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KRAUS: Symphony in C minor, VB 142    8   

1. Larghetto – Allegro  9’47

2. Andante          5’34  

3. Finale: Allegro assai     6’21

TRAETTA: “Ombra cara, amorosa... Io resto sempre a piangere” from Antigona             5’54        10 

Alexandra Lowe (Antigona)

MOZART: “Vorrei punirti, indegno” from La finta giardiniera    4’05           12

Alexandra Lowe (Arminda) 

J. BENDA: Scene from Medea        9’49    14

Alexandra Lowe (Medea)

HAYDN: Symphony No. 45 in F sharp minor, ‘Farewell’    22

1. Allegro assai     7’21      

2. Adagio  13’36  

3. Menuet e trio: Allegretto  4’03

4. Finale: Presto - Adagio 7 ’14     
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The Mozartists Sturm und Drang 

This recording is the fourth in a projected seven-volume series exploring the so-called ‘Sturm und 
Drang’ movement that swept through music and other art forms between the early 1760s and the 
late 1780s. In its strictest sense this was an exclusively literary movement which developed in Germany
during the 1770s, and which owes its name to the title of a play written in 1776 by Maximilian 
Klinger. Its general objectives were to frighten and perturb through the use of a wildly subjective and 
emotional means of expression, and, taking as its model the recently revived and revered plays of 
Shakespeare, the movement sought to evoke ground-breaking extremes of passion and sentimentality. 
A leading figure was the young Goethe, whose Sorrows of the Young Werther (1774) anticipated 
the sombre world-weariness of the next century’s young Romantics, and the movement is generally 
considered to have reached its peak with Schiller’s play Die Räuber (1780-81).

Not surprisingly, the ‘Sturm und Drang’ movement was mirrored in other art forms; the evocation of 
fear and terror was reflected in the fashion for storms and shipwrecks in paintings of the period by 
such artists as Joseph Vernet and Philip James de Loutherbourg, while in music there suddenly, and 
often quite independently, emerged a profusion of intensely dramatic and turbulent minor-key works. 
It is interesting to observe, though, that the most concentrated period of musical ‘Sturm und Drang’ 
actually predated the literary movement, suggesting less a conscious and deliberate ‘movement’ than 
a latent emotional mood. Indeed, it was perhaps inevitable and natural that there should at some 
point be a reaction to the superficial charm and gentility of the rococo style of the mid-eighteenth 
century. 

This fourth volume in The Mozartists’ ‘Sturm und Drang’ series features feverishly intense symphonies 
by Kraus and Haydn, opera arias by Mozart and Traetta, and the climactic scene from Jiří Benda’s 
melodrama Medea, which Mozart excitedly hailed as the future of opera. 

Ian Page
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The slow introduction with which the work begins was actually a reworking of the introduction to 
Kraus’ Symphony in C sharp minor, which he had composed in Stockholm in 1782, and this in turn 
was a homage to the overture from Gluck’s 1774 opera Iphigénie en Aulide. If it reveals a harmonic 
language that was even bolder and more progressive than Gluck’s, it also harks back to the soulfully 
discordant Baroque suspensions of, for example, the opening of Pergolesi’s Stabat mater or Lotti’s 
Crucifixus.

This deeply-felt introduction leads directly into a febrile and turbulent allegro which begins softly but 
soon plunges into driven unisons and soaring tuttis. Much of the musical language of Haydn’s ‘Sturm 
und Drang’ symphonies is at play here – shimmering tremolandos, restless syncopations, cascading 
scales and sudden dynamic contrasts – and a quartet of rasping horns contribute fully to the wildness 
and pungency of the drama.

The remaining two movements are again based on Kraus’ C sharp minor Symphony. The lyrical 
second movement opens with a yearning two-part texture, with languid quavers in the bassoon, 
viola, cello and double bass underpinning a violin theme based around a poignant falling gesture. 
It might seem fanciful to suggest that the increasingly elaborate figuration that accompanies each 
reiteration of this main theme, and the noble E flat major fanfare that concludes the opening section 
(and indeed the whole movement) anticipate the second movement of a far more famous C minor 
symphony, Beethoven’s Fifth. The inventory of the Elector of Bonn’s music library, however, included 
this Kraus symphony, and it is entirely plausible that the teenage Beethoven might have encountered 
the piece when he played viola in the Bonn court orchestra during the middle and late 1780s.

In his quest for intensity and concision, Kraus foregoes a third-movement minuet and trio, and the 
finale dives headlong into the driving energy and intensity that characterised the first movement. The 
music is by turns neurotic and exhilarating as it hurtles forward, providing a fitting conclusion to a 
work that could lay a compelling claim to being the finest eighteenth-century symphony that was not 
composed by Haydn or Mozart.

Kraus: Symphony in C minor 

Joseph Martin Kraus – who was born just south of Frankfurt on 20 June 1756 and died in Stockholm 
on 15 December 1792 – was an exact contemporary of Mozart. His compositions included seven 
operas, several cantatas and sacred choral works, numerous symphonies (of which fourteen have 
survived) and other orchestral works, string quartets, keyboard sonatas and songs; he also wrote a 
volume of poetry under the influence of the ‘Sturm und Drang’ literary style.

