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PROGRAM 

Schicksalslied (Song of Destiny), Op. 54 Johannes Brahms 

(1833-1897) 
You wander on high in light on ground that is 
soft, blessed spirits! Shining, godly zephyrs brush 
you as lightly as the player's fingers brush holy strings. 
Fateless, like sleeping infants, the Celestial breathe. 
They are chastely preserved in modest bud. In eternal 
blossom their spirit lives and their blissful eyes gaze in 
calm clarity. Yet to us is given no place to rest. They vanish, 
they fall, suffering mortals, blindly from one hour to the next, 
like water flung from cliff to cliff for years down into the 
unknown. [Friedrich Holder/in] 

Requiem, K. 626 

INTERMISSION 

Wolfgang Amadeus Mozart 

(1756-1791) 
edited by Richard Maunder 

I. Requiem aeternam 

Eternal rest grant them, 0 Lord; and may perpetual 
light shine upon them. A hymn, 0 God, becometh 
Thee in Sion, and a vow shall be paid to Thee in 
Jerusalem. Hear my prayer; to Thee all flesh shall 
come. Eternal rest, etc. 

Michelle Jockers, soprano 

II. Kyrie 

Lord, have mercy, Christ, have mercy, Lord, have mercy. 

III. Dies irae 

Day of wrath, that day shall dissolve the world 
into embers, as David prophesied with the Sibyl. 
How great the trembling will be, when the Judge shall 
come, the rigorous investigator of all things I 

IV. Tuba mirum 

The trumpet, spreading its wondrous sound through the 
tombs of every land, will summon all before the throne. 

Death will be stunned, likewise nature, when all creation 
shall rise again to answer the One judging. 

A written book will be brought forth, in which all shall be 
contained, and from which the world shall be judged. 
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When therefore the Judge is seated, whatever lies hidden 
shall be revealed, no wrong shall remain unpunished. 

What then am I, a poor wretch, going to say? 
Which protector shall I ask for, When even the 
just are scarcely secure? 

Stephanie Dillard, soprano 
Mary Cowart, mezzo-soprano 

V. Rex tremendae 

Cameron Aiken, tenor 
Peter Lindskoog, baritone 

King of terrifying majesty, who freely saves the saved; 
Save me,fount of pity. 

VI. Recordare 

Remember, merciful Jesus, that I am the cause of Thy 
sojourn; do not cast me out on that day. 

Seeking me, You sat down weary; having suffered 
the Cross, You redeemed me. May such great labor 
not be in vain. 

Just Judge of vengeance, grant the gift of remission 
before the day of reckoning. 

I groan, like one who is guilty; my face blushes with guilt. 
Spare Thy supplicant, 0 God. 

You who absolved Mary [Magdalene} and heeded the 
thief, have also given hope to me. 

My prayers are not worthy, but Thou, good One, kindly 
grant that I not bum in the everlasting fires. 

Grant me a favored place among Thy sheep, and separate 
me from the goats, placing me at Thy right hand. 

Vanessa Van Valin, soprano 
Suzanne Stockman, mezzo-soprano 

Jason Scarcella, tenor 
Alan Hicks, baritone 

VII. Confutatis 

When the accursed are confounded, consigned to 
the fierce flames: call me to be with the blessed. 

I pray, suppliant and kneeling, my heart contrite 
as if it were ashes: protect me in my final hour. 

VIII. Lacrymosa 

0 how tearful that day, on which the guilty shall rise 
from the embers to be judged. Spare them then, 0 God. 
Merciful Lord Jesus, grant them rest. 



IX. Amen 

X. Domine Jesu 

0 Lord Jesus Christ, King of Glory, deliver the souls 

of all the faithful departed from the pains of hell and from 

the bottomless pit. Save them from the lion's 

jaws, that hell may not engulf them, that they may 

not fall into darkness, but let Saint Michael the standard

bearer lead them into the holy light which Thou 

of old didst promise to Abraham and to his seed. 

XI. Hostias 

Kandi Wiley, soprano 

Angelia LaRock, mezzo-soprano 

Jonathan Pearl, tenor 

Raymond Granlund, baritone 

Sacrifices and prayers of praise to Thee, 0 Lord, 

we offer. Do Thou receive them on behalf of those 

souls whom this day we commemorate. Grant them 

0 Lord, to pass from death unto life, which Thou 

of old didst promise to Abraham and to his seed. 

XII. Sanctus [F X. Siissmayr (17 66-1803)] 

Holy, holy, holy, Lord God of Hosts, Heaven and 

earth are full ofThy glory. Hosanna in the highest. 

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

Hosanna in the highest. 

XIII. Benedictus [Siissmayr] 

Blessed is he who comes in the name of the Lord. 

Hosanna in the highest. 

Tracy Rhodus, soprano Scott Rudy, tenor 

Kimberly Gratland, mezzo-soprano Deric Rosenblatt, baritone 

XIV. Agnus Dei 

0 Lamb of God, that takest away the sins of the world, 

grant them rest. 0 Lamb of God, that takest away the 

sins of the world, grant them eternal rest. 

