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repeats in Mozart’s music, or in works by other composers such as C. P. E. Bach’s Sechs Sonaten für Clavier mit veränderten Reprisen (Six 
Sonatas for Keyboard with Varied Repeats), or even the lavishly embellished versions of Mozart’s works by his own students Barbara Ployer and 
Johann Nepomuk Hummel. In coming up with embellishments, one would be well advised to remember the numerous contemporaries of 
Mozart (including Mozart himself) who commented with disdain and scorn about performers who added endless notes when a few well-chosen 
notes would have been far preferable. But underlying these sometime withering comments is the assumption that performers routinely varied 
the notes of a composition. Why complain so frequently if everyone were not doing it? The comments really are focused not on the fact of 
embellishing, but on the quality of the embellishments. Indeed, the ability to meaningfully vary a repetition was a skill brilliantly cultivated by 
composers, as well as admired and emulated by performers. In devising variations and embellishments, C. P. E. Bach’s admonition to always use 
good taste is clearly of paramount importance. If someone wishes to do repeats without adding or changing notes in any way, performers are 
encouraged to find subtle ways to vary the playing of the notes through articulation, sound, texture, dynamics, timing, etc.

NOTATION
Because a number of these scores were left unfinished to various degrees, there is often a lack of notational specificity and/or consistency 
regarding dynamics and articulations. One piece could have relatively detailed performance indications, while the score to another may be 
exceedingly sparse. Even within the same piece, one passage might have a few markings, followed by a parallel passage with not much of 
anything indicated. This is not to suggest that performances of these pieces should lack dynamics and articulations. Performers should come up 
with their own distinctive interpretations, enlivening their performances with all sorts of well-chosen slurs, articulations, dynamics.

OUVERTURE
The Suite begins with a grand and majestic Ouverture. True to Baroque practice, Mozart provides us with the two expected main sections: a 
slow opening dominated by dotted rhythms, chords and flourishes, followed by a fast, imitative section of great energy and drive. After hinting at 
C minor toward the end of the fast section, Mozart’s original ending consisted of only two measures on the dominant chord, beginning at m. 79. 
The return of these slow dotted rhythms in Mozart’s ending, combined with the fermata over the rest seem to be an invitation to performers to 
provide an ending based on the opening section. This would be in keeping with the common Baroque tradition of French Ouvertures to bring 
back the slow section at the very end of the movement for a final statement that closes out the piece in the tonic. Such a return occurs fairly 
frequently in the Baroque, including such Ouvertures as may be found in J. S. Bach’s French Ouverture in B minor, BWV 831, Telemann’s Flute 
Suite in A minor, TWV 55, Handel’s Suite in G minor, HWV 432. For this particular Ouverture, a return to the slow music of the opening most 
likely would have been improvised by Mozart in performance. Interestingly, this is somewhat analogous to the fermata after the dominant chord 
at the end of Mozart-Fantasia in D minor, KV 397, composed around the same time in 1782. Both invite the performer to provide an ending 
section that returns to the tonic.

Mozart-Ouverture, KV 399        Mozart-Fantasia, KV 397
original ending mm. 79-80             original ending, mm. 95-97

I might mention, too, that the alternate ending provided in this score for the Ouverture is simply one way to do it. I encourage performers to 
modify whatever they like, play the original ending as written (which serves as a dominant to the Allemande that immediately follows), or make 
their own endings as they see fit.

ALLEMANDE
The Allemande is beautifully flowing, an excellent representation of this most elegant of styles as seen through Mozart’s eyes. Although written 
primarily in three-part counterpoint, Mozart frequently and smoothly shifts the number of voices, very much in the manner of so many Baroque 
Allemandes. A vocal sensibility informs the melodic writing here, demanding sensitive lyric phrasing throughout.

COURANTE
A Courante comes next. In some ways, this one is actually a Corrente, Italian in style, in 3/4 meter (French Courantes are typically in 3/2 
meter), quick tempo and with many eighth notes running in succession. The interplay between the voices, however, is more complex than many 
Italian Correntes of the Baroque. In this way, the piece is more reminiscent of the French Courante with its complex contrapuntal fabric. It 
seems to be a hybrid of the two styles.

SARABANDE WITH DOUBLE
Of the initial four movements of KV 399, the Sarabande in G minor exists only as a fragment of 5 bars or so (see Appendix for all notes of 
original Mozart sketch). My doctoral student at the time, Hyun Jung Won, and I together made a completion of this sparse and chordal 
Sarabande. Due to the very spare nature of the opening fragment, we thought it would be a good idea to provide not only a completion, but also 
a varied repeat of some sort. A few bare Sarabandes exist in both Bach and Handel from time to time including Bach-English Suite No. 4 in F 
major, BWV 809, Handel-Suites in D minor, HWV 437, and G minor, HWV 439. As in this Mozartean Sarabande, these works with very few 
notes invite some sort of varied presentation on the repeat. A possible means of varying pieces in Baroque suites is the Double, a kind of 
rhythmically constant figural variation. Examples in Bach’s works may be found in the Sarabande and Double from Bach-English Suite No. 6 in 
D minor, the Sarabande simple followed by the Sarabande double in Bach-Suite in A minor, BWV 818, as well as the Sarabande and Double in 