He studied at the Jesuit Grammar School in Mannheim, where he was a choirboy in the court 
chapel, and he subsequently studied law and philosophy at the universities of Mainz, Erfurt and 
Göttingen. On completion of his studies in 1778, however, he decided to focus on his aspirations 
to become a composer, and he was persuaded by one of his fellow students at Göttingen to travel 
to Stockholm to seek employment at the distinguished and artistically fertile court of King Gustavus III.

By 1780 Kraus had been elected to be a member of the Swedish Academy of Music, and 
following the success of his opera Proserpin at Ulriksdal Castle in 1781 he was appointed deputy 
Kapellmeister of the court orchestra. Gustavus III was a notoriously committed and generous patron 
of the arts, who prioritised his artistic endeavours and commissions over the political demands of 
government, and he immediately funded Kraus to undertake an extensive study tour that incorporated 
lengthy stays in Germany, Austria, Italy, France and England. This tour lasted from 1782 to 1787, 
and during its course Kraus met some of the leading musical figures of the day. Gluck, whose music 
most closely influenced him, said of him that “that man has great style”, and Haydn later wrote: “I 
own a symphony by him, which I preserve to the memory of one of the greatest geniuses I have met.”

The symphony in question was the Symphony in C minor, VB 142, which was probably composed 
in Vienna in 1783; it was seemingly dedicated to Haydn, who predicted to the Swedish diplomat 
Fredrik Silverstolpe that it “will be regarded as a masterpiece for centuries to come; believe me, there 
are few people who can compose something like that.”
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Recitativo accompagnato
ANTIGONA:
Ombra cara, amorosa, ah perché mai
tu corri al tuo riposo, ed io qui resto?
Tu tranquilla godrai
nelle sedi beate, ove non giunge
né sdegno, né dolor; dove ricopre
ogni cura mortale eterno oblio;
né più rammenterai
fra gli amplessi paterni il pianto mio,
né questo di dolor soggiorno infesto;
ombra cara, amorosa, ah perché mai
tu corri al tuo riposo, ed io qui resto?

Aria
ANTIGONA:
Io resto sempre a piangere,
dove mi guida ognor,
d’uno in un altro orror,
la cruda sorte.

E a terminar le lacrime
pietosa al mio dolor,
ahi che non giunge ancor
per me la morte.

Accompanied recitative
ANTIGONA:
Dear, beloved shade, ah, why do you rush
to your place of rest while I remain here?
You will enjoy peace
in those beatific regions untouched by
anger or torment, where every mortal concern 
is shrouded by eternal oblivion;
and you will no longer remember, 
among the embraces of your ancestors, 
my lamenting or this mournful, hateful abode.
Dear, beloved shade, ah, why do you rush
to your place of rest while I remain here?

Aria
ANTIGONA:
I shall remain to weep forever
where cruel destiny
always leads me
from one horror to another.

And why, ah why
will death still not
come to mercifully
end my tears?

Traetta: “Ombra cara, amorosa… Io resto sempre a piangere” from Antigona

Tommaso Traetta was born near Bari, in southern Italy, on 30 March 1727, and studied composition 
at the Conservatorio di Santa Maria di Loreto in Naples, initially with Nicola Porpora and then with 
Francesco Durante. His first full-length opera, Il Farnace, was composed in 1751 for the Teatro di 
San Carlo, and in 1758 he was appointed composer for the court theatre in Parma, where the 
director Guillaume Du Tillot was implementing some progressive operatic reforms.

As with the contemporaneous reforms of Gluck and Calzabigi in Vienna, these incorporated elements 
of French ‘tragédie lyrique’, with its penchant for spectacle (including lavish sets and an increased 
role for the chorus), through-composed scenes (in preference to the Italian-style alternation of recitative 
and aria) and heightened dramatic verisimilitude, and the handful of works that Traetta wrote for 
Parma were heavily influenced by Rameau, whose scores were available there for him to study. He 
was also given leave of absence to write Armida (1761) and Ifigenia in Tauride (1763) for Vienna 
and Sofonisba (1762) for Mannheim.

By 1765, though, diminished funding in Parma led him to accept an offer to become director of the 
Conservatorio dell’Ospedaletto in Venice, and three years later he succeeded Baldassare Galuppi 
as chief composer at the court of Catherine the Great in Saint Petersburg. His initial compositions 
there were conservative and unchallenging, in keeping with the music of his predecessor, but having 
tested the waters he gradually became more bold and ambitious, and in 1772 he wrote Antigona, 
which was quickly recognised as his greatest work. 

