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CHAPTER ONE

BIOGRAPHY OF JOHN HARBISON, REQUIEM INFORMATION

JohnHarbison is oneof America® mos prominent composers. Among his
prindpd works are four string quatets, three symphonkes, the cantata The FlightInto
Egypt, which earned him a Pulitzer Prize in 1987 and three opeas, induding The Great
Gatsby commissioned by The Metropolitan Operaand premiered to great acclaim in
December 1999.

Harbison@ music is distinguished by its exceptioral resourcefulness and
expressive range He has written for every conceivable type of concert performance,
ranging from thegrandest to themod intimate, pieces tha embrace jazz alongwith the
pre-classical forms. He is consdered to be riginal, varied, and absorbingQ(Fanfare
1993)- relatively easy for audiences to grasp and yet formal and complex enoughto hold
our interest throughrepeated hearings His style boasts both luadity and logic. Harbison
isalso agifted commentator ontheart and craft of compostion and was recognized in his
student years as an outstanding pod (hewrote hisown libretto for Gatsby). Today, he
continues to convey, throughthe spoken word, the multiple meaningsof contemporary
compostion.

Works indudeFour Psalms, commissioned by thelsragli Conaulate of Chicago
and compo<d to celebrate thefiftieth anniversary of thefounding of the State of Isradl;
Olympic Danaes, written for theNationd Band Directors Assodation and choreographed
by Pilobolus a Flute Conaerto for the American Compogers Orchestra, the St. Paul

Chambe Orchestra, and the Oregon Symphony;a Sonaa for Saxophoneand Piano,



commissionead by 100 saxophonsts, Emerson, a choral work written for the centennial of
the University of Wisconsn; and Flashes and Dedications a songcycle for

Sanford Sylvan and David Breitman. Harbison was oneof twelve composers invited to
compo<ge a section of a Requiem commemorating the victims of World War 11, peformed
onthefiftieth anniversary of V Day by the Stuttgart Bachchor and thelsrael
Philharmonic, conduded by Helmut Rilling.

The2001-2002season saw the premiere of Six American Painters, for flute and
chamber ensemble, Aria: Songfor the Rainy Season for the New Y ork Philomusca, and
the String Quartet No. 4, commissioned by the Santa Fe Chambe Musc Festival for the
Orion String Quartet. Premieres induded Partita, a Minnesota Orchestra centennial
commission, theensemble version of Motetti di Montale, and the song cycle North and
Souh by the Chicago Chamber Muscians Mgor revivals of The Great Gatsby took
place at theLyric Operaof Chicagoin Octobe 2000 and at theMet in May 2002 and of
Four Psalms by the Cantata Singe's of Bogon last year, and by the American Composers
Orchestrain New York in November. Harbison® Requiem, commissionad by the Boston
SymphonyOrchestra, premiered in March in Bogon and New Y ork, and his second
Piano Sonaa (for Robet Levin), premiered in April. Heis currently at work on his
Fourth Symphony (for the Seattle Symphony) a piano trio, and atwo-piano concerto for
Randdl Hodkinson and Ledie Amper.

Harbison has been compoer-in-residence with the Pittsburgh Symphony,theLos
Angdes Philhamonic, Tanglewood, Marlboro, and Santa Fe Chamber Festivals, and the
American Academy in Rome. His musc has been performed by many of theworld®

leading ensembles, and more than forty of his compostionshave been recorded on the



Nonesuch, Northeastern, Harmonia Mundi, New World, Decca, Koch, Centaur,
Archetype and CRI labds. Musca Omniarecently released his second disc of worksfor
string quatet, and CRI has reissued a volume of early works.

As condudor, Harbison has led a number of leading orchestras and chamber
groups From 1990to 1992hewas Creative Char with the St. Paul Chamber Orchestra,
conduding musc from Monteverdi to the present. In 1991, at the Ojai Festival, he
conduded the Scottish Chamber Orchestra. During the 2003 season he guest-conduded
the Seattle Symphony Former musc director of the Cantata Singe'sin Boson, Harbison
has conduded many other ensembles, amongthem the Los Angdes Philharmonic, the
Bogon Symphony,and the Handd and Haydn Sodety. For many years he has been
prindpd guest condudor of Emmanud Musc in Bogon, leading performances of Bach
cantatas, seventeenth-century motets, and new musc.

Harbison was bom in Orange New Jersey on 20 December 1938into amusca
family. He was improvising at the piano by five years of age, and he started ajazz band at
agetwelve. He did hisundegraduae work at Harvard University and earned an MFA
from Princeton University. Following completion of a junior fellowship at Harvard,
Harbison joined thefaculty at the Massachusetts Inditute of Technology where, in 1984
hewas named Class of 1949Professor of Musc, in 1994Killian Award Lecturer in
recognition of Gextraordinary professiond accomplishments,Oand in 1995named
Inditute Professor. He has also taughtat CalArts and Bogon University, andin 1991he
was the Mary Duke Biddle Lecturer in Mudgc a Duke University.

In 1998,Harbison was named winne of theHeinz Award for the Arts and

Humanities, a prize established in hona of thelate Senaor JohnHeinz by hiswife



Teresa Heinz to recognize five leaders annudly for significant and susained
contributonsin the Arts and Humanities, the Environment, the Human Condiion, Public
Policy and Technology, and the Econony and Employment. Amongother awardsthe
composr hasreceived are the Distinguished Composer award fromthe American
Compo%r@ Orchestra (2002) the Harvard Arts Medd (2000) the American Music
Center@ Letter of Distinction (2000) the Kennely Center Friedhém First Prize (for his
Piano Concerto), and a MacArthur Fellowship in 1989.He aso holdsfour honomry
dodorates. Much of hisviolin musc has been composd for hiswife, Ros Mary, and
with her, heserves as artistic director of the Token Creek Chamber Musc Festival on the
family farm in Wisconsn.

Furthering thework of younge compogers is oneof Harbison® prime interests,
and he serves ontheboadsof directors of the Copland Fund and the Koussevitzky
Foundaion. Hismusic is published exclusvely by Assodated Music Publishers.

Harbison® Requiem was commissioned by the Boston SymphonyOrchestrain
2001, with the contract signed oneweek before 11 September 2001.1t was premiered by
the Bogon Symphonyand the Tanglewood Festival Chorus onthe occasion of the
centennial of SymphonyHall, on 6 March 2002,with Bernard Haitink conduding.
Composd over a seventeen-year period, the core mudcal ideas of the piece originaed in
1985with amogly completed Introit. In 1991Harbison wrote a piece that resembles the
present day Sand¢us andin 1995hewrote a Recordare. In 1999Harbison penned a
Hodiassection, still with no clear progpect of thepiece asawhole. It was only in 2001,

with the advent of theBoson Symphonycommission, tha Harbison began putting all the

! JohnHarbison, www.schirmer.com/composersharbison_bib.html (accessed 5 May
2008)



pieces togeher for acomplete Requiem.
The Requiemisdivided into two sections
Part | (mortality) indudes
Introit
Sauence
|. Dieslrae
[1. Tubamirum
[11. Liber scriptus
V. Quid summiser
V. Recordare
VI. Confutatis-Lacymosa
Part Il (continuity) indudes
Offertory
Sandus
AgnusDei
Lux eterna
Liberame
In paradisum
Harbison used wha has largdy become the standad Requiemtext in its most
complete form. The breakdown of thetext, its similarities and differences to other well-
known Requiems and the significance of its setting, will be discussed throughoutthe
andysis. Only oneadditiond noteis necessary here; Harbison did notbdieve in adding
anything to the pre-existing Requiem text, as Benjamin Britten did in his War Requiem,
for example. TheHarbison Requiemis performed in Latin and he has provided his own
trandation into English for the performance program (see Appendix F).
The Requiem, which lasts aboutan hourin peformance, is scored for 2 flutes,
2 oboes, 2 clarinesin B-flat, 2 bassoons(2™ doublng contrabassoon), 2 hornsin F,
2 trumpetsin C, 3 trombones, timpani, percussion (3 players), piano (doubing celesta),

harp, SATB Chorusand strings Althoughnot listed separately, he also employsfour

vocal soloists: soprano, mezzo-soprano, tenor and bass-baritone



CHAPTER TWO

BRIEF HISTORY OF REQUIEMS

Thehistory of the Requiem is vast andimpressive, althoughit has notbeen
heavily researched nor written about It is a prominent, influential muscal form, and
literally thousndsof Requiems have been written throughoutthe ages,* yet most people,
even mudgcians can only name ahandful of them. It isonly in thelast forty years tha any
deinitive works have been pullished on the Requiem: oneby Alec Robetsonin 1967
and another by Robeat Chase in 2003.Until very recently, no major sources onthe
Requiem existed. Its extensve history has been largdy, and mysterioudy, overlooked.

Thename Requiemis taken from thefirst words of the Introit: Requiem aeternam
which meanseternd rest. In Latin, it isknown as the Missa pro defundis, or Mass for the
Dead. Masses for the dead have been celebrated since pre-Apogolic times when Ghe
Jews prayed tha theimmortal souls of thejug might requiem agternam(rest eternd),
and sources from the second century mention this celebration of the Eucharist, as do the
New Testament apoayphd Acts of Johnand thewritingsof Tertullian from thethird
century.G

Themusdcal history of the Requiem typically follows the ebbsand flows of

Western musc. Requiems written during the Romantic period tended to have large

In 1941, the American musicologist Charles Warren Fox had composed alist of more
than onethousand Requiem settings while smultaneoudy stating tha his cataloguewas
far from complete. More likely, thenumber of works in existence is between two
thousnd and twenty-five hunded. See Robet Chase, DiesIrae A Guideto Requiem
Musc (Lanhan, MD: Scarecrow Press, 2003) xiv.

2 Ron Jeffers, Trandationsand Annaationsof Choral Repertoire (Corvallis, Oregon:
Earthsongs 1988) 62



orchestras, large choruses and dramatic settingsof thetext, for example. This was not
necessarily the case at the beginning of the development of the Requiem, however. The
Requiem was origindly set to monophone chant melodies. Even when themusc around
it continued to develop with the addition of more voices and textures, Requiem settings
throughoutthefourteenth century continued to maintain a solemn attachment to a
single-linemelody in chant style.

Thestructure of the Requiem gradudly evolved throughoutthe early Middle
Ages, and its present shgpewas in place by around1300.1t generaly followed the same
order asthe Roman Mass, with some natable exceptions The Ordinary of the Mass
congsts of theKyrie, Gloria, Credo, San¢usand AgnusDei. Of these, theGloria, beng
of ajoyousnaure, andthe Credo, along didactic recitation of bdiefs, are notused in the

Requiem Mass. The Requiem Mass utilizes the following texts (with thar trandationg:

Introit Requiem agernam(rest eternd)
Kyrie Kyrie eleison (Lord, have mercy)
Gradud Requiem agernam(rest eternd)
Tract Absolve, Domine (absolve, Lord)

Sequence Dieslrae(day of wrath)

Offertory Doming Jesu Christe (Lord, Jesus Christ)
Sanctus Sancus (holy)

Benedictus  Benedictusqui venit (blessed is he who comes)
AgnusDei  AgnusDel (Lamb of God)

Communion Lux agerna (perpetud light)



Responory  Libera me, Domne (ddiver me, Lord)

Antiphon In paradisum (into paradise)

Technically speaking, the Respon®ry and theantiphon,In paradisum do not
belongin the Requiem Mass per se. The Respon®ry is sungafter the Mass has been
condudeal and the In paradisumis sung at the gravesite. The aboveliturgical order,
which was codified by the Counal of Trent (15451563) isnot always followed by
compogrs. In fact, thefull setting of the Requiem text isfairly unusud, especialy since
the Sequence is so longand complex, congsting of 17 three-line stanzas of accentud,
trochac meter with two-syllable rhymes. Additionally, thetext has degp theological,
gpiritud and philosophical overtones tha do not always resonae with some composers.
So, they leave out parts aboutwhich they disagree, and, especialy since Britten@
Requiem, often add other lyrics that more accurately reflect their own persond
theologica convictionsor philosophical perspective.

As mentionel earlier, the Requiem settingsseem to drag behind the current
mudcal styles, at least in early years of the Renaissance. Thefirst polyphonic Requiems
began to appear in the Lowlandsduring thefifteenth century by the masters Dufay and
Ockegham.? By the early seventeenth century, there were hundeds of beautiful
polyphonic settingsof the Requiem text, althoughvery few are ever peformed today.
Amongthe pieces languishing in obscurity are works by Palestring, Cardo, Lobg

Victoria and Caurroy.

% Robat Chase, DiesIrae A Guideto Requiem Music, xvi.



The Requiem text is a prayer for thedead. It was not until the Reformation that
anyonehad questionad the appropriateness of this practice. rrom 15300nwards Luther
and Melanchthonjoined Calvin and Zwingli in rejecting this dodrine, congstently with
thar teaching that salvationis by grace alone Inreply, the Coundl of Trent defined the
existence of purgaory, indsted that the souls detained there are hd ped by acts of
intercession of thefaithful, and especially by the sacrifice of the Mass. Naturally, the
number of Requiem Masses proliferated greatly from then on, and musca settingsof the
Requiem text alongwith them. On the Protestant sde, memoria services sprungup asa
way to remembe the deceased, and the Requiem text was rarely used.

As areaction agang the polyphonyof the Renassance, a new declamatory style
called monodyushered in the BaroqueEra, and composers were quick to adapt it to the
Requiem Mass. Musc became much more GussyOand decorative, and the text began to
serve themudc indead of mugc serving thetext, asin chant. Ironically, theBaroqueEra
reached its maturity with themusc of J. S. Bach and Handd, nether of whomwrote a
Requiem. Thiswas dug in no small pat, to thefact tha Bach was a devout Lutheran and
Handd spent much of his professiond lifein the Anglican county of Engand.

It was aroundthis time of the BaroqueEra that the German (RequiemOarose that
was developel into thefuneral motet or cantata. Compogers such as Schtz, Hasdler,
Schadt, Schan, J. C. Bach and Pragtorius cultivated this form in the German languaye
Thetrend continuad into the Romantic Era with the crowning achievement of Johannes

BrahmsOA German Requiem, perhapsoneof the best-known choral/orchestral piecesin

* Richard P. McBrien, Catholicism (Minneapolis: Winston Press, 1980) 1140.
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theworld. The Anglican GRequiemOwas being devel oped at the same time in England by
Henry Purcell usng texts from the Book of Common Prayer.

Indruments were beng introduced into the musc of the Renassance, so it was
notlongbefore they aso appeared in Requiems, nat jud for doubing vocals parts, but as
stand-aloneaccompaniments. The polychoral mudc of Willaert and Gabrieli, aswell as
themadrigd style of Monteverdi crept into the Requiems of the day, and Gby mid-
century, themusc of the Counter-Reformation has adopted all the soundqudities and
nuances of the seventeenth-century opeaandingrumental style.3 Spectacular Requiems
written by composgers such as Cavalli, Pitoni, Lotti, Marcello, Hasse, Charpentier,
Scarlatti, Biber and Cimarosa are virtudly unknown today and receive almog no
performances anywhere.

It was notuntil theViennese school of Mozart, Haydn and Beethoven that the
Requiem began to receiveits due In fact, Mozart® Requiemis perhapsthe mog famous
and mog continudly performed Requiemin the genre. The movetoward symphonic
Requiems had begun, and it became more and more difficult to peform Requiems within
the confines of aliturgical service. The Classica Requiems of Michagl Haydn and
Cherubini remain masterpieces of religiousdrama.

By thetime the Romantic Erawas in full flower, mog Requiems were beng
composged for the stage, not the church. Some of the mog famousRequiems were
composged during thistime, induding ones by Berlioz, Dvorak, Brahms and Verdi. These
great works continueto receive regular paformances throughoutthe world. The drama of

the Berlioz Requiem was tempered by a reactionay movement back toward the Classical

® Chase, Dies Irae A Guideto Requiem Musc, xviii.
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and Renassance style, especialy as embodied in the Caecilian Movement. Requiem
settingsby Liszt, Bruckner and Gounodepitomized this more conservative style.

Thetwentieth century did nat cause any abatement in thewriting of Requiems,
althoughit did produe many compostions that necessarily modded the unpredictable
musdc of itstime. Three styles of Requiems ssmultaneoudy developad: theliturgical
Requiem, the secular Requiem and thewar Requiem. Durufle modded a gentle French
approach in his Requiem, while Kubdik and Blacher chose the German Expressionist
ideal. Ligeti wrote a Requiem that used dense atonal harmony. More traditiond works
were written by LIoyd-Webbe, Pendaecki and Thompson, and some composers were
already experimenting with additiond textsin conjundion with the Missa pro defundis.

A new and passionde type of Requiem developad during thetwentieth century,
dueto the prodivity of naionsto congantly befighting each other. Kabdevsky, Tomad,
Mauerberger and Britten all wrote well-known war Requiems, of which Britten@isno
doubtthe mog famous These Requiems generally used additiond texts that provided a
more persond viewpoint alongsdethe Latin text of the Requiem.

Thelntroit (Requiem aeternam), the oldest of the Requiem texts, hasits biblical
roots in the Fourth Book of Esdras, Psam 64 and Isaiah. Theorigind chant melodyis
florid and peaceful. The concept of eternd rest (especially Qdeeping with ther fathersQ
goes al theway back to Genesis (see Gen. 47:30).

Kyrie eleisonistheonly Greek text in the Requiem Mass, and its originsare very
andent, going back to at least 400A.D. It isaso foundin the Ordinary of theMassandis
prayed even today in Catholic churches everywhere (Ordinary does not mean QurdinaryQ

it comes fromthe L atin word ordinal, which means Qo coun®). It istrandated Q_ord,
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have mercy,Oand it is pared with Christe eleison (Christ, have mercy), so that there were
ninerecitations three Kyries, three Christes and three Kyries. Because of thistripatite
form, many composers used an ABA condrudionfor this pat of theliturgy.