The first two seem to be especially viable options, recreations of what Mozart may well have worked on as he studied the music of the Baroque. 
In the first tonal scheme, the outer movements share the tonic, while the inner movements are in related keys. The second arrangement has 
every movement sharing the same tonal center. Both could work in performance. If Mozart did compose other suites, as I suspect he did, it is not 
implausible that he could have tried out both of these tonal plans. Moreover, the Appendix provides the Gavotte and Gigue in their original keys 
of F and G. For those performers who wish to present all of the movements exclusively in their original keys, they may do so by consulting the 
Appendix. Yet another possibility retains almost all of the original keys (only altering the Gavotte), but reversing the order of the Gavotte and 
Menuett. Performers certainly are free to choose whatever version they find most compelling, omit movements, substitute others, change order, 
etc. Examples of dance movements that could be transcribed for piano may be found in Mozart’s opera Idomoneo, KV 366, as well as the 
orchestral Les petits riens, KV 299b. There are also numerous Minuets and other pieces of Mozart for solo keyboard that could prove to be 
fertile ground for use in such a suite as this.

VARIED REPEATS
In preparing this edition, I kept in mind C. P. E. Bach’s admonition, “Variation is imperative for repetition these days. It is expected of all 
performers.” Consequently, this edition provides embellished versions of all movements with repeats or repeated passages which may be used, or 
serve as models for potential performers to vary repeats in performance. These variants appear in small staves above the original score. These 
should be seen, though, only as suggestions. Performers are welcome to play these possible variations on the repeat, or not to play them if they 
are not inclined to do so. Alternatively, performers are certainly encouraged to modify these, or come up with their own varied repeats, in any 
movement and at any time they see that it adds something of value to the music. There are many examples of such varied and embellished 

Bach-Praeludium et Partita del tuono terzo. All of these doubles are essentially constant figural variations. Using these as a rough model, we 
composed a Double consisting of constantly flowing figural passagework around the original Sarabande framework. 

A few highly ornamented versions of Sarabandes do exist in J. S. Bach’s works, most notably in the second and third English Suites. These 
relatively straightforward initial Sarabandes are immediately followed by much more elaborate presentations, embellished with lavish and florid 
melodic lines titled, Les agréments de la même Sarabande. These agréments are typically used in performance as varied repeats. Adventurous 
performers are encouraged to do their own completion as well as varied repeats. A freer agréments-type varied repeat certainly might be 
effective here. Possible stylistic models for this kind of lavish ornamentation may be found in the Sarabandes of J. S. Bach’s English Suites No. 2 
in A minor, No. 3 in G minor, or even the Partita No. 6 in E minor. All feature elaborate and free, highly melodic ornamentation. This Double is 
just one example of how a repeat might be varied.

MENUETT
The Menuett, KV 355, exists as a separate piece entirely, not belonging to any multi-movement work. It seemed a shame to let such a fine 
composition languish alone without a larger home. It certainly might have been intended for use in a multi-movement sonata. But Menuetts also 
appear from time to time in Baroque suites. This one is highly distinctive, striking, unusually chromatic. The sudden harmonic shifts in this 
Menuett are almost comical. The overall effect is as if Mozart were periodically closing his eyes at the keyboard and dropping his hands onto 
seemingly random notes, creating sudden, bizarre chromatic conundrums. Of course, he squirms his way out of these puzzles smoothly, easily 
and expertly every single time, continuing along serenely as if nothing out of the ordinary had ever happened. 

Menuetts generally came with Trios. When it was originally published, ten years after Mozart’s death, the score for this Menuett included a Trio 
in B minor composed by Maximilian Stadler (included in the Appendix). More a Polonaise than a Menuett, this Stadler Trio provides a stark 
stylistic contrast to the piece that precedes it. Mozart occasionally wrote highly contrasting middle sections such as might be found in the 
second movement of the piano concerto in D minor, KV 466. But these elaborate “Trios” tend to appear when the first sections are much 
simpler. It seemed to me that this was the opposite case. Since this Menuett had none composed by Mozart, a contrasting Trio was used, 
adapted from the Trio to Mozart’s charming Minuet KV 315a, No. 5. The simplicity of this piece seems to balance the highly experimental 
Menuett. For those wishing to play the Stadler Trio, it is included in its entirety in the Appendix.

The appearance of the extended parallel octave passage right before the return of the Menuett opening is highly unusual for a Menuett style. It 
is stylistically more like a concerto, referencing either string doubling in an orchestra, or perhaps parallel octave doubling such as might be 
found in a virtuoso cadenza. Moreover, the harmonic implications of these scales hover around a dominant which prepares the return of the 
tonic. As such, this passage functions something like a cadenza of sorts. Following this lead, I extended in the da capo this unusual passage by 
composing a small cadenza.

Though no autograph of this highly chromatic Menuett survives, some scholars think that the Menuett itself may be an unfinished work, with 
Mozart’s composition breaking off around m. 32/33. It is possible that Stadler also finished the piece from this point. This idea is advocated by 
Robert Levin who proposed an alternate possible completion.

