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Mozart: Complete Symphonies

CD 1: Symphonies 1, 4, 5, 6 & 45 · Symphony K19a
The symphony today has evolved far from its original description of an orchestral piece, self-
contained and preceding or played during a piece of choral music. The greatest development of the
modern symphony took place during the 19th century, specifically after the groundbreaking nature
of Beethoven’s Symphony No.9 (‘Choral’), where the composer united the purely orchestral opening
three movements with a choral finale, paving the way for such hybrid works as Mendelssohn’s
‘Lobgesang’ symphony / cantata and Mahler’s Symphony No.8, the ‘Symphony of a Thousand’.
Equally, although the classical symphony is associated with a four-movement plan and an opening
movement in sonata form, later works have varied from a single movement, such as Sibelius’
Symphony No.7, to multi-movement and loosely structured works like Messiaen’s ‘Turangalîla-
Symphonie’.

Some of the earliest recognisable and independent symphonies came from the pens of Giovanni
Battista Sammartini (1701–1775), who composed over 70 works in Milan in the Baroque style, and
the Lucca born Luigi Boccherini, who composed nearly 30 of his own symphonies in the 1780s and
1790s. Meanwhile, in Austria, Mathias Monn (1717–1750) wrote string symphonies and a D major
symphony, exceptionally scored for an orchestra of violins, cellos, basses and flutes, horn and
bassoon. Already the convention of the symphony as a work merely for strings had been broken
and the standard symphony orchestra had begun to grow. Monn led a new generation of symphonic
composers in Austria that included Gassmann (1729–1774), Hofmann (1738–1793) and Dittersdorf
(1739–1799). A further major influence, particularly on both Haydn and Mozart, was the so called
‘Mannheim School’, a group of musicians under the patronage of the Elector of that city, Carl
Theodor, who formed the finest orchestra of the day and encouraged his composers to experiment
with orchestral sonorities. The composers of the court included Stamitz, Richter and Holzbauer.

32

By 1764, when Mozart produced his first symphony in London (K16), the form had taken hold
across northern Europe. Gone was the conventional operatic three-part overture – the symphony
had become an independent orchestral piece. Most important of all, it had found favour in the
hands of Joseph Haydn who had already embarked upon the composition of his great series of 104
works. It was therefore natural that the young Mozart should begin to compose to (or adapt)
examples of the work.

The symphony at this stage was still basically a three-movement form, as the previous operatic
sinfonia had been and indeed as the concerto was to remain for some time. This structure created a
balanced, ternary composition, opening and closing with fast movements and containing a central
point of repose in an Andante. It was not until some time later that Mozart, like Haydn, would
move to a four-movement form including a minuet as the third movement, although the Austrian
composer Mathias Georg Monn had already tried this formula as early as 1740.

The Mozarts arrived in London in 1764 following a stay in Paris, and settled in Ebury Street in
Chelsea. Young Wolfgang’s first symphony was his K16 in E flat, composed when he was just eight
years old and first played at a concert in the Haymarket in February 1765, together with other
symphonies by the composer. These early works demonstrate the influence of the Viennese and
Italian schools, as well as the compositions of Johann Christian Bach, and derive much of their
effect from the contrasts between forte and piano dynamics – a technique that was to remain one of
Mozart’s hallmarks throughout his career. The style of the opera buffa overture was to predominate
in all of these early works right up to Symphony No.10 K74. 

The Symphony K19a is only a recent discovery and was found to have been copied out by
Mozart’s father Leopold on French paper, which could suggest that it was written on paper taken
from Paris or that it was perhaps a later composition dating from after their period in London,
although the title page states it was written by Mozart at the age of nine. Although J.C. Bach was
an obvious influence on these early works, Mozart had also fallen under the spell of the German
composer Carl Friedrich Abel and the symphony originally known as K18 was later found to be by
Abel himself. The Mozarts left London for the Hague and it was there that the Symphony No.5 in 
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his uncritical love and respect for Haydn.
Mozart’s stay in London followed five months in Paris, where the young composer had absorbed

elements of the French style under the tutelage of Johan Schobert, musician to the Prince Conti.
London, however, became the family’s temporary home for a whole 16 months, where the seven-
year-old Mozart studied with many famous musicians of the time, including the Italians Pesceti,
Paradisi and Galuppi. The period in London witnessed the composition of Mozart’s first
symphonies and a series of chamber works and sonatas.

