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Wolfgang Amadè Mozart  
(27 January 1756  – 5 December 1791)  

 
Violin Concerto No. 5 in A major, K.V. 219  
“Turkish” 
I. Allegro aperto      

II. Adagio     

III.  Rondeau- Tempo di minuetto                                                                                                                                                                                                                                  

Scored for solo violin, pairs of flutes, oboes and horns,  

and strings  

Mozart’s five sublime violin concerti are among his most 

beloved works, yet it is remarkable that we still do not 

know very much about their genesis or dedicatee. The A 

major concerto is the fifth and last of the group, premiering 

in Salzburg on 20 December, 1775 (two other concerti for 

violin - a “sixth” in Eb major and the “Adelaide” - have been 

proven to be by other composers).  Mozart likely wrote 

these concerti for himself to display as soloist, yet there is 

also evidence that he may have actually composed some of 

them for the brilliant Neapolitan violinist Antonio Brunetti, 

who succeeded Mozart as concertmaster of the  

Salzburg court orchestra after one of Mozart’s frequent 

rows with the Archbishop Colloredo. In fact, Mozart com-

posed a second Adagio movement (KV 261) to the A major 

concerto after Brunetti mentioned to him that the origi-

nal was “too studied and artificial.”  

The musicologist Sir Donald Tovey stated that Mozart’s vio-

lin concerti offer “a special vein of his epigrammatic come-

dy.” This jauntiness is nowhere more evident than in the 

sprightly A major concerto and its opening ritornello. 

The adjective aperto (“open”) modifying the Allegro mark-

ing suggests that the movement should be performed 

broadly and majestically. After an energetic orchestral in-

troduction, the violin enters not with a flourish but with a 

sweetly lyrical twelve-bar passage, which quickly leads back 

to the perky orchestral theme. In the Adagio movement, 

the violin floats a sweetly idyllic aria, high above gentle 

oboes, horns and strings. The sprightly Rondeau is based on 

a minuet motif. In the middle of the movement, the tempo 

changes from triple time (3/4) to duple meter (2/4), and we 

hear the melody which gives the concerto its sobriquet, 

“Turkish.” The nickname derives not from the country, 

but rather from the popularity of  Orientalism in Habsburg 

Vienna at that time and music in those parts of the  

Habsburg domain that abutted the Ottoman Empire. Mo-

zart  likely learned about these tuneful Törökös (Hungarian: 

“in the Turkish manner”) from his friend and Salzburg col-

league Michael Haydn (Joseph Haydn’s younger brother) 

who had lived and worked in Pressburg and utilized these 

melodies in his own works. Mozart did not any write out 

any cadenzas for this concerto; this afternoon’s violin solo-

ist Yoon Be Kim will be performing those of her own  

creation. 

Continued on next page 
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Wolfgang Amadè Mozart  

(completion by Franz Xaver Süssmayr) 

   
 Requiem in D minor, K.V. 626 

 

Introitus (Requiem aeternam) 

Kyrie 

Sequentia (Dies irae, Tuba Mirum, Rex Tremendae, 

Recordare, Confutatis, Lacrimosa) 

Offertorium (Domine Jesu, Hostias) 

Sanctus 

Benedictus 

Agnus Dei 

Communio (Lux aeterna, Cum sanctis tuis) 

 
A Most Sublime Torso                              
Of the ineffable compositions birthed from Mozart’s 
genius, none has engendered more fascination than 
his last and most powerful work, the unfinished Req-
uiem Mass. The Requiem’s commission, the tragic and 
premature end of Mozart’s life while composing it, 
and the unlikely trajectory of this haunting master-
piece, make for a fascinating saga. 
 
In June, 1781, after years in his birthplace of Salzburg, 

and always chafing there under the subjugation of the 
Archbishop Colloredo, Mozart moved to Vienna, the 
capital of the Hapsburg Empire and one of Europe’s 
musical epicenters. He married Constanze Weber, and 
earned a modest income and reputation as a piano 
tutor and from his subscription concerts. While al-
ways working in the vernacular of Viennese Classical 
Style, Mozart transformed the felicitous ideas of Jo-
hann Christian Bach, and Michael and Joseph Haydn, 
investing them with sublime harmonies and a richness 
of invention. Mozart reached a summit of polished 
perfection across the full spectrum of compositional 
genres: symphony, concerto, opera, chamber music, 
Lieder, and sacred music.   
 
