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PROGRAM

Concerto in A Major for Clarinet, K. 622 Wolfgang Amadeus Mozart
Allegro . (1756-1791)
Adagio

Rondo: Allegro
Joseph Eller, clarinet

This performance of the Mozart Clarinet Concerto is dedicated to the memory of James Pritchard,
former clarinet professor at USC, who passed away on December 5, 2005.

Intermission

Requiem, K. 626
Requiem und Kyrie
Dies irae
Tuba mirum
Rex tremendae
Recordare
Confutatis
Lacrimosa
Domine jesu
Hostias
Sanctus
Benedictus
Agnus dei

Wolfgang Amadeus Mozart

Yana Eminova, soprano
Jennifer Luiken, mezzo-soprano
Jaeyoon Kim, tenor
Jacob Will, bass
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PROGRAM NOTES

new item when the present concerio
was composed, and as such was still
the subject of various experiments by
enterprising players. As it happens,
Stadler, together with instrument maker

Concerto in A Major for

Clarinet, K. 622
Wolfgang Amadeus Mozart
(October 1791)

Mozart wrote this magnificent work
for his clarinetist friend Anton Stadler,
basing the first movement on what was
originally intended as a concerto for
bassethorn. The clarinetwas arelatively

Theodor Lotz, had recently designed a
clarinet (now called a “basset clarinet”}
whose range extended lower than the
usual instrument by four semitones,
reaching to written ¢ (sounding A), and



Mozart employed these lowest notes in
his concerto. But when the concerto
was first published in 1801, it had
already been (anonymously) modified
for a clarinet without the extended
range by shifting those passages with
the lowest notes into the upper octave.
Since Mozart's autograph does not
survive, his original version has been
reconstructed by others. Nevertheless,
as modern clarinets do not, unless
modified, have the lower range of the
basset clarinet, it is still common to
hear the 1801 arrangement.

Throughout the Clarinet Concerto,
Mozart exploits the clarinet’s large
range and ability to leap wide intervals
securely, offering a smorgasbord of the
instrument’s possibilities and varying
tone colors in the hands of a fine player.
The first movement has march elements
(common time, Allegro, with some dotted
rhythms), and displays the virtuosic
side of the clarinet’s character. The
second movement Adagio, on the other
hand, shows the instruments lyrical,
song-like capabilities in what sounds
much like an ornamented operatic
aria. The final movement is (with some
darker turns) a good-tempered gigue
in 6/8. As a matter of interest (since
Mozart wrote for the clarinet in A),
Colin Lawson notes that clarinets in A
were described during the 18" century
as sweet, gentle, and pastoral, even
while the key of A major was frequently
seen as a bold and bright key. (The
Bb instrument was on the other hand
heard as strong and majestic.)

Requiem, K. 626
Wolfgang Amadeus Mozart
(completed by Franz Siissmayr)

In the summer of 1791, Mozart was
requested to compose a Requiem for a
party who wished to remain anonymous.
This partywas Count Walsegg-Stuppach,

whose habit it was to commission
pieces from various composers, then
have them played before his friends
and in the process accept credit for
writing the works himself. In this
particular case the Count wanted a
Requiem for his wife, who had died in
February of 1791. Mozart’s work on
the Requiem was delayed until the fall
by the composition of various pieces
(including The Magic Flute and the
Clarinet Concerto). When he began
work in earnest, the composer was,
according to his wife Constanze, happy
to be working on the piece. But Mozart
did not live to finish the Requiem, and
towards the end of his life Constanze
said that he came to think that he was
writing it for himself.

So what was the cause of Mozart’s
sudden serious illness in late November
and subsequent death on December
5?7 Unlike the old tale repeated in the
popular play and movie Amadeus (an
interesting production but terrible
history), court composer Antonio Salieri
did not kill Mozart. While doctors
interested in music have concocted
many possible causes of death based
on bits of evidence or pseudo-evidence,
and while the truth can probably now
never be known for certain, the cause of
Mozart’s death was listed by his doctors
as “acute military fever” (“military”
referring to a type of rash), which has
been interpreted as severe rheumatic
fever. One of his doctors, who on
being summoned from a theatrical
performance refused to attend Mozart
until the performance was over, gave
the composer a cold compress, the
shock of which seems to have hastened
his demise.