After his trip and whilst in Vienna, Mozart composed his Symphony No.8 (K48), which is dated
13 December 1768. This is a surprisingly festive work and includes parts for both trumpets and
drums. Not only can this be considered one of Mozart’s first ‘mature’ symphonies, it also shows
many similarities with the symphonies of his elder contemporary, Joseph Haydn. Shortly afterwards
Mozart composed a brilliant Symphony in C (K73), confirming his growth from a composer of
works in the style of overtures to a true symphonist. The following Symphony No.10 (K74) is in G
major and written on the paper that Mozart used on his journey to Rome in April 1770, where he
had travelled as part of a series of three Italian journeys that lasted intermittently from 1769 until
1773. It was during this period that Mozart embarked upon his almost revolutionary (for the
period) oratorio or ‘azione teatrale’ – La betulia Liberata. It was with this work that Mozart
entered into the spirit of the German Romantic movement Sturm und Drang, which was also a
significant influence on Haydn.

The Symphony No.12 in G (K110) bears a link with the much later Symphony No.32 in G
(K318) and was composed on the composer’s return to his home town of Salzburg in 1771. The
following four-movement Symphony No.13 in F (K112) dates from a journey to Milan in
November 1771. Meanwhile, an important and more significant event in Mozart’s life was taking
place – the old Archbishop of his home town Salzburg, Sigismund von Schrattenbach, died in
December 1771 and was replaced by Mozart’s cantankerous new patron, Archbishop Colloredo,
who was to have a harsh effect on the young composer’s life in the future.

5

B flat K22 had its first performance. By the time of Symphonies Nos. 6 and 7 (K43 and K45),
Mozart had begun writing using the four-movement structure that would be the typical form of
both his later works and those of his great mentor, Haydn. The K45 symphony later became an
overture to his early opera La finta semplice.

CD 2: Symphonies 8, 9, 10, 12 & 13
It is difficult to know whether Leopold Mozart’s (1719–1787) attitudes towards and treatment of
his two young children was one of encouragement or of exploitation. What is certain is that he
introduced both Wolfgang and his sister Maria Anna to the courts of Europe and to the music of
the time at an age that would now seem inappropriately young. Youth, however, was no respecter
of genius in the case of Wolfgang and there may well be an excuse for treating a child prodigy in a
different way to ordinary offspring in our own time.

The Mozart family thus set out on a series of journeys across Europe both for the education of
the children and for Leopold to benefit commercially from the musical aptitude of his son and
daughter. The first of these journeys was to the Court of the Elector Maximillian in Munich,
although at this stage Wolfgang was only six years old. Nevertheless, he was presented as a child
virtuoso and only six months later, in the autumn of 1762, during a trip to Vienna, he had become
a child composer. It was on this journey that Mozart contracted the scarlet fever that was to affect
his health for the rest of his life. After his recovery, the family moved on to Pressburg where Mozart
was introduced to central European folk music, although it had little future influence on him.

It was, however, on 9 June 1763 that the family began the most major of their tours to date – a
journey that would ultimately lead to France and England, and from which they would not return
to Salzburg until the end of 1766. The London of the time had a musical patron in Queen Charlotte
who employed the two major composers of the day, Karl Friedrich Abel (1725–87) and Johann
Christian Bach (1735–82). Mozart was initially impressed by the symphonies of Abel but was
ultimately to adopt J.C. Bach as both a mentor and as a friend, an influence that almost ranks with

4

94295_Mozart_BL2 v1_.  27/09/2011  13:55  Page 4



enough for Mozart under his new patron. Colloredo was both sensitive and highly musical in his
own way and that Mozart was aware of this and the possibilities of his new employment was clear
from the group of works he produced for his new employer over an amazingly short period of time.
Between 30 December 1771 and August 1772 Mozart presented his new master with no less than
eight symphonies, before leaving Salzburg for Italy to concentrate on his new opera Lucio Silla. 
Not surprisingly, Colloredo was impressed and in that August gave Mozart notice of his new
permanent salary.

Four of those eight symphonies appear on this disc, all as usual in major keys – one in A major
(Symphony No.14 K114), one in C major (Symphony No.16 K128) and two in G major
(Symphonies Nos. 15 K124 and 17 K129). The first of these, Symphony No.14, is a charming and
particularly delicate work in four movements, with two Allegros framing a slow movement and
minuet, as had now become the accepted form for Mozart and Haydn. Its original autograph score
was held in the Prussian State Library, but has since been lost, and dates from the end of 1771, the
beginning of Mozart’s service to Colleredo. The Symphony No.15 (K124) followed in February of
the next year and again is in four movements, showing the general progress in Mozart’s writing of
the time. The two remaining symphonies in this group revert to the more Italian three-movement
form of Allegro – Andante – Allegro and bear resemblances to contemporary works by Sammartini
and J.C. Bach, both bearing the dates of May 1772.