By the summer of 1791, Mozart had been appointed 
assistant Kapellmeister at St Stephen’s Church, scored 
successes with the three da Ponte operatic collabora-
tions (Le Nozze di Figaro, Don Giovanni and Cosi' fan 
tutte), and was about to collaborate with his friend 
and fellow mason, Emanuel Schikaneder, on a Sing-
spiel (a German-language opera), The Magic Flute (Die 
Zauberflöte).  While working on Zauberflöte and an-
other opera ( La Clemenza di Tito, for the installation 
in Prague of Emperor Leopold II as King of Bohemia), 
Mozart received a visitor, the mysterious “grey mes-
senger,” who persuaded him to write a Requiem, a 
mass for the deceased.  Mozart was handed half the 
total payment of 60 ducats, with the balance to be 
given him upon its completion. The proviso from the 
messenger was that Mozart was never to inquire 
about the individual who commissioned the work.  
 
Peter Shaffer and Milos Forman saw the potential to 
take this incredible story and conjure both a play 
(1979) and an eight Academy-award winning film 
(1984), Amadeus.  In their fictionalized version, Anto-
nio Salieri (in black, Janus-faced Venetian carnival 
mask) was the grey messenger.  The moral of play and 
film was the cosmic irony that Mozart, the musical  
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genius with the scatological mouth, absolute pitch 
and eidetic memory, could effortlessly toss off mas-
terpieces, while Salieri, a devoutly religious man but a 
journeyman court composer, only created mediocri-
ty.  Despite many stretches of the truth, Amadeus was 
deservedly hailed, not only for bringing Mozart’s sub-
lime music to a global audience, but for demon-
strating the creative process of genius.  
 
The real story of the commission of the Requiem, 
while more prosaic, is stranger than fiction. Count 
Franz Walsegg zu Stuppach was a wealthy gypsum 
mine owner and a passionate amateur flutist and cel-
list. His curious pastime was to purchase works from 
professional composers, copy them out, and pass 
them off as his own compositions. The Requiem com-
mission which Walsegg sought from Mozart was to 
honor the anniversary of the death of his bride, Anna, 
who had recently passed away at the age of twenty 
from puerperal sepsis. The mysterious grey messen-
ger who visited Mozart was either Walsegg’s steward, 
Franz Anton Leitgeb or more likely his lawyer ( Johann 
Sortschan).  Mozart sketched a few ideas for the Req-
uiem in August 1791, then went back to work on Zau-
berflöte and Tito. During that time, Mozart was revis-

ited by the messenger, who was checking on the Req-
uiem's progress. 
 
Mozart began to have paranoid ideations that the 
Requiem he had begun composing was intended for 
his own funeral. His spouse Constanze recalled walk-
ing with him in Vienna’s Prater Gardens in September, 
1791, when he confided in her that “I believe that I 
am writing my own funeral mass.” Mozart was con-
vinced he was being slowly poisoned. He was not, nei-
ther by the Masons, who revered him, nor by Antonio 
Salieri (though that tale became fodder for the Push-
kin play and Rimsky-Korsakov opera, Mozart and Sali-
eri). 
 
However, Mozart was plagued with episodes of ill 
health throughout his life. The litany of putative con-
ditions have included streptococcal infections, small-
pox, rheumatic fever, endocarditis, kidney disease, 
Henoch-Schönlein purpura, manic-depressive illness, 
antimony abuse, subdural hematoma, hypertension, 
and even trichinosis (Mozart had eaten some under-
cooked pork cutlets a month before he died).  A dis-
tinction should be made between these chronic ill-
nesses and the presumed cause of his abrupt demise: 
acute kidney failure, hypertension, massive tissue 
swelling and anemia.  His physicians diagnosed him 
having “una deposita sulla testa  (“a deposit on the  
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    “I believe that I am 
writing my own funeral 

