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 Examining the journey of where Mozart started when he wrote the first two concertos 
versus where he ended up with the fifth concerto has shone light on these pieces 
as a set in a way that I did not have the chance to grasp as a young person learning 

one concerto at a time. Concerto No. 1 in B flat major is straightforward enough that 
it could almost pass as a Baroque concerto with a few winds added to the mix. By 
Concerto No. 5 in A major, with no change in instrumentation, Mozart has managed to 
add incredible nuance, infinite textural possibilities, and a level of sophistication that has 
bred voluminous performances, recordings, and liner notes ever since.

A crucial element in my own journey with these concertos involved studying Mozart’s 
handwriting. For the performer, the ability to view even a small scribble in a composer’s 
own handwriting is a rare and precious gift. In the case of Mozart’s violin concertos, 
we are extremely fortunate to have access to manuscripts of all five works. From the 
early beginnings of this project, Mozart’s handwriting informed my interpretation of 
each individual concerto and even served as welcome visual refreshment amid screen-
filled days. By the time I reached the end of the project, I was struck by the change in 
his handwriting between his earlier concertos and the final A major concerto. Teenage 
Mozart’s handwriting in the first two concertos is neat, tidy, and deliberate; one gets 
the sense that perhaps Leopold was looking over his shoulder. By the fifth concerto, his 
handwriting appears more hurried and less careful, as if a deadline were nigh.

These live performance recordings of Mozart’s complete violin concertos reflect some 
of my proudest work as concertmaster of the Handel and Haydn Society. I believe that 
Mozart’s music shines best through performance, so it feels especially fitting to share the 
spontaneity inherent in these performances at Symphony Hall in Boston. I am sincerely 
grateful to all the musicians of the Handel and Haydn Society for lending their brilliant 
musicianship to this project. It is truly an honour for me to serve as a leader of this 
extraordinary team.  

Aisslinn Nosky

 Exploring Mozart’s 3rd and 4th Violin Concertos and the Sinfonia Concertante for 
Violin, Viola and Orchestra has been a highlight of my tenure as concertmaster 
of the Handel and Haydn Society. I believe Mozart’s music shines best through 

performance and so it is particularly gratifying to be able to share the spontaneity 
of these three performances as they were recorded live at Symphony Hall in Boston.

While preparing these concertos, I returned again and again to the idea of Mozart 
himself playing the solo violin part. He was an accomplished violinist, and I believe 
he must have enjoyed portraying different characters through an instrument he knew 
so well. In the 1770s Mozart was a teenager and in his first position in the court 
of Salzburg when he wrote the 3rd and 4th Violin Concertos. After many years of 
touring Europe under his father’s watchful eye, he was beginning to forge his own way 
in the world. By the time he wrote the Sinfonia Concertante, his musical voice had 
developed further, and the addition of the viola doubled his opportunity to express 
the fullness of the human experience already present in the violin concertos.

In imagining Mozart playing the violin concertos, I am struck not only by the depth 
of profound emotion they contain, but also by their inherent humour, a welcome 
inspiration in writing my own cadenzas. While we know very little about the 
circumstances under which Mozart wrote the Sinfonia Concertante, we are lucky 
to have Mozart’s own cadenzas for this piece. Another aspect I love about Mozart’s 
writing is its conversational nature, so it was especially fitting and a true joy to create 
musical dialogue with one of my oldest and dearest friends, violist Max Mandel. 

Aisslinn Nosky

This recording has been made possible through  
the generous support of the following: 

Peacewoods Charitable Fund             Peter G. Manson and Peter A. Durfee

     

Violin Concerto No. 2 in D major, K211 
1  Allegro moderato   7.48
2 Andante    5.42
3 Rondeau: Allegro    4.29

Violin Concerto No. 1 in B flat major, K207
4 Allegro moderato   7.02
5  Adagio   6.38
6 Presto   5.18

Violin Concerto No. 5 in A major, K219
7 Allegro aperto   10.04
8 Adagio   9.20
9 Rondeau: Tempo di menuetto  9.20

                       Total running time  65.43

 Wolfgang Amadeus Mozart 
(1756–91)
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Violin Concerto No. 2 in D major, K211
Violin Concerto No. 1 in B flat major, K207

Violin Concerto No. 5 in A major, K219

Concerto [No. 3, K216], which went like oil. 
Everyone praised my beautiful, pure tone.”