CD 4: Symphonies 20–23
To the casual listener of Mozart’s music, it may seem as if the composer left a rather impressive 41
symphonies but, in fact, the official numerical listing of these omits many of the early works that
were either discovered at a later date or considered to be overtures in the three-movement Italian
style. It is by no means unusual to have confusion over the numbering of a composer’s works –
Dvorák was at one time credited with only five symphonies instead of nine and the numbering of
Schubert’s symphonies can still cause confusion today.
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CD 3: Symphonies 14–17
Mozart’s father Leopold was himself a composer of some note, who quickly recognised the gifts of
his two children and was determined to give them every opportunity to shine as piano virtuosi,
composers and, in Maria’s case, a singer. He could hardly have known that his son would turn out
to be perhaps the most talented of all musical prodigies and one of the undisputed masters of music.
Leopold set about training and exposing his children to the musical houses and palaces of Europe
by taking the youngsters on exhausting and gruelling tours of the continent’s great cities – Paris,
London, Mannheim and Vienna to mention a few. But it was always to Salzburg that they would
return in those early years and it was to the Archbishops of Salzburg that Wolfgang had to look for
commissions and a form of permanent employment.

In the 18th century, Austria was a very different place to the small alpine country of that name
today. It was one of the major powers of Europe, together with England and France, and the seat of
an Empire that consisted of German speakers, Slavs and Hungarians stretching far further to the
east and with a far broader cultural base than it does now. The Empire was ruled from Vienna by a
series of Habsburg rulers who, although they had become liberalised with the days of Maria
Theresa and Leopold, still remained one of the most conservative ruling houses of Europe. Despite
this, liberal movements were to grow, nationalism was soon to become a driving force and the
cultural life of the country, based around the centre of Vienna, would become one of the most
flourishing in Europe. Outside the capital, one of the major cultural centres was developing in the
small, Baroque jewel that was Salzburg, ruled as it was by its Archbishops.

During the 1770s Mozart had a place in the Salzburg Court orchestra, which according to some
commentators was a fine group of musicians but which Mozart himself found severely wanting. In
the early days of his employment he was expected not only to play but also to compose for the
seemingly benevolent Archbishop Schrattenbach, and it was not until after the old Archbishop’s
death in December 1771 (one day after Mozart’s return to the city) that he came under the control
of the man soon to be his arch enemy, Archbishop Colloredo.

Despite the many tales of dislike and outright rebellion against his new master, things began well

6

94295_Mozart_BL2 v1_.  27/09/2011  13:55  Page 6



particularly simple composition, echoing that festive nature of the earlier D major work as well as
the ‘open air’ feel of some of the contemporary Serenades. Similarly, the Symphony No.23 in D
(K181) that concludes this disc is another overture-style work, with the three movements all played
without a break. The opening Allegro spiritoso is just that, a typically brilliant opening which then
leads to the remarkable Andantino grazioso, which becomes something of a miniature oboe
concerto in the style of a Siciliano, full of melody in contrast to the opening bustle. The final
movement is a dance-like and cheery Rondo, bringing this short work to its Presto conclusion.

CD 5: Symphonies 27, 28 & 30
The three symphonies on this disc represent the end of Mozart’s series of Salzburg Symphonies.
After the completion of Symphony No.30 in D (K202) in May 1774, Mozart was not to write
another symphony for four years until June 1778. Indeed, he instead turned to writing a whole
series of shorter works, chamber works, serenades and piano sonatas, as well as the fine collection
of violin concertos. The major work that comes from that period is his opera or ‘festa teatrale’ 
Il re pastore.

