissenschaft 
XV (1933), pp. 155ff., and Stefan Kunze, Die Arie KV 
621a von W. A. Mozart und Emilian Gottfried von 
Jacquin, in: Mozart-Jahrbuch 1967, Salzburg, 1968, pp. 
205ff. 

436 shows.2 Further stylistic relationships exist with 
the Wind Quintet KV 452 (1784) and with the Wind 
Serenades KV 375 and 388 (384a) of 1781/82. 
Finally, the striking internal and external links 
between the two Nocturnes KV 437, 438 and the 
little Garden Serenade “Secondate, aurete amiche” 
in Così fan tutte (Akt II, No. 21) should be noted. 
 
A second group of partsongs in this volume is 
formed by the two Masonic Songs KV 483 and 484 
of the year 1785. The three-voice texture is limited 
in this case to the sections for male voice choir 
which round off the solo sections. These songs, 
which gain a certain solemnity from the organ 
accompaniment, were obviously highly valued in 
Freemason circles. They were amongst the Masonic 
compositions received by the Swedish ambassador 
in Vienna, Fredrik Samuel Silverstolpe, from 
Constanze as a present for Duke Karl, the brother of 
Gustav III and leader of the Freemasons in Sweden.3 
Lying outside the two groups of partsongs 
mentioned is the early work KV 20, “God is our 
refuge”, a four-voice a capella chorus in motet 
form. 
 
The other independent compositions in this volume 
are fragmentary and are therefore placed, along with 
the autograph outline and autograph score fragment 
of the Ribbon Trio and the outlines of the Nocturnes 
KV 438 and 436, in the Appendix. There we also 
place the little duet KV Appendix 24a (43a) for two 
sopranos, an autograph fragment transmitting only 
the vocal parts with one stanza of the text. Another 
fragmentary outline printed in the Appendix, the trio 
KV 532, without text and with only incomplete 
instrumental parts, is associated in the Mozart 
literature with the time spent in Vienna by a friend 
of Mozart’s, the singer Michael Kelly, from whom 
Mozart apparently took the melody and practically 
only revised it (in this regard cf. below and also the 
footnote to KV 532 in KV6, p. 604). Finally, the 
Appendix also contains the light-hearted quartet 
“Caro mio Druck und Schluck” [(German / Italian 
nonsense text: “My dear press and swallow”] KV 
Appendix 5 (571a), for which the (piano?) 

                                                 
2 Information generously supplied by Dr. Ernst Fritz 
Schmid (†). 
3 C.-G. Stellan Mörner, Johan Wikmanson und die 
Brüder Silverstolpe (Diss.), Stockholm, 1952, p. 338. – 
Besides this, the Duke received copies of KV 471 (Die 
Maurerfreude [Masons’ joy]) and of the Masonic cantata 
KV 623 (“Laut verkünde unsre Freude” [“ Proclaim 
loudly our joy”]).  
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accompaniment is obviously missing, even if 
Constanze Mozart declared in 1799 that this 
“companion-piece to the Ribbon Trio” does not 
require a bass-line.4 
 
At this point we should also mention the 
untraceable, fragmentary duet “Ich nenne dich, ohn' 
es zu wissen” [“ I speak your name without knowing 
it”] KV Appendix 24 (KV6: 626b/26) for two 
sopranos with piano accompaniment, which likewise 
belongs to the category of composition covered by 
this volume. We know of its existence only through 
Constanze’s detailed “Report on the fragments left 
by Mozart” to Breitkopf & Härtel of 1 March 1800, 
where we read: “X The beginning of a duet for 2 
sopranos: Ich nenne dich, ohn' es zu wissen, with 
piano accompaniment; 27 measures.”5 The 
beginning of the text points to the poem Amynt und 
Doris from the collection Scherzhafte Lieder 
[Humorous Songs] of 1758 by Christian Felix 
Weiße, four of whose texts had already been set by 
Mozart as the songs KV 472–474 and 518.6 
 
The authenticity of the Masonic song “Laßt uns mit 
geschlungnen Händen” [“ Let us with joined hands”] 
KV 623a, published as early as 1792 as an appendix 
to the Freimaurerkantate [Masonic Cantata] KV 
623 and today used as the Austrian Federal Hymn, 
has with good reason been called into question for 
some time now. The doubts concerning its 
authenticity were discussed thoroughly in the 
Kritischer Bericht [Critical Report, available in 
German only] of the volume Songs (NMA III/8) in 
1963, and it must likewise be excluded from the 
present volume for the same reasons. Finally, we 
point out that some pieces passed off as Mozart and 
some doubtful pieces will have to be discussed. 