Performers will have much to consider here, and are invited to come up with their own varied repeats, or not, to include or not the Trio 
provided, play or not the original Stadler Trio, come up with their own Trio, include or omit the cadenza, or provide their own. If the Menuett is 
performed in D major, the Trio should be in B minor; if in C major, the Trio should be in A minor. Such a major/relative minor key relationship 
does appear, though infrequently, in the Menuetts of the Classical period including Mozart-String Quartet, KV 172, Haydn-String Quartet Op. 
76, No. 3, Haydn-Sonata Hob. XVI:16, Beethoven-Sonatas Op. 2, No. 3, Op. 22, and Op. 28.

GAVOTTE
A very tonal and diatonic Gavotte appears next, taken from Les petits riens, KV 299b (French for “The Little Nothings”), a ballet commissioned 
by Jean-Georges Noverre. This particular Gavotte is quick, light and playful, as befits Mozart’s Parisian manners when he composed it. The 
edition includes a more or less faithful transcription of the original orchestral work. Also included, since it is essentially a Gavotte en rondeau 
with numerous statements of the main theme, is a more elaborate pianistic version with colorfully varied repeats. Appearing at this point in the 
larger suite, the Gavotte and Menuett together provide a welcome respite after the dark and heightened drama of the Sarabande, and before an 
energetic Gigue.

The score for this piece provides two versions. The larger staves are a close transcription of Mozart’s original orchestral work. The small staves 
above present different possibilities for varying the themes. Performers may play these, but are encouraged to come up with their own 
ornaments and variations.

GIGUE
A striking Gigue concludes the suite in a rousing manner with a preponderance of weak beat slurs and chromatic angular writing. This Gigue, 
KV 574, a later work, also was an isolated composition. It seemed a natural fit to end this group of Baroque-inspired pieces. The main theme of 
this Gigue is remarkably similar to the main theme of Handel’s Suite VIII in F minor, HWV 433, yet another example of Mozart’s 
well-documented ability to recall and reuse themes from pieces he once heard, sometimes years before. 

Mozart-Gigue in G major, KV 574    Handel-Gigue from Suite VIII in F minor, HWV 433

The possible embellishments provided here in the score are intended to give a bit of rhythmic variety to the uniform eighth notes in the Mozart 
original, further defining and identifying the theme where it occurs, and building excitement in climaxes. If the tempo is too fast, however, some 
of the variations become unplayable. If a performer wishes to take a very quick tempo for this Gigue, a few well-chosen grace notes can be 
easily substituted in place of the trills. As in all cases, the specific choices about when and how to vary repeats are left to the discretion of the 
performer.

In Mozart’s original Gigue, there are left hand octaves at the very end. When transposed to C, these bass octaves exceed the range of the 
keyboard at Mozart’s time. To stay within the keyboard range, the transposed score here gives single notes for this final passage. Performers who 
choose to play the Gigue in C major, however, could include the left hand octaves at their own discretion. See Appendix for the original Mozart 
ending.

SUMMARY
The suite that is presented here is a hybrid, not exactly Bach or Handel, not exactly Mozart, but a meeting of the minds, of eras. It is an attempt 
to complete an unfinished compositional project of Mozart. Or perhaps it may be thought of as a possible reconstruction of a lost completed 
suite that may have fallen into oblivion. It is hoped that this edition will provide performers with a potential concert piece, allowing both 
performers and audiences to peer into this little-known corner of Mozart’s creative genius. This work is not entirely from Mozart’s own hand, of 
course, but it is primarily by Mozart. These are notes by Mozart rarely heard. They deserve to be heard. The reconstruction, completions, tonal 
adjustments and variations provided here hopefully honor the spirit of his work.

Logan Skelton
Ann Arbor, Michigan

November 2021
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repeats in Mozart’s music, or in works by other composers such as C. P. E. Bach’s Sechs Sonaten für Clavier mit veränderten Reprisen (Six 
Sonatas for Keyboard with Varied Repeats), or even the lavishly embellished versions of Mozart’s works by his own students Barbara Ployer and 
Johann Nepomuk Hummel. In coming up with embellishments, one would be well advised to remember the numerous contemporaries of 
Mozart (including Mozart himself) who commented with disdain and scorn about performers who added endless notes when a few well-chosen 
notes would have been far preferable. But underlying these sometime withering comments is the assumption that performers routinely varied 
the notes of a composition. Why complain so frequently if everyone were not doing it? The comments really are focused not on the fact of 
embellishing, but on the quality of the embellishments. Indeed, the ability to meaningfully vary a repetition was a skill brilliantly cultivated by 
composers, as well as admired and emulated by performers. In devising variations and embellishments, C. P. E. Bach’s admonition to always use 
good taste is clearly of paramount importance. If someone wishes to do repeats without adding or changing notes in any way, performers are 
encouraged to find subtle ways to vary the playing of the notes through articulation, sound, texture, dynamics, timing, etc.