As a young man, Mozart had accepted commissions from various patrons and spread his net far
and wide, writing not only the early symphonies on the previous discs of this set but also venturing
into the fields of sonatas, concertos and choral and vocal works such as la finta semplice, La Betulia
liberata, the grand opera seria Lucio Silla and now the first of the great comic operas La finta
giardiniera. He had gained experience working with and alongside the composers of the day such as
Abel and J.C. Bach and had progressed from writing symphonies in the Italian overture style to
establishing a typical sort of Austrian symphony that was to be the standard blueprint for himself
and Haydn for the next years. These final works of the period were to represent an achievement
which, for the time being at least, he felt he was unable to surpass or improve upon. It was time for
a change. Some of the symphonies of 1773 represent an element of perfection that mirrors the
successes of the last six symphonies of his career, particularly Nos. 25 in G minor and 28 in A

9

Mozart’s catalogue of works does not follow the usual pattern of opus numbers for each piece or
collection, and was first comprehensively listed by his compatriot Koechel, published by Ludwig
Ritter in 1862. Koechel’s catalogue listed all the works by the composer known to him at the time
and in what he believed to be their chronological order ranging from the first harpsichord work up
to the final, unfinished Requiem of 1773. A second edition was prepared by Paul von Waldersee in
1905 and then a third substantially revised version was made by Alfred Einstein in 1936 where the
new editor added recently discovered works and even changed the numberings of some of the
previously known pieces together with an appendix of lost works in a non-chronological order. A
more recent edition was published in 1964 and thus some of the works now have more than one
number. The effect of this cataloguing and re-cataloguing also means that the additional early
symphonies are sometimes given the numberings of 42 to 50 despite being much earlier works. The
four works on this present disc can be considered to be relatively mature works in the symphonic
canon and all date from the period between July 1772 and May 1773, whilst Mozart was resident
in Salzburg.

The first of the symphonies on this disc is the Symphony No.20 in D (K133), written in July
1772. The work is in Mozart’s festive vein and opens with flourishes on timpani and winds; the first
movement also contains one of Mozart’s most successful developments to date. The slow movement
is a two-part Andante scored for strings with the addition of a flute soloist. The third movement is 
a Minuet in fast time with a contrasting trio section notable for its counterpoint, and the work 
ends with an energetic Allegro in 12/8 time that seems to rush non-stop without pause to its
exhilarating conclusion.

The Symphony No.21 in A (K134) was completed only a month after its predecessor, in August
1772. The opening Allegro is virtually monothematic, resembling Haydn, and has an eighteen-bar
coda before the opening melody of the Andante begins, with its echoes of Gluck. A Minuet follows,
before the dance-like final Allegro in sonata form rounds off the work.

Symphony No.22 (K162) reverts to the three-movement overture style and is in the simple key of
C major. Koechel dates the work as from April 1773 although the autograph is illegible. This is a

8
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Similarly, although the opening movement has some interesting features it relies very much on ideas
from previous compositions, while the Andantino is scored for strings alone and the Minuet lacks
any strong originality. The final movement has links to the opening but lacks any convincing
argument. K202 is perhaps the most significant in its position as the final part of the series of
Salzburg Symphonies, concluding the period up to 1774.

CD 6: Symphony K111a · Symphonies 18, 19 & 25
The first of the symphonies on this disc, Symphony in D (K111a), comes from Mozart’s period in
Italy (1769–1773) and is an example of the composer reusing an operatic overture as a symphony, a
common practice. The work in question is the overture to the ‘azione teatrale’ Ascanio in Alba
based on a text by Metastasio. The opera was first performed in Milan on 17 October 1771 as part
of the marriage celebrations of Archduke Ferdinand and the Princess Maria Ricciarda Beatrice of
Modena. The adaptation meant that Mozart had to replace the original choral ending of the
overture with a new purely instrumental movement in 3/8 time.

Symphonies Nos. 18 and 19 (K 130 and 132) were composed after Archbishop Schrattenbach’s
death in December 1771, and formed part of Mozart’s attempt to ingratiate himself with his new
employer Archbishop Colloredo and secure his permanent post as Konzertmeister. The Symphony
No.18 in F (K130) is the far more substantial work, and represents perhaps the earliest of Mozart’s
great symphonies. It is in four movements and dates from Salzburg, May 1772. The first movement
is in sonata form and begins surprisingly quietly, followed by a serene slow movement (Andantino
grazioso) with muted strings. The third movement is a Minuet and the symphony ends with a finale
in sonata form, to parallel the opening. The Symphony No.19 in E flat, like its predecessor, calls for
four horns, two uniquely pitched in E flat alto, and was composed two months later. It is
remarkable for the unquiet nature of its slow movement rather than the Haydenesque facility of its
finale. The Symphony No.25 in G minor (K183) is the first that Mozart wrote in a minor key and
dates from the end of 1773. This is a particularly agitated work with a remarkable, although short,

11

(K183 and K200). Perhaps it is fair to say that the Symphony No.27 in G (K199) and the later
Symphony No.30 in D (K202) are the exceptions here compared to the Symphony No.28 in C and
the other two works. Nevertheless, it is clear that these works mark a new and masterful phase of
Mozart’s career as a composer.