In any case, part of the Requiem as
originally completed is not by Mozart
but by his friend and (possibly just
occasional) pupil Franz Siissmayr. As
Count Walsegg-Stuppach had offered



just half of the commission in advance
and as Mozart had earned much but
spent freely in the year before his
death, Constanze needed the second
hall of the payment. Hence she first
approached Mozarts pupil Joseph
Eybler, whom Mozart had held in high
regard as a musician, and who agreed
to complete the work. Yet after adding
some orchestration Eybler quickly
handed the Requiem back and only after
asking others did Constanze approach
Siissmayr. There is considerable
dispute about the extent of Siissmayr’s
work, but it is clear that Mozart himself
completed in its entirety (all parts and
orchestration) just the first movement,
“Requiem aeternam” (Introif).  For
the Kyrie, the Sequence: Dies irae
(up through the eighth measure of the
“Lacrimosa”), and for the Offertorium,
Mozart wrote the vocal parts and
the instrumental bass, sometimes
indicating what he wanted in terms
of orchestration; the orchestration
was largely completed by Siissmayr
(although some is the work of others).
Siissmayr said that he composed
the Sanctus, Benedictus, and Agnus
Dei entirely on his own, and that he
completed the “Lacrimosa” (Constanze
also reported that the Sanctus was
entirely Siissmayr’s), and it is true that
there is no material in Mozart’s hand for
these movements. Nevertheless, some
critics have suspected that he may have
had some sketches from which to work
in the Agnus, and just possibly even for
the other movements which Stissmayr
said he composed alone. On Mozart’s
instructions, Siissmayr repeated the
Kyrie fugue to end the final movement
(Communio), and he employed part of
the Introit preceding the Kyrie fugue
for the opening of this same movement
(“Lux aeterna”).

No matter what the extent of
Siissmayr’s contribution, his completion

of the Requiem has been attacked for
being pedestrian, and for violating
common rules of 18M-century musical
grammar (such as prohibitions against
parallel octaves and consecutive fifths).
For these reasons it became something
of a game in the late 2oth century for
some Classic period specialists to
remove what seemed 1o be by Stissmayr
and substitute newly composed and
orchestrated music “in the style of
Mozart.” 1t could however be argued
in favor of the Siissmayr version, which
is performed this evening, that it is
unwarranted hubris to assume thal
one can provide for the Requiem what
Mozart himself did not write, and that
Stissmayr himself did so only on urgent
request from the composer’s widow.
Moreover, Siissmayr was in touch with
Mozart at the time of composition,
and his music is, no matter what
one’s opinion of its quality, genuinely
of the late 18" century and strongly
associated with the completed Requiem.
However, a sketch of Mozart's for the
initial sixteen measures of an “Amen”
fugue—seemingly for the end of the
Sequence: Dies irae—has been [ound,
at a point at which Siissmayr wrote a
simple cadence; this fugue has been
reconstructed for some performances.

The Requiem alternates styles, in
a manner common for church music
in the Classic period. For instance,
the “learned style” associated with
church music, which features imitation
between parts (as in a fugue), is
brilliantly displayed in the Kyrie, while a
more theatrical, operatic, style appears
in, e.g., in the vocal solos of the “Tuba
mirum” (where, as is usual in German-
language works, a trombone rather
than a trumpet introduces the Last
Judgment), and there are other styles as
well, as in the turbulent choral outburst
at the beginning of the Sequence: Dies
irae. As always, a good way to listen is




with Latin text and translation in hand,
noticing the careful way in which Mozart
has matched music to the meaning of

the text.

It might also be of interest,

having heard earlier sections of the
Requiem which are certainly by Mozart,

to see if the Sanctus and Benedictus, in
particular, sound as if they are his work

or anotherss.

Mark A. Leach, Ph.D.
February 2006

TRANSLATION
Mozart Requiem Text

No. 1. Chorus and Soloists (Adagio -- Allegro -- Adagio)

No.

No.

Requiem aeternam dona eis, Domine,
et lux perpetua luceat.

Te decet hymnus, Deus, in Sion, et
tibi reddetur votum in Jerusalem.