XV. Lux Aeterna and Cum Sanctis 

Let everlasting light shine on them, 0 Lord, with Thy 

Saints for ever: for Thou art merciful. Eternal rest 

grant them, 0 Lord; and may perpetual light shine 

upon them; for Thou art merciful. 

Michelle Jockers, soprano 
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UPCOMING CHORAL CONCERTS 

Saturday, November 5, at 8:00p.m. 
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Sixteen-voice choral ensemble 

choreographed in a performance 

of American popular song. 

Stude Concert Hall, Free Admission 

Monday, December 5, at 8:00p.m. 

CHORAL ENSEMBLES OF 

RICE UNIVERSITY 
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UPCOMING ORCHESTRA CONCERTS 

Friday, November 4, at 8:00p.m. 

SHEPHERD SCHOOL 

SYMPHONY ORCHESTRA 

Larry Rachleff, conductor 

Program: McAllister Aquillae 

(Premiere); Bernstein Symphonic 

Dances from West Side Story; 

and Dvorak Symphony No. 9, 

"From the New World." 

Stude Concert Hall, Free Admission 

Saturday, December 3, at 8:00p.m. 

SHEPHERD SCHOOL 

CHAMBER ORCHESTRA 

Larry Rachleff, conductor 

Brian Connelly, piano 

Program: Mozart Piano Concerto 

No. 21 inC Major, K. 467; Ravel 

Le Tombeau de Couperin; and 

Ginastera Variaciones Concertantes. 

Stude Concert Hall, Free Admission 

OPEN REHEARSAL: The Shepherd School of Music invites the 

participants of the Texoma N.A. T. S. Regional Conference to attend 

tomorrow's open rehearsal of the Shepherd School Symphony Orchestra. 

The rehearsal will be held from 2:10 to 4:40p.m. in Stude Concert Hall, 

and the repertoire will include Dvorak's Symphony No.9, "From the 

New World" and Bernstein's Symphonic Dances from West Side Story. 
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PROGRAM NOTES 

Schicksalslied (Song of Destiny), Op. 54 . . Johannes Brahms 

Brahms created the Schicksalslied at a time of great turmoil in his social and musical 
life. He had just settled permanently in Vienna , and was hoping to secure "socially re
spectable employment"; to this end he (unsuccessfully) lobbied for several kapellmeister 

positions. He was also still revising his First Symphony (begun in 1861), worrying that his 
technique of writing for the orchestra was somehow lacking, and that audiences now fully 

comfortable with Romantic, programmatic orchestral works would find the Classical ele
ments in his symphony disconcerting. Brahms virtually ignored the piano - the instrument 

for which composing seems to have come most naturally to him - during this period, but 

he explored other genres, producing such masterpieces as the Variations on a Theme of 
Haydn and the Alto Rhapsody. 

Brahms was introduced to the Hyperions Schicksalslied - a poem written in the 1790s 

by Friedrich Holder/in - in 1868, while visiting a friend in Wilhelms haven, near Bonn . He 
was immediately struck by the powerful images of the work; so much so, in fact, that within 
days he had sketched out the first draft of what was to become one of his most enduring 
and popular works. 

The poem begins with a florid description of the heavenly existence of celestial beings 
("gods"), then drastically and dramatically juxtaposes an account of the horrors of "suf

fering mortals"; it is from this contrast of emotion that the poem - and, in turn, the musical 
work - derives its undeniable power. 

This was not the only time Brahms grappled with the concept of contrasting images in 
his pieces, and the process of progressing emotionally from darkness to light over the 

course of a composition was also not unique. Many of his non-programmatic works, 
including his four Symphonies, move from sonorous beginnings through introspective 
middle sections and conclude in triumph. And his works with texts - most notably Ein 
Deutsches Requiem - also generally follow this upward-searching ideal. 

In contrast, the Schicksalslied, by virtue of the poetic material, naturally led in the 
opposite direction: from light to dark. This posed a puzzle to Brahms, who somehow felt 
that the poet had not said "the most important thing - die Hauptsache." Perhaps this con

flicted with his feeling that the end ("Death'') is more forgiving than the journey ("Life''). 
It is interesting to note here that a similar problem arose ten years later, with a composition 
based on Goethe's Gesang Der Parzen, and Brahms employed a similar solution. In any 
case, he was unable to end this piece with "such unrelieved hardness," but also felt com
pelled not to alter the text by straight repetition. And so, in what some critics call a stroke 

of pure genius, Brahms recapitulated the opening orchestral prelude (with a new, more 
radiant orchestration) to end the piece, hinting at a uniting of the two sets of beings which 
until that moment were so starkly divided. 

The piece was premiered in Karlsruhe on October 18, 1871, under the direction of the 
composer, and was a complete success. 

Requiem, K. 626 Wolfgang Amadeus Mozart 

The Requiem by Wolfgang Amadeus Mozart has been shrouded in the mists of legend 

and two centuries of debate since its very inception. Rather than concentrate on the obser
vations and theories about its creation and completion (or lack thereof), one can listen to 
the actual score and gain insight of a less removed nature. 