NOTATION
Because a number of these scores were left unfinished to various degrees, there is often a lack of notational specificity and/or consistency 
regarding dynamics and articulations. One piece could have relatively detailed performance indications, while the score to another may be 
exceedingly sparse. Even within the same piece, one passage might have a few markings, followed by a parallel passage with not much of 
anything indicated. This is not to suggest that performances of these pieces should lack dynamics and articulations. Performers should come up 
with their own distinctive interpretations, enlivening their performances with all sorts of well-chosen slurs, articulations, dynamics.

OUVERTURE
The Suite begins with a grand and majestic Ouverture. True to Baroque practice, Mozart provides us with the two expected main sections: a 
slow opening dominated by dotted rhythms, chords and flourishes, followed by a fast, imitative section of great energy and drive. After hinting at 
C minor toward the end of the fast section, Mozart’s original ending consisted of only two measures on the dominant chord, beginning at m. 79. 
The return of these slow dotted rhythms in Mozart’s ending, combined with the fermata over the rest seem to be an invitation to performers to 
provide an ending based on the opening section. This would be in keeping with the common Baroque tradition of French Ouvertures to bring 
back the slow section at the very end of the movement for a final statement that closes out the piece in the tonic. Such a return occurs fairly 
frequently in the Baroque, including such Ouvertures as may be found in J. S. Bach’s French Ouverture in B minor, BWV 831, Telemann’s Flute 
Suite in A minor, TWV 55, Handel’s Suite in G minor, HWV 432. For this particular Ouverture, a return to the slow music of the opening most 
likely would have been improvised by Mozart in performance. Interestingly, this is somewhat analogous to the fermata after the dominant chord 
at the end of Mozart-Fantasia in D minor, KV 397, composed around the same time in 1782. Both invite the performer to provide an ending 
section that returns to the tonic.

Mozart-Ouverture, KV 399        Mozart-Fantasia, KV 397
original ending mm. 79-80             original ending, mm. 95-97

I might mention, too, that the alternate ending provided in this score for the Ouverture is simply one way to do it. I encourage performers to 
modify whatever they like, play the original ending as written (which serves as a dominant to the Allemande that immediately follows), or make 
their own endings as they see fit.

ALLEMANDE
The Allemande is beautifully flowing, an excellent representation of this most elegant of styles as seen through Mozart’s eyes. Although written 
primarily in three-part counterpoint, Mozart frequently and smoothly shifts the number of voices, very much in the manner of so many Baroque 
Allemandes. A vocal sensibility informs the melodic writing here, demanding sensitive lyric phrasing throughout.

COURANTE
A Courante comes next. In some ways, this one is actually a Corrente, Italian in style, in 3/4 meter (French Courantes are typically in 3/2 
meter), quick tempo and with many eighth notes running in succession. The interplay between the voices, however, is more complex than many 
Italian Correntes of the Baroque. In this way, the piece is more reminiscent of the French Courante with its complex contrapuntal fabric. It 
seems to be a hybrid of the two styles.

SARABANDE WITH DOUBLE
Of the initial four movements of KV 399, the Sarabande in G minor exists only as a fragment of 5 bars or so (see Appendix for all notes of 
original Mozart sketch). My doctoral student at the time, Hyun Jung Won, and I together made a completion of this sparse and chordal 
Sarabande. Due to the very spare nature of the opening fragment, we thought it would be a good idea to provide not only a completion, but also 
a varied repeat of some sort. A few bare Sarabandes exist in both Bach and Handel from time to time including Bach-English Suite No. 4 in F 
major, BWV 809, Handel-Suites in D minor, HWV 437, and G minor, HWV 439. As in this Mozartean Sarabande, these works with very few 
notes invite some sort of varied presentation on the repeat. A possible means of varying pieces in Baroque suites is the Double, a kind of 
rhythmically constant figural variation. Examples in Bach’s works may be found in the Sarabande and Double from Bach-English Suite No. 6 in 
D minor, the Sarabande simple followed by the Sarabande double in Bach-Suite in A minor, BWV 818, as well as the Sarabande and Double in 

The first two seem to be especially viable options, recreations of what Mozart may well have worked on as he studied the music of the Baroque. 
In the first tonal scheme, the outer movements share the tonic, while the inner movements are in related keys. The second arrangement has 
every movement sharing the same tonal center. Both could work in performance. If Mozart did compose other suites, as I suspect he did, it is not 
implausible that he could have tried out both of these tonal plans. Moreover, the Appendix provides the Gavotte and Gigue in their original keys 
of F and G. For those performers who wish to present all of the movements exclusively in their original keys, they may do so by consulting the 
Appendix. Yet another possibility retains almost all of the original keys (only altering the Gavotte), but reversing the order of the Gavotte and 
Menuett. Performers certainly are free to choose whatever version they find most compelling, omit movements, substitute others, change order, 
etc. Examples of dance movements that could be transcribed for piano may be found in Mozart’s opera Idomoneo, KV 366, as well as the 
orchestral Les petits riens, KV 299b. There are also numerous Minuets and other pieces of Mozart for solo keyboard that could prove to be 
fertile ground for use in such a suite as this.

