Mozart Birthday Bash
February 11, 2007
Program Notes by Ed Wight

Both Mozart and his father Leopold chafed undemtiusical limitations imposed by the Archbishop
Colloredo of Salzburg. Amadeus was strongly infleesd by Enlightenment views of church music,
seeking a focus on the text, not on musical displaglloredo preferred German hymns to choral
counterpoint, and tried to limit the performanceanf mass to “...no more than 45 minutes” as Mozart
wrote in horror to Padre Martini. Thus, Mozartal&urg masses tended to be of the short, Missa®Bre
type, with generally straightforward vocal settingdis greatest choral fugues (in such works as the
Requiem and the C Minor Mass) lay ahead in Viendawever, thisMissa Brevisfrom the late 1770s
demonstrates that Mozart’'s musical genius wouldoeatompletely stifled by Colloredo’s dictates stiein
for the tender soprano solo in the “Benedictus’h@uated by dramatic choral interjections) and the
extraordinary harmonic richness in the introductmthe “Agnus Dei.”

Mozart’s songs for solo voice and keyboard, suchasVeilchen,remain one of his most underrated
genres. In his biography of Mozart, Alfred Einsteithe musicologist, not the theoretical physicistrote
that “Mozart placed not the slightest value upangdings. They were by-products, crumbs from the
table...” That view would have surprised both Mozad his public. Mozart wrote them throughowt hi
life, and they numbered among his most popular sovk greater percentage of them were published
during his lifetime than almost any other Mozanhige a further testimony to their popularity.

“Das Veilchen” (from 1785) proved to be his mospplar song, and it was Mozart’s only setting of a
Goethe text. The non-repetitive, through-compasedical structure mirrors the shifting sentimerftthe
text, which passes from beauty and hope to inaenedeath. Goethe developed a profound respect for
Mozart, writing in 1787 that “All our endeavorsdonfine ourselves to what is simple and limited eveist
when Mozart appeared...The demonic spirit of hisigge..conquers all.” Goethe may not have beetequi
so praiseworthy had he known Mozart himself adtieddst two lines of text, reinforcing the sad fate
the violet.

Aside from songs with keyboard accompaniment, Mioaisgo wrote independent arias for solo voice and
orchestra throughout his career. Though settiogsdprano dominate his output, he wrote such piéare
every voice range. Composed in March 17%Er‘questa”became his setting in this genre, and it reflects
the marvelous, intricate counterpoint of Mozar#itelstyle. His 1791 opera “La Clemenza di Tito”
contains several arias for voice and solo instriedextcompaniment. Mozart explores that same textu

in “Per questa“, written for bass voice, stringd&sorchestra. He demonstrates the independente of
double bass immediately, where it completes therl&talf of the opening melody before the firstrante

of the voice. The string bass later establishes#me partnership with the vocalist. Both the slod fast
sections of this 2-part vocal Rondo provide a astwitour de force for the performers, with demagdin
technical passages for the double bass and explasaif both high and low range extremes for tigei.

The popularity of “Die Entfuhrung” soared immedigtafter its July 1782 premiere. It firmly estedtied
Mozart's international reputation as a composesidatof Austria - no longer seen as just a chilgbkard
prodigy. The 1995 New Grove Opera Dictionary stdlat it received performances in “40 German
centers [during] Mozart’s lifetime, and was thesfiopera ever heard in German in Paris.” Blondea
Welche, Wonnewas a late addition, but dramatically welcome,rafie darkest moments of the opera.
Konstanze fears death by Arab captors, but whesdr@ant Blonde hears of the imminent arrival of
Belmonte (Konstanze's fiancée) she bursts intojtyisus, high-spirited aria.

Mozart became the first composer in Western musioity whose operas never had to be revived. They
have more or less held the stage since their premiespecially his two operas in German, “Die
Entfuhrung” (“Abduction” from the “Seraglio”) andDie Zauberflote” (“Magic Flute”). The Viennese
loved “Magic Flute” - it received 20 performanceghe first month (while “Marriage of Figaro” hadlg
nine, and closed). When Mozart tragically dieceéhmonths after its premier, the librettist Emmanue
Schikaneder oversaw 200 performances in Vienngealttnspread like wildfire throughout the German
lands, and ultimately all of Europe. Accordingtie 1995 New Grove Opera Dictionary, “no major



operatic center was without a production in thenX@ntury...the popularity of “Die Zauberflote” hasver
waned.”