The Symphony No.27 in G (K199) dates from either 10 or 16 April 1773 and is another of
Mozart’s works in the Italian style, which is perhaps surprising amongst otherwise mature
symphonies. It is possible that Mozart was now so involved with operatic commissions that he may
well have anticipated such a use for the piece. In that respect, this work it has its cousins in the
Symphony No.26 in E flat (K184), as well as K181 and K182.

Mozart’s Symphony No.28 in C (K200), however, belongs to that group of three symphonies that
show his mastery of the form at this period - that is, together with Symphonies Nos. 25 in G minor
(K183) and 29 in A (K201). Although not included on this disc, it is interesting to note that Mozart
had now begun to compose a symphony in a minor key (K183), contrary to his usual choice of a
major key. Symphony No.29 in A shows Mozart at his most economical in terms of orchestration,
simply using strings, oboes and horns. The music demonstrates the composer having learnt the
lessons of chamber music, intensifying the argument and opening his first movement with a passage
for strings alone that is then repeated by the whole orchestra. A new spirit is afoot here, and the
individual instruments take on more extreme characteristics. The central Andante has the feeling of
a string quartet with the addition of two pairs of wind instruments. The Minuet that follows shows
off the graceful nature of the dance against a violence that would not be alien to early Beethoven,
and the final Allegro con spirito contains one of the most original and highly charged development
sections that Mozart had dared to write at this point in his career. With this symphony it is fair to
say that Mozart had traversed the long path from Italian overture to true classical symphony.

Mozart was satisfied with his A major symphony and was to repeat it on further occasions,
unlike the later Symphony No.30 in D (K202). This is his final Salzburg work, composed before his
journey to Paris. Despite being in four movements, suggesting an element of progression, Mozart
had little new to say here and much of the influence of the work comes directly from Haydn.

10
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CD 8: Symphonies 33, 34 & 35 ‘Haffner’
Two of the three works on this disc form part of a projected trilogy of symphonies written back in
Austria after Mozart’s stay in Paris. Symphonies Nos. 33 and 35 (K319 and K385) represent part of
a project Mozart was obliged to write, a set of symphonies to be dedicated to the prince of
Fuerstenberg. The two symphonies mentioned were originally published together by the Artaria
publishing house in Vienna, the last of Mozart’s symphonies to be published during his lifetime.

The Symphony No.33 in B flat (K319) was written by Mozart in Salzburg in July 1779 on his
journey back from Paris to Vienna. The original plan was for three movements, but when he came
to revise the work later in Vienna (together with the subsequent Symphony No.34 in C K338), he
decided to add a Minuet and Trio movement and thus transferred the works from the three
movement Italian style into what had now become seen as the Viennese style. The earlier of the two
symphonies is scored in a simple manner with an orchestra of oboes, horns, bassoons and strings.
The opening movement shows traces of Beethoven to come and the symphony as a whole was taken
as something of a starting point by the younger composer for his own Symphony No.8. The
Andante moderato second movement is written in E flat and represents a moment of restrained
peace with a recapitulation that states its main themes in reverse order. The Minuet, added later in
Vienna, reminds us again of Haydn’s influence while the final Presto is a movement of rare wit and
racy humour.

For the second of the two Salzburg symphonies, Mozart resorts to the key of C major,
celebratory yet somehow neutral, and contrasts the work to its predecessor by using a large
orchestra more in the style of the ‘Paris’ symphony of 1778. The opening Allegro is the same in
form as the earlier work but the specific attempt at a French style has vanished and instead there is
energy and playfulness, with an oscillation between C major, E minor and A flat major. The song-
like Andante di molto that follows relies only on bassoons as its wind soloists whereas the final
Presto is an expression of wit. The third movement Minuet, again added later in Vienna, shows
Mozart writing particularly virtuosic sections for the Vienna wind players, while adding flute parts
to the entire symphony.

13

slow movement and a dark and troubled Minuet, matched by a Trio section written for winds
alone. The finale, as would become common practice in the future, relates back to the opening
Allegro and suggests a new direction in Mozart’s symphonic output.

CD 7: Symphonies 24, 26, 29 & 32 · Symphony K196
Something of a watershed can be noticed in Mozart’s symphonic output from the year 1773, when
he wrote no less than seven symphonies before his subsequent four-year break in symphonic
composition and journey to Paris. The first two works on this disc (K182 and K184) are written in
the style of Italian overtures. The latter work in particular, Symphony No.26 in E flat (K184), is a
near masterpiece, with a concerto-like opening movement and a delightful C minor slow movement
that contrasts with the general key of E flat major. The companion work, Symphony No.24 in B flat
(K182), is a lesser piece that dates from October 1773, although its dating was altered slightly when
Mozart tried to reintroduce it and some other works to the Viennese public several years later.