Its most admired scene occurs at the beginning of Act Two. In a secret nocturnal ceremony, Antigona, 
daughter of Oedipus, has her attendants cremate the body of her murdered brother Polineces, in 
direct defiance of the orders of her uncle Creon. After a solemn chorus which owes a clear debt 
to the opening scene of Gluck’s Orfeo ed Euridice, Antigona laments her loss and her plight, her 
opening accompanied recitative linking directly into a mournful aria whose heartfelt introspection is 
imbued with a noble gentility and purity of utterance.
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Mozart: “Vorrei punirti, indegno” from La finta giardiniera

Mozart was eighteen when he composed La finta giardiniera. Following his third and final trip to 
Italy, which had culminated with the premières in Milan of Lucio Silla on 26 December 1772 and 
“Exsultate, jubilate” on 17 January 1773, he and his father Leopold had returned home to Salzburg, 
where they quickly had to settle into a routine of drudgery and servility under their new employer, 
Prince-Archbishop Hieronymus Colloredo. Conditions had been far more favourable under the 
previous Archbishop, but external commissions and any leaves of absence were now unwelcome; 
Mozart and his father were expected to remain in Salzburg and contribute to the daily musical life 
of the court in all but the most exceptional of circumstances.

Such circumstances did arise, however, in the summer of 1774, when Mozart received an invitation 
on behalf of the Elector Maximilian III to compose a new opera for the 1775 Carnival in Munich. 
This was an important event, to which numerous dignitaries from across Europe were invited – among 
them Archbishop Colloredo himself, which made it rather hard for him to refuse Mozart permission to 
fulfil the commission (in the event Colloredo travelled to Munich but rather peevishly failed to attend 
the opera). La finta giardiniera was supposed to open at the Salvatortheater on 29 December 
1774, but it was postponed to allow more time for the cast to prepare the difficult music. It was 
eventually premièred on Friday 13 January – Mozart urged his mother not to worry about the date’s 
ominous portents – and received two further performances, one of which was shortened due to the 
illness of one of the singers. It was clearly a success, and Mozart wrote home to his mother that “after 
each aria there was a terrific noise, clapping of hands and cries of ‘Viva Maestro!’”.

The work was subsequently revived in German translation in Augsburg in 1780, and various German 
revivals continued until 1797, after which it was not performed again until a revival in Vienna in 
1891. For a long time the source material for the first act of the Italian original was lost, but it was 
rediscovered in the 1970s, enabling the first modern revival of the opera as premièred in Munich 
to take place in 1979.

ARMINDA:
Vorrei punirti, indegno,
Vorrei strapparti il core,
Ardo nel sen di sdegno,
Ma mi trattiene amore
Che sospirar mi fa.

Questa mercede, ingrato,
Tu rendi all’amor mio?
Ah! mi confondo, oh dio,
Fra l’ira e la pietà.

ARMINDA:
I want to punish you, unworthy man,
I want to tear out your heart!
My breast boils with anger,
but love holds me back 
and makes me sigh with yearning!

Is this the reward you offer, ingrate, 
in return for my love?
Ah, I’m torn, oh God, 
between rage and pity!

La finta giardiniera was described on the title-page of the original libretto as a ‘dramma giocoso’, 
a popular genre of the time which combined comic, serious and semi-serious characters (Don 
Giovanni and Così fan tutte were similarly designated, as were Haydn’s La vera costanza and 
Orlando Paladino). Mozart’s score correspondingly incorporates high comedy and tragic pathos, 
sometimes simultaneously, and the opening aria of Act Two deploys all the techniques and hallmarks 
of musical ‘Sturm und Drang’.

Arminda, an aristocrat from Milan, has arrived on the estate of Lagonero for her imminent wedding 
to Count Belfiore, only to discover that Belfiore’s former lover Sandrina – whom he thought he had 
accidentally killed a few months previously in a fit of jealous rage – has arrived on the scene. It 
becomes clear to Arminda that Belfiore is still in love with Sandrina, and she hurls an aria at him in 
her own fit of jealous rage. 
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Mozart: “Vorrei punirti, indegno” from La finta giardiniera
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Benda: Scene from Medea

Jiří Antonín (subsequently Georg Anton) Benda was baptised on 30 June 1722 in Staré Benátky, 
twenty-two miles north-east of Prague, and came from a distinguished family of Czech musicians; 
his parents were both from a musical background, and five of their six children were to become 
professional musicians. Jiří attended school in Kosmonosy in central Bohemia, and subsequently the 
Jesuit college in Jičín, but in 1742 he emigrated with his parents and sister to Prussia, where he 
joined his brothers as a violinist in the court orchestra of Frederick the Great in Potsdam. In 1750 he 
was appointed Kapellmeister at the court of Saxe-Gotha, a post he held until 1778.

Benda received widespread acclaim for his instrumental and sacred compositions, but his most 
important and intriguing contribution to musical history was the trio of melodramas that he wrote 
during the 1770s. Melodrama in this context was a heightened theatrical presentation in which 
declaimed spoken text was underpinned by orchestral accompaniment. One of the most important 
precedents was Pygmalion, a ‘scène lyrique’ with text by Jean-Jacques Rousseau and music by Horace 
Coignet, which was written in 1762 but not performed until 1770; Anton Schweitzer subsequently 
composed another setting of Rousseau’s text, which was performed at Weimar in 1772.