The Graduak and Tract were sung between thereadingsduring theLiturgy of the
Word, and go back to the ninth century. There were severa alternatives as far as textud
choices were concerned, and oneof them, Sicut cervus has goneonto have alife of its
own, dueto famoussettingsby Palestrinaand othe's. It fell out of practice after the
Medieval timesandisrarely used in contemporary liturgy.

Thevery last piece to beinserted into the Requiem Mass was the Sequence, often
known by itsfirst words Diesirae, which means ay of wrath.Olt is along Medieval
poem that graphically pictures the horror of thelast judgment. Its power has compdled
composrsto set it separately, andit has also repdled composers to the point that they
left it completely outof their Requiem texts (Faure is an example of thelatter.) Thetext@
originsare andent, althoughit was not assembled and written untl around1300.Thereis
much conjecture concerning its actud authorship (six lines were appaently added later),
butit wasn®until the Coundl of Trent tha it became officially induded in the Requiem
Masstext. Thetext has been used by Goehein Faug, by Sir Walter Scott in Lay of the
Lag Mingrel and by many others.®

The Offertory is acombinaion of several prayers, oneof which isaprayer for
people onthevergeof death, and another prayer of offering. In the Roman liturgy, it is
simply covering theliturgical action of setting up thealtar, taking a collection and

bringing giftsto thealtar in preparationfor the Eucharistic Prayer or Canon.lt isroughly

® Ibid., 73.



13

1000years old. The Quamolim Abrahaepromsisti was often set as afuguefromthe
Classical Period onwerd, Mozart(® Requiem beng a goodexample.

The Sandus which is aso foundin theregular Roman rite, has been in condant
liturgical use since thefourth century, butitsroots extend back to Is. 6:3 (Kados,
Kados, Kados in Hebrew). The Benedictusis drawn from a New Testament reference
in Matt. 21:9, referring to Jesus as he came into Jerusalem on a day now known as Palm
Sundg. Theform of the Sandus in which the Hosannais repeated at theend, has
enticed compors to reprise the Hosanng making a modified ABA form. Because the
beginning of the Sanc¢usis gloriousand the Benedictusis a blessing, composers have
written afast-slow-fast combinaion to provide contrast in themovement. But, as
mentional earlier, many composers leave out (or in thetwentieth century, add) texts,
presumably because they do not suit thar muscal or theological tastes. Berlioz, for
example, did noteven set the Benedictusin his Requiem, but ended the Sand¢uswith a
great fugue going directly into the AgnusDei.

The AgnusDei isthelast of the Ordinary Mass sections It isfoundembedded in
the Ambrogsan rite from antiquity and has been used in the Roman rite since aboutthe
fifth century. Its obviousreference is to Jesus whom Johnthe Baptist referred to as Orhe
Lamb of GodGin John 1. The symbolism of thelamb is rooted in andent Jewish practices
andrites, especialy thelamb tha is offered as expiation for thesinsof the people. Itisa
tripartite form like theKyrie. Before Trent, there were many colorful tropestha were
sungas the Body and Blood of Christ was bang distributed into variouscupsand paens
for distribution during Communion. The Counal of Trent puta stop to tha, butoddy

enough,Vatican |1 Coundl broughtit back, nowin English. Even today, thetropes (8on
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of God,OCCup of Life,Oetc. are used every Sundgy. It is aso theonly oneof the
Ordinariesto have aword changefromthe Sunday version. At theend of the verse,
ingead of saying, Oniserere nobis,Othe Requiem text uses, Qlonaeis requiem.O

The Communion text echoes tha of thelntroit and many composers have taken
tha oppotunity to repeat mudcal ideas fromthelntroit. Thetheme of Lux agterna
(eternd light) and lux perpetua (perpetud light) has resonaed throughoutChristendom
with theandent cugom of lighting candles for the deceased.

Theofficia Requiemliturgy is now completed, but as often hgppenswith ritud,
thereismore. A form of the Respon®ry (Libera me) is ill sungat wha is called the
Rite of Commendaion over the casket. It was avery late additionto therite, induded
aroundthe fourteenth century. Alongwith the In paradisum,” it makes for a solemn
ending to theritesin thechurch itself, asthepresider incenses the bodyand the

pdlbearers carry the casket out of the church to thegravesite.

" Theln paradisumrefers to themost important of al of JesusOmiracles, theraising of
Lazarusfromthedead. It isin this story, foundin John 11, tha Jesusconfidently states,
Q am theresurrection and thelife. He who bdieves in me will never die.OThisisthelast
thing the mourners hear asthey are carrying out the body of the deceased to the gravesite,
andisintended to give hopeto all.
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CHAPTER THREE

ANALY SIS OF REQUIEM, PART I, BY JOHN HARBISON

Oneof the characteristics of goodart isits ability to be multivalent, or in the
vernacular, QhickOwith meaning. Great musc standsthetest of time because it can be
reinterpreted and explored in depth by each new generation. There are dways new things
to bediscovered. Harbison provides an example of thisin thefirst measure of the

Requiem.
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Ex. 1. Chorus three different andyses, m. 1.

Isthevery first chord aD minortriad in first inverson with an added D-flat in the
bass? Or isit abi-tond chord with D-flat mgor onthe bottom (D-flat and F) and an open
fifth D onthetop (D and A)? Perhgpsit isa D minor-major seventh chord in third
inversion, with the mgor seventh in thebass, and the bass note respdled as a C-shap.

There could bearguments putforth for any of these three interpretations This sonoiity
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could aso beandyzed asthe set class (0148) athoughHarbison did notthink in terms of
set theory when writing the Requiem.

Had Harbison been listening to Igor Stravinsky@ Dunbaton Oaks Concerto
recently? If so, then thefirst andysis mightbethebest. The chord isfundiondly aD
minor chord and thebass is simply an alteration or a Qvrong noteOin the chord. Why
would someonewrite in this manna?

Stravinky wrote like tha in the Dunbatton Oaks Concerto because hewanted it
to soundlike Bach but moden at the same time. His use of formal Baroquestructure,
orchestration, and style was somewhat mitigaed by his rather jocular use of non-chord
tones and angular time changes. This seemsto befar from Harbison®@ideal. His god was
to explore thetendon and ambiguity that this typeof chord creates. Perhgpsthe composer
wished to emphasize a D minortondity, butwithout sounding like a Franck symphony.
Additiondly, the highest scored note (in the soprano part, doubkd inviolin1) isaD,
which isthe note to which thelistener would mog often gravitate.

Thebitonal andysis aso holdsweight Many modern composers have used this
technique notably Stravinsky in the beginning of the secondtableau of Petrushka and
Charles Ivesin his 1910revision of Variationson QAmerica.OHarbison may have used
bitondity to create a kind of pull between two poles. Consgdeing the gravity of thetext,
could thisbeareflection of both life and deaeth coexisting in the same auditory sphee?

Thethird possible optionis ssimple to explain. Thechord isa D minor-major
seventh chord, usng the harmonic minor scale, which creates the major seventh in the

bassin third inversion. Does D minor have aformal hamonic fundionin the piece? Is
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there atonic-domnant relationship somewhere to be found?A further andysis of the
whole Introit will hdp answer these questions

Whichever andysis seemsto ring mod true the purpose of thechard isclear inits
ambiguity. An ominousD-flat ringsin thetimpani, low strings harp and piano, while a
hdf-step relationdhip is set upin othe voices. Theremaining inne parts can bealigned
either with the D-flat or the D, depending on which of theabovearguments holdstrue
Clearly, if thisis even an argument that needsto be solved, it revolves aroundthe
fundiondity of D or D-flat. D minar seems to beindicated in the early part of theIntroit,
at least in theuppe three parts of the chorus (and doubkd in the stringy. But the D-flat is
voiced on thebottom, to betherootand foundaion of thesound.

Measure five provides a clearer direction. The D-flat pedd continues to drone
even as basses and uppe cellosabandonit to provide another layer of seventh chords

over it.
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Ex. 2. Chorusand strings layers of seventh chords m. 5.

Indead of a minor/mgjor seventh chord, asin thefirst chord of the piece, they
now moveto minor sevenths forming, in m. 5, aD minor-major seventh, C domnant

seventh, F dominant seventh and A minor (with an aberrant G-flat), all over aD-flat
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pedd. Notice howthe melodic movement of the soprano lineoutlinesa D minor scale
andtriad. It isbecoming easier to prescribeamoretond hamonic schema now.

Some theorists say tha it isthedominant chord tha determines whether a piece
coninsfundiond hamony, notthetonic chord ! If thisis the case, m. 10 provides an
interesting clue Casting asidethe A-flat in the bass, jus as onemightdiscard the D-flat
at the beginning, theremaining voices create a clear A minor harmony. Remembering
tha the opening chord could be condrued as a D minor chord with a D-flat root, the
chord in m. 10isthesame chord, up a pefect fifth, acting asav chord, abeat aminar

one
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Ex. 3. Chorus A minor chord with alternae note, m. 10.

The ambiguity of the Introit continues, however. The & chordOdoes notresolve.
In fact, therelative strength of thei-v relationship beween mm. 1 and 10is simply
droppel, or perhgpsdightly diminished, asm. 18 beginsa period of tritonerelationsips
not perfect fifths as the piece moves from ahomophont texture to a polyphonic one

Thetond fundiondity of thelntroit will have to remain unsolved for the moment.

! Joseph N. Strauss, Introdudion to Pog-Tonal Theory, 2™ ed. (Uppe Saddle River, NJ:
Prentice-Hall, 2000), 112.
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Measure 18 moves from a homophonc to a polyphonic texture, usng a five-note
motive. Sarah Schaffer, Harbison® assistant, responding to a question concerning
Harbison® use of set theory, replied, Mr. Harbison works very much, and very
intentiondly, at amotivic level, but not, as you guessed, in a set-theoretic method &

Theinitial motive, first voiced in the soprano part and doubled in violin 1,
outiines a B-flat minortriad, then thetop two notes of an E minor seventh chord, or to
look at it another way, the second and third note of the motive up a hdf step. The
relationship between thetwo Ckey centersOis atritong an interval tha will hold some
import later in the piece. Theimitative answer in theato finishes off the E minor seventh
chord with an E minor triad and uses the exact intervallic relationshipsas the
initial theme. When combined with the secondimitative entrance in thetenor (m. 20), the
alto part forms a B-flat minor seventh chord jug like the E minor seventh chord tha was
formed in m. 19. So, thetwo imitative combinaionsform a Bb minor seventh chord and
an E minor seventh chord, establishing atritonerelationship, onehdf step tighter than the
perfect fifth relationship established in the opening section (mm. 1-17).
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Ex. 4. Soprano, five-nate motive, m. 18,

Thedevelopment of thefive-note motive beginsin m. 22, with the soprano
adjuging therhythmto providea stronge anacrussto the downbest. Imitation follows as

before. The secondtime the soprano enters, in m. 24, theentrance is anticipaed by one

2 Sarah Schaffer, e-mail messageto author, 19 June2007.
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beat and eliminates the second and third note of the motive in favor of thefourth and fifth
notes. Thisturnsoutto bethe opening notes of a secondtheme tha, rather than five
notes, isfive meaauresin length, and containsa distinctive downward octave leap at the
end. Theopening notes of both the new motive and the answer remain the same as
before: F and B. Theimitation goes throughthevoices onetime only, at which time
Harbison moves back to a homophonc texture in m. 31 with thetext, Exaudiorationan
meam

Up until now, theingrumental forces have largdy doubled or othewise directly
suppoted thevoca parts. Beginningin m. 30, thestringsbegin ahemiola patern, which
continues throughm. 35. This patern of @QOaganst BOaddsrhythmic interest to afive-
measure section tha is sungin astraight homophanic texture. It ismuch easier to hear
harmonic structure when it is vertically aligned, and the starkness of the C-G in the
chorusstandsin contrast to themellifluouslines of the polyphonytha preceded it. In m.
32, the bass and tenor moveto create tendonin thechord. The bass moves up ahdf step
from G and thetenor moves down a hdf step from G. This creates atritonerelationship
between thetenor and the uppe two pats, arelationship first seeninm. 19ff .

Theingrumental hemiola endsat m. 36 with arestatement in the choral parts of
theorigind five-note motive, this time down awhole step. Rather than beginning in the
soprano, it beginsin thetenor, but containsthe same intervalic relationsips Theonly
difference is a pickup note to reflect the changein thetext. To add interest and sonic
dengty to the polyphony Harbison addswoodwindsin m. 41. Thewindsare playing

diadstha seem to suggest alittle tease of B minor and A-flat major before they fade

away.
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Measure 46 reintroduces the originad Requiem aeternamtha isvirtually identical
to the opening, except for two echoes, oneby thewoodwindsof the chora partsin mm.
52 and 54, and theother by the hornsof thewoodwind thirdsin mm. 41ff. At tha point,
thelntroit functiondly endsbecause the next six measures are an ingrumental trangtion
to theKyrie. They consst of three sequences of five notes each, moving down in minor

thirds
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Ex. 5. Stringsand winds three sequences, mm. 62-67.

According to Harbison, there are Qwo prindpd sources (for the core musical
idess of the Requiem), the mel odies of the two Kyrie fuguesOand the Otwo always
juxtaposed scales, hdf-toneand whole-tone$ Thejuxtaposed scales tha were evident in
thelntroit and the Kyrie fugues present themselves now. They can beandyzed as Theme
A (mm. 68-70inthealto pat) and Theme B (mm. 94-97 also in theato pat.) These
correspondwith thelyrics of Kyrie eleison and Christe eleison. One might expect that, at
thereturn of theKyrie, Theme A would also reappear with it. It does not

Theme A congsts of avery interesting condruction of hdf stepsand whole steps

tha appear to beutilizing atwelve-tonerow.

3 Sarah Schéffer, e-mail messageto author, 2 July 2007.



22

e
My

"‘I"ms‘ _H" 5 ' oo e

Ex. 6. Alto, Theme A, mm. 68-70.

Closer andysisreveastha onenote is missing, howvever baD-shap. Itisal4-
note patern, buttheinitial note A is played three timesin thefirst measure. The
glockenspiel and vibraphoneare aso outlining an A minor hamony throughtheentire
first statement of Theme A. This hearkensback to thelntroit, where the A was
prominently displayed in mm. 59ff., strengthening theargument that aD centricity is
important in the piece. Thedescending lineis ddicate and poignant.

Thealto section beginstheKyrie (in 4/4 time, as opposd to the predomnantly
3/4 time of thelntroit) and the sopranosanswver up afifth in traditiond fugd imitation,
doubkd in thewoodwinds Thebasses state an exact copy of theorigind ato linein m.
73, down an octave, and thetenors answer jud as the altoshad. Immediately following
the expostion of thefugd subject, Harbison does something quite unusud. The
downbeat of m. 77 containsan A major chord with no alterationsor added tones.
Heretofore, Harbison had always added a dissonant note, ddayed the GesolutionCof a
chord or smply gonein a hamonic direction tha was not suppoted by traditiond
harmonic rules. Theredly unusid pat of the progressionisthe chord directly beforeiit.
Takingit apat, the soprano linegoes from Sto § (presuming, for the sake of discussion,
tha AOis §). Thebass pat sings 7 to 1. Thedlto lineis £ to 3, andthetenorssing 8 to

2 (dthoughan eighth note ddayed). In other words everyoneresolves jug as they might
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in a Renassance motet. The progressionisastraight-forward V BI in A mgor, with the
penultimate chord beingan E7 in third inversion and thetonic chord aroot postion A
major. Further, thehigh A in thesoprano lineis nat only the highest note of the piece so
far, but theapex of the phrase and the climax of a crescendofrom thechorus On theface

of it, it is quite unusud and seemingly out of character with thepiece so far.
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Ex. 7. Composte of chora parts, mm. 76-77.

A scant four measures later, Harbison does it agan. Measures 80-81 contain
anothe V Bl cadence, thistime into C minar/major. Theresolutionsare even more
traditiond than the previouscadence: the sopranosings ?-£, the bassS- £, with theother
two voices following suit. There is even a Bachian pedd point leading to the cadence,

douled by the contrabasses.
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Ex. 8. Chorus cadence, mm. 80-81.

The cadence marks the end of theinitial introdudion of Theme A, andits
manipulation begins The sopranossing Theme A in retrograde, followed by the alto@
ansver down afourth. Thetenors and basses enter right after each other and thistime do
notfollow thenomal starting nate patern of typical fugd form (as Harbison did in the
origind statement of thetheme, for example). This interweaving of chromatic linesis set
off by ahemiolain the harp and marimba(mm. 81-84) that utilizes the hdf- and whole-
step scalar paternsof which Harbison spokeearlier. This rhythmic patern and the
matching scale are repeated in thehom pat, beginningin m. 84. A find partia statement
of Theme A beginsstrongly in m. 90 and quickly fades away, ending the first section of
theKyrie.

The second section of theKyrie beginswith aforceful statement of Theme B in
the alto section and cellos with the cellos playing actud pitch with thefemale singers.
Thetext is Christe eleison. The new theme is everything Theme A was not whilethe
first theme was chromatic and scalar, the secondis angular. Thefirst theme did nothave
an interval large than awhole step, while the second theme reintroduces thetritoneskip

alongwith four other intervals wider than afifth. Since Harbison was to use these two
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themes as grist for thematic ideas throughoutthe Requiem, it was important for them to
bein contrast with each other. Traditiondly, past composers of Requiems have used the
Christe eleison as an oppotunity to introdue contrasting material, and Harbisonis no
exception.