VARIED REPEATS
In preparing this edition, I kept in mind C. P. E. Bach’s admonition, “Variation is imperative for repetition these days. It is expected of all 
performers.” Consequently, this edition provides embellished versions of all movements with repeats or repeated passages which may be used, or 
serve as models for potential performers to vary repeats in performance. These variants appear in small staves above the original score. These 
should be seen, though, only as suggestions. Performers are welcome to play these possible variations on the repeat, or not to play them if they 
are not inclined to do so. Alternatively, performers are certainly encouraged to modify these, or come up with their own varied repeats, in any 
movement and at any time they see that it adds something of value to the music. There are many examples of such varied and embellished 

Bach-Praeludium et Partita del tuono terzo. All of these doubles are essentially constant figural variations. Using these as a rough model, we 
composed a Double consisting of constantly flowing figural passagework around the original Sarabande framework. 

A few highly ornamented versions of Sarabandes do exist in J. S. Bach’s works, most notably in the second and third English Suites. These 
relatively straightforward initial Sarabandes are immediately followed by much more elaborate presentations, embellished with lavish and florid 
melodic lines titled, Les agréments de la même Sarabande. These agréments are typically used in performance as varied repeats. Adventurous 
performers are encouraged to do their own completion as well as varied repeats. A freer agréments-type varied repeat certainly might be 
effective here. Possible stylistic models for this kind of lavish ornamentation may be found in the Sarabandes of J. S. Bach’s English Suites No. 2 
in A minor, No. 3 in G minor, or even the Partita No. 6 in E minor. All feature elaborate and free, highly melodic ornamentation. This Double is 
just one example of how a repeat might be varied.

MENUETT
The Menuett, KV 355, exists as a separate piece entirely, not belonging to any multi-movement work. It seemed a shame to let such a fine 
composition languish alone without a larger home. It certainly might have been intended for use in a multi-movement sonata. But Menuetts also 
appear from time to time in Baroque suites. This one is highly distinctive, striking, unusually chromatic. The sudden harmonic shifts in this 
Menuett are almost comical. The overall effect is as if Mozart were periodically closing his eyes at the keyboard and dropping his hands onto 
seemingly random notes, creating sudden, bizarre chromatic conundrums. Of course, he squirms his way out of these puzzles smoothly, easily 
and expertly every single time, continuing along serenely as if nothing out of the ordinary had ever happened. 

Menuetts generally came with Trios. When it was originally published, ten years after Mozart’s death, the score for this Menuett included a Trio 
in B minor composed by Maximilian Stadler (included in the Appendix). More a Polonaise than a Menuett, this Stadler Trio provides a stark 
stylistic contrast to the piece that precedes it. Mozart occasionally wrote highly contrasting middle sections such as might be found in the 
second movement of the piano concerto in D minor, KV 466. But these elaborate “Trios” tend to appear when the first sections are much 
simpler. It seemed to me that this was the opposite case. Since this Menuett had none composed by Mozart, a contrasting Trio was used, 
adapted from the Trio to Mozart’s charming Minuet KV 315a, No. 5. The simplicity of this piece seems to balance the highly experimental 
Menuett. For those wishing to play the Stadler Trio, it is included in its entirety in the Appendix.

The appearance of the extended parallel octave passage right before the return of the Menuett opening is highly unusual for a Menuett style. It 
is stylistically more like a concerto, referencing either string doubling in an orchestra, or perhaps parallel octave doubling such as might be 
found in a virtuoso cadenza. Moreover, the harmonic implications of these scales hover around a dominant which prepares the return of the 
tonic. As such, this passage functions something like a cadenza of sorts. Following this lead, I extended in the da capo this unusual passage by 
composing a small cadenza.

Though no autograph of this highly chromatic Menuett survives, some scholars think that the Menuett itself may be an unfinished work, with 
Mozart’s composition breaking off around m. 32/33. It is possible that Stadler also finished the piece from this point. This idea is advocated by 
Robert Levin who proposed an alternate possible completion.

Performers will have much to consider here, and are invited to come up with their own varied repeats, or not, to include or not the Trio 
provided, play or not the original Stadler Trio, come up with their own Trio, include or omit the cadenza, or provide their own. If the Menuett is 
performed in D major, the Trio should be in B minor; if in C major, the Trio should be in A minor. Such a major/relative minor key relationship 
does appear, though infrequently, in the Menuetts of the Classical period including Mozart-String Quartet, KV 172, Haydn-String Quartet Op. 
76, No. 3, Haydn-Sonata Hob. XVI:16, Beethoven-Sonatas Op. 2, No. 3, Op. 22, and Op. 28.

GAVOTTE
A very tonal and diatonic Gavotte appears next, taken from Les petits riens, KV 299b (French for “The Little Nothings”), a ballet commissioned 
by Jean-Georges Noverre. This particular Gavotte is quick, light and playful, as befits Mozart’s Parisian manners when he composed it. The 
edition includes a more or less faithful transcription of the original orchestral work. Also included, since it is essentially a Gavotte en rondeau 
with numerous statements of the main theme, is a more elaborate pianistic version with colorfully varied repeats. Appearing at this point in the 
larger suite, the Gavotte and Menuett together provide a welcome respite after the dark and heightened drama of the Sarabande, and before an 
energetic Gigue.