The most significant development in the genre, however, was the arrival in Gotha of the Seyler 
theatrical troupe, which provided Benda with the opportunity to write German stage works for the 
first time (he had previously written just one Italian opera). The first fruit was the melodrama Ariadne 
auf Naxos, based on a text written by Johann Christian Brandes for his wife Charlotte to play the 
title-role. This was premièred on 27 January 1775 (Mozart’s nineteenth birthday), and its success led 
to the composition of Medea for Sophie Seyler, a rival actress in the company. This was premièred in 
Leipzig on 1 May of the same year. Benda subsequently wrote a third melodrama – another setting 
of Pygmalion – which was composed in Vienna and premièred in Gotha in 1779. 

Mozart attended two performances of Medea in Mannheim in early 1778, and when he returned 
to the city later that year he wrote excitedly to his father: 

“I have always wanted to write a drama of this kind. I cannot remember whether I told 
you anything about this type of drama the first time I was here; on that occasion I saw 
such a piece performed twice and was absolutely delighted… You know, of course, 
that there is no singing in it, only recitation, to which the music is like a sort of obbligato 
accompaniment to a recitative. Now and then words are spoken while the music goes 
on, and this produces the finest effect. The piece I saw was Benda’s Medea. He has 
composed another one, Ariadne auf Naxos, and both are really excellent… I like those 
two works of his so much that I carry them about with me.”

Mozart was briefly convinced that the future of opera lay in the replacement of recitative with 
melodrama, and he incorporated two scenes of melodrama into his unfinished Zaide (1779-80), but 
he was surely right in his implicit judgement that it was a medium best used sparingly; Beethoven and 
Weber would similarly employ it specifically for heightened moments in Fidelio and Der Freischütz 
respectively.

Medea is based on Euripides’ great tragedy, and tells of how Medea, after Jason has deserted her 
to marry Creusa, wreaks a horrific revenge by murdering the two sons she has had by him. The title-
page of Benda’s score describes it as a ‘drama mixed with music’, and the combination of spoken 
text with dramatically evocative music creates an extraordinarily powerful effect.
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MEDEA:
Verflucht sei Jason und Kreusa! 
verflucht die Neuvermählten!

Fort! Sollen sie dich hier finden und mit 
andern Sklaven an ihren Wagen fesseln?

Sollen sie dir deine Kinder, vor deinen 
Augen, zum Tode schleppen?

Soll ihr buhlerisches Hohngelächter 
dein Grablied werden?

Noch bist du Medea! 

Räche dich und stirb dann! 

Umsonst sträubst du dich, arme Mutter!

Vergiß, vergiß, dass sie dein waren! 

Reiß sie aus deinem Herzen, 
wie er dich aus seinem riß! 

(Will abgehen, bleibt am Eingang stehen.)

Was zögerst du noch?

MEDEA:
A curse be on Jason and Creusa! 
A curse on the newlyweds!

Away! Will they find you here and chain 
you to their chariot with their other slaves?

Will they drag your children to their 
deaths before your very eyes?

Will their wanton, contemptuous 
laughter become your funeral dirge?

You are still Medea!

Take your revenge and then die!

You resist in vain, poor mother!

Forget, forget that they were yours!

Tear them from your heart, 
as he tore you from his! 

(She starts to leave, but remains 
standing at the entrance.) 
Why do you still hesitate?

Wohin? 

Wenn sie dir nun wieder 
mit kindlichem Lächeln 
entgegeneilen, wieder ihren Arm
um deine Knie schlingen, 
wieder dich stammelnd liebkosen… 
was dann?

O, wag es nicht! 

Das Licht des Tages ist zu heiter, 
die Sonne zu lieblich. 

Solche Taten wollen Finsternis!

Ja, wenn die zürnende Natur
umher dich zur Wut begeisterte! 

Wenn der berstende Himmel über dir, 
unter dir die erzitternde Erde 
deine Seele empörten!

(Sie geht mit fürchterlicher Gebärde 
umher, und bleibt endlich in der 
starren Begeisterung einer 
Beschwörerin stehen.)

Where are you going?

If they rush towards you again 
with their innocent smiles, 
and wrap their arms again 
around your knees, 
and caress you again, stammering… 
what then?

Oh, you lack the courage!

The light of day is too bright, 
the sun too lovely.

Such deeds demand darkness! 

Yes, if wrathful nature surrounded you 
and stirred you to rage!

If the bursting sky above you, 
and the trembling earth below, 
incited fury in your soul!

(She paces about with fearful 
gestures, and finally stands still 
in the rigid rapture of an incantation.)
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Höre mich, meines Kummers Vertraute! 
Hecate! Hecate!

Höre mich, Chaos der ewigen Nacht! 
Und ihr, des Orkus fürchterliche Mächte!
Ich rufe euch! Ich rufe euch! 
Pforten der Hölle! öffnet euch 
der bekannten Stimme Medeas! 

Lasst sie widerhallen, unermeßliche 
Felsenklüfte, daß das Rad des Ixions 
stockte, und der Geier des Prometheus 
zu martern vergesse!