Thecongruction of Theme B isintriguing. Harbison condrucs thethemein
increasingly wider intervals, beginning with the tritonebetween mm. 94 and 95. The
descending skips condantly expand from thetritone to a magjor sixth to amgor seventh.

Each consecutive skip is followed by a skip in theopposte direction. Further,
each skip is preceded by either ahdf step or whole step in the opposte direction of the
skip. The statements of the theme are marked forte, molto espressivo, and the effect is

clearly asudden and dramatic shift fromtherelative calm of the preceding Kyrie.
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Ex. 9. Alto and cello, Theme B, mm. 94-94.

Thereisaclear countersubject to Theme B, beginningin thealto partinm. 98. It
echoes thetritonein the subject, dongwith the hdf step and skip in the opposte
direction. It isinteresting, thoughperhgps not significant, tha the secondthree-note
patern does not contain atritoneskip. Rhythmicaly, it grindsoutfour sets of identical

three quater note paterns in contrast with thedanang and syncopéaed origind theme.
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Ex. 10. Alto and violin 2, countersubject, mm. 98-101.
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Measure 106 introduaes a second countersubject that becomes the subject of the

major section of imitation beginning at m. 113.This countersubject is intertwined with

both Theme B andits origind countersubject.
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Ex. 11 Chowus Theme B and countersubjects, mm. 105108
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Thefind imitative entrance in the Christe eleison section beginsin m. 113,and it
isthe exact reverse of the order of thefirst thematic entrance in mm. 81ff., with thebass
beginningfirst. Tha thematic statement buildsto aclimax in m. 120,whereuponthe
tripartite form of the Kyrie returns But rather than use thereturning Kyrie asan
oppotunity to reintroduce theorigind Kyrie theme (Theme A) as many composers
of Requiemsin the past have done Harbison introduces a new theme and its variant for
theanswer (mm. 120ff.). Thistime, rather than a chromatic theme (A) or adiguna

theme (B), the new theme is only two notes awhole step apart.
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Ex. 12 Chorus, new theme and variant, mm. 120-123.

Theanswer echoes that theme down a perfect fourth and with an augmentation of

rhythm. Thetond ambiguity of the D-flat pedd in thelntroit isgonebnowthe solid
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rootfifth relationship is heard unencumbered. Thenew triplet rhythmin theanswer is
tossed aboutin theingrumental patsin various pemutations Once agan, theeisa
hemiola-typefigure in thelow stringsand windsthat provides rhythmic interest.

After all four parts have presented a theme and answer, the second statement
comes immediately behind it. Measure 124 introdwces avariation of thethemetha is
dighty expandad melodically fromtheorigind. Rather than havingarangeof jus a
whole step, this variation now spansa third, as does its corresponding answer. Thevery
next statement of thetheme expandseven more to a pefect fourth. Its answer expandsto
atritong and thenext subject to a perfect fifth in rapid succession. The sopranorangeis
expanding, the hemiola-typefigures continueto drone with the quick triplet figures
dandngin thetimpani and trumpets. The triplet figure in theanswer quickly spreadsto
theothe pats, andin mm. 135137there are no less than four sets of rhythmic figures
playing at the same time, both in the chorusand orchestra. In themids of this complex
rhythmic chaos Harbison reduces the voices to skipsof a pefect fourth, over and over.

There could beonly onedestinaion toward which Harbison is heading, and tha is
arestatement of theorigind Theme A of thefirst Kyrie section, which findly occursin
m. 138 It is notthe entire statement of the theme Bit doesn®have to be It only needsto
establish some type of closure to the ABA form that thelistener was expecting. Harbison
uses only eight measures of thereturned theme, as he continues to build toward a climatic
rush withoutpause into the Diesirae

TheDiesiraebeginswith asolid D pedd in thelow strings low brass, harp, and
piano, while thetimpani and trumpets, reminiscent of theKyrie, interrupt thetexture with

occasiond short triplet rhythms. Onehearsa D centric tondity, especially as emphasized
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by the matching A& in theuppe stringsand winds Thehollow perfect fifth is agood
bracket for an arpeggiated string linetha provides a six-measure introdudionto the
chorusentrance in m. 152 This techniqueof changing chords over an unchanging pedd
isoneof thehdlmarks of this Requiem, elements of which arefirst foundin the opening
chordsof thelntroit. Thechord movement at thebeginning of the Diesirae unfolds
thudy:

M. 146- no chord, B-flat mgor, A-flat major seventh

M. 147- D minor mgjor seventh, E-flat magjor, A dominant seventh

M. 148- D domnant seventh (#4), D maor, C dominant seventh

M. 149- A mgor (flat 6), G mgjor (flat 6), A maor

M. 150- D minor, G-flat mgjor/minor, D minor atered scale

Theroot movements reinforce the hdf-stepAwvhole-step relationshipstha were
established in the Kyrie: m. 146Dwhole step, m. 147 Bhdf step, tritone(counter-subject
in theKyrie), m. 148Dbwhole step, m. 149Dwhole step, whole step. TheD minor altered
scalein m. 150is areminde of Harbison® statement concerning thejuxtaposed hdf-tone
and whole-tonescale paterns As hewritesthefinal trangtion measure from linear to
horizontal hadf and whole stepsdissonancesin m. 152ff, heuses a scale tha beginsasa
simple D minor (D,E,F) and mutates into what soundslike a fully diminished seventh

chord (D,F,A-flat, B) andfinishes with a natural minor ending (C,D).
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Ex. 13 Violaand céllo, fully diminished seventh chord scale, mm. 150-151.

Thechorusexplodes into thefrightful Diesiraetext in m. 152with full
woodwind, brass and string accompaniment. Not surprisingly, the D centric tondity
prevails. Harbison continues his ascending hdf-step movements in the soprano melody
and suppoting indrumental parts. The brass and timpani answver with a dissonant
hdf-step ascending scale in triplets. Solet saeclumonce agan shows the hdf-
step/whole-step relationships as the chorussingsafour-note whole tonescale. Each
sectionis repeated, with two identical hdf-step paternsand two identical whole-step
paterns Theintrodudionisthen repeated, thistime alittle less predictably, with the
timpani and trumpets continuing thar triplet fanfares. The whole patern is repeated
agan, thistime with thechoruscoming in two begats earlier than the origind statement in
m. 152 Thestringinterludeoccurs athird time, and when the choruscomesin three
measures later, the hdf-step and whole-step motives are combined, agan a perfect

example of the combination of hdf-stepsand whole-stepsthat permesate the Requiem.

m. 166 m. 169 m. 174
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Ex. 14. Soprano, two melod ¢ paternsand thar combination, mm. 166,169,174.
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An additiond layer of hamonic complexity isintroduced at the choral entrance at
m. 166 Harbison introduaes a bass linein contrary motion to the ascending sopranotenor
line Sincethe beginning of theDiesirae, thetimpani played D and A, reinforcing the
beginning notes of thevariouschora entrances (see Example 14). Butin m. 166,the
contrabass and bass trombonebegin to moveagang tha stagnant and repdtitive figure,

introduang a C, then moving downward in an altered scale of B-flat, A, F, E-flat.

2

Ex. 15. Contrabass and bass trombone altered scale, m. 166.

Thefeeling of theDiesiraechangesin m. 180to match the changeof text. The
Quanustremor is set in a hdting, changing meter, in syncopéaed style. Thestrings
provide an ever more chromatic set of arpeggios, based onther opening material in m.
146.Aninteresting patern developsin the Sequence, of which theDiesiraeisapart.
Althoughthelyrics are set in paternsof three, each rhymingin theLatin, Harbison
beginshis Sequence with paternsof two. First, theDiesirae diesillais set the same,
then the Solet saeclumin favllaisidentical. Theentire sectionis repeated agan (in
other words, thetwo sets are peformed in alarger set of two aswell). The Teste David
cumsbyllaisalso repeated agan.

Thehdf-step/whole-step patern continues in thechorus (which issingingin
unison here), with a combinaion hdf-step, hdf-step, whole-step motive, beginningin m.

180.Thestringscontinuethdr unison accompaniment with energetic sforzandosliberally
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sprinkled in the score. Here, Harbison establishes thetripartite form of thetext by
repeeting theentire three-linetext in its entirety. At tha point (m. 203, the orchestra
plays afifteen-measure multi-meter trangtion back to thebeginning of the Diesirae
But thistime thechorussingsthe Dies iraetheme in descending motion, ingead of
ascending. Harbison dters the GhamonyQby changing bass notes (see mm. 220, 222,
225ff). Thesopranosand tenorsreach a high B-flat in m. 222 thehighest note in the
piece so far. Percussion (snare drumthis time) and trumpets continueto emphasize the
triplet figures.

Measure 228 introduces another version of the hdf-step/whole-step theme, with
the sopranosand altos singing an ascending line The sopranosare ascending by hdf
stepswhile the altosare climbing by whole steps So the effect, by starting out in perfect

fifthstogether, is oneof the altos gradudly Gatching upOwith the sopranos

Ex. 16. Soprano and ato, interval contraction, m. 228.

(Note the exact opposte in Example 14, where theintervals are expanding.) Thetenars
and basses do the exact same thing a beet later, but descending ingead of ascending as
thetreble voices did. They begin in pefect fifthsand end singing amajor third. But

Harbison changes the pattern every four notes, puting the women@® and men@ parts back
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to a perfect fifth agan, so the altos and basses never actudly (GzatchOthe sopranosand
tenors.

The Quantustremor is repeated agan in m. 236, with the stringsgoing back to
the Maestoso patern from thevery beginning of the movement (m. 146). Thechorus for
thefirst time, is singing hdf-step and whole-step portamentosat the end of ther four-
note figures (m. 236ff). Even thetimpani uses thetechniquein mm. 240and241.The
Diesiraecontinues withoutpause into the TubaMirumwith aritardandointo a
quickening Piu Allegro.

Tubaistrandated as QrumpetOand Harbison is literally trueto thetext. Agan
usng afour-note theme, the Tubamirumfeatures the brass section, especialy the
trumpets, playing with acombinaion of mutes, produagng a somewha macabre sound
and texture. The melodic fragment is reminiscent of previouspaterns butthistime

taking onenote of the patern and placing it down oneoctave.
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Ex. 17. Trumpet, octave transpostion, m. 224

Thechorusenters at m. 250with another pemutation of the haf-step/whole-step
thematic material tha Harbison has been usngliberally since the beginning of the

Requiem, even begginningon D. Thedifference here istha indead of aD (or asin the
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opeaning measures of the Requiem, a D-flat), the hamony shiftsto a G-based perfect fifth.

Notice thetraditiond contrary motion.
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Ex. 18 Soprano and ato, contrary motion, m. 250,

Mors stupébit (m. 275)marks the B section of theTubamirum Thebrass are
gone replaced by the stringsand woodwinds Thebasses and altos establish an F-sharp
pedd, while soprano and tenors play off it with descending chromatic lines (patern A)

and aternating hdf steps(patern B).

pattern A pattern B
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Ex. 19. Chowus paternsA and B, mm. 275278

Thebassoonscounter in m. 290with atriplet figure in octaves, made up of two ascending

four-note combinaions
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Ex. 20. Bassoons triplet figure, m. 290,

Measure 301 marks thereturn of the A section, with therepetition of the Tuba
mirumtext. But Harbison expandstheintervallic relationshipsfrom hdf stepsto whole
stepsin the soprano and bass pats, while leaving theinna partsthe same. The brass also
re-emergeasinthe A section, playing more frantically than before, findly grabbing the
bassoontriplet figure and poundngit with great brilliance into the crashing downbesat of
theLibe scriptus

There appearsto bea smilarity between the opening melodic contour of the Liber
scriptusof the Harbison Requiem (m. 318ff) and the Liber scriptusof the Verdi Requiem

(m. 226f) tha features the now-famousdescending mezzo-soprano line
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Ex. 21 Soprano, mm. 318321 (Harbison) and mezzo-soprano (Verdi).
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Thestriking contour of the complete melody outlines a clear patern. The second
six notes are onehdf step highe than thefirst six notes. Notice the D minor chord in the
first hdf, partially disguised by theerrant A-flat. Thisis the exact chord Harbison used at
the beginning of his Requiem, except ingead of an A-flat on-harmonicOtone he used
aD-flat. Thecentricity of D continuesto make its presence felt. Of course, theactud
performance of this particular section greatly obscures the actud hearing of theD
centricity, dueto thestretching out of the melody and the other on-harmonicOnates

sounding at the same time, buttheoretical andysisreveals what the ear may not perceive.
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Ex. 22 Soprano, melodic ling, mm. 318-323.

Continuing the raucouswranglingsof the brass section in thefive measures
leading up to the Liber scriptus the orchestration becomes more frantic (Allegro,
oppressivo isthe marking at the beginning of this section.) Three percussionists are
loudly banging away ontemple blocks, tamtam and three wooddrums. Thewindsare
playing complicated rhythmic paterns induding five againg four, and thestringsdoubke
thechorus But as quickly asit starts, it retreats into a spase and tighty controlled
introdudion of a new theme in the soprano section, doublked only by vibraphone The
beginningsof this theme are a combinaion of haf-step couplets melismatically set over a

minimal text.
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Ex. 23 Soprano composte, mm. 324-325

Asthetheme continues to unfold, it seemsto wander amlesdy, valiantly attempting to
hold on to the haf-step relationdhip tha it established early on, but seemingly unéable.
Thehdf stepsare punduaed by whole steps then athird, afourth, afifth and findly, an
octave.

Theatos(m. 330), doubkd by marimba, answer with two hadf-step combinaions
then quickly abandonthetheme completely, singing a doubk set of scalar lines, followed
by adoubk set of third-step-step paterns finishing with an octave leap in the same way
asthe sopranosdid at theend of thar thematic statement. Thetenors (m. 336) are left
completely to ther own devices with atotally different theme and no orchestral douling
of any kind. Thar sole accompaniment is sets of diads played by violin 1 and clarings,
and an occasond melody note fromthe harp. The basses continuethe meandeing line
(m. 342 with sporadic doubling from the piano.

Harbison® melodic logic is findly urfoldinginto clarity. The haf-step/whole-
step motive tha is used throughoutthepiece is utilized here as a methodto uncover
variouskey centers, as defined by theinterval of aminor third. For example, at the
beginning of the bass entrance in m. 342 thereisabrief F-shap maor key center, as
defined by theF-sharp to A-sharp interval. Immediately followingis G-sharp minar, as
defined by the G-sharp to B interval, then B to D and back to B at theend of m. 343.The

downbeat of m. 344outlinesa G-sharp to B again, followed by G to E. Measure 345
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unfoldsan A to F-sharp intervallic patern, and m. 346into m. 347 moves upward to a B
to D. All inall, eleven minorthird paternsarereveaed (couning overlaps), all set up by
manipulationsof thehdf stepsand whole stepsbeween them. And why did Harbison
choos aminor third? Perhgps because the trangtion between the Requiem and the Kyrie
was three motives separated by minor thirds (see Example 5). Harbison has proved to be
very economnical with his themes and quite cognizant of ther relationshipswithin the

piece.
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Ex. 24. Bass, melodic line mm. 342-347.

Measure 348 marks thereturn of the Liber scriptustheme, first introduced in m.
318.Thethemeisin theuppe two voices, while thetenor and bass sing a counermelody
tha differsin both rhythmic and melodic content. While thetheme featureslong notes
gradudly movingto shorter ones, the counermelody conssts of small units of two and
three eighth notes. The countermelody also utilizes the hdf-step/whole-step paterns seen
numeroustimesin the piece, butthe mod interesting aspect is tha the contour, first

andyzed in Ex. 23,isthesame in both theuppe and lower parts. Thelower part smply
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disguisesit with the hdf-step/whole-step patern so that it meande's throughthe contour
rather than approaching it boldly like the uppe pats.

In m. 354,the pats are reversed, and thetenors and basses take the melody, with
the sopranosand altos singing the countr, this time with a quater-note triplet patern
reminiscent of Kyrie. This short six-measure section leadsback to the Da capo, with the
entire statement up onehdf step. To add to the excitement, full brass doubk thevoices,
al of which are scored at fortissmo, and thetempo is sped up. Two back-to-back
statements of the theme lead immediately to the Quid summiser.

The Requiem settlesinto thefirst introdudion of the vocal soloists, the mezzo-
soprano. Theorchestration is scaled back consderably, asthereisnow only alonevoice
singing. At thebeginning of the Quid summiser, the mezzo-soprano singsaone with no
accompaniment whaever. Eventudly, in m. 378ff, a solo oboeand solo bassoon enter,
playing sporadically, with ndther ingrument actualy doubing the mezzo-soprano@ part.
Themelody is somewha uncharacteristic of Harbison®@writing so far. In fact, there are
no accidentalsin the part for amos fourteen measures. Findly, at theend of m. 385 an
accidental appears, and then another, and theingrumental parts begin to play the
aternaing hdf-step/whole-step motives tha have appeared throughout The cellos
especidly, begin to play afew hdting notes of the mezzo-soprano melody.