Mozart composed his comic opera La finta giardiniera in Salzburg and Munich between 1774
and 1775 and its first performance took place in January that year. It was not a success, although
recent revivals have found more in it than the original audience may have done. He revised the
work into a German version (Die Gaertnerin aus Liebe) and took the overture and added a third
movement to make up an independent, if somewhat lightweight, symphony (Symphony in D K196).

The Symphony No.29 in A (K201) is another matter. Composed in April 1774, this is a
splendidly lyrical work with a fine opening movement and a slow march-like Andante. The final
Allegro con spirito is one of those virtuosic movements that spells delight to the listener and a sense
of alarm to the players. The final work on this disc is the powerful Symphony No.32 in G (K318)
from 1779, a brilliantly orchestrated piece in three interrelated movements with a large wind
section, all of which seems to prefigure the early symphonies of Beethoven.

12
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Mozart’s symphonies. There are certainly stretches of musical padding here and there, and it is
significant that Mozart was deeply unsatisfied with the original slow movement so composed a
second version as well as altering orchestration in the other movements. Whatever present day
opinion of the work may be, Le Gros was pleased and claimed the work to be the best of the
symphonies written for his orchestra to date.

The ‘Linz’ Symphony (K425) was composed in November 1783 in the North Austrian city of
that name whilst Mozart was returning from Salzburg to Vienna and it is the first of the symphonies
to follow Haydn’s device of opening with a slow introduction before launching into an opening
Allegro spiritoso – a movement that perhaps shows how the composer was working at breakneck
speed to complete the work and not quite able to iron out some of the weaker and more obvious
passages of the score. Haydn’s influence is equally apparent in the second movement Andante but
Mozart breaks away from the older style for the two final movements, the conventional Minuet and
Trio and a final breakneck Presto. The ‘Linz’ may not be Mozart at his greatest but it is a rewarding
enough commissioned piece after which the composer took another break from composing
symphonies, this time for a full three years. By the time this interval had been concluded, Mozart
had reached the maturity of the four final works beginning with the ‘Prague’ Symphony in
December 1786.

Mozart made two versions of his Symphony No.40 in G minor (K550), a work full of neurosis
and perhaps the leanest of the all the great symphonies intellectually and thematically. There is not
one note too many, and the symphony contains a sense of almost violent despair, foreshadowing the
developments of the Romantic era. The first version of the score is written for flute, oboes, bassoons
and horns as well as the usual string band, the horns contributing a particularly aggressive tone to
the music. Mozart’s revision of the score in April 1791 added clarinets to the texture and involved
some revision of the oboe parts. The earlier version is leaner, the later more fulsome, but the
economy of material is apparent in both versions. The version presented on this disc is the original
score without the later revisions and added clarinets.

15

Something remarkable and significant happened between the Salzburg symphonies and the next
work in Mozart’s symphonic canon – the ‘Haffner’ Symphony (K385). Not only did Mozart move
to Vienna and experience disagreements with his old patron, Archbishop Colloredo of Salzburg,
premieres of two remarkable operas by him had also taken place. Idomeneo, performed in Munich,
had somehow managed to redefine the old form of opera seria, while the Turkish comic fantasy of
The Seraglio had received its first performance in July 1782, establishing at once the success of the
German Singspiel. Mozart had created his first two stage masterpieces and his confidence in writing
for the orchestra increased demonstrably, becoming ever more apparent in subsequent works. The 
D major ‘Haffner’ Symphony (K385) is not really an opera seria symphony as much as an orchestral
serenade, originally with two Minuets. This is one of Mozart’s warmest works, four movements 
full of geniality with a marvellously virtuosic finale that Mozart stressed should be played ‘as
quickly as possible’.