Despite these peripatetic successes, it was 
Salzburg that was the real spiritual home of 
Mozart’s violin music. It was there – where 
violin concerto movements were as likely to 
be heard as outdoor entertainment music 
or as an embellishment to a church service 
as in a concert hall – that he first played a 
concerto at the age of seven, later toiled 
in the court orchestra, and as a teenager 
composed five violin concertos, the first in 
1773 and the rest in 1775. And while they 
may not probe the depths of the piano 
concertos he would later write in Vienna, it 
is true to say that they all reveal some degree 
of Mozartian inspiration, often of the most 
ravishing kind. With their accent on lyricism 

Although the prevailing image of Mozart 
as a performer is that of a pianist, the 
part played by the violin in his early 
development as a musician was equally 
important. How, indeed, could it be 
otherwise when his father and teacher, 
Leopold, was the author of Violinschule, 
one of the 18th century’s most influential 
and trenchant treatises on violin technique? 
Accounts of the child-prodigy’s triumphs 
around Europe suggest that, at that stage 
at least, he was as proficient on the violin 
as at the keyboard, and right into the mid-
1770s his letters home to his family carried 
reports of public appearances as a violinist. 

“I played Vanhal’s Violin Concerto in B 
flat, which was unanimously applauded”, 
he wrote from Augsburg in 1777. “In the 
evening at supper I played my Strasbourg 

Wolfgang Amadeus Mozart(1756–91) and eloquent personal expressiveness rather 
than technical brilliance – “you know I am 
no lover of difficulties”, he once wrote to 
his father after hearing another violinist 
play a particularly demanding concerto 

– they marked a new stage in the artistic 
development of a composer with whom 
such qualities were to become associated 
above all. 

Mozart’s First Violin Concerto is also his first 
original concerto for any instrument. While 
a handful of earlier keyboard concertos were 
based on material by other composers, this 
work – dated 14 April 1773 – is entirely the 
product of his own imagination. Yet while 
a long way from attaining the greatness 
of his best concertos, it shows few signs of 
compositional inexperience. At 17, Mozart 
had already written more than 20 symphonies 
and seven operas, and his ready grasp of the 
skills of structural clarity, effective orchestral 
writing and affecting lyrical invention are 
certainly on display here.

If that makes it less memorable than its 
counterparts, it does not stop it from being 

enjoyable. The first movement is as buoyant 
as such a movement should be, the orchestra 
poised and formal and the soloist mixing 
graceful melody with more angular fast-
note figuration, while the slow movement 
is a gentle adagio whose rich but placid air 
clearly owes something to Mozart’s operatic 
experience. The finale is a dialogue between 
soloist and orchestra which bustles with 
violinistic athletics, and whose scampering 
main theme recalls the mood of mid-
century concertos by Haydn. Mozart later 
wrote a replacement for this movement, 
but more substantial and brilliant though 
that one may be, it cannot match the brisk, 
youthful high spirits of this original.                   

This concerto has sometimes been identified 
(albeit without any real evidence) as the 
work mentioned by Leopold Mozart in 
a letter he wrote to Wolfgang in Munich 
in 1777, chronicling an unexpectedly 
boisterous Salzburg evening: “Last Friday 
Herr Kolb gave a grand concert to the 
foreign merchants. He played on the fiddle 
your concerto and your serenade and, as 
the music was so much praised and won 
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extraordinary acclamation and applause, 
he announced ‘You have been hearing the 
compositions of a good friend who is no 
longer with us.’ Whereupon they all cried 
out: ‘What a pity that we have lost him!’ 
The concert took place in Eisenberger’s 
hall. When it was over they all got drunk 
and shouldered one another in processions 
round the room, knocking against the 
lustres, or rather against the large chandelier 
which hangs from the middle of the ceiling, 
so that they broke the centre bowl and other 
pieces, which will now have to be sent to 
Venice to be replaced.” 

The Second Violin Concerto is the first of the 
four composed in rapid succession during 
the second half of 1775, and was completed 
on 14 June. It is not clear why violin concertos 
should have been such a preoccupation at 
this time, but in Mozart’s day it was common  
practice to publish instrumental works in 
sets, and it is possible that he was hoping 
to get a decent number together for print. 
A fair bit of water had flowed under the 
compositional bridge since the First 
Concerto. As well as two further operas and 

ten more symphonies, Mozart had produced 
in that time his first piano concerto, a 
bassoon concerto and also two orchestral 
serenades, both containing within their 
eight-movement structure a complete three-
movement violin concerto. If this suggests 
that Mozart had settled into the groove 
of writing for violin and orchestra, as well 
as of concerto-writing in general, there is 
also enough about the Second Concerto to 
indicate a greater level of experience. This is 
a grander work than its predecessor, more 
urbane and with a keener social polish. 
Mozart finds a new economy with his 
melodic material here, the orchestration 
is delicate, and a predominantly high solo 
part – coupled with a Vivaldian penchant 
for accompanying the soloist with only the 
upper orchestral strings – helps the whole 
work breathe a bright, clean air.