Following a complete measure of silence (m. 407), the soprano soloist entersfor
thefirst time onthe Rex tremendaemajestatis. It isa dramatic entrance, with the soprano
onahigh G, marked marcato and forte, with solo windsand low stringsproviding
ingrumental suppot. Punduaed by octave leaps the soprano theme repeats at m. 418

beginning thistime on a high B, with the same ingrumental accompaniment as before.
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Measure 422 marks thefirst time all four soloists sing together, as well as thefirst time
thetenor and bass soloists are introdued. Ther sole accompaniment is four soli violas
doubingther solo parts. Not surprisingly, thefirst chord they sing as a solo quatetisa
variation on theopening chords of the entire Requiem (see Example 1). Thistime, the
chord is A mgjor with an added B-flat. The Requiem beginsin D centric (perhgpseven D
minor) so this chord may represent the Qlominant,OA major. Repeating afive-measure
phrase, the quatet of soloists is now doubkd by solo woodwinds
Findly, the soloists spin off from thequartet, first soprano, then tenor, mezzo-

soprano and bass. The soprano uses her previoudy introduced octave leap into the solo
line, word painting thetext (Salva me) with asmple downward hdf step. Both the
Berlioz and the Mozart Requiem@ use the same downward GighingOmotive in the Salva
me section, but add a third note. A third note would have been onetoo many for
Harbison. After all thehdf-step/whaole-step combinaionstha were manipulated in the
first 433 measures of the piece, an elegant hdf step was jug enoughto pant thetext
perfectly. Not surprisingly, the other three voices echo the hdf step aswell. Another
roundof sighsenaues, beginning this time with thetenor soloist. As Harbison would
never repeat himself exactly (wha moden composer would?), theinterval is now
expandeal to awhole step. Thistechniquehas been used in dmog every movement so far.

The Salva me section segues seamlessly into the Recordare. The soloists continue
singing, beginning again with the soprano. Sheis suppoted by tubuar bdls. Thefour-
note patern is based onthefive-note motive Te decet hymnus which isfoundinm. 18 at

thevery beginning of the Requiem.
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Ex. 25. Soprano solo, comparison, mm. 466and 18.

Near the beginning of the Requiem (m. 18), the B-flat israised to aB-natural.
Thisisrepeated in m. 466.Both examples end upwith a B diminished chord, butingead
of straight triadic movement, thelatter pattern uses a broken arpeggio. Thisisan
excellent illudration of how Harbison manipulates motives and uses them economically
throughoutan extended work such as the Requiem.

The soprano patern is repeated with the exact pitches and rhythmsfive times. In
m. 471, stringsecho the patern beginning on different notes. Measure 477 seems to
indicate afairly strongtendency to D major in the soprano line The Requiem has, from
thefirst measure, aways had a certain D tendency, with a subgantial amountof A

(dominant?) reactingto it as well. Here, the melody seems unpretentioudy major.
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Ex. 26. Soprano solo, melodic ling mm. 477-479and 482-484.

Thefirst three measures of the melody have a clear ?-%rel ationghip with the C-
shap to D, and the second hdf unanbiguousy spdlsouta D major triad. Additiondly,
both pats of the melody have agogic accents on chord tones, F-sharp and D in thefirgt,
and A and F-shap in the second. Has Harbison abandonel the centric, quasi-tond, hdf-
step/whole-step modd hehas worked so hard to develop? The answer can befoundin the
string parts tha accompany theclearly tond soprano line Example 27 spdls outthe

undelying chordsfor themelody in example 26.
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Ex. 27. Harmonized, mm. 477-478and 482-484

Notice theuse of paadle sixthsinthehamony. Inm. 477thecello and violaplay
in sixths andin thefollowing measure themelody is harmonized in sixths Sometimes
the paralel sixth harmonyisin the GkeyOof D, and sometimes it is not One example of
each occursin thetop example. The paralle sixthsare also used simultaneoudy in two
sepaate lines, asin m. 478.Thetop two notes are parallel sixths likewise the botom two
notes. Thetop par is On thekeyOand the bottom pair is not This patern continuesin the
bottom example. Beginningin m. 482, thecello and violatravel in paallel sixths
throughoutthe entire passage, but nat in the keyOof D. Rather, the patern resembles the
hdf-step/whole-step techniquethat Harbison has been usng throughout a techniquetha
fundiondly hides thetondity of any given section. Thecombinaion of atond

sopranofirst violin melody and a disparate accompaniment make for an interesting and
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most effective passage

The soprano solo isfollowed by atenor solo, beginningin m. 490 It seemsto
return to the more stylistic melodic linetha manipulates the hdf and whole steps
disguising any hint of tondity. Undealying thetenor melodyis amod interesting addition
of two bassoonsplaying an odinato line a compostiond techniquetha heretofore has

not been seen in the Requiem.
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Ex. 28 Bassoon,oginato, m. 492

Therhythmic figure repeats every seven counts, then six count, then five counts. The
clear B-minor chard isin sharp contrast to the melody of thetenor soloist, who
repeatedly singsF-naturals againg it. In m. 497 Harbison begins manipulating the notes
of the patern until it comes back home to the B minor arpeggio in m. 500,

A short four-measure bridgeto the Juge judex section (m. 503-506) uses the same
techniqueas the bridgeinto the Kyrie, arepeating two-measure patern beginning on
different notes. TheKyrie bridgerepeated twice; this repeats only once. Following a
Grand Pause, the Juge judex section beginswith orchestra only. Up to this point,
Harbison hasrarely featured the orchestra by itself for any extended period of time in the
Requiem, usudly usngit to seguebeween sectionsor as an introdudion to a new

section, as in this case.
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TheJude judex section features atwelve-page baritonesolo, by far thelongest
solo passagein the piece. Thebaitonesoloist entersona G-naural inm. 517, having
heard nine previousmeasures of G-shap in thefirst violinsand marimba The G-shap
does notrelent, in spite of theintrodudion of the G-natural, but rathe continuesin
seeming defiance of themelodc line This entire section repeats again at m. 531, with the
baitone®d melodic lineatering thelast note of thephrase, eventudly retumning to the

identical notes of thefirst statement of m. 517.
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Ex. 29. Baritonesolo, melodic line mm. 517-519,521-523,533-535,537-539,

The second section of thebaritonesolo introduces a new, languid theme, which
features the wandeaing hdf-step/whole-step progression so often used in the Requiem.
Two statements of the B theme are accompanied by woodwinds and then the A section

reappears, making thewhole form for the extended baritonesolo ABA.
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To prepare for the mezzo-soprano entrance at m. 600, the orchestra beginsat m.
583with a paintillistic, multi-meter, Stravinky-like section that features percussion,
piano and harp. In theten measures leading up to the mezzo entrance, thetime signaures
changenearly every measure: 8/8, 2/4, 5/8, 7/8, 8/8, 5/8, 2/4, 5/8, 5/8, 10/8. This
changing meter continues unabaed to m. 625,where it suddenly laundhes into a steady
3/4 time.

Thefirst statement of the mezzo-soprano theme (m. 600)windsaboveand bd ow
C-naural. The secondthematic announ@ment centers aroundD-natural (m. 606). One
would expect thethird statement to center aroundE-natural, butit has notbeen
Harbison® habit to be predictable. In fact, onemight say that Harbison is beginning, at
this point in the Requiem, to become predictable in his unpredictability. When Harbison
writes three statements of thematic material, especially when thefirst two are sequential
in naure, thethird statement almog always deviates. Thisisthecase here aswell. The
third time, the mezzo-soprano theme dividesitstime equdly between E-flat and D-flat. It
also bears mentioning tha the stringsare added to the orchestration when the mezzo-
soprano entersin m. 600, yet they seem to bear no resemblance to the melody that the
mezzo-sopranois singing. Rather, they are playing a vague shifting oginato figure, made
especidly interesting by the condant changing meters. Themeter suddenly settles down
in m. 625to introduce the second mezzo theme. The percussion and stringsdrop out and
thewindssuppot the soloist with a wispy aternation of accents within the 3/4 time

signaure.
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Ex. 30. Clarings, oginato, mm. 627-630.

Thebuild toward the pui mosso at m. 650beginsin m. 634, with theintrodudion
of the strings beginning with theviolas. In m. 636 the cellosenter, followed by the
contrabasses two measures |ater. The section becomes more animated at m. 642 and the
violas re-enter with thefirst and secondviolinsentrance in m. 646

The piu mosso at m. 650 marks theend of thevocal solo section and the
beginning of thetrangtion back to thechorus which has notsungsincem. 372.The
choral voicingis an echo of previousmateria (see Example 18), utilizing contrary
motion beween the sopranosand atos and between thetenors and basses. In the
conequent phrase (mm. 668-670), the chorus continues to explore themajor/minor
ambiguities of the piece with arespdled A major chord with asharp 9, which would be,
in another context, ajazz chord. Because of the mgor sixth relationship between the bass
and tenor, and theroot of thechord in thedlto, thequdity of thechord is established as
major. Theaddition of the C-naural in the soprano, rather than obcure thetondity,
serves as acolor tong much likeit would in jazz. This would notgo unnotced by
Harbison, whoisafinejazz pianist andis very familiar with the nomendature of jazz

voicing.
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Ex. 31 Chotus respdled jazz chord, m. 669

Thetubular bdlsin m. 672 echo the soprano solo in m. 466in the Recordare
section. They arethe exact notes in the exact sequence. Harbisonis signding
thelistene tha the Recordare is coming to an end. Althoughit is obscured with non
fundiond harmony, themelody line of the soprano (mm. 673-676) is unmistakably in B-

flat major.
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Ex. 32 Soprano, melodic ling mm. 373-376.

Besidesrecaling previouscompostiond material, another example of the
QGxettling downOat the end of the Recordare is therather startling use of unisonsand
octavesin mm. 679-680. Amidg thehdf- and whde-step dissonances that are the

hdlmark of the piece, these two measures of utter sameness, unencumbered by any
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accompaniment whasoever, have the effect of caming thelistener onelast time before
theterrifying Confutatis.

Thefull orchestra announes the beginning of the next major section of the
Requiem, Sequence IV: Confutatis DLacaymosa. The stringsare bowing frantic thirty-
second notes, the brass are playing in accented rhythms in the uppe register and the
chorusis announeng the damning of the accursed with another variation of the haf-
step/whole-step thematic material. For reasonsof range however, thetheme is not made
obvious even thoughit is marked forte and the accompanying parts are mezzo-forte. The
soprano lineg, doublked by thetenors, soundslike the part that Harbison wants the listener
to hear, but compostiondly, thebass and ato parts seem to beindicating the Onelody O
When tha lineis traded to the sopranosin m. 692,it becomes clearer tha thisisthe
material tha isbangdevelopdl.

Even s0, it isshort lived. Harbison cleverly illugratesin muscal termsthe
meaning of Flammis acribusaddictis (conggned to thefierce flames) by both the
undukbting lines of theindividud choral pats and thefanning of theflame with staggeed
entrances. It isvery effective, mudcally. Andjug astheferodty of thetext isillugrated
in the Flammis, the pleading of the Voca me (call me) isilludrated beautifully in the solo
soprano line (mm. 698-700) Harbisonistonepantingin this section, trying to show the
literal meaning of thewords (hedid his own trandation of the Latin). This contnuesinto
the Ora supplex et acclinis (I pray, suppliant and kneeling) section, where the soprano

and mezzo-soprano soloists use portamento to go down to akneeling postionin m. 708.
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Ex. 33. Soprano and alto solo, portamento, mm. 707-708.

Thefemale soloists and the male soloists continueto trade back and forth with
duds throughoutthis section with sparse indrumental accompaniment. Whilein the
middle of these female/male duds, themusc seems to veer away fromthetone panting
of thelast twenty-three measures, suddenly announang a new theme in the sopranoline

(mm. 713717)tha isclearly in B minor with a decided Jewish flavor.
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Ex. 34. Soprano solo, melodic ling mm. 713-717.

Themelodic lineis unébashedly tond here and is marked much likeaphraseina
Chopin Prelude even emphasizing theflat 2 (common in Jewish musc) onthe downbest
in the last measure. There is no attempt to disguise the melodic line with rhythmic

intricacy or atond counterpoint. Further, it isdouled in thefirst violing playing sul
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ponicello with tremolo. Thetenor and bass soloist answer up a perfect fourth and it
seemsthat anew directionis beng established tondly, when thechorusinterrupts with
theLacymosa.

At first, themod digtinctive part of the Lacrymosa goes virtudly unroticed. The
chorusentersat m. 724in anew, more subduel tempo, andtheintervallic interplay
between the perfect fourth, tritoneand perfect fifth immediately engagethelistene. It is
only after a period of time tha the unremitting eighth notes of the accompaniment
gradudly wind their way into congiousiess. It is asif Qha tearful dayOis as unrelenting
astime marching onto theend. Wha beginsas a kind of pizzicato groundbassin the
contrabass gradudly spreadsto therest of the strings Thebassoonspick it upin m. 730,
and it all comesto acrashingforte-pianoin m. 735 An oginato B-flat continuesthe
eighth-note patern in thewinds piano and harp, whereuponthe chorussingsanother
roundof lacrymosas this time with whole-step relationshipsin the soprano and tenor,
and hdf stepsin thealto and bass. Further, the sopranotenor lines descend by awhole
step as well onthe conequent phrase.

Thegroundbass ominougy returns (arco) in m. 740 and beginsa section tha
aternates between the continuouseighth-note patern (four measures) and an octave
thirty-second-note patern in the strings(two measures.) The second statement contracts
the eighth-note patern to three measures and expandsthethirty-second note patern to
three measures.

For thefirst time in the piece, the soloists join thechorus singing at the same
time. In m. 752, the soprano soloists enters with an octave leap, singing QHuic ergo,0

while the chorusreiterates the Lacrymosa. Thetenor soloist entersin m. 755with the
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exact same octave leap, while the choruscontinues to sing theLacymosa. All thewhile,
theunrelenting eighth-notes are chuming along.

Thetexture thinsout with anew set of lyricsin m. 763, butthe groundbass
continues. Now the soloists and the chorus are all singing the same words, Pie Jesu.

Anothe tond melody (see Example 35) isintroduced in the alto and bass chora parts.
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Ex. 35. Secondalto (div.), melodic expansgon, mm. 763764, 767-768,769-771
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Thefirst melodyisin astraightforward F mgor tondity. The second pemutation
beginsin the same way, but veers off into D-flat mgjor. Like the second, thethird begins
where the previousleft off, butfinishesin G mgor. Thethird version of theorigind
melody not only expandsthetondity with accidentals, it also expandstherhythmic
values.

Measure 773 beginsthe QAmen.Osignding theend of Part | of the Requiem. It is

written in fugd form. The subject isilludrated in Example 36.
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Ex. 36. Alto fuguesubject, mm. 773780.

It is acrafty subject with much to recommend it. Formally, it is broken upinto
two sectionsof four measures apiece. It has alot of rhythmic vitality, andtherest in the
beginning of thefirst measureis abrilliant stroke often used by J. S. Bach to obfuscate
the opening rhythm of thefugue(e.g., Fuguein D minor, Well-Tempered Clavier, Book
One). Thefirst hdf of thefugd statement is phrased in three-note paterns while the
second hdf is phrased in two-note paterns

Themelodic content can also be separated into two sections Thefirst four
measures are clearly in D mgjor. Thesecond four measures veer away froma
recognizable tondity, but can be undestood as two related phrases and ?-£ Thefirst
four notes of the second hdf are truncated into the second set of four notes, while
keeping the opening hdf step and theclogang whole step intact. In other words theonly
difference between thefirst and second sets of notes istheinterval in themiddle. The
other relationshipsare thesame.

Thefugueislad outvery much like atraditiond, tond fugueof the BaroqueEra
Thefirst entranceisin thealto, beginningon D (m. 773) The sopranosanswer up afifth,

as expected, with the altossinging contrapuntlly, modly in contrary motionto the
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theme. Thebasses present the subject in the original GkeyOQin m. 791, with thetenor
answver up afifth, in the same manne as the sopranos

Measure 807 marks the episode which uses the opening part of thetheme in
retrograde, beginning in the soprano. It is answered quickly by alto, tenor and bass, each
starting a pefect fifth lower than the previousentrance. The episodedistills down to five
notes by m. 824 and continues, often in contrary motion to itself (see Example 37) The

melodic line moves up by whole tones.
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Ex. 37. Alto and bass, contrary motion, mm. 824-825.

Thefugd statement returnsin m. 844in thealto, exactly like the beginning of the
fugue Thistime, the soprano answversin stretto, entering just two measures after thealto
statement. The bass and tenor follow the same patern, with the bass stating thetheme in
m. 853and thetenor answeringin stretto in m. 855.

Following all four statements of thetheme, the episodic material returns This
time it combines with another part of theorigind fugd theme, theoctave skip, as seen

bdow.
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Ex. 38. Alto and bass, thematic fragments, mm. 867-868.

Both pats of the episodeare taken from fragments of theorigind theme. Thisis
an indication of how solidly Harbison condructed his fugd subject. Because it is so
versatile and flexible, heis ableto use it admirably as the subject, aswell asto provideall
themateria for theepisodes.

Often, at theend of afugue acomposer will employ a pedd toneto heghten
harmonic tenson. Harbison uses several pedd tones, beginningin m. 867.Hisfirst oneis
D, which isthebasic tondity, at least for thefirst half of thefugd subject (onewould
expect A). He then changes the pedd toneto B-flat in m. 875and then D-flat in m. 881
Using pedd tones at theend of afugueistraditional. Naturally, Harbison nodsat the
tradition, then does it his own way.

Thefollowingis agraph of the GAmenOfugue The four columns represent
soprano, ato, tenor and bass. Subject (S), Answer (A), Episode(E), Stretto (St), Pedal

(P), and Coda(C) areindicated in thegraph, which beginsat m. 773
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Ex. 39. Graph of AmenCOfugue

Part | endswith arestatement of onaeis requiem,Outilizing the Recordare

groundbass. Thechorusfades into an octave G, ending with awistful leap to theD. The

perfect fifth relationship, which has been so prevalent throughoutthefirst half of the

Requiem, is quietly stated onelast time, and the great Sequence has come to an end.
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CHAPTER FOUR

ANALY SIS OF REQUIEM, PART I

Part 11 beginswith the Offertorium While the beginning of the Requiem featured
full chorus the beginning of the second hdf of the Requiem requires only the soloists.
Wha remainsthe same, however, isthehamonic device. (Note: Harbison begins
renumbering measures at neOwith Part 11.) Measure 1 remindsthelistener of m. 1 of
Part | (see Example 1), with three voices singing acononance and thetenor, a

dissonance.
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Ex. 40. Solo voices, opening chord, m.1.

