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Yehudi Menuhin, was awarded the prestigious Grand Prix du Disque. His Schubert
recordings have been widely acclaimed “every harmonic side-step, every momentary
change of pace is tasted to the full.” The Times.  

ENGLISH SYMPHONY ORCHESTRA
Since its formation in 1980 by its Founder and Artistic Director William Boughton, the
(ESO) has given over 1800 concerts both nationally and internationally. It has toured
to USA, Greece, France, Germany, Switzerland, Norway, Lithuania, Italy and Spain
with many of the world’s leading artists, including Nigel Kennedy, John Lill, Evelyn
Glennie, Gill Shaham, Emanuel Ax, and the late Yehudi Menuhin, who was the
Orchestras Conductor Laureate for 10 years and at whose Memorial Service, in
Westminster Abbey in June 1999, the orchestra was honoured to be invited to play.

ESO’s base at the foot of the beautiful Malvern Hills (Elgar Country) provides an
apposite setting for its special affinity with English music. It also boasts a broad based
repertoire that ranges from the central European repertoire (Bach, Beethoven, Haydn,
Schubert, Mozart etc) to the modern works of Britten, Tippett, Maw Sculthorpe and
others. The orchestra’s discography numbers over fifty titles, many of which have
reached the ‘Top Ten’ in the American Billboard Charts.

The English Symphony Orchestra serves the region of the South West Midlands,
UK with a comprehensive programme of concerts and educational projects for school
children and enthusiastic adults alike. The ESO’s three Youth Orchestras give more
than 200 children of all ages and standards a taste of orchestral life and work, while
regular children’s concerts, compositional workshops, instrumental masterclasses
with the orchestra’s principal players encourage all the community’s music lovers to
join in the fun of music making. 

In June 2004 the ESO held its first Elgar Festival. The four-day event, set in
Malvern and Worcester, was an overwhelming success. It attracted thousands of
music-lovers from all over Britain and across the globe and was met with critical
acclaim. 
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JEREMY MENUHIN
Jeremy Menuhin made his New York debut as winner of the Young Concert Artists’
Piano Competition in 1984 and soon afterwards gave the first in a number of concerts
with the Berlin Philharmonic. He has regularly given recitals in the Kennedy Center
in Washington, the Philharmonie in Berlin, the Amsterdam Concertgebouw and the
Salle Pleyel in Paris. Jeremy Menuhin’s broad musical education included
composition with Nadia Boulanger in Paris, piano studies with Mindru Katz in Israel
and conducting with Hans Swarowsky in Vienna.

He has played with many leading orchestras such as the Royal Philharmonic, the
Berlin Philharmonic, the Orchestre Nationale de France, the Houston Symphony, the
Israel Philharmonic, the Czech Philharmonic, Salzburg Mozarteum and the chamber
orchestras of Zurich, St Petersburg and Prague as well as the English Chamber
Orchestra.

Jeremy Menuhin has toured with the Sinfonia Varsovia and the Philharmonia
Hungarica in Spain, Switzerland, and France and in Russia with the Camerata St
Petersburg. In Britain he has appeared at the South Bank, Wigmore Hall, the
Barbican, St.John’s Smith Square, Symphony Hall Birmingham and the Usher Hall in
Edinburgh.

Other engagements have included tours of Germany, Lithuania, Holland and
France, solo recitals at the Ubeda Festival, Spain, Ravello Festival, Italy, and for Radio
France and concerts in Zurich with the Zurich Chamber Orchestra, Spain with the
Camera Reina Sofia conducted by Sir Neville Marriner and the Gstaad Festival with
the Royal Philharmonic Orchestra. At the Gstaad Festival in 2003 he gave a
recital with Steven Isserlis and played Beethoven 3 with the Basel Chamber
Orchestra, and throughout the summer he gave recitals and concerti in various
festivals including Woodstock in the US and Baden-Baden in Germany. 