Though the opera draws upon diverse sources (ffaice tales, myth and magic), the Masonic beliffs
Mozart and Schikaneder unite the disparate elensamarrative absurdities. Sarastro originallyesgys
to be Pamina’s kidnapper. But by thet | Finale, the Masonic implications of the activity beconheac.
Silliness still reigns at the opening, as Papagehells sets the menacing slaves to dancing. 8uwatsBo
appears, and the first great choruses of the dpgim. Pamina and Tamino embrace, preparing t@gmb
upon the (masonic) trials to earn their freedorhe act closes with a powerful choral hymn at therthef
18th-century freemasonry: virtue and justice witlka a paradise on earth.

INTERMISSION

Most 18th-century composers based their variatés an popular tunes, often from opera. Mozart
followed this practice, drawing upon on operatiasfrom Salieri, Sarti, Gretry, and Gluck, amortigeos.
So it's no surprise that Mozart turned to anothmera composer, Paisiello, and his dniasalve, Domine
What constitutes the real surprise is how he abastiee typical 18th-century variation structuree Tinst
three variations adhere to the 22-bar structutbetheme. However, as he shifts to the minor mode
(another typical feature of the era), he abolishegredictable thematic boundary. None of thesegbent
variations precisely retain that opening structurée fifth variation dissolves into total sextuple
figuration, as Mozart approaches the through-comgpasprovisations of Beethoven.

While Mozart's journey to Mannheim and Paris ir¥1778 failed to yield the employment Mozart sought
he wrote some wonderful music in both cities. lariviheim the surgeon Ferdinand Dejean commissioned
a series of flute concertos and quartets. Mozariged him with at least one work in each gensayall

as a flute transcription of his oboe concerto. at$® wrote théndante in C Major for flute and orchestra
at this time. Perhaps Mozart intended it as atgubes slow movement for the flute concerto K.348 the
original and surprisingly passionate Adagio slowsment may not have been to Dejean’s liking. Mbzar
sets this charming Andante in sonata form, witlcghal and tender themes in every section. In thsig
section (the recap) Mozart offers an intensifiqatid the opening material both harmonically and
melodically - in wider, octave leaps to dissonatdhes. While Dejean did not receive all the pg&he
commissioned, Mozart scholar Stanley Sadie sayghbaest of these works nonetheless “...lent a
measure of immortality to his name.”

Mozart scholarship originally thought that he wrtte trioDir, Seele des Weltalldby 1783, before he
joined the Viennese Masonic Lodge. It belonged tarstata of the same name which Mozart left
unfinished, and alternates between rich choral ooy and occasional passages of imitation. Bar th
the comprehensive Masonic symbolism began to @agitdupon this early date. The number three is of
paramount importance to Masonry - and Mozart der ithree voices in the key of E-flat Major (three
flats). In the 18th century and beyond, Masortigalifocused on men only, and male choruses afppear
all of Mozart's Masonic vocal works. Mozart schoRaul Nettl says the text refers to the sun warshi
the Egyptians, which Mozart drew upon so heavilMagic Flute.” From the sun “Oh mighty one...from
thee comes fertility, warmth and light.” Scholapshow focuses on 1785-86 as a more probably daye.
then, according to Mozart biographer Maynard Soloyfithrough his fame and devotion to the order,
Mozart was regarded as one of the outstanding Magbthe time.”

Composition lessons in the 18th century focusedranskill above all others: counterpoint. Haydaega
Beethoven lessons in contrapuntal technique, addighrt for his English student Thomas Attwood.
While Mozart included only the occasional contrajalipassage in the men’s trio above, he subti@eso
bel idol mio as a “Kanon” referring directly to the centuridd-history of strict counterpoint. Listen as
the long opening subject in the soprano line pawseach of the other voices as they enter. Bdfare
final voice concludes its rendition, the sopranastghe process all over again with a theme tbatidates
the second half of the piece. He wrote this candt¥88, and it reflects both a career’s experiéndhis
technique and his particular genius at veilingdtracture behind late-period chromaticism and &argil
imitation.



The 1780Vesperae solennes de confessarenstitutes one of Mozart'’s final sacred works3atzburg,
and it remains one of his most popular. Mozarttenenly two sets of Vespers, the other dating fiain9.
They both draw upon the full set of five psalms amtbncluding Magnificat, allowing a wider range of
styles than was customary in his early massesabt@dns a primarily homophonic choral texture far t
opening Dixit, allowing strong local color and stising accents to reinforce the distant keys. The
following Laudate Dominum highlights Mozart’s temdand poignant simplicity. In contrast the Magratic
offers the sophisticated choral counterpoint anitaition often so often proscribed from Mozart's Zalrg
masses. The powerful fugato passages hint atignegse grandeur to come, providing a dramatiedos
this year's Mozart bash.