Thedissonances become more pronouned as Harbison juxtaposes haf-step
relationships between voices and strings and sometimes within thevocal parts as well.
Harbison sets the C-sharpsin m. 2 in the celli and basses agang the C-naural inm. 3 in
thebass voice, aswell asthe G-sharp in thesopranoin m. 6 agang the G-naura in the

same measure in the bass soloist.
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Ex. 41 Solo voices and strings cross relationships mm. 1-6.

There are other crossrelationdhipsas well. TheF-sharp to G between thetenor
andviolinin mm. 5 and 6 isaforeshadowing of the formerly mentioned relationship
between the soprano and bass in m. 6. Thedotted linesin m. 2 connoe avoice exchange
between soprano and tenor tha produces the same chord but alows both voices to move
notonly in contrary motion, butin another hdf-step relationship.

Thevocal writing deserves further attention. Besides the voice crossing and the
hdf-step dissonance in thefirst two measures, thealto maintainsthe same pitch
throughoutthefirst four measures. This GinchorOprovides the oppotunity to distract the
listener away fromthe descending triadsin the other three voices. Withoutthe B-naural
in thealto, thesecond hadf of m. 3 andthetwo hdf notes of m. 4 spdl threetriadsin first

inversion, G mgjor, F major and E minor. The echo of tha occursimmediately. This
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time, all four notes form ajazzy combinaion of descending seventh chords E7, D7 and
CMg7 in secondinversion.

Theharmonic structure also harkensback to the beginning of the Requiem, which
hoveed aroundD and A planes, suggesting a kind of tonic to domnant relationdhip. In
Part 11, the @lominantOnote seems to preside. The G-sharp and F-sharp in the soprano
linein m. 6 suggest the harmonic minor scale, especially with the A and E added as
bookends In thesubsequent phrase, the patern is expanded to indudethe high B.
Additiondly, theE tha soundsonthelarge church bdl inm. 1, andis echoal in the
homsfor severa pages, serves asthedominant to thedomnant.

Trueto form, the hamonic and melodic structure amos immediately beginsto
unravel. Accidentals tha moveaway froman A framework are introduced in m. 10 and
proliferate quickly thereafter. Asif to stop thisdigressionin its tracks, the piece comes to
asudden hdt in m. 15with awhole rest, and m. 16 restates the opening thematic
material, thistime quietly andin alow, re-voiced pogtion. Thechurch bdl ringsagan,
establishing a noble setting to omine Jesu ChristeOQ(L ord, Jesus Christ).

Measure 27 introduces a new section of vocal imitation, agan usngthe hdf-step

motive. Theinterest liesin therhythmic interaction.
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Ex. 42. Mezzo-soprano and tenar solo, imitation, mm. 27-30.

Thetheme mixes a duple andtriple patern, so tha the next entrance of thetheme
pits thetwo agang each other. Each introdudion of another voice heghtenstherhythmic

intengty, untl there are four different rhythmic paternsoccurring s multaneoudy, asin

mm. 33 and 34.
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Ex. 43 Solo voices, differing rhythmic paterns mm. 33-34.

Thethemeis aso strangdy diatonic. In thenine measures it takes to unwind, no

accidentals are introduced, and the beginning and end of thetheme are decidedly tond.
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Ex. 44. Mezzo-soprano solo, melodic ling mm. 27-35.

This section has a distinctly centric feel aboutit, and to avoid monobny,
Harbisonintroduees a countr linein thelow strings Thereisafairly secure cadenceto
A minorin m. 40, set up by two measures of upwardly moving haf steps Tha cadence
introduces the next theme, which is an echo of the contour of the Liber scriptus(see
Example 23), butwith minorand major thirdsthat, at least in theorigind theme, never
leave the key in which they began. In other words, the theme@ seven descending thirds
al remain in thekey of C maor (thelast third is trangposd up an octave for range

reasons.
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Ex. 45. Soprano solo, descending thirds mm. 40-42.
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Thetheme is made up of two interlocking seventh chords onedomnant and the
other minor. Harbison manipulates these into haf-diminished sevenths (mm. 49-50,
tenor) and major seventh chords(m. 43, mezzo-soprano). Thetrangtion into the next
section uses the hdf-step/whole-step patern in the contrabass and Harbison nodsto his
jazz roots with a subtie F7 chord to end this section (disguised as always with onenote
tha does not Git.O0

TheLibera eassection openswith ahaunting, unaccompanied flute/oboedud tha
after three measures, serves as a ddicate counterpoint to the mezzo-soprano soloist. The

voca lineis clearly based onthe phrygian mode beginning on E and endingon E, with a

65-¢ cadencein m. 66.
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Ex. 46. Mezzo-soprano solo, melodic line mm. 58-66.

Thisisamelody tha comes from acomposer who has written many memorable
themes. It isamature melody, coming from decades of compostiond experience. Only
when it is taken apat and unpacked doesiit revedl its treasures. With theE as 1, notethe

root-fiftth movement in thefirst two notes and thelast two notes, thefirst going up
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and thelast going down. The upward slopesuggests hopeand movement, and the
downward dope findity.

Thisupward/downward ideais aso captured in the perfect fifth movement of the
first two nates, the secondtwo notes and thethird two notes. The high point of the phrase
isE andthelow pantisE, framing an octave, and usng thetonic four timesin the
melodic line TheB, or dominant, isused six times, produdngalingeing yearning for
thetonic. Theending of thetheme echoes the beginning, with the perfect fifthina
retrograde of thefirst two measures. Thereis also a subtie rhythmic complexity to the
melody. See thegroupingsof three quater notesin thefirst four measures, eliminding
thetyranny of thebaling and moving the melodic lineforward. It isatruly marvelous
and sturdy melody, onethat Harbison uses in a non-conventiond way.

Thesoprano ansver in m. 67 isnotan answver inthe usud sense, that is, up afifth
or, as Harbison has already donein the Requiem, an expangon of intervals. Rather, the

answer isatruncated inversion of theorigind theme, beginning a step highe.
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Ex. 47. Soprano solo, answver, mm. 67-71

Normally, this would be enough,but Harbison, perhgpstaking a pagefrom the

Confutatis of the Mozart Requiem, continues to expand thewoodwind linetha beganin
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m. 55 with theflutes and oboes. Now, the flute and oboeparts are split into two lines, till
doubing each other, providing a chromatic foil for the still relatively sedae melody. Itis
interesting that, while the soprano answer to theorigind melody is up amgor second, the
countr line stays centrically aroundtheorigind E, and ingead of going up a hdf step

and down like the origind mezzo-soprano theme, it goes down a haf step and back

agan.
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Ex. 48. Flute and oboe chromatic countr line mm. 68-69.

Thebaritonesoloist entrance in m. 75 (the second answer) now truncates the
intervals themselves, while thewoodwindschatter along. Thistime, the bassoons in
octaves, start to intengfy thetexture, leading to theinduson of theclarinetsinm. 82 and
homsin m. 83. But, rather than announe Michael, the Archangd, (Sel signifer sandus
Michad, m. 84) with a crescendoand atrumpet blast, Harbison cuts the texture and
dynanmics to two soft claringsin thelower register and two soft homsin fifths Thetenor

soloist, with a soft cantabile, announes the standard-bearer in theorigind phrygian

mode beginning on E and ending on E, with 5-1 at the Gzadence. OWith each of thefour
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soloists having sungthar pat, thewoodwindswande on withoutthem, with homsat the
fifth (B), soundnginthedistance.

Messure 110beginsa completely new section with the famoustext, GQuanmolim
Abrahaepromisisti.OThefour soloists continueto sing (the chorus has not yet sungin
Part I1), introduang afuguepart by part, beginning with the soprano and followed

closly behind by the mezzo-soprano.
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Ex. 49. Soprano and mezzo-soprano solo, flute and violin, fugue mm. 110-114.

Thisfuguehas several interesting facets. First, thefuguehas only jus begun

when the mezzo-soprano ansvers in stretto. But the mog fascinaing part of thefugueis
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theingrumental doubing. While anomal fuguewould have, for example, thefirst violin
exactly doubing the soprano, and theviola doubing theato pat, etc., thefirst violin pat
in this fuguecombines both vocal parts while also adding extra notes in between. At least
tha istheway it begins Thefirst violin plays thefirst entrance of the soprano. When the
mezzo-soprano enters, theviolinist veers away from the soprano pat and beginsplaying
the mezzo-soprano pat. Very quickly, thefirst violin migrates to a separate part tha isno
longe doubingthevocal lines, butrather providing rhythmic and harmonic interest to
thevocal lines.

Violin 1 hasadirect or indirect relationsip with the soprano melody until the
middle of the fourth measure of Ex. 48. At tha point, theviolin veers off into rhythmic
figures tha do not suppot themelodic line of either vocal part. Flute 1 isan anticipation
of the descending seventh linein the second hadf of thefugd subject, but because of
trangposng octaves, it is difficult to hear. Only by andysis would this four-note figure be
noticed as a pat of thefugd subject, especially since it plays off of afigure tha has yet
to beannouned.

Harmonicaly, thefugueseems to hove aroundC minor, sometimes with aflat
seventh scale degree and sometimes with atraditiona -£. TheViolin 1 part emphasizes
this with two four-nate ascending lines (mm. 3 and 4 in Example 48) that clearly outline
C minor. Theflute pat arpeggiates in and arounda C minor tondity (with aflat seven),
paticularly inmm. 4 and5in Ex. 48.

The second announ@ment of thefugd theme follows traditiond lines. Thetenor
soloist enters with the same notes as the origind soprano entrance, and the baritone

soloist echoes with the exact notes of the mezzo-soprano entrance in stretto as before.
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Theingrumental parts provide some suppot as before, but do notimitate the vocal lines
exactly.

Thefuguecontnuesin m. 136with anew entrance of the subject up a minor
third, this time with the mezzo-soprano beginning first, and followed by the soprano.
Picking up onthe arpeggiated figures of theflute part, as well as echoes of the arpeggios
in thewhole beginning section of Part |1, thevocal parts repeat thewords On semini

gjusOwhile trading three-note arpeggioswith three-note scalar paterns
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Ex. 50. Soprano, mezzo-soprano, tenor solo, three-note arpeggios m. 140-143.

The soprano soloist part is especialy Vivaldi-like, asit takes each succeeding
patern from the end note of the previouspatern, working its way througha series of
(keysOto get to akind of an E minor cadencein m. 142

Thesubject returns after the short episodereferred to above thistime up afifthin
the soprano with theanswer in thebaitone Theinstruments have suddenly stopped all

ther merriment and are playing measures of discordant whole notes. The Quanolim
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Abrahaereturnsin m. 149, movinginto aquick 6/8 time with all the soloists singing
homophontcally. This lasts for three full measures, whereuponafugueonce agan breaks
out, beginning with the soprano, followed closly in stretto by the mezzo-soprano, asin
thefirst fuguein this section. This subject is completely different from thefirst, though
taking full advantage of the arpeggiated figures of the previousepisode Thevoca pats

are doubkd exactly by the stringsin octaves.
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Ex. 51 Soprano and mezzo-soprano, stretto, mm. 151-154.

If the previoussection was reminiscent of Vivaldi, this surely is like a Bach Two-
Part Invention. Thetenor and baiitonesoloists ansver in mm. 155156 with exact string
doubing. Asit would becompletely out of character with the piece to have a neo-
Baroquesection in the middle of things Harbison muddies the waters with atond
woodwind clugersin digund rhythms to keep thelistener dightly off kilter (mm. 151-
167).

A different, butrelated, themeisintrodued in m. 159, putting the arpeggiosin a
new order. Jus when al four voices have sungthroughthear subject/answer, the
homophont Quanolim Abrahaeisrestated, jug asin m. 149 (the beginning of this new

section). It buildsin intendty, doulled by the stringsand high windsrhythmically, with
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the stringsplaying exact doubingsand thewinds chord clugers. The phrase reachesits
apex inm. 174,with al voices and indruments at fortissmo. The section comes to a hdt
with an empty measure, jus likein m. 14 of the Domine Jesu Christe at the beginning of
this Part 11. Therest provides exactly the same service Bto trangtion into the next maor
section of the piece.

After asix-measure introdudion, the solo voices continueto sing. Theopeaning
chord inm. 191isaG-minortriad (sung by soprano, mezzo-soprano and tenor), doubkd
by homsand violins Harbison seems to belessindined to avoid direct consonance as the
Requiem develops Thebeginning of Part | featured triadsand a Gvrongnote, and
throughoutthepiece, great care has been taken to avoid straight-forward diatonic
harmony. But three measures later, a D minortriad is sung,then G minar, then D minor,
rootandfifth. While there is notraditiond harmony or voice-leading, there are also no
Qvrongnotes.

On the cusp of basic minortriads the piece returnsto itsroots. Measure 197

harkensback to thefirst measures of the entire Requiem.

m. 1,Part I m. 197, Part II
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Ex. 52 Solo voices, comparison,mm. 1 (Part 1) and 197 (Part I1).
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Notice how, in thefirst example, the D-flat aters the D-minor chord. Thesecond
example fundionsin much the same way, with theF in thetenor atering the E-minor
sonoiity. They even share thesame interval of aterationBonehdf step. Thischord is
important, and it keepsreturning as thefour vocal soloists utter again and agan
@omine Owhich means @ ord&(See mm. 197, 205, 215 226and 229)

Interspersed between the Domines are short vocal phrases, which are sungoneein
imitation. It isworth nating here tha thevocal soloists have been singing,in one
combinaion or another, for over 225 measures and will continueunt| theend of this
movement (m. 252) Thebrass have not played eithe (except for some small horn parts
with woodwindg, nor have much of the percussion section. It would bereasonable to
expect that the next movement, Sancus will feature full chorus full brass and full
percussion,andin fact it does. Asis often the case with Harbison in the Requiem, if the
next movement is loudand boisterous the previous movement endsquietly, and thisisno
exception. Marked Misterioso, thefind ten measures of the Offertoriumfade away with
string tremolos and flutter-tonguing in the woodwinds

Thefull chorusreturnsin m. 253with thewhole percussion sectionin arollicking
7/8 San¢us Thewomen al singin unison and therhythmic breakdown of the7/8 is 4+3.
Thereis afour measure percussion oreakOand the men answer in m. 262in avirtudly
identical manne as thewomen. Another percussion break of five measuresis played, and
thewomen return again with the Sancus this time with a 3+4 patern. A six-measure

percussion break ensues and a patern is starting to develop: the percussion
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break was first four measures, then five and now six. As expected, themen answer the
women as before. More percussion follows, but three measures only.

Findly the brass make their long-awaited appearance with the Pleni sunt codi.
The7/8 meter has featured both a section of 4+3 and a section of 3+4. Now they are
combined, with two measures of 3+4 and two measures of 4+3, followed by another time
signaure (12/4, 9/4 and others). With thewhole chorussinging forte, the sopranosand
tenors are singing in octaves, and the altosand basses are singing the mirror pat in
octaves. It isall very smple andtond and, as usud, brouglt into fierce competition with
hugelow brass, low stringsand percussion playing completely unrelated nates. It isalso
very exciting, with the piano poundng octaves and the timpani poundng sforzandos The
choruscontinues to aternate with the percussionin four- and two-measure increments
respectively, beginningin m. 303.

Measure 315 beginsa new section of the Hosannawith four measure sets of

changing meter: two measures of 7/4 and two measures of 7/8.
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Ex. 53 Alto and bass chorus, changing meter, mm. 315-317.

Thisrhythmic patern continues throughm. 331, a which point the Benedictus
appears withoutceremony as part of the same texture as before (often, composers will

treat the Benedictusas an entirely different piece, or at theleast, a contrasting style from
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theHosanng. Thistime, the 7/8 alternaes with varioustime signaures, induding 6/4,
4/4 and 5/4. The choruscontinuesto sing in simple two-part texture.

Measure 343 marks thereturn of the Hosannaand thereturn of thethematic
material of m. 315(see Example 52). Theingrumental forcesincarease in numbe and
volume untl theentire orchestra and chorus are pounding the 2+2+3 rhythm over and
ove. At m. 369, everything comes to a crashing hdt, and the percussion quickly
decrescendoes into a two-measure trangtion to the AgnusDei.

The AgnusDei openswith arhgpsodic violin solo tha draws uponthe ingpiration

of thetriadic paternsof thelast movement (and several before that).
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Ex. 54. Violin solo, triadic paterns mm. 371-374

The solo moves throughtriadsof G mgor, B-flat minor, D maor, F minor, G
diminished, F mgjor, D major agan, and B maor. Example 54 also illudrates the upward
movement by thirds of thefirst four chords(chromatic mediant), and the downward

movement by thirdsof thelast three chords
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Following theviolin solo, the soprano soloist introduaes the opening AgnusDei

theme.
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Ex. 55. Soprano solo, opening AgnusDei theme, mm. 377-381.

This theme continues thetriadic exploration of thelast movement, butlooksat
triadsin two ways. Thefirst two measures are all thirdsexcept for the opening pefect
fifth leap, and it would seem that the digointed, angular contour of the following three
measures would not suppot thetriadic style. But looking more closely, thethird measure
into thefourth measure of Ex. 54 form a G mgor seventh, followed by an E major
seventh, and they are even voiced QorrectlyOfor a three-part chord. Theoverall result,
however, isnotoneof cam and repose, as onemight expect in an AgnusDei at theend
of aRequiem, butrather, dueto the skipsof both consecutive pefect fifthsand contrary
motion major sevenths themoodis somewhat discomforting and undable, even agang
the G dronein thesecondviolin.