                                                 
4 Mozart. Briefe und Aufzeichnungen. Complete edition, 
ed. by the Internationale Stiftung Mozarteum Salzburg, 
compiled and elucidated by Wilhelm A. Bauer and Otto 
Erich Deutsch (= Bauer-Deutsch), 4 volumes, Kassel etc., 
1962/63, vol. IV, No. 1245 (to Breitkopf & Härtel, 15 
June 1799), p. 244, lines 18–19. Cf. also Constanze 
Mozart’s letter of 25 May 1799 an Breitkopf & Härtel, in 
which we read (Bauer–Deutsch IV, No. 1243, p. 237, 
lines 32–34): “[. . .] and a companion-piece to the Ribbon 
Trio: Caro mio druk und Schluck for 4 voices [. . .] but 
set only for voices [. . .]”; in the “postscript” of the same 
letter, Constanze writes (p. 240, lines 136–137): 
“Regarding the companion-piece to the Ribbon Trio, I 
have asked Beethoven to set the bass”, which the latter 
obviously had not down. 
5 Bauer-Deutsch IV, No. 1288, p. 329, lines 198–199. Cf. 
also Georg Nikolaus Nissen, Biographie W. A. Mozart's, 
Leipzig, 1828, Appendix, p. 19, No. 11. 
6 NMA III/8, Nos. 12–14 and 19. 

 
Genesis, transmission and editing of the individual 
works 
 
The motet “God is our Refuge” KV 20 (= I) was 
written by Mozart at the age of ten during his stay in 
London in the summer of 1765. Leopold Mozart 
donated the autograph, together with other printed 
works by his son, to the British Museum, where it is 
still kept. Nissen reported that “The Museum 
Britannicum has managed not only to beg into its 
possession the sonatas printed in Paris and here 
[=KV 6–15], along with the family portraits sent to 
them, in order to add the same to the rareties of its 
collection so worthy of wonder, but has also 
received, in answer to their request, some original 
manuscripts by this child-prodigy, including a little 
chorus for four voices on an English text [= KV 
20].”7 – KV 20 seems to have been Mozart’s first 
choral work, probably composed under the 
impression of his early acquaintance with the works 
of Handel and with other English church music in 
the style of the Sacred Madrigals.8 Wolfgang 
probably wrote it under his father’s supervision and 
obviously had more difficulty – as the autograph 
                                                 
7 Nissen, op. cit., p. 79, quoting the Salzburger Zeitung (= 
Europaeische Zeitung) of 6 August 1765, in which the 
news of 5 July from London provides evidence that KV 
20 had perhaps already been composed in the last days of 
June. – The Secretary of the British Museum, M. Marty, 
confirmed in a letter of 19 July 1765 to Leopold Mozart 
that the Museum had received “the present of the musical 
performances of your very ingenious Son”; cf. Mozart. 
Die Dokumente seines Lebens, compiled and elucidated 
by Otto Erich Deutsch (= Dokumente, NMA X/34), 
Kassel etc., 1961, p. 45. 
8 Wilhelm Kurthen, Studien zu W. A. Mozarts 
kirchenmusikalischen Jugendwerken, in: Zeitschrift für 
Musikwissenschaft III (1920/21), pp. 199f., points out 
that Leopold Mozart was familiar with the Madrigal 
Society in London, but he does not however believe – 
like Otto Jahn, for example – that KV 20 is based on a 
pre-existent melody. It is of course clear that Leopold 
also did not mean this piece when noting “A Fugue – à 4 
Voci” in his son’s work catalogue of 1768; in this 
catalogue of Wolfgang’s early works, KV 20 cannot be 
found (Bauer-Deutsch I, No. 144, pp. 287ff., lines 1ff.). – 
In his essay Mozarts kirchenmusikalische Studien im 
Spiegel seiner Zeit und Nachwelt, in: 
Kirchenmusikalisches Jahrbuch 43 (1959), pp. 189f., 
Karl Pfannhauser voices the opinion that KV 20 should 
be called neither a madrigal nor a motet, since it is 
written in a consciously archaic style; it could be best 
described as a kind of short anthem as an introit to the 
Anglican communion liturgy. It is possible that father and 
son Mozart had studied some examples by English 
masters of this period, such as e.g. the composer and 
organist Jonathan Batthishill. 
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shows – with the text than with the notes: to obtain a 
correct text underlay, some barlines would have to 
be drawn skew across all four voices.9 
 

There is uncertainty about the year in which Das 
Bandel [Ribbon Trio] KV 441 (= II) was composed, 
for the remark Vienna 1783 on the autograph score 
fragment (= Appendix II/No. 2) which has served as 
a basis for the dating of KV 441 since KV1, is not in 
Mozart’s hand. This remark probably goes back to 
Constanze Mozart, whose name appears, fully 
written out, beside those of Mozart and Jacquin in 
the score fragment (as it does, incidentally, in the 
autograph outline as well = Appendix II/No. 1; cf. 
the facsimile on p. XV) assigning her role. One may 
therefore assume that she participated in the first 
performance of KV 441 and was therefore in a 
position to be able to determine the year of the 
composition. Constanze’s name on the score is also 
an indication that KV 441 was written after the 
Mozarts’ marriage on 4 August 1782. As the Ribbon 
Trio does not appear in the personal manuscript 
work catalog, which Mozart kept from February 
1784, there are already narrow limits on the possible 
time of composition. 
 