mass.”   
Wolfgang Amadeus Mozart 

Poster for the 1984 film, Amadeus 



Constanze Weber Mozart (1762-1842)  
as a widow in 1802 
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(head)” from rheumatic fever, and hastened the col-
lapse of the already anemic Mozart by recommending 
venesection (blood-letting). On December 5, 1791, at 
12:55 AM, Mozart died. No autopsy was performed. 
Mozart’s death certificate stated a hitziges  
Frieselfieber (heated miliary fever), a non-specific di-
agnosis.  Of note is that a medical review of the death 
certificates of all Viennese in the winter months of 
1791 found a high rate of an epidemic infectious ill-
ness, possibly streptococcal. 
 
Even the details of Mozart’s last days are fraught with 
inconsistencies. Constanze’s testimony and that of her 
sister Sophie Weber Haibl not only do not jibe, they 
were offered in 1825, thirty-four years after Mozart 
expired!  On the last full day of his life, Mozart was 
said to be in bed rehearsing the Lacrimosa with family 
and colleagues.  He had been working with Franz Xa-
ver Süssmayr, a composer of modest repute who was 
had assisted him with the Tito arias. According to Con-
stanze, Mozart had given Süssmayr instruction on 
how to finish the Requiem in the eventuality that he 
would not be able to complete it. Mozart was ex-
tremely uncomfortable by this point, his body mark-
edly edematous (Wassersucht), with myalgias that 
made it painful for anyone even to touch him. Sophie 
Haibl recalled that Mozart was puffing out his cheeks 
to imitate the trombone solo in the Tuba Mirum sec-
tion of the Requiem when he lost consciousness and 
died. 
 
Of the fourteen individual sections in the Requiem, 
Mozart completed only the first section, Introitus: 
Requiem aeternam.  He wrote out vocal parts and 
bass lines for eight subsequent sections (particella 
writing), along with instrumental measures from the 
Dies irae to the Hostias.  He composed the first eight 
bars of the Lacrimosa, but did not put pen to paper 
for the Sanctus, Benedictus or Agnus Dei.  
 
On December 10, 1791, Schikaneder and Baron 
Gottfried von Swieten arranged for a memorial service 
for Mozart at which the Requiem was played. What 

was performed of Mozart’s work was only the com-
pleted first movement Introitus: Requiem aeternam 
and a patched-up Kyrie Eleison, scored by Süssmayr 
and Franz Freystädtler by doubling the vocal parts in 
the orchestra.  Constanze was in significant debt and 
needed to raise funds immediately. She knew there 
was the balance of the payment for the completed 
Requiem, and so sought out a composer who could 
finish the score, in handwriting close to Mozart’s to 
continue the deception, delivering it Walsegg as Mo-
zart’s composition.   
 
She first asked Joseph Eybler, a composer admired by 
Mozart, to do the completion. He finished a small por-
tion and returned it to Constanze.  She then offered 
the score to Sussmäyr, who completed it in calligra-
phy indistinguishable from Mozart’s, forged Mozart’s 
signature on the frontispiece, and returned it to her 
as the “completed” Requiem . 

Continued on next page 
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Though Constanze promised the autograph only to 
Walsegg and did get the balance of the commission, 
she also shrewdly had several copies made of it, one 
of which she sold to the publishers Brietkopf & Härtel, 
making money on each sale. Walsegg eventually 
found out and threatened legal recourse, but backed 
off when he realized he would be outed as a fraud. 
Süssmayr was contacted by Breitkopf & Härtel, who 
requested his statement on authorship. Süssmayr 
maintained he finished the orchestrations of the Dies 
irae to Hostias, and composed the Sanctus, Benedic-
tus and Agnus Dei completely on his own. The 
Breitkopf edition of Mozart’s Requiem never men-
tioned Süssmayr’s contribution. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Constanze stated that Mozart had written a majority 
of the composition. She claimed that there were 
many Zettelchen (“scraps of paper”) in Mozart’s hand-
writing, which gave Süssmayr the melodic ideas for 
the three last sections, recommending a repeat of the 
theme of the Kyrie eleison after the Lux aeterna in the 
last movement Communio. She maintained that the 
overall concept of the Requiem, if not every note, was 
indeed Mozart’s. Despite her claims, only one Zettel 
has ever been discovered; it contains an Amen 
Fugue to be inserted at the end of the Lacrimosa. 
 