Thesolo soprano lineis answered by an equdly disquieting chorus part, singing
three pat chardsthat are al dissonant and nonfunctiond. All three parts then repest,
with dight variationsin each respon®. As expected in atripartite form like the Agnus

Del, it repeats agan, butthis time the soprano solo expandsdramatically, rising to a high
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C and skipping with wild abandonin sets of consecutive perfect fiftthsand magjor

sevenths
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Ex. 56. Soprano solo, melodic ling mm. 390-396

Thequestion is notwhere this soprano line came from, for the consecutive perfect
fifths contrary motion major sevenths triads and seventh chordshave all been used
before. Even the combination of theviolin solo and the soprano solo, which have,
seemingly, nothing to do with each other, can beexplained usng language of formal
andysis. Thequestioniswha isthe connetion beween this musc, thelyrics and thar
postion at this point in the Requiem? The English trandation of AgnusDei is certainly
notlos on Harbison, butthe connection between the Lamb of God and wha is going on
in themusc, especialy congdering al themusc that has goneon before now, is
somewha perplexing.

Theprogression of the chordsas the chorusanswers for thefind timeis

interesting enoughto examinein some detail.
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Ex. 57. Chows(divis) and strings chordd texture, mm. 411-416

Thegenea patern from thevery beginning of the Requiem is tha when
Harbison wants to be centric or even tond, hewrites a cononant chord and addsa
dissonant note to it. Example 1 and many othersilludrate this technique This mog recent
exampleis different. First of all, there are more than four notes. Up until now, thevocal
texture has been amog exclugvely eithe four-pat chorusor four-part soloists. Here, at
theend of the AgnusDel, thetexture thickens combining both choral and vocal soloists.

Theunifying factor in this example appears to bethe whole-step/hdf-step
relationdhip tha has been explored throughoutthe Requiem. The difference in Ex. 56 lies
in the chordd approach to thistechnique There are three-note paternstha span aminor

third, with thewhole step, then the hdf step (e.g., B-flat, A-flat, G, bass, m. 1in Example
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56). Theexamples are ind cated by the solid brackets and are foundon the outside of the
texture in thesoprano and bass pats. Theinternd parts, marked with dotted brackets, are
comprised of two repeating paterns onegoing back and forth between two natesin the
alto, and alinear minor third patern in thetenor.

S0, at theend of the AgnusDei, Harbison combines several techniques tha he has
used many times already in the Requiem: the whole-step/hdf-step relationship and the
repeeting of inne lines while the outer lines employ more melodic contour. The chords
are themog dissonant vocal writing yet, and the penultimate chord falls back to the
origind compostiond techniqueof aconsonant chord with oneQvrongGnote, in this
case, a C-sharp minor chord with adissonant F. The movement endswith an
unexpectedly cononant G major chord in root postionin atraditiond voicing (the skip
of atritonehas been used in several important themesin the piece). Somehow, though it
doesn®seem like aresolution, nor doesit give any repose. The AgnusDei endswith a
somewha bafling interpretation of thetext: GGrant useternd rest.Olt creates what is
perhgpsthefirst real questionin the piece. Wha was Harbison trying to say?

The Lux agerna beginsin the same connant language tha the AgnusDel |eft,
butonly for afraction of asecond.Thebrief C magjor diad isinterrupted, or rather, added
to by aB-flat andan A. For theuninitiated jazz lover, thiswould spdl a C13 chord
withoutthe 11", astandad chord in thejazz vocabulary. Harbison®love of jazz has onge

agan leaked into the Requiem!
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Ex. 58. Flute, pianoharp, chorus jazz chord, mm. 417.

Thischord isrepeated exactly, and then the chorus moves throughchordsof G
major (first inversion), F major, B-flat major, A magjor/B major, D7*°, E minor™, and A9
at. All thewhile thewoodwindsare altering, or adding onto, the chord with awhole
other set of intervals, jug asthey did with the C-magjor diad at the beginning. It becomes
increasingly more complex with each chord until the Lux aeterna repeats again in m. 426.
Now the strings which had been heretofore doubing the choral parts, switch with the
woodwindsand assume therole of providing the added notes to the choral chords

Measure 434 changes tempo with theintrodudion of the Cumsandis tuis|lyric,
and the choir effectively splitsinto male and female two-part mudc. Theidentical notes

from thebeginning of themovement are used again, first inroduced in thewomen, then
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imitated by the men. Thewomen@® part by itself iscompletely tond, thefirst five notes
spdling all mgor chordswhich, in C mgjor, would bel, V, IV, V,|l. Themen arein
perfect imitation with the same chord patern, but, asit is set onemeasure later, produes
akind of passing polychordsin acentric framework. In fact, it amog can beandyzed in

C mgjor, asilludrated by the Roman numeral andysis undeneath it.
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Ex. 59. Chorus Roman numeral andysis, mm. 434438.

Following this eight measure phrase where the women® and men@ pats are
separated by onefull measure, the next eight measures have thetwo parts only separated
by two counts (ingead of four), effectively movingall the chords @ver oneOlt is asiif
Harbison simply took the shift key and moved everything over two beats, and played it
agan. Except for aviolin drong thereis no accompaniment to this section.

The Requiem agernamtext returnsin m. 255(it was used at the very beginning of
the Requiem), and asimilar use of the consonant triad and oneQvrongthate is
resurrected. The chorussingsunaccompanied until m. 462, whereit isreduced to an
octave F between thewomen and men. Measure 463 explodes into a D-flat magjor chord

(with a GvrongnoteOF-flat, which creates an interesting sSimultaneousmajor agans



80

minor feeling, which is also known as a split-third sonoiity), with the entire brass section
entering with strings Thenext chord is a B-flat minor/major chord. The QorogressionO
unfoldsfor several more measures until the chorusendson a D-flat major sonority with
thehdf step between the B-naural and B-flat.

Measure 473 reintroduces the four soloists, who reprise the choral pats of the
Requiem aeternamof m. 455 The chorusreturnsin m. 479in octaves and, usngtheD in

the soprano as an anchor, provides some evocative hamonies.
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Ex. 60. Chorus homophony mm. 479-484.

The second and third measures are ssmply a D magjor/minor chord tha features a
voice exchangein thebass and ato voices. In tha regard, the A in thefirst measure
could beregarded as 5-¢ . Measure fouris an E7 chord, followed by astraight-forward,
traditiondly voiced D minor chord. Thefind measure in Example 59is atypica
Harbison cluger chord re-voiced to deemphasi ze the dissonance.

Onething of note: Harbison seems to take no offense in voicing the soprano and
alto more than an octave apart and the same with the alto and tenor, asin the example

abovein measure four. The close voicing of the soprano/alto and tenor/bass with a big
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space between them mug beintentiond, because it would bejud as easy to voice the E7
chord in question with a G-sharp in theato andaB in thetenor. It would seem to bea
hetterOvoice leading, with less disuna motion. Harbison doesit again in m. 488with
more than an octave between the soprano and alto.

Thehamonic motion gets strange yet, by sounding an unanbiguousC major
chord on beat three of m. 486 (with very low three part divis inthecello and bass). The
entire chord, sung by the chorusand played by divis stringsand mallet percussion,
movesin toto down a step and then back up agan. Thisisfollowed by an F mgjor chord
infirst inversion and aroot postion G chord, noneof which are bothered by any non
harmonic tones whatsoever. Thisisthefirst time tha such a progression has appeared in
the Requiem. Findly thefifth chord settles back into (Harbison harmonyCby
simultaneoudy sounding an A-magjor and B-major diad.

Thechorussingsonelast set of Q.ux, LuxOQin m. 495 and the added notes of
Example 57 reappear. The Lux agterna movement comes to a quiet close. Theclear C
major diad in thechoruswinsoutin theend, andis perhgosan indication of theeternd
light of which this movement speaks.

TheLibera me beginswith wha can now berecognized as a classic Harbison

melodic linefor the Requiem, sung here by the mezzo-soprano.
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Ex. 61 Mezzo-soprano solo, melodic lineg mm. 501-509.

As has been noted fromthevery first page of the Requiem, there is atonic-
domnant relationship tha weaves its way througheither theimplied harmony of the
melodic lineor thelarger formal structure. Example 60is no exception. Themelodyline
climbsthroughE minar, with theleading tone unitl the downbeat of m. 3, at which time
it exchanges hdf and whole steps This hdf-step/whole-step movement serves two
purposes: to obfuscate thetondity and to provide arecognizable, repeatable
compostiond techniquetha acts as a gluefor thewhole piece. The @lown awhole step,
up a hdf stepOpatern, foundin mm. 4-6 above echoes throughoutthe Requiem.

Theoctave leap, which has been used in previousRequiem melodies at least three
times, occurs agan here. It isahandy device, asit both solves rangeissues (when a
patern getstoo low, theoctave skip puts thevoice back into a better tessitura) and
provides a dramatic oppatunity for word panting or smply for more power (theskipin
Example 60 is marked fortissimo in the score). Thetonic-domnant relationship continues

with thelast note of the melodic figure resting on the dominant of E minor, remembering

tha the melody began with 5 6, 9, €£inE minor.
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Thesoprano answer inm. 509is up a perfect fourth and continues with sparse
string accompaniment. It spinsoutjug as the mezzo-soprano linedid. Theentrance of the
baritonein m 523,however, beginsto mark a changein thetexture and style of both the
solo and the accompaniment. The baritoneline only containstwo notes: B and C. TheB
isthedominant note tha the mezzo-soprano last sang, and C is sungtwice an octave
apat. Thetenor picks up theoctave skip from thebaritonein m. 525 and moves
inexorably toward the Agitato of m. 529

Thetenor part istill punduaed by digund motion (m. 530ff.), butthe

interesting addition is the string writing.
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Ex. 62 Violin, accompaniment, mm. 528534.

Thefirst thingto noticeis tha all thetwo-nate slurs are descending, with no
exceptions To achieve this, Harbison had to jump up octaves to stay within the playing
rangeof theviolin. Thedurringindicates an interest in the anacruds. Rather than
emphasize the downbeat, theviolin emphasizes the upbeat, which givesthemusc

forward motion.
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Thetenorlinegradudly buildsto a high B-flat in m. 540, at which point the high
woodwindspundude the cascading strings as the percussion attacks sporadic triplets.
Theexcitement is short-lived, however. By m. 546 the percussion has disappeared and
therhythmic figuresin the stringshave dissipaed to straight quater notes. Within this
reduced texture, the baritoneintroduces the Tremensfactus and thewoodwinds
disappear, leaving only hap and muted violinsandviola. Themelody line of thebaritone
isvery econormical, usngonly three different notes over aten-measure span (mm. 559
568).

TheDiesilla, diesiraeisre-introducd (first sungin m. 152of Part I) in m. 568
Thistime, indead of the mogly hdf-step melodic fragments, the soprano and alto lines
ascend by whole steps with the entire patern repeating up awhole step aswell. The
tenor and bass lines echo the origind Diesiraeby usang a descending haf-step motive

agang therisng women@ parts.
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Ex. 63. Chorus Diesiraere-introduecd. mm. 568572.

Theato andtenor mirror each other, three times starting on a unison and heading
in opposte directions thealto rising in whole steps and the tenor descending in haf
steps The soprano and bass work in the same fashion, only beginning an octave apart

ingead. Thedownbeat of m. 7 of Ex. 62findsall four parts arriving at a B-flat together.
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This serves two purposs: to givethelistener aneeded rest after such a chromatic and
dissonant section and to hdp thesinga's to have atouchgonewhere they can join
togdher at least on onenote for tuning and ensemble purposes.

It seems tha onae the octave B-flat soundsin all voices, theDiesiraebeginsto
lose momentum, andin m. 580 theorigind Requiem text from the very beginning of Part
| re-emerges. Theonly changehereisthe C-naural in thebassingead of theorigind D-
flat. Thisis notunexpected, as oneof thecompostiond techniques tha was utilized in
this piece is the expangon of intervals in subsequent repetitions Therest of thefirst
section up to the Luceat eisis virtudly the same as the opening.

This bringsthe opening discussion of this paper full circle. There were several
optionspresented concerning theandysis of thechord in question (see Example 1). Itis
now clear tha Harbison has always intended to have consonant chordsand cononant
melodies with a QvrongnoteOin them to add interest and avoid a band tondity to
pervadethe piece, much like Igor Stravinksy did in his Dunbaiton Oaks Concerto and
other neo-classical pieces.

Many Requiem composers stop with thereturn of the Requiem agernamtext, asit
makes a suitable ending because it typically repeats the musc fromthe beginning, as
Harbison@does. Thereis onemore movement in this Requiem, however, thetraditiond
In paradisum, which is still used in the Roman Catholic funaal rite (Rite of
Commendaion) today.

Asif findly running out of steam, the chorussingstheentirefirst sectionin

octaves, with the sopranosand altoson onenote, and thetenors and basses down an
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octave (m. 605). Thestringsand celesta play a backgroundfigure that resembles the

paternin Ex. 61.Findly, inm. 627,the chorus breaks into harmony for thelast time.
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Ex. 64. Chous pedd point, mm. 568572

Thebass provides a pedd point over which the upper three voices can sing akind
of dissonant chorale. Measures 1 and 3 in Example 63 areidentical andin m. 4, the

soprano and tenor merely exchangenotes. Thefind chord could bethoughtof as a
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version of awhole-tonescae tha has been used especialy frequently in Part 11 of the
Requiem.

Thebass continues to dronefor another short chorale segment, then thechorus
finishes the piece with the Habeat requiem. Thelast chord tha thechorussingsis not
connant as others have been at the end of movements. It is, ingead, oneof the
ambiguouschordstha Harbison uses when he doesn®want to soundtoo settled, too

comfortable. It is, of course, the exact same chord he used to begin theentire Requiemin

m. 1.
S
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Ex. 65. Chowus, find chord, m. 647.

Theorchestra finishes out the few remaining measures in peace and tranquility, achieving

theeternd rest tha eluded the chorus by settlingon asimple C and E.
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CHAPTER FIVE

CONCLUSION

Harbison® Requiem s, in his own words OAn accidental collection of words
aboutmortality (Part I) and continuity (Part I1), to be shgped into a purposeful collection
of sounds@ The piece shows the consummate skill of the Pulitzer Prize winning
compor@ experienced hand. Some of the chord voicingsecho thejazz of The Great
Gatsby, thelush vocal writing is reminiscent of therichness and grace of TheFlightinto
Egypt, thefour-part soloist writingis areminde of theintimacy of hisfour string
quatets, and theoverall modenity and scale make onethink of his three symphonies.

But the Requiem also flew in the face of his controversia 4 Psalms of 1999,
which added contemporary lyricsto thetraditiond text. There is amog nothing
controversial aboutthe Requiem, nor does there need to be Theevents uponwhich it
reflects are controversia enoudh.

Harbison had the savvy and compostiond ability to weave togeher mudc over a
seventeen-year period by combining pre-classical forms like thefuguewith amoden
centric tond conaept. By employing his hdf-stepAvhole-step manipulation throughoutthe
piece, he provided compostiond continuity and created a hookQuponwhich to hang the
text. Notably, hergected the moden trend to add contemporary lyrics to the Requiem,
ingead bang content, even eager, to set thetraditiond text in thetraditiond languaye (of
his own trandation). He enjoyed the enviable luxury of beng able to write whatever he

wanted, knowing tha the Tanglewood Chorusand Boson Symphonycould sing and play

! Program Note, Requiem by JohnHarbison, Assodated Music Publishers, 2002.See
Appendix H.
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almog anything, no matter the difficulty. In addition, there was a guaranteed audience for
the Bosgon Symphony®onehundedth anniversary concerts: al in all, an ideal situation
for any compor!

Except for the AgnusDei, which seemed incongruousboth in its setting of the text
and its harmonic and mel odic treatment, the piece seems to flow from onesection to the
next, with artful use of thevocal soloists and traditiond orchestral coloring. Harbison had
no need for exotic tunings Sprechgimme, or amplified strings His setting of thetext
echoed Mozart and Verdi, but always viewed throughthelensof a twenty-first century,
pod-nine-eleven survivor. It was Harbison®@intention all alongto provide two thingsin
his Requiem; an intimate place to put one&3 own true thoughs and a broad paette upon
which to reflect onthewider issues of war, disaster, and destruction.

Thisisthefirst full-scale examination of Harbison®@ Requiem since it was written
in 2002.Theauthor hopes this pgper will open up possibilities of more discussion and

ultimately, more performances of this complex and moving work.
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APPENDICES

Appendix A
BSO to premiere Harbison® GRequiemO

Mary Haller, MIT News Office, March 5, 2002

When Ingtitute Professor John Harbison® GRequiemOreceives its world premiere
performance tomorrow night by the Boson Symphony Orchestra, it will bethe

culminaion of a creative process tha began 17 years ago.

It will dso signify theend of a period marked by private and public losses for the Pulitzer
Prize-winning composer. Qf this piece registers thoughs about desth and recondliation,

it isaboutexperiences | have had firsthand ,Osaid Harbison.

He began composng the piece in 1985, at the same time (in fact, onthe opposte side of
the sheet of paper) as his opaa, Orhe Great Gatsby.OBoth pieces were independent

projects at thetime with no progpects for performance.

Ten years later, Harbison was oneof 13 composrsinvited to write a movement for the
collective (Requiem of RecondliationChonaing the victims of World War 11. In tha
work, hedrew onthe core musical ideas of the Requiem@ beginnings which fuded his

interest in completing the Requiem.