The occasion of the composition was a chance event 
involving persons close to the composer, as the 
contents list of Breitkopf & Härtel’s Oeuvres 
complettes (Leipzig, 1799) also chooses to inform 
us: “The origin of this trio was as follows. On one 
occasion, as Mozart wanted to get dressed in a 
hurry, he could not find a particular ribbon. He 
therefore called to his wife, quoting a Viennese folk-
song in the most vulgar dialect: Wo ist's Bandel? 
[Where’s the ribbon?] She immediately answered 
from the same song: Drinn im Zimmer [There in the 
room] etc. This gave them and a friend who joined 
them [Gottfried von Jacquin], the opportunity for 
some banter, and Mozart sat down and wrote for 
himself, his Constanze and that friend this trio. To 
really achieve its proper comical effect, it must be 
sung in the most vulgar Viennese dialect, which 
Mozart wanted to satirise and therefore exposed so 
prominently.” 
 

It is well-known that the Jacquin family played an 
important role in intellectual circles in Vienna. 
Friendship with members of this family occupies an 
important place in Mozart’s biography as well. The 
musically gifted children, Gottfried and the six years 

                                                 
9 Cf. the relevant facsimile excerpt in: Mozart und seine 
Welt in zeitgenössischen Bildern, founded by Maximilian 
Zenger, presented by Otto Erich Deutsch (NMA X/32) 
Kassel etc., 1961, No. 136 (regarding several complete 
facsimile reproductions of this leaf with notation on one 
side only cf. KV6, p. 34, Faksimile for KV 20). 

younger Franziska were particularly close to 
Mozart.10 Caroline Pichler (née von Greiner) has left 
us a lively depiction of this musical family in lines 
which, although they have often been quoted, are 
very appropriate here: “It was the family of the 
famous Baron von Jacquin which even then, 60-70 
years ago, provided a brightly shining centre of 
attention for the scholarly world in and outside 
Vienna, and they were also visited by many because 
of their pleasant social manner. When scholars, or 
those who wished to be, visited the famous father 
and his son, who sought to emulate him, [. . .] the 
young people gathered around the younger son 
Gottfried, who was made the centre of the bright-
spirited circle because of his lively, cultivated mind, 
an excellent talent for music combined with a 
pleasing voice, and also around his sister, still alive 
today under the name Frau von Lagusius. Franziska 
played the piano splendidly, she was one of 
Mozart’s best pupils, and he wrote the Trio with 
Clarinet [= KV 498] for her; in addition she sang 
very prettily. As long as I can remember, the 
Wednesday evenings in this house have always been 
dedicated to conviviality; even in Winter, when the 
Jacquin family [. . .] lived in the Botanic Garden, 
scholarly conversations took place in the father’s 
rooms, and we young people chatted, joked, made 
music, played little games and entertained ourselves 
admirably. That wonderful time of spirited, carefree 
youth! Sweet pictures of joys long gone!”.11  
 

Evidence that Mozart’s Ribbon Trio was particularly 
cherished by Mozart and his circle of friends is 
provided, amongst other examples, by Mozart’s 
letter, full of nonsense rhymes and puns, to Jacquin 
from Prague on 15 January 1787: “es giebt sich Ja 
von selbst daß wir ein kleines Quartuor in Caritatis 
camera |: und das schöne bandel Hammera :| unter 
uns werden gemacht haben, und auf diese art der 
ganze abend abermal sine Linea wird verloren 
gegangen seyn [. . .]” {“ it will of course happen by 
itself that we will get a little quartet together in our 
charitable cell |: the pretty ribbon’s there as well :| 
and in this way another evening will be lost without 
a staff having been drawn [. . .]”}. 12 Constanze also 
assessed the popularity of the trio accurately in the 
1790s when she reckoned with good sales chances 
for the edition printed at her instigation by Breitkopf 
& Härtel. Mozart’s authorship of the text was also 

                                                 
10 Kraus, op. cit., p. 155, gives 1767 as Gottfried von 
Jacquin’s year of birth, Deutsch (Dokumente, p. 255) 
gives 1763. 
11 Caroline Pichler, Denkwürdigkeiten aus meinem Leben, 
Volume I, Vienna, 1844, pp. 179f., new edition by Emil 
Karl Blümml, Munich, 1914, Volume I, p. 158. 
12 Bauer-Deutsch IV, No. 1022, p. 10, lines 30–33. 
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confirmed by Nissen: “He often wrote verses, but 
only for in facetious moments, e.g. his 'Mandel, wo 
ist's Bandel' ['Almond, where’s your ribbon'], a 
jocular trio with piano accompaniment.”13 In an 
auspicious hour, and inspired entirely by a 
humorous episode, Mozart succeeded in creating 
what one might term a typical piece of Viennese 
burlesque. 
 