The first performance of the “completed” Requiem 

took place in January 1793, at a benefit for Constanze 
arranged by von Swieten.  Walsegg performed it as his 
own composition in December 1793, three years after 
his wife’s passing. He then had it transcribed for string 
quintet and never performed it again. Upon his death, 
the autograph score in his possession passed to what 
is now the Austrian National Library.  The Library also 
received the fragment that Eybler had worked on 
(which was donated right after he suffered a stroke 
while conducting the Requiem) and the fragment 
which Süssmayr had been given by Constanze. To-
gether these are the torso that has come down to us 
as the Mozart Requiem which most modern audiences 
recognize.  
 
There have been a number of modern-day comple-
tions of the Requiem, including those by Richard 
Maunder, Robert Levin, Duncan Druce, H.C. Robbins-
Landon and Franz Beyer. Of these, the Beyer comple-
tion of 1971, which is being performed this afternoon, 
has many advantages. Most importantly, Beyer did 
not add any of his own musical ideas.  He allowed Mo-
zart’s music, with the completion by Süssmayr, to 
shine. Despite all the criticism heaped upon Süssmayr 
for his compositional inadequacies, he was a contem-
porary and friend of Mozart who composed in the 
same Viennese Classical Style. He had been Mozart's 
copyist and had a deep understanding of what Mozart 
envisioned in his Requiem.  Beyer corrected several 
obvious technical errors that Süssmayr had made, 
which further demonstrates that the Requiem could 
not have been only in Mozart’s hand. These mistakes 
were most evident in the basset horn parts, a mem-
ber of the clarinet family, an instrument which Mozart 
much admired and knew intimately, and for which he 
would have never sloppily composed. 

Continued on next page 
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Mozart had not composed a piece of sacred music 
since he left Salzburg ten years earlier. Now, with the 
motet, Ave Verum Corpus (KV 618) of September of 
1791, and the Requiem, he was pivoting in a new di-
rection. Those two essential aspects of musical geni-
us, eidetic memory and absolute pitch, gave Mozart 
an extraordinary ability to adapt a vast array of me-
lodic material he had heard during his life, especially 
the Baroque music of Handel and J.S. Bach, which fas-
cinated him.  Musicologists have discerned a number 
of thematic antecedents in the Requiem, including 
Handel’s The Ways of Zion do Mourn from the Funeral 
Anthem of Queen Caroline; the aria, With his Stripes 
We are Healed, from Messiah; and a refrain from one 
of his Dettingen Anthems. A Gregorian plain-
chant from the te decet hymnus from Michael Hay-
dn’s Requiem can also be heard.  Yet, these borrow-
ings do not detract from uniquely Mozartean motifs 
which abound: four-part settings, fugue cadences in 
the Kyrie Eleison, royal double-dotted French Baroque 
figures in the Rex Tremendae,  an empfindsamer stil 
melody echoing C.P.E. Bach which creates the aching 
beauty of the Recordare, the agitated strings in the 
Confutatis, and adventurous chromatic intervals that 
prefigure Romanticism. Despite his Catholic faith, Mo-
zart held strong Masonic beliefs, and as a result there 
are Masonic references in the Requiem, in the many 
triadic motifs and the prominent use of basset horns 
and bassoons that he had earlier employed in his 
Freimauermusik. 
 