The score for this piece provides two versions. The larger staves are a close transcription of Mozart’s original orchestral work. The small staves 
above present different possibilities for varying the themes. Performers may play these, but are encouraged to come up with their own 
ornaments and variations.

GIGUE
A striking Gigue concludes the suite in a rousing manner with a preponderance of weak beat slurs and chromatic angular writing. This Gigue, 
KV 574, a later work, also was an isolated composition. It seemed a natural fit to end this group of Baroque-inspired pieces. The main theme of 
this Gigue is remarkably similar to the main theme of Handel’s Suite VIII in F minor, HWV 433, yet another example of Mozart’s 
well-documented ability to recall and reuse themes from pieces he once heard, sometimes years before. 

Mozart-Gigue in G major, KV 574    Handel-Gigue from Suite VIII in F minor, HWV 433

The possible embellishments provided here in the score are intended to give a bit of rhythmic variety to the uniform eighth notes in the Mozart 
original, further defining and identifying the theme where it occurs, and building excitement in climaxes. If the tempo is too fast, however, some 
of the variations become unplayable. If a performer wishes to take a very quick tempo for this Gigue, a few well-chosen grace notes can be 
easily substituted in place of the trills. As in all cases, the specific choices about when and how to vary repeats are left to the discretion of the 
performer.

In Mozart’s original Gigue, there are left hand octaves at the very end. When transposed to C, these bass octaves exceed the range of the 
keyboard at Mozart’s time. To stay within the keyboard range, the transposed score here gives single notes for this final passage. Performers who 
choose to play the Gigue in C major, however, could include the left hand octaves at their own discretion. See Appendix for the original Mozart 
ending.

SUMMARY
The suite that is presented here is a hybrid, not exactly Bach or Handel, not exactly Mozart, but a meeting of the minds, of eras. It is an attempt 
to complete an unfinished compositional project of Mozart. Or perhaps it may be thought of as a possible reconstruction of a lost completed 
suite that may have fallen into oblivion. It is hoped that this edition will provide performers with a potential concert piece, allowing both 
performers and audiences to peer into this little-known corner of Mozart’s creative genius. This work is not entirely from Mozart’s own hand, of 
course, but it is primarily by Mozart. These are notes by Mozart rarely heard. They deserve to be heard. The reconstruction, completions, tonal 
adjustments and variations provided here hopefully honor the spirit of his work.

Logan Skelton
Ann Arbor, Michigan

November 2021

ACKNOWLEDGEMENTS
From the beginning, this project has been a collaborative endeavor with Hyun Jung Won, first as a doctoral student under my guidance at the 
University of Michigan, then as we have stayed in touch during these past few years. Without her work early on, this project would not exist at 
all. Her advocacy of the single tonality approach was crucial at the beginning of this entire project. I also would like to warmly acknowledge the 
support and contributions of a number of professional colleagues in the field who have had a tremendous influence on the final product. 
Kenneth Cooper, William Horne, Sean Duggan and Andrew Willis stand out as people who have made invaluable contributions and have 
shaped the fundamental direction of this work. The piece is much better as a result of their involvement. I can’t thank them enough. Significant 
contributions, too, have been made by those who examined early drafts and offered numerous thoughtful suggestions and encouragement that 
have further improved the score: Matthew Bengtson, John Boonenberg, Phillip Bush, Marshall Clyburn, Ran Dank, Stijn DeCock, Hilary 
Demske, Enrico Elisi, Andrew Focks, Kotaro Fukuma, Joseph Gascho, James Giles, Richard Goode, Brian Hsu, Tzu-Yin Huang, Douglas 
Humpherys, Ellen Hwangbo, Svetozar Ivanov, Sang Woo Kang, Yoheved Kaplinsky, Aleksandra Kasman, Natalia Kazaryan, Mi-Eun Kim, 
Norman Krieger, Ling-Ju Lai, Soyeon Kate Lee, James March, Robert McDonald, José Ramón Mendez, Gabriel Merrill-Steskal, Louis Nagel, 
Anton Nel, Jon Kimura Parker, Roberto Plano, Antonio Pompa-Baldi, Robert Roux, Neil Rutman, Robert Satterlee, Jean Saulnier, Robert 
Shannon, Daniel Shapiro, Julia Siciliano, Shuntaro Sugie, Peter Takács, Misuzu Tanaka, Tian Tian, Steven Whiting, Josh Wright, Xiting Yang, 
Angie Zhang, Sihan Zhang. I would also like to acknowledge and thank Shota Ezaki at Muse Press for being a great partner in publishing this 
work.