Jeremy Menuhin has recorded works by Schubert, Mozart, Debussy, Beethoven
and Dvorak. His recording of Bartok’s Sonatas for Violin and Piano with his father,
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Mozart
Piano Concertos - Volume One

Jeremy Menuhin
English Symphony Orchestra

Michael Bochmann, concert master

DISC ONE

Concerto in C major K415 27.14
I Allegro 10.40
II Andante 8.09
III Rondeau: Allegro-Adagio 8.25

Concerto in A major K414 26.29
I Allegro 10.51
II Andante 9.06
III Rondeau: Allegretto 6.32

Concerto in E flat major K449 23.28
I Allegro vivace 9.09
II Andantino 7.55
III Allegro ma non troppo 6.32

Total playing time 77.23
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‘It is not unusual that some of my compositions find their way abroad – but those pieces go
out into the world with my knowledge…However, the compositions that I hold back for my
own use, or for the use of a small circle of music lovers and connoisseurs (who promised not
to share them with anyone), cannot possibly be known abroad, because they haven’t been made
public even here; - and so it is with the 3 Concertos that I have the honour of sending to His
Highness’.

The first of the ‘3 Concertos’ Mozart mentions is K488 in A major. And while he may
have intended it for ‘a small circle of music lovers and connoisseurs’, it is now one of
the most popular of all his concertos – and justly so. The superabundant tunefulness
of the first movement would be explanation enough. This is one of three concertos in
which Mozart included his beloved clarinets – a relatively recent invention and still
far from common in orchestras in the 1780s. They add their distinctive sensuous
warmth to the orchestral palate, and enjoy several key moments in the spotlight.

But the central gem of K488 is the slow movement. Mozart used the minor key as
tonic more rarely than any other great composer, and its use for a whole movement
usually signifies something special – like the C minor ‘operatic aria’ in the finale of
K415. For the Adagio of K488 Mozart makes a unique excursion into F sharp minor for
one of his greatest and most haunting slow movements. Here the troubled element
foreshadowed in the Andantino of K449 is much more explicit; and yet there’s an
exquisite refinement of tone – even the odd touch of ‘playfulness’ in the wide leaps
of the main melody and the coda. There may be strong emotions here, but, true to
form, Mozart never loses his poise. 

© 2005 Stephen Johnson  

DISC TWO

Concerto in D major K175 22.49
I Allegro 8.28
II Andante 8.46
III Rondeau: Allegro-Adagio 5.35

Rondo in D major K382 10.43
Allegretto grazioso

Concerto in A major K488 28.27
I Allegro 11.53
II Adagio 7.48
III Allegro assai 8.46

Total playing time 62.02
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Producer’s note: These concertos were recorded in the days following concert
performances at the annual Wyastone Summer Series. In accordance with Nimbus
long-held philosophy the recordings were made in the spirit of a live event: editing to
save a performance, not to create one. 

Recorded by Nimbus Records at Wyastone, Monmouth, UK.
Disc One: 25/26 July 2004.  

Disc Two: Tracks 1-3, 5-7, 28/29 November 2004. Track 4, 27 January 2005.
� 2005 Wyastone Estate Limited  © 2005 Wyastone Estate Limited

Front cover photograph: Hanya Chlala / ArenaPal
Design: www.doubletakedesign.co.uk
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partly practical. In March 1784 Mozart wrote excitedly to Leopold about his new
series of subscription concerts, comparing his successes with those of two
performer rivals: ‘I have 30 subscribers more than Richter and Fischer put together.
The first concert on the 17th of the month went very well – the hall was filled to the
brim; – and the New Concerto that I performed won extraordinary applause;
wherever I go now, I hear people speak in praise of that concert.’ The ‘New
Concerto’ Mozart mentions is K449, dedicated to one of Mozart star piano pupils:
Barbara (‘Babette’) von Ployer. In another letter Mozart claims once again that the
wind parts can be omitted, but this is harder to accept than in the case of K415,
especially in the partly contrapuntal finale, where the wind instruments provide
voices not found in the other instrumental parts. Perhaps Mozart made the
suggestion to encourage Babette to play the Concerto at home or at the houses of
friends.    

It is interesting that K449 should have won such ‘extraordinary applause’. It is
nowhere near as brilliant and exciting as K450, and the finale is full of ‘learned’
contrapuntal treatment, while the central Andantino is Mozart’s most emotionally
complex concerto slow movement to date. The critic Eric Blom wrote of its ‘troubled
beauty’, while Philip Radcliffe finds ‘a decided undercurrent of restlessness’ behind
its ‘polished exterior’ that ‘fits well with the wayward and independent character
of the first movement’. Certainly the bold modulations and rich chromaticism are a
technical advance on anything in the earlier concertos. There is something in this
movement that recalls the description of Mozart by his contemporary, the writer
Ludwig Tieck: ‘small, rapid of movement, restless, & with shy eyes’.