Verbirg dich dem Anblick,
verbirg dich so vieler Greuel, 
o Phöbus, am Mittag!

Mach dich auf, heulender Sturm! 
Zerreißt, ihr Blitze, zerreißt 
den nächtlichen Himmel! 
Brülle laut, Donner des Rächers! 

Und ihr, des Todes Gehilfen, 
Entsetzen, Raserei, Verzweiflung, 
stürzt euch in das Brautfolge, 
das siegesprangend aus den Toren 
des Tempels zieht!

(Das ganze Theater wird Nacht, und das 
Unwetter tobt mit allen seinen Schrecken.)

Triumph! Triumph! Ich bin erhört! 
Zur Rache! Zur Rache!

(Sie stürzt mit gezücktem Dolch 
in den Palast, das Unwetter 
dauert einige Zeit fort.)

Symphonie

(Medea erscheint atemlos, 
von Schmerz und Verzweiflung betäubt 
auf der Schwelle des Eingangs.)

Let a howling storm be unleashed,
and tear asunder, O lightning,
tear asunder the night sky! 
Roar violently, thunder of vengeance!

And you, henchmen of death, 
terror, fury and despair, 
rain down on the bridal procession 
as it victoriously passes  
the temple gates!

(The whole theatre turns to night, and
the storm rages with all its terrors.)

Triumph! Triumph! My prayer has been 
answered! To vengeance! To vengeance!

(She rushes into the palace 
with her dagger drawn; the storm 
continues strongly for some time.)

Symphony

(Medea re-appears, breathless, 
numb with pain and despair, 
on the threshold of the entrance.)

Hear me, witness to my grief!
Hecate! Hecate!1

Hear me, chaos of eternal night! 
And you, dreadful powers of Orcus!2 

I call to you! I call to you, 
Gates of Hell! Open yourselves 
to the familiar voice of Medea!

Let it resound through endless clefts 
of rock, making the wheel of Ixion 
falter, and the vulture of Prometheus 
forget to inflict its torment!3

Turn away from the sight 
of so many horrors, 
O Phoebus, at the height of daylight!4

1. Hecate was the ancient Greek goddess of witchcraft, ghosts and the night.
2. Orcus was a Roman god of the underworld, and the punisher of broken oaths; he was generally depicted as

a terrifying figure associated with death.
3. Ixion and Prometheus were both punished by Zeus for their misdeeds. The serial criminal Ixion was expelled

from Olympus and bound to a burning solar wheel, spinning for eternity, while Prometheus was chained to
a rock where a vulture would eat his immortal liver daily, only for it to regenerate each night.

4. Phoebus, an epithet for the god Apollo, is here referenced as a personification of the sun.
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Es ist geschehen, geschehen! 

Schlummert sanft, ihr Lieben! 

Euch ist wohl! 

Zerbrochen ist euer Kerker!

Wer auch frei wäre wie ihr?

(sie will die Stufen hinab 
und kann nicht.)
Warum zuckt mir jeder Nerv, 
verlässt mich jede Kraft? 
O du, wenn ich diese Hände voll Blut 
noch gegen dich ausstrecken darf, 
erbarme dich der reinen, 
schuldlosen Seelen, o Juno! 
(sinkt auf die Schwelle nieder.) 

Ich war einen Augenblick ihre Mutter, 
sei du es nun auf ewig!

Ha, rauschen eure Fittiche… 
rasseln eure Ketten noch um mich? 

Habt Dank, daß ihr meinen Arm regiertet… 
daß ihr mein Ohr ihrem Angstgeschrei 
verschlosst!

Habt Dank, heiligste der Göttinnen!

Vollendet, was ihr begannt! 

Vollendet das Racheamt! 

Peitscht ihn her! 
Peitscht ihn her, den Verbrecher! 
Daß er sehe, daß er höre, 
daß noch Götter, Götter leben!
Peitscht ihn her! Peitscht ihn her!

Ha, do your wings still rustle? 
Do your chains still rattle around me? 

Thank you for guiding my arm… 
for closing my ears to their cries 
of anguish!

Thank you, holiest of goddesses!

Finish what you have begun!

Finish the work of vengeance!

Whip him here!1

Whip him here, the villain! 
That he may see, that he may hear 
that the gods are still alive! 
Whip him here! Whip him here!

It is done, it is done!

Sleep softly, my loved ones!

All is well for you!

Your prison is destroyed!

Who wouldn’t want to be free like you are?

(She tries to descend the steps, 
but cannot.)
Why does every nerve twitch within me, 
why does all my strength fail me?
O you, if I may still stretch out these 
blood-soaked hands towards you, 
have mercy on these pure, 
innocent souls, O Juno!1 
(She sinks down in the doorway.)

I was for a while their mother; 
now you be theirs forever!

1.The sense here is that Medea wants Jason to be whipped like a horse, to force him to be brought to the
 scene of her crime, so that he can see what she has done; in this way she can complete her revenge by
witnessing his anguish and distress.

1.The Roman goddess Juno was known as a protector, particularly of women, but was also the goddess of
childbirth.
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Es ist geschehen, geschehen! 