Only the following partial transmissions of the 
Ribbon Trio are extant in Mozart’s hand-writing: the 
outline and the score fragment (owned by different 
private persons). Since neither can be considered 
suitable as a main source for a critical edition, they 
were rendered only as diplomatically faithful 
transcriptions in the Appendix of this volume (= 
II/Nos. 1 and 2). The measures 1 (= 14, with upbeat) 
to 70 of the autograph outline are also reproduced in 
facsimile on pp. XV–XVIII (mm. 71–76 of the 
outline are transmitted along with the autograph 
score fragment; for details cf. the Kritischer 
Bericht). For the version of KV 441 in the main 
corpus of the volume, a copy preserved in the 
Bavarian State Library in Munich was used; this 
contains all the instrumental parts and is the work of 
a copyist closely associated with Mozart (the same 
copyist, incidentally, as was responsible for the 
Notturni; cf. footnote 20). The vocal parts of this 
copy are in another hand and are signed with “FNk”, 
which could indicate Franz (Xaver) Niemetschek. 
 

As all previous editions of the Ribbon Trio have 
included (as does the AMA) a piano 
accompaniment, our edition in the present form with 
instruments may well be justified in its claim to be 
an editio princeps. Whether Mozart ever wrote a 
complete score as well as the two partial autographs 
already mentioned can today no longer be 
ascertained. Even Constanze and Nissen seem not to 
have known autograph parts beyond those rendered 
in our Appendix II, and on the front page of each of 
the two autographs Nissen wrote, obviously in a 
little confusion, that these may have something to do 
with changes to the familiar composition by Mozart 
(cf. the facsimile on p. XV). 
 

The composition of the Two Masonic Songs KV 483 
and 484 (= III/Nos. 1 and 2), written by Mozart for 
his lodge in Vienna, can be dated, as Hermann 
Abert14 and Otto Erich Deutsch15 in particular have 
shown, fairly precisely to December 1785. It is 
known that a decree was issued by Emperor Joseph 
II on the 11 December regarding certain reforms in 

                                                 
13 Nissen, p. 668. 
14 W. A. Mozart, Band II, Leipzig, 7/1956, p. 51. 
15 Dokumente, pp. 227 and 229. Cf. also Deutsch, Mozart 
und die Wiener Logen, Vienna, 1932, p. 14. 

the Vienna lodges, including the amalgamation of a 
number of these eight lodges to form three larger 
ones. Mozart belonged to the lodge “Zur 
Wohltätigkeit” [“At the sign of Benefaction”]; this 
was combined with two others to form the main 
lodge “Zur neugekrönten Hoffnung” [“At the sign of 
new-crowned Hope”], where the new Grand Master, 
Count Franz von Esterhàzy, was welcomed on 14 
January 1786. 
 

The texts of KV 483 and 484 are by Augustin Veith 
Edlem von Schittlersberg. In metaphorical phrases, 
they play with the idea that the unity in the new 
lodge also comprises a trinity (“[. . .] in whose 
breast a three-fold fire burns”, KV 483) or 
elsewhere they exhort the “new leader” to take over 
the leadership along the “path of virtue” (KV 484). 
Mozart set these texts to music which conveys a 
similar atmosphere to that in his other Masonic 
compositions of the time (KV 468, 429/468a, 471), 
indeed even in the Masonic Cantate KV 623 dating 
from 1791 and which returns moreover in the 
“Masonic” parts of The Magic Flute.16 But even a 
short thorough-bass song from the Salzburg period 
with the title Lobgesang auf die feierliche 
Johannisloge [Song in praise of the solemn Johannis 
Lodge] KV 148 (125h) has something of this 
distinguishing characteristic.17 Mozart’s interest in 
Masonry was thus visible at an early stage. Like KV 
483 and 484, this song also ends in a kind of choral 
refrain, although in this case it is in unison, while 
the later compositions are extended to a three-part 
male-voice choir. 
 

Our edition of the Two Masonic Songs follows the 
transmitted autographs  (F. K. Hunziker Collection, 
Thun, Switzerland), the only ones amongst those 
relevant to the works in this volume – apart from the 
autograph connected with the early work KV 20 – 
extant in complete form. In editing the vocal parts, 
the original soprano clefs were replaced by a treble 
clef (with an “8” set in brackets below it), as the 
songs are clearly intended for male voices. Mozart 
obviously did not want to make the music more 
difficult to read for the amateur chorus by using 
other, less familiar clefs or by using too many 
auxiliary lines. The indications Solo and Tutti in the 
organ accompaniment are to be understood as 
registration directions (single or combined). 
 

In the Six Nocturnes KV 439, 438, 436, 437, 346 
(439a) and 549 (= IV/Nos. 1–6), the questions 