The first movement’s mood is set by the 
little downward fanfare and the brief 
question-and-answer session which 
immediately follows it. The steady tread 
scarcely lets up from then on, and if the 
result can seem a little four-square, this 

is attractive music nonetheless. The 
andante second movement is a tender 
stream of melody, with great warmth in 
the orchestral episodes and an effectively 
touching melancholy to the solo part.

The finale, like those of all the violin 
concertos of 1775, is entitled ‘rondeau’, 
evidence perhaps that Mozart was aware 
of the concertos of Parisian violinists such 
as Pierre Gaviniès and Joseph Bologne, 
Chevalier de Saint-Georges. More 
recognisably Mozartian, however, is the 
way the minuet-style main theme is stated 
first by the soloist, then taken up gladly by 
the full orchestra. The alternation between 
returns of this theme and lightly contrasted 
intervening episodes is also managed with 
a hint of the flair and charm which were 
to distinguish many of his later concertos, 
whether for violin, piano or clarinet.
  
Mozart’s period of devotion to the violin 
concerto was a short one; after 1775, he 
produced no more in the remaining 16 years 
of his life. Subsequent concertos included 
examples for horn, oboe, flute, clarinet, and, 

most gloriously, piano, but the violin never 
occupied him again in this context. By any 
standards this is regrettable, but it appears 
even more so in the light of the considerable 
beauty and all-round compositional skill 
shown by the fifth and last of the violin 
concertos, a work that seems to pull together 
many of the best qualities of its predecessors. 

Completed on 20 December 1775 – only 
two months after the Fourth – the Fifth 
is a work that, while being perhaps the 
most technically demanding of the violin 
concertos, combines radiant warmth with 
sprightly humour, and violinistic athleticism 
with sublime poetry. Conceived on a notably 
larger scale, too, it has the look of a new 
stage of development, so how strange it is 
that, at the age of 19, Mozart should here be 
writing his last concerto for violin. How, too, 
one could wish for just a few more!

That this is a concerto not to be hurried is 
soon established. Thematically speaking, the 
opening is surprisingly unassertive, with the 
orchestral violins striding out lightly over 
a quivering accompaniment, but without 
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anything that strikes the listener as a theme 
as such. Even more unexpected is the way 
in which the soloist emerges: six bars of 
pensively soaring adagio over a murmuring 
accompaniment, eventually bursting out 
into a new theme full of swaggering self-
confidence and revealing the opening to 
have been an accompaniment in search of a 
tune. Note, too, how the little upward sweep 
that ends the first orchestral section is taken 
up for development later in the movement. 
The tempo marking, incidentally, is one that 
Mozart seems to have been almost the only 
composer to use: the Italian word aperto can 
be translated variously as ‘open’, ‘bold’, ‘clear’ 
or ‘frank’. 

The slow movement is longer than those 
of the other violin concertos of 1775, but 
its effortless beauty never wavers. There is 
little dialogue, just a serenely drawn and 
effortlessly touching melody for the solo 
violin, with the orchestra supplying the most 
loving of accompaniments. The concerto 
finishes with a ‘rondeau’ in which returns 
of the opening theme are interspersed with 
contrasting episodes. As in the Finales of 

the Third and Fourth concertos Mozart 
takes the opportunity here to introduce 
an element of humorous impersonation. 
In the earlier works it had taken the form 
of bagpipe-and-drone effects, but here it 
is an exhilarating excursion into what is 
usually called ‘Turkish’ music. In fact this 
style – evoked with exaggerated melodic 
leaps, pounding rhythms and col legno 
effects (hitting the strings with the wood 
of the bow) in the cellos and basses – owes 
more to Hungarian Romani music than 
to the Ottomans, but for most Europeans 
of Mozart’s time its exoticism would have 
seemed Turkish enough. That Mozart 
himself borrowed some of this section from 
music he had written for a ballet entitled 
La gelosie del Seraglio (The jealousy of the 
harem) confirms how he saw it; the reason 
for this apparent musical joke remains, 
however, a mystery.