Schlummert sanft, ihr Lieben! 

Euch ist wohl! 

Zerbrochen ist euer Kerker!

Wer auch frei wäre wie ihr?

(sie will die Stufen hinab 
und kann nicht.)
Warum zuckt mir jeder Nerv, 
verlässt mich jede Kraft? 
O du, wenn ich diese Hände voll Blut 
noch gegen dich ausstrecken darf, 
erbarme dich der reinen, 
schuldlosen Seelen, o Juno! 
(sinkt auf die Schwelle nieder.) 

Ich war einen Augenblick ihre Mutter, 
sei du es nun auf ewig!

Ha, rauschen eure Fittiche… 
rasseln eure Ketten noch um mich? 

Habt Dank, daß ihr meinen Arm regiertet… 
daß ihr mein Ohr ihrem Angstgeschrei 
verschlosst!

Habt Dank, heiligste der Göttinnen!

Vollendet, was ihr begannt! 

Vollendet das Racheamt! 

Peitscht ihn her! 
Peitscht ihn her, den Verbrecher! 
Daß er sehe, daß er höre, 
daß noch Götter, Götter leben!
Peitscht ihn her! Peitscht ihn her!

Ha, do your wings still rustle? 
Do your chains still rattle around me? 

Thank you for guiding my arm… 
for closing my ears to their cries 
of anguish!

Thank you, holiest of goddesses!

Finish what you have begun!

Finish the work of vengeance!

Whip him here!1 
Whip him here, the villain! 
That he may see, that he may hear 
that the gods are still alive! 
Whip him here! Whip him here!

It is done, it is done!

Sleep softly, my loved ones!

All is well for you!

Your prison is destroyed!

Who wouldn’t want to be free like you are?

(She tries to descend the steps, 
but cannot.)
Why does every nerve twitch within me, 
why does all my strength fail me?
O you, if I may still stretch out these 
blood-soaked hands towards you, 
have mercy on these pure, 
innocent souls, O Juno!1

(She sinks down in the doorway.)

I was for a while their mother; 
now you be theirs forever!

1. The sense here is that Medea wants Jason to be whipped like a horse, to force him to be brought to the
scene of her crime, so that he can see what she has done; in this way she can complete her revenge by
witnessing his anguish and distress.

1.The Roman goddess Juno was known as a protector, particularly of women, but was also the goddess of 
  childbirth.
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Haydn: Symphony No. 45 in F sharp minor
The celebrated story of the circumstances surrounding the composition of Haydn’s so-called ‘Farewell’ 
Symphony has been handed down from Haydn’s earliest biographers, who in turn obtained the story 
from the composer himself. In the biography by Georg August Griesinger which was first published 
in 1809, the year of Haydn’s death, the situation was summarised as follows:

“In Prince Esterházy’s orchestra there were several vigorous young married men who in 
the summer, while the Prince was in residence at the Esterháza Palace, were obliged to 
leave their wives behind in Eisenstadt. Contrary to his usual practice, the Prince one year 
wished to extend his stay at Esterháza by several weeks. The affectionate husbands, utterly 
dismayed by this news, turned to Haydn and pleaded with him to do something.”

This presented Haydn with a diplomatic challenge. He was an easy-going and supportive leader 
who was always happy to represent the interests of his musicians, but he was also a servant of Prince 
Esterházy, and if he were to intercede too forcefully he risked reprimand or even dismissal. Knowing 
that any appeal to his employer needed to be made with great humility, respect and subtlety, 
Haydn decided that he might best convey such a request through the medium in which he felt most 
comfortable, music, and he duly put his point across via the finale of his next symphony. This has 
given the work great notoriety over the ensuing 250 years, but it has also served to pull focus away 
from the symphony’s first two movements, both of which contain some of the most extraordinary music 
that Haydn ever wrote.

The work begins with an emotional outburst of unprecedented vehemence. Underpinned by 
relentlessly repeating quavers in the bass-line and searingly subversive syncopations in the 2nd 
violins, the 1st violins immediately launch us into the abyss with a series of downward-plunging 
arpeggios in the remote and spectral key of F sharp minor, and there is virtually no let-up in the 
whole of the opening section. So focused is the intensity that there is scarcely a second subject to 
speak of, just the pounding repeated quavers of the opening accompaniment, but now with their 
bearings further dislocated by the absence of downbeats. As if in recognition of this monothematic 

forcefulness, Haydn defies convention by suddenly introducing an entirely new figure midway 
through the development section – a tender, gently consoling motive that offers brief respite from the 
raging storm – but this oasis proves to be short-lived.

Haydn follows this with a soul-searching adagio in which the violins are marked to be muted 
throughout. The key of A major has the potential to bring warmth and comfort after the astringent 
turbulence of the first movement, but instead we are presented with a bleak, almost post-apocalyptic 
landscape. The violins’ opening melody is rendered more fractured by hiccoughing grace-notes and 
an absence of downbeats in the bass accompaniment, and as the movement unfolds the harmonies 
become increasingly bold and disorientating, at one point forcing the music to a complete standstill. 