CD 9: Symphonies 31 ‘Paris’, 36 ‘Linz’ & 40 (1st version)
Between 1774 and 1778 Mozart wrote no new symphonies, but by 1778 he had left Salzburg and
travelled to Paris, where he received a commission in the summer of that year from Joseph Le Gros,
the Director of the Concerts Spirituels. This was to be a symphony to celebrate the opening of the
Corpus Christi celebrations, written in the current Parisian style for a large orchestra. The work is
the first of Mozart’s symphonies to include clarinets, and is also scored for flutes, oboes, bassoons,
horns, trumpets, timpani and a generous string band. Paris was proud of its orchestra but Mozart
did not arrive unprepared – he had already worked with the great orchestra in Mannheim and was
ready for the demands of Parisian taste from exposure to the works of Stamitz and Gossec.
Leopold, Mozart’s father, may have expressed concern about his son’s capabilities to satisfy Parisian
taste but Mozart was ready for the challenge and produced a large scale work of both French
grandeur and true Mozartian style.

The ‘Paris’ Symphony (K297) is a three-movement work and is probably the grandest of
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scoring of the two versions of K550) with specific orchestras in mind. The white-hot inspiration of
these works is even more remarkable considering that they were all written in an extremely short
period of time.

The Symphony No.39 in E flat (K543) is scored for a band without oboes and thus matches the
orchestration of the earlier Piano Concerto No.22 (K482). The key was one of Mozart’s favourites
and has been seen as having a quality of both sufficiency and tender wistfulness, as well as being the
key most associated with Mozart’s Masonic music. This symphony reverts to the more usual four-
movement pattern with the reinstatement of a Minuet and trio for the third section. The opening
Allegro is again preceded by a slow introduction and is notable for its singing legato theme. The
slow movement is an Andante con moto in A flat major, a lyrical movement disturbed by great
outbursts in related minor keys. The conventional Minuet and trio that follows is notable not only
for its tendency to sound somewhat like Schubert but also for the prominence of the clarinet parts
in the trio section. Finally, the Allegro finale is one of Mozart’s most complex and complicated, with
innovative writing particularly for the horn section.

CD 11: Symphonies 40 (2nd version) & 41 ‘Jupiter’
The final three symphonies by Mozart were all composed in the remarkably short period of about
two months in the summer of 1788 and can, perhaps, be seen as a cycle. It was unusual for Mozart
to write symphonies in the summer months and the dates of the first performances of these works
are unclear. As with the preceding symphonies, it was originally assumed that the final three
masterpieces were never performed during his lifetime, but it is now thought to be likely that
Mozart performed them during his Viennese subscription concerts of 1788 and on tour in Germany
the following year. Indeed, it was almost certainly with different orchestras in mind that Mozart
made two versions of his Symphony No.40 in G minor (KV550) – the version presented here is of
the revised score, with added clarinets and changes to the oboe parts.

The final work in this great trilogy of late symphonies is known today by the nickname given to
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CD 10: Symphonies 38 ‘Prague’ & 39
General opinion considers Mozart’s last three symphonies to be the point of absolute perfection in
the canon, but it would be wrong to dismiss too lightly the qualities of the preceding three,
particularly the ‘Prague’ Symphony (K504), which opens this disc. It is the third of a series of
‘named’ symphonies and owes its title to the city where Mozart experienced many of his greatest
successes and which was particularly dear to his heart. It is therefore perhaps a little strange that the
symphony was actually completed in Vienna in December 1786 (although Mozart performed it in
Prague the following year) and that its genesis is not a straightforward one. Mozart had been busy
at the time of the work’s composition, not only with Le nozze di Figaro but also with revising his
earlier Symphony K297. It has been suggested that the finale of the new symphony was originally
conceived as a replacement finale to the earlier composition, also a ‘named’ work (‘Paris’) and also
in D major.

Unusually for Mozart’s later works, the symphony is in three movements rather than four. The
opening movement begins with a device common to some of the major symphonies of Mozart’s
friend and mentor Joseph Haydn, that is a slow introduction which also poses an ambiguity of key
between D major and D minor. Indeed, much of the opening material of the movement is firmly in
the minor key. This opening Allegro is one of Mozart’s finest achievements, a masterpiece of
counterpoint with a particularly virtuosic development section. The central movement is a quiet
Andante in 6/8 time, which continues the ambiguity of its predecessor, leaving the listener to 
doubt whether this is music of great sorrow or of veiled joy. Mozart omits a Minuet movement 
and proceeds straight to the headlong Presto finale, with its emphasis on the wind section of 
the orchestra.

It was originally thought that the final three masterpieces of Mozart’s symphonic canon were
never performed during his lifetime, but this has been shown now to be an unlikely tale. Mozart
arranged a series of Viennese subscription concerts in 1788 and it is likely that the three final
symphonies were performed there at that time. Mozart probably also performed the works whilst
on tour in Germany the following year and must have revised them (particularly the very different
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Mozart Akademie Amsterdam
The Mozart Akademie Amsterdam is one of the youngest ensembles from The Netherlands. Formed
by conductor and cellist Jaap ter Linden, the orchestra performs the music of the first Viennese
School on period instruments. Members are handpicked specialists from well-known European
orchestras.