© 2023 Lindsay Kemp
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The Handel and Haydn Society (H+H) 
is internationally acclaimed for its 
performances of baroque and classical 
music. Based in Boston, H+H’s Period 
Instrument Orchestra and Chorus delight 
more than 50,000 listeners each year 
with a nine-concert subscription series 
at Symphony Hall and other leading 
venues in addition to a robust program of 
intimate events in museums, schools, and 
community centres. Under the leadership 

of Artistic Director Jonathan Cohen, the 
ensemble embraces historically informed 
performance, bringing classical music to 
life with the same immediacy it had the day 
it was written. Through the Karen S. and 
George D. Levy Education Program, H+H 
also provides engaging, accessible, and 
broadly inclusive music education to over 
10,000 children each year through in-school 
music instruction and a Vocal Arts Program 
that includes six youth choruses.
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Handel and Haydn Society
Founded in Boston in 1815, H+H is the oldest 
continuously-performing arts organisation 
in the United States, and is unique among 
American ensembles for its longevity, 
capacity for reinvention, and distinguished 
history of premieres. H+H began as a choral 
society founded by middleclass Bostonians 
who aspired to improve the quality of 
singing in their growing American city. They 
named the organisation after two composers 
– Handel and Haydn – to represent both 
the old music of the 18th century and what 
was then the new music of the 19th century. 
In the first decades of its existence, H+H 
gave the US premieres of Handel’s Messiah 
(1818), Haydn’s The Creation (1819), Verdi’s 
Requiem (1878), and Bach’s St Matthew 

Passion (1879). Between 2014 and 2016, 
H+H celebrated its Bicentennial with two 
seasons of special concerts and initiatives to 
mark two centuries of music making. Since 
its founding, H+H has given more than 
2,000 performances before a total audience 
exceeding 2.8 million. 

In addition to its subscription series, tours, 
and broadcast performances, H+H reaches 
a worldwide audience through ambitious 
recordings including the critically acclaimed 
Haydn The Creation, the best-selling Joy to the 
World: An American Christmas, and Handel 
Messiah, recorded live at Symphony Hall 
under the direction of Conductor Laureate, 
Harry Christophers.

Canadian violinist Aisslinn Nosky was 
appointed concertmaster of the Handel and 
Haydn Society in 2011. With a reputation for 
being one of the most dynamic and versatile 
violinists of her generation, Nosky is in 
great demand internationally as a director, 

soloist and chamber music collaborator. She 
has directed and appeared as soloist with 
Holland Baroque, the Orchestra of the Age 
of Enlightenment, the Utah Symphony, the 
Calgary Philharmonic, the New Zealand 
Symphony Orchestra and Tafelmusik. 

Aisslinn Nosky violin 
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rAisslinn has served as Principal Guest 
Conductor of the Niagara Symphony and 
Guest Artist-in-Residence of the Manitoba 
Chamber Orchestra. A passionate educator, 
Nosky has been on faculty at the Banff 
Centre for the Arts and Mount Holyoke 
College. From 2005-2016, Aisslinn was a 
member of Tafelmusik Baroque Orchestra 
and toured and appeared as soloist with this 
internationally renowned ensemble. 

Violin Concerto No. 2 in D major, K211
 Recorded Live at:   Symphony Hall, Boston, USA, 6 & 8 January 2023

Violin Concerto No. 1 in B flat major, K207
 Recorded Live at:   Symphony Hall, Boston, USA, 28 & 30 January 2022

Violin Concerto No. 5 in A major, K219
 Recorded Live at:   Symphony Hall, Boston, USA, 25 & 27 January 2019

Produced, edited & mixed by Raphaël Mouterde 
 Recording Engineer: James Donahue      
 Assistant Engineers: Nick Squire, Cole Barbour, Francisco Gonzalez Navarros  
 Editions:   Bärenreiter
 Cover Image: Aisslinn Nosky © Matthew Marigold 
 Design: Andrew Giles – discoyd@aegidius.org.uk
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For further information on CORO call +44 (0) 1865 793999  
or e-mail: coro@thesixteen.com         www.thesixteen.com

For further information about the Handel and Haydn Society call + 1 (617) 262-1815 
or e-mail info@handelandhaydn.org                          www.handelandhaydn.org
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