In 2001,a commission from the Bogon SymphonyOrchestra (BSO) enabled Harbison to
complete the Requiem. Orhe Great GatsbyOwas completed on commission by the

Metropolitan Operain 1998and premiered in 200Q
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A Requiemis, by definition,amudcal compostion in honorof thedead, set to a
traditiond liturgical text in Latin. As Harbison worked on the piece over theyears, he
inscribed in his sketch the names of loved ones who died during tha time. Thiswas done
hewritesin the program notes, Qhotto tell thelistener aboutmy reaction, but to remind
myself tha only living alertly in our own immediate lives gives usany comprehenson of

war, disaster, destruction on awider scale.O

Thetragic events of Sept. 11 occurred oneweek after Harbison signed his contract with
the BSO. Orheevents of that fall made my purmposes clearer,Ohewrites. O wanted my
piece to have a sense of theinexorability of the passage of time, for goodandill, of the

commondity of loveandloss.O

The 17-year period of creationis Quinusid Ofor him as a composer, Harbison said. Also
unusid for him, hewrites, was how (oersistentOhis origina view of the piece wasN
how closely my idea of thelargedesign, even down to the harmonic outlines, was beng
pursued.OEven in pieces written quickly, hesaid, this persistenceQis atypical of his

Ccreative process.

Oneof the problems with a piece that evolves over alongperiod Os tha people assume
you haven®doneanything else in those 17 years,Ohe added wryly. In fact, he said,

Qhose years were very fluent periodsof compostion for me.O

Harbison said he has always been attracted to texts tha have been set and endured
throughmany yearsN onereason that he was drawn to the Requiem form. Some
interviewers can not undestand why hewould want to add another Requiem to the

repertoire and ask him if hethinks his piece can Geffectively compete in the Requiem
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market, againg onesthat already exist,Ohesaid.

Ot just goes to show how a lot of arts initiatives are viewed as produds these days,O
Harbison said. Of | thoughtlike tha every time | wrote a string quatet, | probably
wouldn®doit. 1t@ strangetha there@ so much riding on something earning its keep. If

you@e a conaert music compogr, you know youQde not earning your keep.O

For Harbison, the premiere of his QRequiemOfeels more like a beginning than an end. Ot

now feels like a goodoppotunity to start in new directionsOhe said.

Bernard Haitink will condud the BSO in theworld premiere performance of Harbison®
(RequiemOon March 6-8 at 8 p.m. in SymphonyHall. The program aso indudes
Beethoven@ (Bymphony#4 OAIl concerts will bepreceded by a7 p.m. talk by John
Daviero from Bogon University. Tickets are priced from $25to $90. The March 6
concert has been added to thefree conaerts available to BSO College Card holders. Cards
are available by showing avalid MIT student ID at the BSO box office a Symphony

Hall.



94

Appendix B
The Phoenix (New England online magazine)
27- Feb. b6 March 2003

JohnHarbison@ Requiem BY DAVID WEININGER

JohnHarbison is withoutdoubtthe man of thehou aroundhere. Jug two months after
James Levine conduded the BSO in his Third Symphony,theorchestrais now preparing
to give theworld premiere peformances of his Requiem next week at SymphonyHall,
unde thebaon of prindpd guest condudor Bernard Haitink. (Beethoven@ Foutth
Symphonyis aso onthebill.) Andfor those whowant still more, the Orion String
Quartet will be playing his Fourth Quartet in mid March at the Isabdla Stewart Gardneg

Museum.

Of course, thecomposer@ linkswith the BSO go back farther than this season. The
orchestra commissioned both Harbison® First Symphonyin the 1980sand his 1993Cello
Conaerto. And thoughthe commission for the Requiem came only aboutayear and a hdf
ago, some sectionswere written as far back as 198, induding onemovement for the
1994 Requiem of Recondliation. This collective setting of the Requiem Mass was
commissioned by condudor Helmut Rilling to commemorate the 50" anniversary of the
end of World War |1, and it features movements by composers from every county

involved in thewar.

Asked wha was behind his desire to make afull setting of the Requiem, Harbison replies,
Q jus had aninginct tha | wanted to set this text that 1Q&e known for such alongtime

and sungin so many guises. |®e always thoughtthat it was a great muscal text N a
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collection of very strangethingsfrom different times.O

Onething the composer was sure he didn®want to do was to bring the Requiem Qup to
dateOby interpolating contemporary texts into theL atin origind, in themanne of
Britten® War Requiem. Q had thereverse impulse,Ohe explains, (hecause the Requiems
since Britten tha | know all bring it upto date, they all have interpolated texts. So it

struck me that theunusud thing to do this time would beto not add anything.O

Which isafar cry fromhislast mgor choral compostion, the Four Psalms of 1999,
written to commemorate the 50" anniversary of the founding of the State of Isragl. That
work mixed psalm texts with bits of conversationshel® had with Israelis and Palestinians
dunng atwo-week trip to Isragl in 1997 No surprise tha reactionsto Four Psalms were
deeply divided, at least with regard to its overall concept. Opinionsof the musc were
more uniform, praising Harbison® ear for orchestral timbre and his seemingly natural

talent for choral writing.

1t@ not generally smart to speculate on how aworld premiere will sound,butif the Quste
JudexOmovement from the Requiem of Recondliation is any guide, expect thelarger
work to befilled with Harbison@ special mix of free atondity andtond alusons 1t3
aso likely to feature complex rhythms and asymmetrical, compdlingly strangemel odies.
All, of course, in the service of illuminaing the Requiem@ uniqudy compdling text, for
which many composers have saved thar mog ingpired mudcal ideas. Asked whether this
was responsble for any apprehenson during the compostion, Harbison replies: Ot@ not
asdaunting atraditionfor the compoer as the string quatet. We get used to workingin

genres that have some pretty goodpieces in them. Tha® an expeience we get used t0.0
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Appendix C

FOLLOWING A RICH TRADITION, HE CREATES A SCORE FOR THE SOUL
Author(s): Richard Dyer, Globe Staff

Date: March 2, 2003 Page N6, Section: Arts/ Entertainment

This week JohnHarbison addsanother work to the significant tradition of muscal
settingsof the Requiem Mass, theliturgical ceremony of prayer for therest of a departed

soul.

Working with this text gives musciansand the public the oppotunity to engagewith
ultimate issues, to join adialoguewith eternity that has stretched across centuries of
human experience. In a note prefacing the score, the Pulitzer Prize-winning composer
writes, O wanted a sense of andent inheitance to inhabit my setting: aritud steeped in
theinevitability of death - gradudly moving toward consolation and acceptance.O

And later hewrites, Qdeslly this piece is not coercively abouthow you should fedl, but

rather an offer of aplace to betrueto your own thoughs.O

RequiemQis Latin for QestOor Gepoge,Oand the opening line of the Requiem Massiis,
(Eternd rest grant them Lord, and let endless light shine uponthem.OThetraditiond text
isactudly an anthology of prayers and podry tha did notreach itsfind form untl the

14™ century, thoughparts of it are much older.

Theearliest extant mugcal setting by a composer whose name we know (onetha is still

performed) is Johannes Ockeghem@; it dates from sometime late in the 15" century. The
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New Grove Dictionay of Musc and Mudciansestimates tha at least 1,600 settingsof

the Requiem have followed.

Thislongtradition of muscal Requiemsis something that fascinaes Harbison, 64, whose
new setting will be premiered by the Tanglewood Festival Chorus, prominent soloists,
and the Bogon SymphonyOrchestra unde thedirection of prindpd guest condudor

Bernard Haitink in SymphonyHall Thursday night

QGChoral music has amuch longe history than ingrumental music,OHarbison says from
his home in Cambridge (Bome of thetexts that have interested composers, like the
Requiem texts, have been worked onfor many centuries - eightor nine, if we countthe

period of Gregorian chant - and that is part of theapped.O

In the 18" century, composers began to write Requiems not jug for the church butthe
concert hdl; some of them have become standard parts of therepertory - those by
Cherubini, Mozart, Dvorak, Verdi, Berlioz, Faure, Durufle, and Frank Martin. Some of
these works make grand public statements; others are devotiond in intent and impact.

Theeisaso an aternae Requiem tradition tha does not use thetraditiond L atin text.

A lifein choral musc
The origin of Harbison® Requiem goes back nearly 50 years, to his high school yearsin
Princeton, N.J. The choruswas the mog adventurousmuscal organizationin the school,

and Harbison sang baritonein it. In 1954,he composed two pieces for male chorusin
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Latin. Choral music, much of it written for Bogon® Cantata Singe's or Emmanud
Musdc, has been amagjor strandin hiswork ever since, and in 1987hewonthe Pulitzer

Prize for his cantata Orhe Flight Into EgyptO

ONext to thestring quartet, | think the chorusis the mos marvelous speculative realm for
acomposer,OHarbison says.

He started work onthe Requiem 17 years ago, when he composed the opening lines, the
OntroitO- onthe opposte side of the page where he set down his first idess for an opaa
based on F. Scott Fitzgerald@ Orhe Great Gatsby.OThe music welled up spontneoudy,
he says, longbefore there was any thougt of commissionsor performers, or even of

writing afull opea or Requiem.

When Harbison was commissional in 1994 by the German condudor Helmuth Rilling
and the Stuttgart Bachakademie to compose the GRecordareOmovement of a
collaborative Requiem to commemorate the 50" anniversary of theend of World War 11,
the earlier music served as a Qeference pointOto work from. Later, he set two other
sectionsof thetext, agan derived from tha opening Introit. The BSO® commission for

the complete work arrived in 2001

O gotgoing onthewhole piece jus before the Twin Towers disaster, and of course tha
had an impact onwhat | was doing,OHarbison says. But | had also been thinking about
writing aRequiem for avery longtime. In my life, asin al of ourlives, | had

experienced the desths of many people tha | knew very well and cared desply aboutO
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In his note in the score, Harbison says he kept aregister of the names of loved ones tha
helog duringthe 17 years thework wasin gestation, Qo remind myself tha only living
dertly in our own immediate lives gives usany comprehenson of war, disaster,

destruction on awider scale.O

Polishing an @rganismO

Tanglewood Festival Choruscondudor JohnOliver has been rehearsing the Harbison
Requiem since Feb. 10. O received the score last November,OOliver says, Gand | wrote to
Johnright away aboutwha amarvelousspineit has. Rhythmically and harmonically,
onething leadsto another; the piece is an organism.OWorking practically, Oliver
arranged for pianists Frank Corliss and Martin Amlin to make a demondration recording
of the piano-vocal score last December; Oliver conduded. QVe sent CDs outto the
chorus and by thefirst rehearsal fully athird of them were already off bookand singing

from memory, as we amog aways do,OOliver says.

Oliver has conduded or prepared peformances of at least 10 Requiems. Out of tha

experience, he says, GDver its 45-minute duration, John@Requiemis encyclopdlic in its
rangeof reference and effect. Some of it isvery fierce, some of it very human. And all of
it is completely expert. A chorus member said to me, @he musc doesn®singitsalf - but

it is so beautifully vocal that it@ easy to sing.O

Haitink spokebriefly aboutthe Requiemin his dressing roomafter arehearsal last week,

week. He has vast experience with new musc, butthisisthefirst time hehasled the
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premiere of an American work.

The condudor repeated an observation he had made to chorus members after hisfirst
rehearsal with them: QVe mugt not think aboutthis as amodern work or concentrate on
its technique Harbison has written awork to carry fromthe heart. OAnd in his dressing
room, hesaid, O think thisis a very origind work because it doesn®set outto beorigind

- itismusc in convasation with thetradition.O

From the piano recording, it is evident that Harbison® Requiem also represents a effort to
recondle thetraditionsof church and concert hdl - an effort spearheaded in the 20"
century by both Schoenbeg and Stravinsky. My Requiem,Othe composer says, Gs more
devotiond and intimate than dramatic and opeatic. Larger dimengonsare there more as
theundetonethan astheovertoneof thepiece. | certainly wanted to emphasize the pat
of thetext dealing with recondliation with thefact of desth.OHarbison® professiond
assodation with the BSO goes back to 1976 when hewrote hisfirst orchestral piece,
Miotima.OMBecause | know certain players, they tend to turn upin pieces | write. |Qe
been conaulting with Frank Epgein for 25 years about percussion things so you can hear
tha in thesignificant percussion presence. | aso think alot aboutthebass section, which
isoneof thedefining thingsabouthowthe BSO sounds- and theeisno hdl tha is more

responsve to goodlow-ingrument playing than SymphonyHall.

Q aso felt privileged to be able to write for thelarge Tanglewood Festival Chorus Most

of my musgcal life has been spent with chamber choirs, which isawondeful world. But
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chamber choirs are not capable of produang an imposng fortissmo or, convesely, arich
pianissmo. A pianissmo fromalarge chorusis a soundlike nothing else in theworld.O
Harbisonis a pondeer, and onething he has been thinking aboutis thedivergent
directionstaken by themusc tha began 17 years ago on the same page, some into Orhe

Great Gatsby,Otherest into the Requiem.

Q started thinking about @atsbyQwith the scene of Jay Gatsby@ funeal, which | thought
of notjud as a ceremonyfor acrazy, ddudel charlatan but also something tied to the
whole idea of ademocratic county going mad with greed and poduring. The pathstaken
by both of these pieces are indgpendent, butthey started somewhere quite close

together.O
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Appendix D

Classical Review. Tuesday, March 11,2003 Volume 123,Numbe 11

BSO Offers Premiere of Harbison RequiemO

By Bogdan Feddes, staff writer

Bogon Symphany Orchestra, Bernard Haitink, condudor

SymphonyHall, March 6-8, 8 p.m.

L ast week @ series of concerts at the BSO featured the long-awaited premiere of Inditute
Professor JohnH. Harbison® Requiem. Thewell-received paformance, full of intendty,
represents thelatest in a series of achievements for Harbison, oneof the world@® eminent

living composers.

History is full of Requiems, many of themN induding Mozart®, Verdi@, BerliozGN

remarkable notonly inthemusca sense butinther degper message

Harbison® Requiem, thefirst major Requiem of the 21% century, isanaural continuaion
of thetradition that flourished in thepast few centuries. Not only is theharmonic
language different, but strikingly, the message of thetext acquires adightly different
meaning in thislatest Requiem. Back in the days of Mozart, theeternd rest is pursued
with piousdistance and dignity. Harbison shows us a different facet of human emotion
when facing divinity; his prayer isfull of desperation, a hopdess and perpetud struggle

to regan acertain relationship with God tha seemslog longtime ago. Theimmediate
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relevance of this struggle to our present is amazing and represents a remarkable attribute

of the piece.

Muscally, Harbison® Requiem is an enchanting experience, marking a refined,
classicist@ taste for tradition, wit and surprise. The orchestra required is not Mahlerian,
yet still complicated, with the countess percussion ingruments dominaing in effects and
numbe's. As expected, thechorusand soloists are given the prindpd rolein ddivering
thetext, yet theorchestral trangtionsand interludes are a key elementin setting up the

right moodfor each part of the piece.

Thepiece closly follows thetraditiond setting of thetext, utilizing fugues and
counterpoint in al the established lines and verses. Even thedistribution of the text
between chorusand soloistsis fairly traditiond. Despite tha, the pieceis full of surprises
tha come from themuscal interpretation of thewords All theimperatives are geneally

treated as very loud forceful tuttis.

In theintroit, Gexaudi orationem meamO(hear my prayer) soundsloud and desperate.
Likewise, Galvame, fonspietatisO(save me, fountin of mercy) isrepeated in amanng
tha denotes hopdessness. Notable effects are achieved by thetasteful use of brass. The

Qliesirae diesillaOpassageis dominaed by two chromatic scales in the trumpets.

Orubamirum spargens sonumOis not a victory trumpet call butrather alamenting, jazzy
trumpet and trombonedud, with mutes and bendingstha frighten and confuse. A
marveloustreatment of Anors stupebit et nauraO(desth and naure are stunned) features

aritardandoin a syncopaed melodic line on top of a scarce accompaniment.
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All thefugues in the piece show Harbison® predilection for chromatic scales, aiming
perhgpsto theidea of restlessness and desperation. There is no center of gravity; the
melody is mosly free floaing. The Ckyrie eleisonO(lord have mercy) and the @quam olim
AbrahaeO(which you promised to Abraham) are excellent examples, thefirst for the

chorusand the secondfor the soloists.

Other specia effects are achieved usng theultrawide rangeof percussion. Qux
perpetualucest eisO(the perpetud light will shineuponthem) soundsvery trangparent
and bright, by use of bdls, triangles, vibraphoneand harp. Likewise, the ending section
of the piece, On paradisumO(in paradise) achieves ethereal qudities, condudingthe
piece in sublimation, by the use of celeste and vibraphanein an intimate collaboration

with solo violin and harp.

Harbison® Requiem received a splendid performance by the BSO, unde the direction of
Bernard Haitink, the ensemble® Prindpd Guest Condudor. Theintricacies of this new
piece have been addressed with care, and the bdance and overall dynamics have been
worked outvery well, ddivering a noteworthy premiere of aremarkable Requiem worthy

of its predecessors.

Theother piece in the program, Beethoven®@ Symphony No. 4, received a pleasant
performance, athoughit was not as refined as it could have been. Excellent dynamics
and articulation throughthefast movements were ddightful, yet atoofast dow
movement, with dightincongstendes in thewindsand brass sections contributed to an

oveall good-butnot-great feeling.
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Thoughthe series of conaertsin Bogon hasfinished its run, theBSO will travel to New
York to ddiver another performance of the Harbison Requiem tomorrow night at

Carnegie Hall.
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Appendix E
13-20 March 2003
The Phoenix (New England online magazine)

Reviewer: Lloyd Schwartz

Heaven, for JohnHarbison, is nat easy to get into. At any rate, notin his new Requiem, a
BSO commission tha had its world premiere last Thursday. It encompasses Geternity in
an hour,0and mog of that shattering houris spent by a chorus fourvocal soloists, and
the orchestra yearning to untangle the knots of earthly suffering, guilt, and remorsg;
fearingjudgment and praying N achingN for redemption and forgiveness. Passages of
ecstatic joy are a mysteriousmixture of beauty and terror (a sublime beauty amos more
terrifying than thefear of damnation) N and those moments are hard-earned. Thae®®
such amplitude so much gaing on, it more than onecan take in fromasingle hearing (I
went back to hear it agan). On opening night, theaudience gave the piece, the

performers, and the composer a prolongel standing ovation.