Exaudi orationem meam, ad te omnis
caro veniet.

Kyrie eleison.
Christe eleison.
Kyrie eleison.

2. Chorus (Allegro assai)

Dies irae, dies illa,
Solvet saeclum in favilla,
Teste David cum Sibylla.

Quantus tremor est futurus,
Quando Judex est venturus,
Cuncta stricte discussurus!

3. Soloists (Andanie)

Tuba mirum spargens sonuim,
Per sepulchra regionum,
Coget omnes ante thronum.

Mors stupebit et natura,
Cum resurget creatura,
Judicanti responsura.

Liber scriptus proferetur,
In que totum continetur,
Unde mundus Judicetur.

Grant them eternal rest, Lord,
and let perpetual light shine
upon them.

Thou art praised, God, in Zion,
and unto thee will a vow be paid
in Jerusalem.

Hear my prayer; unto thee all flesh
shall come.

Lord, have mercy upon us.
Christ, have mercy upon us.
Lord, have mercy upon us.

Day of wrath, that day, the world
will dissolve in ashes, as
prophesied by David and the Sibyl.

How great a trembling there will be
when the Judge will appear and
scatter all things!

The trumpet, sending its wondrous
sound throughout the tombs of
every land, will gather all before
the throne.

Death and nature will be astounded
when all creation rises again to
answer to the Judge.

A written book will be brought forth,
in which everything will be contained
by which the world will be Judged.



No.

No.

No.

Judex ergo cum sedebit,
quidquid latet, apparebit,
Nil inultum remanebit.

Quid sum, miser tunc dicturus?

Quem patronem rogaturus,
Cum vix justus sit securus?

4. Chorus (Grave)

Rex tremendae majestatis,
Qui salvandos salvas gratis,
Salva me, fons pietatis!

5. Soloists (Andante)

Recordare, Jesu pie,

Quod sum causa tuae viae
Ne me perdas illa die.
Quaerens me, sedisti lassus,
Redemisti crucem passus;
Tantus labor non sit cassus.

Juste Judex ultionis,
Donum fac remissionis
Ante diem rationis.

Ingemisco tamquam reus,
Culpa rubet vultus meus;
Supplicanti parce, Deus.

Qui Mariam absolvisti,
Et latronem exaudisti,
Mihi quoque spem dedisti

Preces meae non sunt dignae,
Sed tu bonus fac benigne,
Ne perenni cremer igne.

Inter oves locum praesta,
Et ab haedis me sequestra;
Statuens, in parte dextra.

6. Chorus (Andante)

Confutatis maledictis,
Flammis acribus abdictis,
Voca me cum benedictis.

And when the Judge takes his place,
whatever is hidden shall be made
manifest; nothing will remain un-
punished.

What shall a wretch such as I say
then? Of what patron shall I ask

help when the righteous are scarcely
secure?

King of terrible majesty, who freely
saves those worthy to be redeemed,
save me, Source of Mercy.

Remember, merciful Jesus, that I am
the cause of thy Journey on earth;

let me not be lost on that day.

Seeking me, thou has sat down weary;
thou who suffered on the cross hast
redeemed me; may such great effort
not prove in vain.

Just Judge of Vengeance, give me the
gift of redemption before the day
of reckoning.

I moan as one accused; my countenance
is flushed with guilt; O God,
spare the suppliant.

Thou who hast absolved Mary
Magdalene and inclined thine ear to
the Thief hast given me hope also.

My prayers are not worthy; but, Good
One, have thou mercy, lest I burn
in everlasting fire.

Give me a favored place among the
sheep and separate me from the
goats, keeping me on thy right
hand.

When the cursed are confounded and
assigned to bitter flames, cail
me among the blessed.




Oro supplex et acclinis,
Cor contritum quasi cinis,
Gere curam mei finis.

No 7. Chorus (Larghetto)

Lacrymosa dies illa!

Qua resurget ex favilla
Judicandus homo reus.
Huic ergo parce, Deus.

Pie Jesu, Domine,
Dona eis requiem. Amen.