  

  

目次
楽曲解説 viii
謝辞 xii

組曲
ヴォルフガング・アマデウス・モーツァルト

ローガン・スケルトンとヒョン・ジョンウォン
による編曲及び補筆完成

組曲
（修正版）

� 序曲 ハ長調 ��
� アルマンド ハ短調 ��
� クーラント 変ホ長調 ��
� ドゥーブルを伴うサラバンド ト短調 ��
� メヌエットとトリオ ニ長調/ロ短調 ��
� ガヴォット ト長調 ��
� ジーグ ハ長調  ��

組曲
（ハ調）

� 序曲 ハ長調 ��
� アルマンド ハ短調 ��
� クーラント ハ長調 ��
� ドゥーブルを伴うサラバンド ハ短調 ��
� メヌエットとトリオ ハ長調/イ短調 ��
� ガヴォット ハ長調 ��
� ジーグ ハ長調 ��

付録
サラバンド （原曲の断片） ��
モーツァルトによるトリオ 変ロ長調 （原調） ��
M. シュタードラーによるトリオ ロ短調 （原調） ��
M. シュタードラーによるトリオ イ短調 ��
ガヴォット （《Les petits rien》より） ヘ長調 （原調） ��
ジーグ ト長調 （原調） ��

CONTENTS
Program Notes iv

Acknowledgements vii

Suite
Wolfgang Amadeus Mozart

Arranged and Completed by
Logan Skelton and Hyun Jung Won

Suite
(with modified tonal sequence)

1 Ouverture in C major 14

2 Allemande in C minor 20

3 Courante in E-flat major 25

4 Sarabande with Double in G minor 29

5 Menuett and Trio in D major/B minor 31

6 Gavotte in G major  37

7 Gigue in C major  42

Suite
(in C)

1 Ouverture in C major 46

2 Allemande in C minor 52

3 Courante in C major 57

4 Sarabande with Double in C minor 61

5 Menuett and Trio in C major/A minor 63

6 Gavotte in C major  69

7 Gigue in C major  74

Appendix
Sarabande (original fragment) 78

Trio by Mozart in B-flat major (original key) 78

Trio by Maximilian Stadler in B minor (original key) 79

Trio by Maximilian Stadler in A minor 81

Gavotte from Les petits rien in F major (original key) 83

Gigue in G major (original key) 88



Grave

3

�
3

#�

3

#
3

# #�

## #

## n

##
# n

#n #

# #

6 # b n n n # b

b n b n

n a n # nn

#

6

6

8
6

n
6

6

n

# #

## n

10

#n
# #

nn

#
3

#

# #

© 2022 Muse Press, Logan Skelton and Hyun Jung Won

Suite
Ouverture

KV 399 (385i)

14



bbb

bbb

bbb

bbb

Andante

Andante

n
�

n

bbb

bbb

bbb

bbb

3 n b n b

n b n b

# n n n n bn # n

# n n bn # n

MP-00202

Allemande
KV 399 (385i)

possible
variants

20



bbb

bbb

bbb

bbb

Allegretto

Allegretto

�

bbb

bbb

bbb

bbb

5 n

�

n

� b

n b

b

n b

MP-00202

Courante
KV 399 (385i)

possible
variants

25



bb

bb

bb

bb

n #

3

#

Double

Sarabande

n #

�

##

##

n# n # #

#

bb

bb

bb

bb

5

�

MP-00202

Sarabande
KV 399 (385i)

Double

*Mozart's manuscript includes only the first 5 bars. Remaining bars as well as Double possible varied repeat written by Logan Skelton and 
Hyun Jung Won. See Appendix for original Mozart fragment.

*

possible
variants

*最初の�小節のみモーツァルトによる自筆譜が現存している。残りの小節はもちろん“Double possible varied repeat”もローガン・スケルトンと
ヒョン・ジョンウォンにより補筆完成された。モーツァルトによるオリジナルの断片は付録（Appendix）を参照。

29



##

##

##

##

#

#
dolce

dolce

Menuett

## nn

## nn

## n n

n

## n n

n

# #

# #

##

##

##

##

6 # n #

# n

# n #

# n

# #n

# #n

# n #

# n

# n

# n

# #n

# #n

# n #

n #n

# n #

n #n

#
�

#

##

##

##

##

12 #

#

#

#

# # #

#

#

MP-00202

Menuett
KV 355 (576b)

Trio
adapted from KV 315a, No. 5

(original in B-�at, transposed to b)

possible
variants

31



#

#

#

#

Allegro

Allegro

#

#

#

#

5 �

MP-00202

Gavotte
from Les petits riens KV 299b
(original in F, transposed to G)

*The larger staves contain a more or less faithful arrangement by Logan Skelton of Mozart's orchestral score. The smaller staves present a 
more elaborate and pianistic version with variants and ornaments. Performers may of course play either, or come up with their own version.

possible
variants

*大きく記譜された五線譜には、ローガン・スケルトンがモーツァルトのオーケストラスコアを多少なりとも忠実に編曲したものが収録している。小
さく記譜された五線譜には、変奏や装飾を施した、より手の込んだピアニスティックなバージョンが収録されています。もちろん、演奏者はどちらを
演奏してもよいし、演奏者独自のバージョンを作成してもよい。