In1786 Mozart wrote to his old friend Sebastian Winter on the subject of
unauthorized foreign copies of his works: 

Wolfgang Amadeus Mozart (1756 – 1791)
The Piano Concertos

Volume One

All but one of the concertos recorded here were composed during Mozart’s last
decade – in other words after the year in which he made probably the three most
momentous decisions of his life. In that decisive year, 1781, Mozart finally forced a
show-down with his much-resented employer, Prince-Archbishop Hieronymus
Colloredo of Salzburg – this was the confrontation that ended with Mozart being
literally kicked out of the door by the Archbishop’s Chief Steward, Count Arco.
Freed from humiliating servitude, Mozart opted to settle in Vienna and attempt
either to find a better employer, or to make a living as a freelance composer, a brave
decision in a period when even composers of the stature of Haydn were normally
liveried servants. At the same time he fell in love with a young soprano, Constanze
Weber, and determined to rescue her from her domineering mother and marry her.
Crucially, all three of these decisions meant defying the wishes of his father,
Leopold Mozart. Mozart clearly loved his father, and knew that he owed a great
deal to his tuition and guidance. But the relationship had grown increasingly
strained, especially when the older man refused to relax his attempts to direct his
son’s life and career. It is arguable that in the struggle to assert himself Mozart
ceased to be a Wunderkind and became a man. 

The effects can be seen in the music. Although Mozart had written some fine things
before 1781, this is the point at which his composition seems to slip into a higher
gear. From 1781 onwards come his greatest operas and religious works, his finest
symphonies and string quartets, and a whole string of magnificent piano concertos,
all showing new levels of technical mastery, artistic imagination and emotional
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depth. But there were practical as well as psychological reasons why Mozart wrote
so many outstanding piano concertos during this period. Soon after his
establishment in Vienna, Mozart found that he was much in demand as a pianist,
and he seems to have realized quickly that, apart from making him money, concerto
performances offered the ideal opportunity to display his compositional powers to
a wide-ranging audience. In a letter to his father at the end of 1782, Mozart shows
how well he understood what he was doing:

‘I still have two concertos to write for my subscription concerts [K414 & 415]. – These
concertos are a happy medium between what’s too difficult and too easy – they are Brilliant
– pleasing to the ear – Natural without becoming vacuous; - there are passages here and
there that only connoisseurs can fully appreciate – yet the common listener will find them
satisfying as well, although without knowing why’.

Two years later Mozart described an exchange with the pianist Georg Friedrich
Richter which throws light on why his piano-playing proved so popular – at least
during his first years in Vienna: 

‘When I played for him, his eyes were totally fixed on my fingers – then he burst out: Good
God! – how hard I have to work, until I sweat, and – still I get no applause – and you, my
friend, your playing is so playful. – Yes, I said, but I too had to work hard so that I don’t
now have to work so hard anymore’.

There are innumerable passages in Mozart’s mature piano concertos that seem to
cry out for such ‘playful’ playing, even in music where the mood is otherwise fairly
serious. This paradoxical quality is one the elements that make Mozart’s great piano
concertos so endlessly absorbing. Sometimes – as in the bubbling Presto finale
theme of the A major Concerto, K488 – the music seems to embody pure, radiant

the first movement’s opening theme), a feature this concerto has in common with
the other, later A major concerto, K488.

K415 in C major is more extrovert, its brilliance underlined by the use of trumpets
and drums; there is also a pair of bassoons (not indicated in K414). Which means
Mozart was not being strictly accurate when he outlined the scoring in the above-
quoted letter to Sieber. Had he simply forgotten the extra instruments? Given the
amount of music Mozart produced that’s not impossible. Despite its brilliance, and
some, distinctive themes, K415 has never been as popular as the preceding A major
Piano Concerto. Some writers have attempted to account for this by criticising the
structure of the first movement. It is true that - unusually for Mozart - the opening
orchestral tutti contains ideas that never return, which can give the movement an
oddly lopsided feeling. But there is plenty of striking music, not least the opening
theme, which steals in quietly, leading to an explosive forte. 