With the ensuing minuet, we encounter a different type of remoteness with the perilous six-sharp key 
signature of F sharp major. This is yet another quirky and unconventional movement, with sudden 
dynamic contrasts and harmonic and rhythmic distortions making it clear that this is not a minuet to 
be danced to, and each section ends with a soft and unsettlingly ambiguous falling figure in the 
violins. In the trio section mellifluous horns come to the fore, the first time that these instruments would 
ever have been asked to play in this key.

The celebrated finale begins with no hint of what is to follow. Typically fierce dynamic contrasts 
propel the music forward with coruscating energy and effervescence, but just as we seem to be 
entering the home straight the music suddenly comes to an unresolved stop, to be replaced by a 
gentle but noble adagio that begins in A major before modulating into F sharp major. This was 
where Haydn fulfilled his promise to represent the interests of his players, as each player is instructed 
to drop out and leave the stage until just two solo violins remain. His gamble was clearly a success 
when the work was first performed, for Prince Esterházy reportedly ordered the return of the court to 
Eisenstadt the very next day.

Notes and translations © Ian Page,2026
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throughout. The key of A major has the potential to bring warmth and comfort after the astringent 
turbulence of the first movement, but instead we are presented with a bleak, almost post-apocalyptic 
landscape. The violins’ opening melody is rendered more fractured by hiccoughing grace-notes and 
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become increasingly bold and disorientating, at one point forcing the music to a complete standstill. 

With the ensuing minuet, we encounter a different type of remoteness with the perilous six-sharp key 
signature of F sharp major. This is yet another quirky and unconventional movement, with sudden 
dynamic contrasts and harmonic and rhythmic distortions making it clear that this is not a minuet to 
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The Mozartists

Under the direction of conductor Ian Page, The Mozartists (formerly Classical Opera) have established 
themselves among the most exciting period-instrument ensembles in Europe, attracting particular 
recognition for their fresh, dramatic and stylish performances, their imaginative and innovative 
programming, and their ability to discover and nurture outstanding young artists.

On stage and in concert, they have performed many of Mozart’s operas, including the world première 
of the ‘original’ version of Mitridate, re di Ponto and a new completion of Zaide, and they have 
given the UK premières of operas by Gluck, Telemann, Jommelli and Hasse. They appear regularly 
in London at venues such as Wigmore Hall, Southbank Centre, Cadogan Hall and the Barbican 
Centre, and they have presented Mozart’s La finta semplice and Il re pastore and Arne’s Artaxerxes 
at the Royal Opera House, Covent Garden. They have also performed at many of the UK’s leading 
festivals and in France, Germany, Austria, Italy, Greece and the Czech Republic. 

In 2015 the company launched MOZART 250, a ground-breaking 27-year project following the 
chronological trajectory of Mozart’s life, works and influences. Each year MOZART 250 explores 
the music being composed and performed exactly 250 years previously, thereby placing the composer’s 
life and music in context, and this major initiative has already incorporated music by over thirty 
composers.

The Mozartists’ extensive discography has attracted widespread acclaim, and their recording of Gluck 
arias with Ann Hallenberg won an International Opera Award in 2025. In 2012 they embarked on 
a major new recording cycle of the complete Mozart operas, and the first seven releases in the series 
have all received outstanding reviews. ‘The A-Z of Mozart Opera’ (Signum Classics) and ‘Blessed 
Spirit – a Gluck retrospective’ (Wigmore Hall Live) were both selected for Gramophone magazine’s 
annual Critics’ Choice, and their solo recital albums with tenor Allan Clayton (‘Where’er You Walk’) 
and soprano Sophie Bevan (‘Perfido!’) were both shortlisted for the International Opera Awards. 
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Ian Page

Ian Page is the founder, conductor and artistic director of The Mozartists, and has established an 
outstanding reputation as one of the world’s leading interpreters of the music of Mozart and his 
contemporaries. He began his musical education as a chorister at Westminster Abbey, and subsequently 
studied English Literature at the University of York before completing his studies at the Royal Academy 
of Music in London. At the start of his career he worked on the music staff at Scottish Opera, 
Glyndebourne, Opera Factory and Drottningholm, and his early mentors included Sir Charles Mackerras 
and Georg Tintner.

With The Mozartists, he has conducted most of Mozart’s operas, including the world premières of 
the ‘original’ version of Mitridate, re di Ponto and a new completion of Zaide. He has also conducted 
the UK premières of Gluck’s La clemenza di Tito, Telemann’s Orpheus, Jommelli’s Il Vologeso, Hasse’s 
Piramo e Tisbe and Haydn’s ‘Applausus’ cantata, and the first new staging for 250 years of Johann 
Christian Bach’s Adriano in Siria. He made his Royal Opera House début conducting his own new 
performing edition of Thomas Arne’s Artaxerxes, and other engagements have included English 
Touring Opera’s 25th anniversary production of Le nozze di Figaro, the opening two concerts at the 
2016 Eisenstadt Haydn Festival, and Handel’s Ariodante – with Ann Hallenberg in the title role – at 
the 2019 Drottningholm Festival in Sweden. More recently, he has appeared at La Seine Musicale 
in Paris, the Schleswig-Holstein Festival in Germany, Bozar in Brussels and the Tokyo Spring Festival.