This work was influenced by many earlier compositions, particularly the settings of the 
same mass text by Michael Haydn and Leopold, Mozart's father. Mozart spent the last few 
months of his life feverishly working on it, while simultaneously writing such masterpieces 
as Die Zauberjlote and La clemenza di Tito. Despite all his efforts, the Requiem was left 
incomplete with his death, December 5, 1791. (By a strange set of coincidences, Requiem 
Masses were also left incomplete with the death of Michael Haydn , whose 1771 setting left 
a powerful impression on the young Mozart, and the death of Antonio Salieri, who has been 
romanticized as Mozart's murderer in the brilliant but historically questionable Pushkin 
playlet, and the subsequent Shaffer play and Forman movie, Amadeus). 



Several contemporary composers were approached by Mozart's widow, Constanze, to 
complete the work, and the edition by Siissmayr, a student of Mozart's, is the most often 
performed. Recently, however, more historically informed recompletions have been at
tempted; itis one of these later reconstructions - by Richard Maunder - that is presented 
on this program. 

After the initial commissioning of the piece by a "mysterious visitor" (later shown to 
be a messenger of Franz Count Walsegg), Mozart held a strong belief that there was a 
supernatural connection between the coming of this messenger and his father, who had 
died four years earlier. As time progressed, and Mozart felt his life coming to an end, this 
feeling was transformed into the tortured realization that the piece was to be his own death 
knell. This, and Mozart's religious beliefs, had a particularly strong effect on the compo
sition of the Requiem. There is always a sense of dichotomy in the music: above the short
reaching and frenzied notes sung by "the supplicants," there is the powerful, constant 
presence of something more universal and everlasting. 

The Requiem begins with an Introit, as if a heavenly host, observing the coming of the 
Day of Judgement, is pleading with the Maker: "Grant them peace." The prayer is then 
taken up by the dying - those about to be judged - in the Kyrie. The opening of the ener
getic fugue subject, presented by the choir with orchestral doubling, bears more than a 
passing resemblance to fugues of G. F Handel (And With His Stripes, from The Messiah) 
and J S. Bach (Fugue in A minor, Book II, Well-Tempered Klavier). From these striking 
and familiar beginnings, Mozart masterfully spins out a movement of such invention and 
divine inspiration that one cannot help but be swept up, and it leads seamlessly to the short 
Adagio that rounds out the movement. Mozart omitted both the Graduale and Tract which 
would be placed here in the typical Mass for the Dead and proceeded directly to the Dies 
/rae. Here, the frantic sense instigated by the previous movement continues, inflamed by 
furious orchestral writing. The Tuba Mirum is the first respite rhythmically, as a solo 
quartet of voices describes some of the happenings of the Day of Judgement, but the har
monic and dramatic tension abate only slightly. 

The Rex Tremendae is one of the most powerful moments in the Requiem. After a 
thunderous, vocative opening, there is a section of soaring double imitation - the most 
demonstrable example of the magnificent dichotomy between the mortal and the immortal 
that seems to pervade the work- which leads to the movement's concluding Salva me. The 
Recordare is reputedly Mozart's personal favorite, and in it the solo quartet sings a prayer 
for mercy, the last moments of contemplation and reflection before "the wicked" are con
founded. The Confutatis presents a powerfUl, surging string motif coupled with imitation 
in the male chorus. The Voca me seems to have been a particularly important moment to 
Mozart - this is one of only two times in the entire work that he used the indication "sotto 
voce." A long, sobbing descent brings the movement nearly to a close. The final chord of 
the movement is one of the most sublime and arresting examples of attacca in all of music: 
in a single, ethereal chord - like the final wheezing breath of the dying - Mozart modu
lates back to the tonic key of D minor. And, again, he seems to be transferring the text be
tween choirs. This time, the supplicants have joined the heavenly host of the opening move
ment, singing in a state of delirium between life and death, awaiting Judgement. 

It is here that the first large-scale derivations from the familiar Siissmayr version are 
noticeable. The Amen movement which now follows the Lacrymosa is based on a recently 
discovered fugue sketch. Mozart's DomineJesu and Hostiasfollow, both of which close 
with the Quam olim Abrahae fugue. As Mozart did not leave so much as a sketch for a 
Sanctus or Benedictus, Maunder felt that he should not compose completely new ver
sions. However, Siissmayr did compose his own, which are regularly inserted in perfor
mances of the Mozart Requiem. The LuxAeterna and Cum Sanctis are, for all practical 
purposes, exact repeats of the opening movements. This practice was quite common in 
mass settings of the eighteenth century. 

On his deathbed, Mozart called for the fragment autographs to be brought to him. As 
he leafed through those precious pages, tears rolled down his cheeks, presumably not so 
much from physical pain as from the knowledge that posterity would never see completed 
this masterpiece, as it was even then singing in his soul. 

- Program notes by Kieren MacMillan 
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