                                                 
16 See Paul Nettl, Mozart and Masonry, New York, 1957 
(Philosophical Library), pp. 46ff. 
17 Cf. NMA III/8, No. 3, and also Ernst August Ballin’s 
comments in the Foreword (p. XIV) and in the Kritischer 
Bericht (pp. 66ff.) for this volume. 
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concerning genesis and therefore also dating, the 
original order and finally also the authenticity form 
a confusing complex which can only be illuminated 
if one considers at the same time the similarly 
complicated transmission of the compositions, 
delineated in detail in the Kritischer Bericht. Of the 
six pieces, only KV 54 can be dated exactly: this 
was the only one of the Nocturnes to be noted by 
Mozart in his own manuscript work catalog, where 
he entered it under 16 July 1788: A little Canzonetta. 
à 2 soprani e Baßo (thus without accompanying 
Basset Horn parts!).18 With this entry, the 
authenticity of KV 549 is secured, and the 
accompaniment for three Basset Horns (added 
later?) can hardly have been conceived by anyone 
other than Mozart. The situation is substantially 
more complicated with the Nocturnes Nos. 1–5: 
They do not appear in Mozart’s work catalog, and 
the autograph transmission – as in the case of KV 
549, for which no autograph is known – could 
hardly be weaker. Only autograph outlines for KV 
438 and 436 (Monastery Stift Kremsmünster) are 
extant. Besides these, the autograph 
accompaniments for all five are preserved; for KV 
437 there is also the vocal score, but all of these 
autographs are today untraceable, apart from a 
reproduction in facsimile of one page of the 
autograph leaf with the vocal parts for KV 437 in 
the auction catalog No. 55 (plate VIII) of Leo 
Liepmannssohn. Fortunately, the pieces are 
transmitted in a number of score copies which leave 
no doubt that they form, together with KV 549 as 
the final number, a cycle in the order presented in 
this volume. The evidence that this order, which 
contradicts the traditional one found in the Köchel 
Catalog, goes back to Mozart is the numbering in 
the now lost autograph accompaniment to Nos. 1–4; 
a further remark on page 1 of this missing 
accompaniment (“[. . .] another piece will follow”) 
points to No. 5 (KV 346/439a) as provisionally the 
last piece of the cycle before it was later extended to 
include KV 549 (No. 6). 
 

In contrast to the authenticity of the sequence in the 
Notturni cycle, Mozart’s authorship of the numbers 
1–5 is not secure. At least three early score copies of 
the Notturni are known; of these, one (Gesellschaft 
der Musikfreunde in Vienna, signature: Musikheft 
IV, Nr. 569, bearing the owner’s name Therese 
Stadler and containing KV 549 subsequently added 
in the hand of Maximilian Stadler)19 expressly 

                                                 
18 Bauer-Deutsch IV, No. 1081, p. 71, line 7. 
19 Regarding Therese Stadler, probably a neice or cousin 
of Abbé Stadler (they obviously had close connections 
with Jacquin’s circle), cf. amongst others: Kunze, op. cit., 

names Jacquin as composer of Nos. 1–5: “[. . .] Dal 
umilissimo servitore [?] Godofredo nobile de 
Jacquin” (cf. the facsimile on p. XX above). A 
second early score copy (SPK Berlin [BB], 
signature: Mus. ms. 15 166)20 is marked e composti / 
di / Wolfgango Amadeo Mozart, but the last four 
words of this attribution are on a staff of music 
pasted in later; this pasted-in staff covers the 
original attribution, which was again Jacquin (cf. the 
facsimile on p. XX below). Constanze Mozart was 
also of the opinion that the vocal parts of the 
Notturni Nos. 1–5 were composed by Jacquin, for 
she wrote in a letter of 31 May 1800 to Johann 
Anton André: “Score of 3 Basset Horns, 5 Numbers. 
Traeg and Jefermann have the vocal parts of these 
Notturni, which are by Jacquin. I do not believe, 
however, that they have been published.”21 It is 
possible that the score copies circulating under the 
name of Jacquin, of which she may have had some 
knowledge, helped to form her opinion that Jacquin 
was the composer. Nissen seems to have adopted 
Constanze’s view, for the remark in his hand on the 
now lost accompaniment score reads: “This is the 
accompaniment to the Notturni, to which Jacquin set 
the vocal parts.” André, on the other hand, was 
certain about the attribution to Mozart and made an 
addition to Nissen’s note: “but only in name, since 
the same were composed by Mozart”. In his 
manuscript Mozart catalog he adds: “At best, 
Jacquin may have turned the soil with Mozart’s 
plough”. Even if we also remind ourselves that the 
Köchel Catalog up to the 6th edition in 1964 did not 
doubt Mozart’s authorship of the Notturni Nos. 1–5, 
the question still cannot be regarded as finally 
settled in terms of the current state of Mozart 
scholarship. There is at least room for scepsis 
regarding KV 439 and 346 (439a) because of their 
somewhat unconvincing structure. The texts of these 
two Notturni, unlike those of the other four, cannot 
be shown to be poems by Metastasio. That some 
kind of link exists between the Notturni and Jacquin 
can be taken as certain: they are dedicated to the 
Countess Hortensia Hatzfeld, whose performances 
as a singer included the private Vienna production 
of Idomeneo (1786), and who had contacts with the 
Jacquin circle. Mozart, whose friendship with 
                                                                                   
p. 208, Kraus, op. cit., p. 163, and NMA X/30/1, Attwood 
Studies, p. VIII. 
20 Both score copies named here are by the same scribe, 
one of the most important Viennese copyists of the 
Mozart period; the same scribe was also mainly 
responsible for Mozart’s Messiah arrangement (cf. 
Kritischer Bericht for NMA X/28/ Abt. 1/2, pp. 112f. = 
“Kp I”); the copy of KV 441 mentioned above was, like 
many other works, also in his hand. 
21 Bauer-Deutsch IV, No. 1299, p. 356, lines 151–153. 
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Jacquin is shown by several documents (see above), 
considered the Notturni as occasional works and 
may have permitted his friend to circulate them as 
being composed or “put together” (“ composti” in 
Italian) by him.22 It is however unclear whether 
scores with vocal and accompanying parts in 
Mozart’s hand ever existed; they were perhaps 
written out by Jacquin or by the brothers Johann and 
Anton Stadler, who may well have participated on 
clarinets or Basset Horns in private performances of 
the Notturni amongst friends. 
 