Ian is the creative driving force behind MOZART 250, which between 2015 and 2041 is exploring 
the chronological trajectory of Mozart’s life, works and influences, and his recordings include an 
ongoing complete cycle of the Mozart operas, ‘Mozart in London’, ‘The A-Z of Mozart Opera’, 
‘Blessed Spirit – a Gluck retrospective’ and recital albums with soprano Sophie Bevan and tenor Allan 
Clayton.
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Alexandra Lowe

Spanish-born British soprano Alexandra Lowe studied at the Royal Northern College of Music in 
Manchester, and the Guildhall School of Music & Drama and the National Opera Studio in London. 
Her awards have included Second Prize at the 2019 Glyndebourne Opera Cup and Third Prize 
at the 2020 Concorso Lirico Internazionale di Portofino. From 2020 to 2022 she was a member 
of the Jette Parker Young Artist Programme at the Royal Opera House, Covent Garden, where her 
roles included Dafne (Handel’s Apollo e Dafne), Barbarina (Le nozze di Figaro), Second Niece 
(Peter Grimes) and First Lady (Die Zauberflöte), as well as acclaimed performances of Schoenberg’s 
Pierrot Lunaire.

She became an Associate Artist of The Mozartists in 2022, and made her company début at 
Wigmore Hall in January 2023. Other appearances with the company have included ‘Mozart in 
London’ at the Schleswig-Holstein Musik Festival, ‘The A-Z of Mozart Opera’ at the Vienna Hofburg, 
and her role début as Countess Almaviva (Le nozze di Figaro) in London and Sicily. 

Other opera engagements have included Helena (A Midsummer Night’s Dream), Donna Elvira 
(Don Giovanni) and Leontine (Bologne’s L’amante anonyme) for Glyndebourne, Fiordiligi (Così fan 
tutte) for Opera North, First Lady (Die Zauberflöte) for the Bayerische Staatsoper in Munich and 
Countess Almaviva (Le nozze di Figaro) for Scottish Opera. 

In concert, she has appeared with the Orchestra dell’Accademia Nazionale di Santa Cecilia, the 
London Philharmonic Orchestra, the Hallé, the Bergen Philharmonic, the Academy of Ancient Music, 
the Oxford Philharmonic, the Kraków Philharmonic and the Barcelona Symphony Orchestra. Her 
debut recital album, Le Voyage – a programme of songs by Ravel, Bizet, Koechlin, Debussy and 
Viardot – was released on the Champs Hill label and nominated for the 2024 BBC Music Magazine 
Awards.
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What the critics said about previous recordings by The Mozartists

“Page and The Mozartists play with great style and commitment, really sounding like they are 
enjoying themselves. And, listening to this skilfully curated exposition of Gluck’s humane genius, 
so was I.”
Gramophone (‘Gluck Arias’)

“This makes for another exceptionally satisfying addition to a series that is special not just for the 
thought and scholarship that goes into it, but Page’s direction of his fine players. It is throughout 
beautifully balanced and paced, while at the same time musically highly insightful.”
Early Music Review (Sturm und Drang, Volume 3)

“A superb set of soloists head up a quite delightful performance of Mozart’s early opera, under 
the inspired baton of Ian Page... It is hard to imagine hearing another performance as convivial 
and life-affirming as this.”        
Gramophone (Mozart: Il re pastore)

“‘Mozart in London’ is unquestionably an educational release, but it melds its pedagogy with 
extraordinary musicality.”
Voix des Arts (‘Mozart in London’)

“After listening to this recording of such a rarity, I began to wonder whether this work has ever 
had a finer performance than this one.”  
Musicweb International (Mozart: Die Schuldigkeit des ersten Gebots)

www.signumrecords.com 

Any unauthorised broadcasting, public performance, copying or re-recording of Signum Compact 
Discs constitutes an infringement of copyright and will render the infringer liable to an action by law. Licences for public 

performances or broadcasting may be obtained from Phonographic Performance Ltd. All rights reserved. No part of 
this booklet may be reproduced, stored in a retrieval system, or transmitted in any form or by any means, electronic, 

mechanical, photocopying, recording or otherwise, without prior permission from Signum Records Ltd.

℗ 2026 The copyright in this recording is owned by The Mozartists
© 2026 The copyright in this CD booklet, notes and design is owned by Signum Records Ltd. and The Mozartists. 

Signum Records Ltd., Suite 14, 21 Wadsworth Road, Perivale, Middx UB6 7LQ, 
Tel: +44 (0) 20 8997 4000 Email: info@signumrecords.com

sturm und drang booklet 4 over 3 CS4 most recent version.indd   30-31sturm und drang booklet 4 over 3 CS4 most recent version.indd   30-31 01/05/2026   15:13:0701/05/2026   15:13:07