Mozart started writing a central slow movement in C minor, but then changed his
mind, substituting the attractive but relatively undemanding Andante in F major.
Instead the shadow of C minor now falls across the finale. It begins with a light,
dancing 6/8 tune. Later there’s a particularly lovely lilting second theme
(introduced on violins). But then comes a surprise: a pause in mid-tutti, and the
tempo drops to Adagio as the mode turns minor, for what sounds very like a
melancholy operatic aria for piano. This idea return once more before the coda,
disturbing the finale’s otherwise gemütlich mood  which is perhaps why Mozart
chose to end the work mysteriously, pianissimo, instead of with the customary
concerto flourish.

K449 in E flat major was written in 1784, the first of six concertos composed in that
one year! The reason for this single-minded burst of productivity is again at least
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Whether it was self-criticism or shrewd commercial instinct that made Mozart drop
K175’s first finale, it paid off. It isn’t hard to see why K382 should have gone down
so well with Viennese audiences - then, as now, devoted to the undemanding cult
of Gemütlichkeit (a word meaning something like ‘cosiness’, ‘amiableness’ – with,
the unkind might add, an added undertone of ‘smugness’). The delectably simple
opening theme is a perfect example of what German-speakers call an Ohrwurm –
literally ‘earwig’ or ‘ear-worm’, implying the kind of tune that, once it has
burrowed into your ear, proves impossible to dislodge.     

K414 in A major is the second of Mozart’s fully Viennese piano concertos,
composed in 1782. The following year Mozart wrote about it and its two
neighbouring concertos, K413 and 415, to the Paris-based publisher Jean-Georges
Sieber: ‘I wish to bring to your attention that I have 3 piano concertos ready to be
engraved; they can be played with full orchestra, that is with oboes and horn – or
simply à quatro.’ By ‘a quatro’, Mozart simply means ‘with string quartet’. This
apparently cavalier attitude to scoring was common in Mozart’s day, when
concertos were often sold as much for private performance in the home as in the
theatre. But in the case of K414 what Mozart says also has a bearing on the style,
which at times has something of the intimacy of true chamber music. It may be
significant that K414 was written just before he began work on the six string
quartets he dedicated to Joseph Haydn, which show how much Mozart had learned
from what the older composer termed his ‘new and original’ approach to writing
quartets, especially in his set of six Op 33 Quartets, published in 1781. What Haydn
succeeded in doing was ‘democratizing’ the quartet texture, so the leader no longer
dominated, unopposed, but took the role of primus inter pares – ‘first among equals’
– entering into creative dialogue with the other three instruments. There are times
in K414 when piano and orchestra seem to discuss musical ideas together, the one
reacting to the other. But there are also plenty of mellifluous long melodies (witness

happiness; but there are other passages where one may recall the words of King
Leontes from Shakespeare’s The Winter’s Tale: ‘my heart dances, But not for joy’.
The Concerto K175 in D major is the one work in this volume not composed in
Vienna. But Mozart played it often during his first years in the Austrian capital,
replacing the original finale with a new Rondo, K382 which, he tells his father in
March 1782, ‘is making some noise around here’. It was still packing in the crowds
the following year, and Mozart clearly knew how to make the most of his new
celebrity status:

‘They wanted me to repeat the Rondeau – so I sat down again – but rather than just repeat
the Rondeau, I asked to have the conductor’s podium removed and played it alone. – I wish
you could have heard how this little surprise delighted the audience – they didn’t just
applaud but shouted Bravo and Bravissimo! – The emperor stayed and listened until I had
finished playing – and when I left the clavier, he left his loge. – He stayed just to hear me…’

K175 is in fact Mozart’s earliest fully original piano concerto (K37, 39, 40 & 41 are
arrangements of music by other composers). While it has neither the sophistication
nor the emotional depth and subtlety of the great Viennese concertos, there is
plenty of vivacity and charm, and one can see why Mozart might have thought it
appropriate (with a new finale) to introduce himself to the city’s concert-goers. The
first movement has something of the flavour of a comic overture, while the more
reflective Andante contains several hints of finer things to come. So too does the
finale – though in this case that might explain why Mozart chose to replace it. The
original finale shows Mozart attempting to introduce contrapuntal elements into
sonata style, something he was to do far more impressively in the concluding
movements of two major Viennese works: the String Quartet in G, K387, and the
Jupiter Symphony, K551.