The Mozart Requiem has served as an enduring me-
mento through the centuries. It was played at the fu-
nerals of Joseph Haydn (1809), Beethoven (1827), Na-
poleon (reburial, 1840), Constanze Mozart (1842) and 
Chopin (1849), and at the funerals of both of the Mo-
zarts’ surviving sons (1844, 1858). It was part of Presi-
dent Kennedy’s memorial mass in Boston in 1964. 
Most poignantly, it was performed by over two hun-
dred orchestras and choruses around the world on 
the anniversary date of 9/11. 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 

We can never hope to hear the Requiem fully as Mo-
zart’s conception. It will always be a torso, a musical 
composition unfinished by its creator.  There exists no 
version that has not been amended by another com-
poser. While the arc and trajectory of the Requiem 
are incontestably Mozart, it is the creation of more 
than one mind and heart. Nonetheless, this trans-
cendent masterpiece is imbued with such overwhelm-
ing power and emotion, that it remains one of the 
great touchstones of civilization. 

 
Sic transit gloria mundi 
 © 2020 Vincent P. de Luise, M.D.  
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The posthumous 1819 oil by Barbara Kraft  Gesellschafft dee 
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Mozart: Violin Concerto No. 5 in A major 

  The energetic orchestral intro followed by a lovely and 
unusually slow-paced entrance by the solo violin. 
 

  The cadenzas, all original, composed by our soloist 
Yoon Be Kim. 

 

  The “Turkish” style melody in the middle of the last 
movement, giving the concerto its nickname. 

What to listen for in the music! 

Mozart: Requiem in D minor 

     The haunting and mystical opening Requiem  
aeternam. 
 

  The dramatic power of  the Dies Irae. 

 

  The delicate sweetness of the Ricordare. 

 

  The repeat of the opening Requiem aeternam and Kyr-
ie as motifs for the last section, Lux Aeterna  
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Vincent P. de Luise M.D. is the Cultural Ambassador of the 
Waterbury Symphony, a post that was created by the WSO 
in 2016.  In this role, Vincent offers several of each  
season’s pre-concert insights, area lectures on music and 
chamber music recitals, and is a program annotator for the 
Symphony.  

Vincent is an Assistant Professor of Ophthalmology at Yale 
University School of Medicine, Adjunct Assistant Professor 
of Ophthalmology at Weill Cornell Medical College, and a 
Distinguished Visiting Scholar in Medical Humanities at 
Stony Brook University School of Medicine.  He is a Magna 
cum Laude and Phi Beta Kappa graduate of Princeton  
University, and the Weill Cornell Medical College.  
He performed his medical internship at the University of 
California San Francisco (UCSF), his ophthalmology  
residency at the Bascom Palmer Eye Institute of the  
University of Miami, and was a Heed Foundation Fellow at 
the Proctor Foundation of UCSF in corneal diseases and 
transplant surgery.  

Vincent has had a successful 30-year career as an eye  
physician and surgeon, and was named to Woodward-
White's “Best Doctors in America”.  He is a senior honor 
award recipient of the American Academy of  
Ophthalmology and program chair of the Connecticut  
Society of Eye Physicians. He is on the editorial boards  of 
the international journal Cornea, and the journal Eye 
World.  Vincent lectures nationally and internationally in 
ophthalmology, as well as in the domain of the medical 
humanities. 

Vincent is deeply involved at the intersection of music, art 
and medicine. He serves on the Humanities and Medicine 
Committee, and the Music and Medicine Initiative at Weill 
Cornell Medical College as advisor and program  
annotator.  As a 2013 Harvard University Fellow in its  
Advanced Leadership Institute,  he developed a program 
medical humanities education for medical schools which 
he is working on at a national level.   

 

 

 

 

 

 

 

 

 

 

Vincent is also a clarinetist and an active chamber music 
recitalist. He has studied with the principal clarinetists of 
the San Francisco Symphony Orchestra, the Florida  
Philharmonic and the New York City Ballet, and currently 
studies with clarinet pedagogue and Van Doren Concert 
Artist, Jenny McClay. 

Apart from his work as Cultural Ambassador of the  
Waterbury Symphony Orchestra, Vincent is president of 
the Connecticut Summer Opera Foundation, serves on the 
Board of the Connecticut Virtuosi Orchestra, and writes 
frequently about music and the arts.  His published articles 
and essays on the humanities and medicine are archived 
at the Hektoen International Journal of Medical  
Humanities https://hekint.org/   and at his blog, A Musical 
Vision :    www.amusicalvision.blogspot.com 
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