The dating of the Notturni Nos. 1–5 presents 
particular difficulties. André gave – probably 
following information supplied by Constanze – 1783 
as the year of composition, but this is not necessarily 
reliable, as Constanze was not even completely sure 
about their authorship. Even the fact that the five 
compositions do not appear in Mozart’s own 
manuscript catalog does not automatically mean that 
they originated before 1784. The only thing that is 
certain is that they were written before KV 549 – 
Mozart may have written the latter as a follow-up 
composition at the instigation of Jacquin for the 
same circle of friends – which probably places them 
in the period 1783–1788. A more precise fixing of 
the dates would be entirely hypothetical.23 
 

For the editing of the Notturni Nos. 1–5, the two 
copies mentioned (Vienna and Berlin) were treated 
as equally valid primary sources (source mixing), 
while the rendering of the vocal parts for KV 437 
could also draw on the already mentioned facsimile 
of part of the missing autograph leaf. The outlines of 
KV 438 and 436, transmitted in autograph, were not 
of use in editing the two works in the main corpus of 
the volume; they appear, in a diplomatically faithful 
transcription, in Appendix III (Nos. 1 and 2). The 
editing of KV 549 turned out to be extraordinarily 
difficult, as none of the extant sources could be 
regarded as a reliable main source; the music text 
offered must therefore be described as a compilation 
from several sources, a procedure reported on in 
detail – as is of course also the case regarding the 
editing of the Notturni Nos. 1–5 – in the Kritischer 

                                                 
22 The Notturni were in any case never published under 
Jacquin’s name and KV 437 at least, together with KV 
441, was printed in the fifth book of the Oeuvres 
complettes (Leipzig, 1799). It appears there as No. 19 and 
is underlaid with both Metastasio’s Italian and Daniel 
Jäger’s German texts. The letters “MM” and “MW” in 
the contents list of this book suggest that KV 437 was 
printed following both Mozart’s own manuscript and a 
copy in Constanze’s possession. 
23 Georges de Saint-Foix (W.-A. Mozart, volume IV, 
Paris, 1939, p. 306) dates the Notturni Nos. 1–5, without 
giving any reason, to “Vienne, 1786–1787”. 

Bericht. A problem in the musical text of KV 549 
must however be considered here, as its resolution 
has a very significant bearing on the text we offer: 
all sources (and incidentally all modern editions as 
well) render measures 22–23 of Basset Horn I as 
follows: 

 
This results in unpleasant-sounding parallel fifths 
between Soprano I and Basset Horn III. This corrupt 
passage may be the result of an oversight on the part 
of the copyist in taking over the notation of Soprano 
I for Basset Horn I without transposing it. The 
emendation we propose is a suggestion by Wolfgang 
Plath, who was kind enough to point out this corrupt 
passage. 
 

* 
 

The Appendix of the present volume also contains, 
besides the parts II and III with outline and fragment 
of the Ribbon Trio and the outlines of the Notturni 
KV 438 and 436 already referred to, the following 
outlines and fragments:  
 

Appendix I: “Ach, was müssen wir erfahren!” [“ Ah, 
what must we suffer!”] KV Appendix 24a (43a), a 
short, fragmentary duet by the eleven-year-old 
Mozart, written in Vienna in October 1767 as the 
pox was rampant in the city.24 This little work is to 
be considered as a fragment in as much as it is 
transmitted without accompaniment (autograph: 
Bibliothèque nationale Paris, Département de la 
Musique, formerly Bibliothèque du Conservatoire 
de Musique, Collection Malherbe). The anonymous 
text, which Mozart may have taken from an elegaic 
poem written and in circulation at that time, 
responds to the news which reached Vienna on the 
15 October reporting the death of the Archduchess 
Maria Josepha from the pox. This news also touched 
the Mozart family directly, as they had been 
expecting to be involved in the celebrations for the 
marriage of the sixteen-year-old Archduchess to 
King Ferdinand I of Naples (as King of both 
Sicilies: Ferdinand IV) with concerts or perhaps also 
with dramatic works by Wolfgang. Some days after 
this news reached Vienna, Leopold and the children 
had to flee hastily from the town, finding 
accommodation first of all with the prelate and 
Count L. A. Podstatzky, where Wolfgang and later 
Nannerl were severely ill with pox. Wolfgang’s eyes 
were affected, and by the time that he could finally 

                                                 
24 Cf. Dokumente, p. 72, and Leopold Mozart’s detailed 
descriptions from Vienna and Olmütz between 17 
October and 29 November 1767 (Bauer-Deutsch I, Nos. 
120–122, pp. 242ff.). 