No. 8. Chorus and Soloists (Andante)

Domine Jenu Christe, Rex gloriae,
libera animas omnium fidelium de-
functorum de poenis inferni, et

de profundo lacu. Libera eas de
ore leonis, ne absorbeat eas tar-
tarus, ne cadent in obscurum; sed
signifer sanctus Michael, repre-
sentet eas in lucem sanctam;

Quam olim Abrahae promisisti, et
semini eius.

No. 9, Chorus (Larghetto -- Andante)

No.

Hostias et preces tibi, Domine,

laudis offerimus; tu suscipe pro
animabus illis, quarum hodie memor-
iam facimus; fac eas, Domine, de
morte transire ad vitam;

(Quam olim Abrahae promisisti, et
semini eius.
10. Chorus (Adagio -- Allegro)

Sanctus, sanctus, sanctus,
Domine Deus Sabbaoth,

Pleni sunt coeli et terra gloria
tua.

Hosanna in excelsis.

I pray, suppliant and kneeling, my
heart contrite as ashes; take into
thy care my ending.

That day will be one of weeping,
on which shall rise again from
ashes accused man. 1o be Judged;
therefore, spare him, God.

Merciful Lord Jesus, grant them rest.
Amen.

Lord Jesus Christ, King of Glory,
deliver the souls of all the faithful
dead from the punishment of hell
and from the deep lake. Deliver them
from the lion’s mouth; let not hell
swallow them; let them not fall into
darkness; but let St. Michael, the
standard-bearer, bring them into the
holy light;

Which once thou didst promise to
Abraham and his seed.

Offerings of prayer and praise we
bring thee, O Lord; receive them for
those souls whom today we
commemorate. Let them go from
death into that life;

Which once thou didst promise to
Abraham and his seed.

Holy, holy, holy,
Lord God of Hosts,
Heaven and earth are full of thy

glory.
Hosanna in the highest.



No. 11. Chorus and Soloists (Andante -- Allegro)

Benedictus qui venit in nomine
Domine.

Hosanna in excelsis.

Blessed is he that cometh in the
name of the Lord.

Hosanna in the highest.

No. 12. Chorus and Soprano (Larghetto -- Adagio -- Allegro -- Adagio)

Agnus Dei, qui tollis peccata mundi:
dona eis requiem

Agnus Dei, qui tollis peccata mundi:
dona eis requiem sempiternam.

Lux aeterna luceat eis, Domine,
Cum sanctis tuis in aeternum,
quia pius es.

Requiem aeternam dona eis, Domine

Et lux perpetua luceat eis.
Cum sanctis tuis in aeternum, quia
pius es.

Lamb of God, that takest away the

sins of the world, grant them rest.
Lamb of God, that takest away the sins
of the world, grant them rest everlasting

Let eternal light shine upon them,
Lord, and upon thy saints forever,
for thou art merciful.

Grant them eternal rest, Lord,
And let perpetual light shine upon them.

And upon thy saints forever, for thou
art merciful.
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Donald Portnoy
Conductor/
Music Director

Donald Portnoy is
universally recognized
as one of America’s
dynamic and inspiring
- symphony orchestra
conductors. He holds the Ira McKissick
Koger Endowed Chair for the Fine Arts
at USC. He is also founder and direc-
tor of the Conductors Institute of South
Carolina, an institution that annually
attracts conducting students and profes-
sionals from around the world to the USC
campus in Columbia for three weeks of
intensive podium work with full orches-
tra under the watchful eyes of many of
this couniry’s noted teachers and com-
posers. In recent years, the Institute has

spread its wings. There is now a week
of opera training at the Spoleto Festival
in Charleston and two weeks in Beijing,
China and Buenos Aires, Argentina.

As a violinist, Dr. Portnoy per-
forms regularly with the ensemble he
founded, the American Arts Trio. He
also teaches conducting and violin in
the School of Music at the University of
South Carolina.

Dr. Portnoy has earned fame as
guest conductor of orchestras here and
abroad. His reputation prompted his
hiring as music director and conduc-
tor of the Augusta, Georgia, Symphony
Orchestra. He is now in his fourteenth
year on that podium. He has also been
the guest conductor of orchestras in
Pittsburgh, Buffalo, Baltimore, Savan-
nah, and Charleston.