37



Allegro

Allegro

#

#

b # n n

b # n n

n ## #

n ## #

# # n# n

# # n# n

5

#

#

#

#

n n n# b b
b #

n n n# b b
b #

n #

n #

# #

# #

# # #

#

#

#

10 # #

#

#

#

# #

#

# #
#

# #

# #

b # #

b # #

b b

n b b n

b b
n b b n

MP-00202

Gigue
KV 574

(original in G, transposed to C)

possible
variants

42



Grave

3

�
3

#�

3

#
3

# #�

## #

## n

##
# n

#n #

# #

6 # b n n n # b

b n b n

n a n # nn

#

6

6

8
6

n
6

6

n

# #

## n

10

#n
# #

nn

#
3

#

# #

MP-00202

Suite
Ouverture

KV 399 (385i)

46



bbb

bbb

bbb

bbb

Andante

Andante

n
�

n

bbb

bbb

bbb

bbb

3 n b n b

n b n b

# n n n n bn # n

# n n bn # n

MP-00202

Allemande
KV 399 (385i)

possible
variants

52



Allegretto

Allegretto

�

5

#
�

#

� n

# n

n

# n

MP-00202

Courante
KV 399 (385i)

(original in E-�at, transposed to C)

possible
variants

57



bbb

bbb

bbb

bbb

n n

3

n

Double

Sarabande

n n

�

#n

#n

nn n n #

n

bbb

bbb

bbb

bbb

5

�

MP-00202

Sarabande
KV 399 (385i)

(original in g, tranposed to c)

Double

*Mozart's manuscript includes only the first 5 bars. Remaining bars as well as Double possible varied repeat written by Logan Skelton and 
Hyun Jung Won. See Appendix for original Mozart fragment.

*

possible
variants

*最初の�小節のみモーツァルトによる自筆譜が現存している。残りの小節はもちろん“Double possible varied repeat”もローガン・スケルトンと
ヒョン・ジョンウォンにより補筆完成された。モーツァルトによるオリジナルの断片は付録（Appendix）を参照。

61



bbb

bbb

bbb

bbb

9

3 �

b n

n

bn

n

bbb

bbb

bbb

bbb

13

nn

nn

n #

n#
b

n

n

nn# n

n n

n# n

bbb

bbb

bbb

bbb

17

n b

n b

n b

nn

n
nn

n n

n

n

n

n

MP-00202

62



#

#
dolce

dolce

Menuett

## nn

## nn

## n n

n

## n n

n

# #

# #

6 # n #

# n

# n #

# n

# #b

# #b

# n #

# n

# n

# n

n #b

n #b

# n #

n #n

# n #

n #n

#
�

#

12 #

#

#

#

# # #

#

#

MP-00202

Menuett
KV 355 (576b)

(original in D, transposed to C)

Trio
adapted from KV 315a, No. 5

(original in B-�at, transposed to a)

possible
variants

63



17 b

bn

# #

#

# #

#

b b

bb

bn

b n

bn n

b n

21 b#

#

# n

#

# # n

# # n

n#

# # n

#

#

#

# n

# n

25

b n b

b n b

b n b
b n b

b b b

b b b

b b b
b b b

MP-00202

64



28
16

b # # n b n # b n #

#
mancando

b #

b #
dolce

dolce

# nn n

b b n n

# nn n

b

## n n

## n n

#

#

33

# #

# #

# n #

# n

# n #

# n

n #b

n #b

# n

b

# n

b

n #b

n #
b

b #

n

b #n n

39 # # # n
# #

MP-00202

65



45 Trio
3

#

#

3

#

3

# n

#
# #

50

#

#

#

# # #

�

#

b

#

#

#

#

#

56 #

# #

#
# #

#

#

#
�

# # #

�
# #

MP-00202

66



61

#
dolce

Menuett da capo senza ripetizione (with possible variants)

## nn ## n n

n # # #

66 # n #

# n # #b

# n

# n n #b

# n

n #n

#

72 #

# #

77 bn # #

#

bb bn n

b n

81 n#

#

n#

# # n

#

#

# n

85

b n b
b b b

MP-00202

67



88

ad libitum

n

b

b b# n n b b #b b n b #
dolce

a tempo

# nb ## n n

92

3

#
3# # # �n

# # n # n

# n n # # #b

96 # # n� n

b n # # #b

# n

nn

#

n

100

MP-00202

(88)

68



Allegro

Allegro

5 �

MP-00202

Gavotte
from Les petits riens KV 299b
(original in F, transposed to C)

possible
variants

*The larger staves contain a more or less faithful arrangement by Logan Skelton of Mozart's orchestral score. The smaller staves present a 
more elaborate and pianistic version with variants and ornaments. Performers may of course play either, or come up with their own version.
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*The larger staves contain a more or less faithful arrangement by Logan Skelton of Mozart's orchestral score. The smaller staves present a 
more elaborate and pianistic version with variants and ornaments. Performers may of course play either, or come up with their own version.

*大きく記譜された五線譜には、ローガン・スケルトンがモーツァルトのオーケストラスコアを多少なりとも忠実に編曲したものが収録している。小
さく記譜された五線譜には、変奏や装飾を施した、より手の込んだピアニスティックなバージョンが収録されています。もちろん、演奏者はどちらを
演奏してもよいし、演奏者独自のバージョンを作成してもよい。
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