New Mozart Edition                                                III/9                                                         Partsongs 

������������	
������

����������
��	���
���	������� �

 
 





����

 

read and write again he had probably forgotten all 
about the events involving the Archduchess, so there 
was no longer any reason to complete this 
composition with its close ties to such a specific 
event. The fragmentary nature of this duet is further 
evinced by its absence from Leopold’s catalog of 
Wolfgang’s early works.  
 

Appendix IV: outline of a trio without text KV 532. 
26 measures of textless vocal parts are extant, with 
indications in the flute and clarinet staves only of an 
accompaniment for flute, two clarinets, bassoons, 
horns and bass (autograph: Austrian National 
Library in Vienna, signature: Mus. Hs. 16474). The 
only credible statement regarding the origin of KV 
532 is that by the English tenor Michael Kelly,25 
who depicts the following scene in his 
Reminiscences (London, 1826): “[. . .] After his 
splendid performance we sat down to supper, and I 
had the pleasure to be placed at table between him 
and his wife, Madame Constance Weber, a German 
lady, of whom he was passionately fond, and by 
whom he had three children [. . .] I had composed a 
little melody to Metastasio's canzonetta, 'Grazie 
agl'inganni tuoi', which was a great favourite 
wherever I sang it. It was very simple, but had the 
good fortune to please Mozart. He took it and 
composed variations upon it, which were truly 
beautiful; and had the further kindness and 
condescension to play them wherever he had an 
opportunity. Thinking that the air thus rendered 
remarkable might be acceptable to some of my 
musical readers, I have subjoined it.”26 – In his 
reminiscences, Kelly presents the melody referred 
to, his own composition, printed in an arrangement 
for two sopranos and piano dated 1787.27 Even if the 
variations by Mozart referred to by Kelly are not 
known and are not mentioned in any catalog – they 
may have been pure improvisation – he apparently 
did regard Kelly’s melody as worthy of treatment. 
KV 532 could therefore have been planned for Kelly 
but may never have been performed because of 
                                                 
25 Kelly was engaged as Michele Ochelli at the Italian 
Opera in Vienna between 1783 and 1786 and sang 
Basilio and Don Curzo in The Marriage of Figaro. It was 
in vain that he hoped Mozart would accompany him as he 
set out back to London in February 1787 (cf. Dokumente, 
pp. 459 and 252). 
26 Dokumente, pp. 454f. It should be added that in his 
description Kelly was probably thinking of Autumn 
1786, as he mentions Mozart’s having three children: 
Johann Thomas Leopold was born on 18 October, but 
died soon afterwards on 15 November of the same year. 
27 Kelly’s duet was also printed in the Allgemeine 
Musikzeitung, Berlin, 1880, cols. 339ff., along with 
diverse excerpts from the Reminiscences in a German 
translation. 

Mozart’s departure for Prague on 8  January 1787 
where he was to conduct The Marriage of Figaro, 
returning to Vienna only on the 12 February, while 
Kelly and his colleagues (Ann Storace and Attwood) 
left Vienna very soon after this date. As a result, 
there was no longer any reason to arrange Kelly’s 
melody as a trio. 
 

Appendix V: “Caro mio Druck und Schluck” KV 
Appendix 5 (571a). This fragmentary quartet, which 
lacks the reprise (it closes on the dominant Bb) and 
the accompaniment (no doubt for piano), was 
described by Constanze – as mentioned earlier – as a 
“companion piece to the Ribbon Trio”. In fact, the 
two pieces have many resemblances, even if the 
element of parody is predominant in KV Appendix 5 
(571a), a humorous “farewell scene”. This piece, not 
recorded in any work catalog, may have been 
composed at the beginning of 1789.28 The 
autograph, no longer available, was still in 
Constanze’s possession in 1799, at which point she 
sent it to Breitkopf & Härtel; in September 1800 she 
was still waiting for them to return it.29 As we do not 
even have a “copy based on Mozart’s original 
manuscript” any more30 and there are no other 
sources, our edition of this fragmentary quartet 
follows, with some minor divergences, the musical 
text of the AMA, which in its turn was edited from 
the copy referred to.31 – The text of KV Appendix 5 
(571a), a linguistic hotch-potch, is by Mozart 
himself. The beginning, with the words “Druck und 
Schluck” [“ press and swallow”], may have been 
influenced by Wieland’s epics in comic verse.32 In 
the unknown autograph, or in the copy based on it, 
the soprano part was marked with “C.[onstanze]”, 
the first tenor with “M.[ozart]”, the second tenor 
with “H.” and, finally, the bass with “F.” It has not 
been possible to find out who these friends were, but 
one could speculate regarding two opera singers: 