Mozart Akademie Amsterdam had its official performance debut in Concertgebouw, Amsterdam
in the Robeco series, with soprano Emma Kirkby and fortepianist Bart van Oort, with many
concerts in the Netherlands following.

Critics have commented:
‘The orchestra plays with heart and soul’ (Trouw)
‘Transparent textures, flowing phrasings, dance-like rhythms, contrasting dynamics and lively
articulations’ (NRC Handelsblad)
‘Jaap ter Linden offers a new view on this well known repertoire … 
He shows the composer as an empathic, sensitive and emotionally intelligent artist, freeing his heart

in a confidential flow’ (Volkskrant)
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it by the great impresario Johann Salomon, a patron of Haydn who had persuaded the older
composer to travel with him to London, suggesting that Mozart should follow at a later date.
Mozart’s visit did not, eventually, take place, but the symphony that was the result of this situation
still bears Salomon’s title of ‘Jupiter’, bringing with it something of the grandeur such a name
suggests.

Perhaps significantly for his final symphony, the ‘Jupiter’ is in the grand key of C major, the same
key as much of the final opera La clemenza di Tito. It is a key of celebration and pomp,
demonstrated aptly in the final movement’s use of fugue within the constraints of a sonata form
structure. The grandeur of the music also reflects the political situation of the era, a time when
Austria was at war with the Turks. Religious quotations within the symphony give the work a
positive and triumphant attitude that is far removed from the questioning and neurotic despair that
colours much of the previous symphony. Mozart had, by now, outgrown his own earlier style and
forged a new type of music, looking towards Schubert and Beethoven rather than back to his
revered master Haydn. The third movement has the feel of a Ländler folk dance in the style of
Schubert or even Mahler, in contrast to the courtly Minuets of his earlier symphonies. Similarly, the
counterpoint within the work is totally confident and fully integrated into the piece. Nowhere in the
history of music has a series of symphonic works ended with such a confident assertion of style and
with such a revelation of an enduring masterpiece.

� Dr. David Doughty
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Jaap ter Linden
The cellist and gambist Jaap ter Linden is one of Europe’s most prominent interpreters of Baroque
music. As one of the first specialists in this field he actively participated in the foundation of many
Baroque ensembles, many of which now play an important role in European musical life.

On completing his studies, he, together with Ton Koopman, founded the ensemble Musica da
Camera, and his subsequent memberships of Musica Antiqua Köln, The English Concert and The
Amsterdam Baroque Orchestra, led to a number of recordings. Following this, Ter Linden founded
his own orchestra, The Mozart Academy Amsterdam, dedicated to performance and recording of
classical repertoire.

Jaap ter Linden has acquired great fame as a performer of solo and chamber music repertoire. As
chamber musician he regularly performs with pianist Bart van Oort, violinists Andrew Manze and
John Holloway and cembalists Richard Egarr and Lars Ulrik Mortensen. He is also in increasing
demand as a conductor of both specialised and contemporary orchestras. Recent guest directions
with the Deutsche Kammerphilharmonie, Portland Baroque Orchestra, Beethoven Akademie,
European Union Baroque Orchestra, Concerto Köln, Amsterdam Bachsoloists and Amsterdam
Nieuw Sinfonietta prove that Jaap ter Linden is not only a formidable cellist but also a fine and
versatile conductor.

Ter Linden has made numerous recordings with specialised orchestras and chamber musicians
such as Andrew Manze, Richard Egarr, René Jacobs, Ton Koopman, Reinhardt Goebel, John
Holloway and Lars Ulrik Mortensen. His recent recording of the Bach solo suites with Harmonia
Mundi USA was unanimously acclaimed by critics and listeners. With Manze and Egarr he recently
recorded Rebel’s violin sonatas and Bach’s gamba sonatas. The latter recording was ‘Editor’s
Choice’ in Gramophone magazine. He also conducted a recording of J.S. Bach and his sons’ oboe
concertos with Pauline Oostenrijk and Nieuw Sinfonietta Amsterdam, which was nominated for the
Edison Prize.

Jaap ter Linden is professor at the Royal Conservatory in The Hague and at the Hochschule für
Alte Musik in Würzburg and he regularly gives courses and master classes throughout Europe.
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