                                                 
28 As Mozart’s letter to Constanze from Dresden on 13 
April 1789 also contains, amongst other comical 
expressions, the phrase “schluck und druck” [“ swallow 
and press”] (Bauer-Deutsch IV, Nr. 1092, p. 81, lines 26–
27), it has generally been assumed that Mozart had 
written the quartet shortly before setting out on his 
journey to Dresden and Berlin (April 1789). 
29 Cf. the corresponding passages in the letters in Bauer–
Deutsch IV, Nr. 1243, p. 237, lines 32–34; Nr. 1270, p. 
301, line 24; Nr. 1292, p. 340, lines 2–6 and 12; Nr. 
1310, p. 369, lines 24–25. 
30 According to the written reply from VEB Breitkopf & 
Härtel, Leipzig to the enquiry made by the Chief Editors 
of the NMA (1957), this was destroyed during World 
War II. 
31 Cf. Revisionsbericht [Editorial Report] on Series 
XXIV in the AMA, p. 29. 
32 Cf. KV6, p. 645, footnote on KV Appendix 5 (571a). 
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“F.” could refer to the well-known bass Johann 
Ignaz Ludwig Karl Fischer (1745–1825), a good 
friends of Mozart’s who had sung Osmin in the 
Entführung [Abduction from the Seraglio] (1782). It 
is substantially more difficult to suggest an identity 
for “H.”. One could for example name the tenor and 
song composer Friedrich Franz Hurka (1762–1805). 
There is indeed no proof of any friendship between 
him and Mozart, but there were a number of 
possible points of contact: as a boy, Hurka lived in 
Prague, and may therefore have been acquainted 
with some of Mozart’s friends in the town. In the 
Entführung he sang Belmonte (e.g. Dresden in 
1785), was also a Freemason and moreover seems to 
have been known in Vienna.33 
 

The quartet KV Appendix 5 (571a) bears the stamp, 
both musically and textually, of improvisation, and 
it is likely that Mozart himself played the piano 
accompaniment for the vocal parts in this way at the 
first performance, neglecting to write it down 
afterwards. As already mentioned, Constanze later 
pressed Beethoven in vain “to set out the bass [i.e. 
piano accompaniment]”. 
 

* 
 

Finally, it is the volume editor’s pleasant duty to 
thank all persons, archives and institutions 
mentioned in the Kritischer Bericht who made the 
large amount of source material involved available. 
Particular thanks are due to the Chief Editors (Dr. 
Wolfgang Plath and Dr. Wolfgang Rehm) for their 
constant help and counsel during the editing of the 
volume; a further debt of gratitude is due to Mr. 
Peter Branscombe (St. Andrews, Scotland), Dr. 
Dietrich Berke (Kassel), Dr. Gernot Gruber (Graz 
and Mainz), Music Director Ernst Hess (†), 
University Lecturer Maria Hornung (Vienna), Dr. 
Cari Johansson (Stockholm), Dr. Hedwig Kraus 
(Vienna), Dr. Stefan Kunze (Munich) and Dr. Ernst 
Fritz Schmid (†). 
 
C.-G. Stellan Mörner    Stockholm, December, 1970  
 
 
Translation: William Buchanan 

                                                 
33 For further biographical details concerning Fischer and 
Hurka, cf. MGG IV, cols. 271ff., and VI, col. 970f. 
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Facs. 1-4: Measures 1 (= 14, with up-beat) to 70 of the autograph outline of the trio Das Bandel [The Ribbon] KV 441 = Appendix II/No. 1: four pages 
(continuation on pages XVI–XVIII) in private ownership. Cf. pages 52–57. 



New Mozart Edition                                                                                     III/9                      Partsongs 

������������	
������

����������
��	���
���	������� �

 
 



 
 
 
 
 
 


���


 
 

Facs. 2:  
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Facs. 3:  
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Facs. 4:  



New Mozart Edition                                                                                     III/9                      Partsongs 

������������	
������

����������
��	���
���	������� �

 
 



 
 
 
 
 
 


���


 
 

Facs. 5: Autograph of “Ihr unsre neuen Leiter” [“ You, our new leaders”] KV 484 = III/Nr. 2, belonging to the F. K. Hunziker Collection, Thun, Switzerland. 
Cf. pages 22–23. 

 
 

Facs. 6: Front side of the leaf containing the autograph outlines of the Notturni [Nocturnes] KV 438 and 436 = Appendix III/ Nos. 1 and 2 in the possession 
of the monastic foundation Kremsmünster in Upper Austria. Cf. page 60 and pages 60–61, measures 1–18. 
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Facs. 7: Title-page of the copy of the Sechs Notturni [Sechs Nocturnes] = IV/Nos. 1–6 in the possession of the Gesellschaft für Musikfreunde in Vienna, 
signature: Musikheft IV, Nr. 569. The original remark concerning the composer (cf. Foreword, p. XI) has been written over by Aloys Fuchs. 

 
 

Facs. 8:  Title-page of the copy of the Sechs Notturni [Sechs Nocturnes] = IV/Nos. 1–6 belonging to the former Prussian State Library in Berlin, now State 
Library Berlin – Prussian Cultural Heritage, Music Department, signature: Mus. ms. 15 166. 