O\ composer is someonewho carries arounda lot of impractical thoughs N sometimes
over alongtime frame,OHarbison told musicologist John Daverio during ther pre-
concert discussion. Hisfirst ingirationsfor a Requiem came long before any
commission. He compo<ed the Introit back in 1985 thefirst notes appeared onthe
opposte side of the page on which hejotted down his first thoughs aboutThe Great
Gatsby. In 1991, hewrote a Sancusand misfiled it, hesaid, so it stayed virtudly log for
seven years. In 1995 Helmuth Rilling® Stuttgart Bachakademie chose Harbison to

contribute the Recordare to a 13-composer collective QRequiem of RecondliationO
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honoiing thevictims of World War 11 (just as Verdi@ first work on his Requiem was a
contribution to a collective GRequiem for RossiniON  probably thework that ingpired
Rilling, whomadeitsfirst recording). The Metropolitan Opera commissioned The Great
Gatsby in 1996.In 1999 Harbison composed a Hostias. The BSO commission, part of
the centennial celebration of SymphonyHall (Catherine and Paul Buttenwieser are
acknowledged for thar generoussuppott), came in September 2001 Three of its sections
were in essence already written. Therest of the Requiem was composed after September
11. Orheevents of tha fall made my purposes clearer,OHarbison writes in the published

Score.

(Requiem ¥4ernam, donaeis, DomineO(Q.ord, give them eternd restQ, the chorusbegins
softly, with the word G/42ernamOominousy repested, a whispered echo reverberating
over arestless sea of dark harmonies. The doubk prayer for mercy ((Kyrie
eleisor/Christe eleisonQ is represented in intense overlapping fugues. What else can one
do except repeat and repeeat the outcry? This entire Requiem, maybe more than any other,
emphasizes supplication N in every form, from formal prayer to sedudive flattery, from

timid beseeching to outright demand.

Harbison follows the traditiond Requiem order, first liturgy then poery: the ies ir¥O
(May of wrathQ, the medi¥aal Latin poem, in obsessive rhyming triplets, aboutthe Day
of Judgment. Leaping flamesin thetrumpets flicker over grim trombones. On theword
for Qrembling Oaflexatone(the mos unusid ingrument in a spectacular array of
percussion) gets avigorousshaking; it soundslike a muffled fire alarm. People in the
audience last weekend actudly looked aroundin questioning dismay. In the Oruba

mirumO(Qrhe trumpet, spreading its wondmoussound throughthe graves of the earthQ,
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ingead of the expected brassy blasts, Harbison gives us muted trumpets and trombones,
sarcastic N and jazzy. Later, in the GQuid sum miserO(QWhat can | say, apoor
wretch), bluesy woodwindsaccompany thefirst fearful solo voice, in this case plangent

mezzo-soprano Margaret Lattimore.

In this section and in thefollowing Recordare, surroundel by ddicate combinaionsof
windsand chimes (bdlsjogging the memory?), the four soloists take center stage
Fearless soprano Christine Brewer ddivered an imposng invoction to the Growerful
king of majestyO(Qex tremend34), rising to a piercing plea for salvation, in vivid
contrast to L attimore® quieter despar and warmer thoughstill tentative hope Tenor Paul
Groves and bass-baitoneJonahan Lemalu began thar own prayers for salvation,
entering oneat atime, then overlapping. In the quiet Lacrymosa, thelow-string pizzicatos
seem like falling tears while soloists and chorus sing together for thefirst time N joining
public and private grief. The section endswith an exciting Amen fugue almos awar cry,
building inexorably to a sudden stop and followed by a hushed repetition of the prayer for

eternd rest. Fade out End of part one

In the Offertorium (the offering of sacrificial prayer and praise), we turn back from
podry to ritud, with the piquant harmonies of late Stravinky. The solo quatet here has
thefastest and lightest music in the Requien N like the quicksilver laughing fugueat the
end of Verdi® Falstaff (QAll theworld® ajoked). And this leadsinto the ecstatic Sanctus
N acombinaion of celebratory chiming (marimba, vibraphone glockenspiel) and scary
percussion (timpani, temple blodk, a brilliant drum GadenzaOby Frank Epgein) in
exubeaant but unttling rhythm (7/8), extolling the overwhdming glory of God.

Hosannd Harbison takes usout of time and place by recalling thedistant and theexotic:
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medi¥val, Byzantine, even farther east to theland of thegamelan N some place where

the hieratic isinsparable from theeveryday.

Some of themog moving musc is still to come, as the spiritud struggle beginsto wind
down. Theentreaties are now purely forrest N eternd rest. Inthe AgnusDei, a
searching violin obbligato (concertmaster Malcolm Lowe) aternates with the soprano®
jagged and inareasingly desperate invocation to the gentle Lamb of God (Brewer
especialy impressive here) and the chorus3 level intoning of its persistent prayer: grant
usrest. In the Q_ux ¥4erna Oa syn¥sthetic hdo of lightin theform of tolling bdls
surroundsthevocal quartet. Fear is till present in the QLibera meQ it@ the despest voice
N Lemalu@N tha QremblesOthen stopssuddenly and whispers, Get timeoO(CGand 1@n
afraidQ). The mezzo-soprano singsof the nitternessOof tha Qlay of disaster and miseryO

(Galamitatis et miseri¥L). Timpani tapsare both solemn and unearthly.

But it@ still nat over. Harbison addsafind section notinduded in mos Requiems
(thoughit@in themog undestated ong FaurZ®): On Paradisum,Owhich becomes a
dowly syncopaed pastoral lullaby for chorusand solo violin, amog awatz N a

shimmering, danang ascent into a Heaven findly achieved.

Theoutstanding soloists, the orchestra (intopform N as it has not always been for new
works), and JohnOliver® astounding Tanglewood Festival Chorus (singing this large-
scale and complex new work from memory) all were in theunusudly loving handsof
Bernard Haitink, who was leading hisfirst premiere of an American piece. As always,
performers seem to want to please him N heknows how to make them soundgood.But

ingead of hisusud negligence, he seemed to beleading with conviction, clarity, and
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sympathy and allowing the piece a convinang shgpeand focus

Harbison spokeaboutthe standard text of the Requiem as an Gaccidental yet extremely
durable assemblageON onetha gives composers a variety of oppotunitiesN and a
Qhance to measure ourselves againg the composers of the past.Oln this Requiem, the
variety isthere, certainly in theglittering array of orchestral color. Y et thetoneis
consstent N yearning, struggiing, tragic. Even themost joyousmusc is permeated with
foreboding, and tha tiesit to our own time. And as we know from the great Requiems of

Verdi, Berlioz, and FaurZ, these are the very piecesthat last.

HAITINK WAS HAVING agoodnightin general. In seldomimpressed with him as an
interpreter, and | hadn®thoughtmuch of his generalized note-by-note Mozart and Mahler
theweek before. Harbison® Requiem was preceded by an unlikely choice: Beethoven®@

sunny and charming (yet muscaly sophisticated) SymphonyNo. 4. Wha was the point?

| wasn®expecting much.

But Haitink captured themysterious exploratory tread of the dow introdudion, then
made the orchestra eruptinto Beethoven@ ebullient and teasing Allegro vivace. A reed
problem caused a sour oboesplat from the source 1@ have least expected, but John
Ferillo (obvioudy unhgpy) recovered for thelovdy Trio in the third-movement Scherzo.
The QroiceOof this symphony,though,is surely the clarinet, and William R. Hudginshad

oneof hisbest nights too.

What Haitink managed to do here that he hadn®donethe week before was maintain
movement. In the low movement, pulsing cellos basses, and timpani kept theriver

flowing. Tha pulse would occasiondly rise to thesurface, then subsdeagan into the
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undecurrent. Thethird movement was ajolly frolic; thefinde was dynamic and buoyant.
Theorchestramaintained its articulation at increasing speeds and changing volumes (you
could hear every nate in the basses as they flew along). Andthe best jokewas saved for
last: the sudden foot onthe brakes (over already?), then onelast exploson of mirth N

Beethoven® GGotchad O

So wha could have been better preparation for thetragic Requiem than a symphonyof
such comic spirit? Haitink obvioudy took pleasurein this contrast. Andthe Beethoven
mug be a piece hefeels pluggel into. | aso sugpect tha theclose work hemus have put

into the demanding new piece pad off in his handling of theold one
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Appendix F

MUSIC REVIEW; A Requiem ConsciousOf Its Debt To the Past

By BERNARD HOLLAND

Published: March 11,2003

TheNew York Times

JohnHarbison might have won more hearts had helived in another time. Hisown isan
ageof invention, when newnessis prized aboveall else, andiconodasm takesona
certain sanctity. Mr. Harbison® new Requiem seems to favor inheitance over

estranganent: more like Brahmsthan Berlioz. It speaks alanguaye (or languayes) we

think we already know and undetakes to make them work in the best way possible.

Written over 17 years and broughtto SymphonyHall over theweekend unde a Bogon
Symphonycommission, the Requiem was having its first performances (with its New
Y ork premiere tomorrow nightat Carnegie Hall.) There were four soloists and the

Tanglewood Festival Chorus Bernard Haitink conduded.

O\ sense of andent inheitanceOis here, the composer writes, yet his piece draws not
directly from a deep past but from a more recent one When faced with the appaent

exhaugion of tondity, a number of 20"™-century compogers foundsolace in tondity
prehistory, creating metaphors for thestark, gaping textures and ancient scales of 500

years ago. Three generationslater the Requiem followsin thar wake,

In making his orchestra small and precise and coloring it with percussion, Mr. Harbison
avoids Romantic grandiogty. By creating a choral soundof piercing textures, hegives his
music thering of Machaut and the 14" century, filtered, however, throughthe Stravinsky

of the ®ymphonyof PsalmsOand the Mass. Melodic sequences, angular and irregular,
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soundlike Cubist versionsof Gregarian chant.

No radical decongructionfor this composger. The placement of Latin syllables honoss the
literal meaning of words they want to be undestood. Thesectionsrush from oneto
another with akind of American impaience. And because the Requiem as aform allows
for flexibility, Mr. Harbison, like FaurZ, endswith On Paradisum.OBoth composgers make

it themod lyrical and touching moment of their work.

Thereis more to this piece than smply medievalism revised, butonefeelsin it a chill of
old churches, and this creates the overriding impression. Mr. Harbison describes his piece
as (aplace to betrueto your own thoughs.Ol woud have preferred him to bemore

salfish, butin theend oneadmired his modest steadfastness.

Thesincerity isirreproachable and the craftsmanship questionable only in the severe
difficulty of some chora parts. Admirably, the Tanglewoodsinge's peformed from
memory butat the second peformance on Friday were still feeling thar way aroundthe

problems.

The soprano Christine Brewer was splendid, and her three colleagues, Margaret
L attimore, Paul Groves and Jonahan Lemalu, scarcely less so. Mr. Haitink, who had
conduded an exquisitely modulated Beethoven® Fourth Symphonybefore intermission,

labored with diligence.



114

Appendix G

HARBISON, BSO OFFER A MOVING REQUIEM DEBUT
Author. Richard Dyer, Globe Staff

Date: March 7,2003Page C15 Section: Arts

Y esterday@ storm depleted the audience in Symphony Hall last night, butnotthe
standing-ovaion enthusasm that acclaimed the premiere of JohnHarbison® Requiem. It
isthefulfilling accomplishment of a major composer working in the plenitudeof his

powers and addressing a subject that affects everyone- death, grieving and consolation.

Harbison@work combines two strandsof traditionin setting the Requiem text. One
tradition, daing to thetime of Gregorian chant, isritud, and comfortingin its
impersondity: These are wordsthat have been intoned across centuries for mighty
princes and potentates and for every common and uncommon man; they comfort because
they apply to everybody. At the beginning, Harbison entrugs this dimensonto the
chorus which he uses like the chorusin Stravinsky® augtere ritua works. The other
dimengonis persond and emotiond, a dimenson mog vividly realized in Verdi@
setting. Harbison entruds this persond dimenson at first to the soloists, who represent
individud respons, while the chorusrepresents community. In oneof the many
profoundly moving momentsin the Requiem, thetwo strandscome together in the
Lachrymosa, at thewords QPie JesuQ(GGentle Jesu). By the sublime ending, akind of

cradle songand confident vision of paradise, the human and theritud have become one



115

The Requiemisthework of an experienced master of all thetechniques of musc b
counterpoint, fugue orchestration - and amaster who knows how to put these techniques
in the service of powerful and individud emotiond expression; Harbisonisan alert and
probing reader of thetext. Thecries of AHosannaDare an exubaant whoop Who else

would hear theLast Trumpet in the soundof jazz mutes?

Theorchestrationis brilliant and fresh, althoughthe use of an unusud percussion
ingrument, theflexatone had me whirling aroundto see where the cellphonemight have
been ringing. Harbison tellingly uses timbres of gamelan to accompany thereferencesto
theforgiveness of Mary Magddene and thethief. The promise to Abraham of holy light
isthetraditiond fugue which Harbison entrugts to the solo quatet; it@ as light-fingered

asthefindeto Verdi® GFalstaff.O

There was a supab team of soloists. Soprano Christine Brewer soared across vaulting
prodamatory lines with resplendent tone Margaret Lattimore was glowing and supple in
themezzo pat. Tenor Paul Groves was confident and accurate in a very demanding role,
and bass-baritoneJonahan Lemalu added warmth of toneto those qudities.

Thework of theTanglewoodFestival Chorus, singing from memory, was awe-ingiring
initstond variety, muscal command, and verba responsveness. Bernard Haitink led the
work with undestanding of all itsreferences and resonances of meaning, and with a

propulsiveness tha led thework to its destiny.

The conaert opened with aroughinitial attack on Beethoven®@ Fourth Symphonythat
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soon settled into a paformance of uncommon elegance; the BSO® basses are as nimble

asitsviolins

What onetakes away fromthis program is a sense of gratitude Harbison has enlarged our
experience, created something new tha feels pemanent because it needsto exist. By
assimilating the past, and by turinginward, he has foundnew ways to say thingstha all

of usneed to hear.
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Appendix H
Program Note

In early 1985l began composng, on opposte sides of the same page, two pieces
for which | had no progpects at thetime, both of which waited longfor completion. The
first, thedarker of thetwo pieces, was an opea based on Fitzgeral d@ The Great Gatsby.
Unable to secure rights, | adgpted some of my ideasinto an overture, while others
became Gatsby@ (mainly false) accountof hislifein Act II, notresumed until 199698
when the opaawas written on acommission fromthe Metropolitan Opera company.

The second project, a Requiem, was destined to weave in and out of my
expeience untl the present time. Each return to it was occasioned by different private or
public events. In 19851 wrote much of thelntroit. In 1991,1 was asked for apiece for the
Musdc School a Rivers; the piece | wrote resembles the present Sanc¢us but! misfiled
andlog it for seven years, requiring me to write other musc for Rivers. When the piece
re-appeared, it confirmed tha it was a continugion of thethoughtof the Requiem. Then
in 19951 was asked to be amongthirteen internationd compo<ers, each writinga
movement of a collective Requiem of Recondliation for thevictims of World War ||
(commissiond by the Stuttgart Backakademie for performance with Helmut Rilling). |
was assigneal the Recordare (or close to it), and my piece drew agan onthe core muscal
ideas of theearlier Introit. In 1999 still with no progoects for the piece asawhole, |
composed the Hodias section very spontaneoudy, realizing | was still haunted by the

piece, and deciding to moveto complete it.
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Fortunaely in 2001,a commission from the Bogon SymphonyOrchestra
sanctional theworking through of what had become a highly articulated conception for
virtudly every section. It was interesting, a little surprising, to discover how persistent
thefirst view of the piece had become, how closely my idea of thelargedesign, even
down to the hamonic outlines, was beng pursued. Thisisunusud in my expeience,
even in pieces written quickly.

Since Britten@ War Requiemin 1966,it has been cusomary to introduce other
text material pieces of thiskind, for drama, contrast, or greater relevance. | never
consdered such astrategy. Thetext is astrangecollection Dsectionsof themass,
scripture, an old, podically primitive medieval poam, all added in at different times, but
acquiring aweight and dignity throughuse and age. | wanted a sense of andent
inheitance to inhait my setting: aritud steeped in theinevitability of desth Bgradudly
moving toward consolation and acceptance.

TheLatintext did notseem at al inaccessible to me. Thefanaic passion of my
high school L atin teacher, who ingsted we would beforever benighted withoutfour years
of her subject, left me notwith mastery, butwith asense of familiarity and hamony
aroundwordsin Latin.

| foundit important to consder wha my piece coud add to the many
distinguished pieces of itstype, what therole of the piece for which | had initially
volunteered could be.

My contract was signed in thefirst week of September 2001.1 continued
composng throughMarch 2002 My accountof the genesis of the piece makes clear tha

IS sources go back fifteen years. But the events of that fall mademy purposes clearer. |
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wanted my piece to have a sense of theinexorability of the passage of time, for goodand
ill, of thecommondity of loveandloss. | wanted to open up an aura space where this
could be acknowiedged.

Ideally, this piece is not coercively abouthow you should feel, butrather an offer
of aplace to betrueto your own thoughs. | inscribed, as | wrote this piece over
seventeen years, the names of loved one[ones] who died in tha time, notto tell the
listener aboutmy reaction, but to remind myself that only living dertly in our immediate
lives gives usany comprehenson of war, disaster, destruction on awider scale.

| wanted a way to jump with the text from past to present to future, fromthey to
wetol.

The presence of thesolo singe's hdps They don®sing wunmbersObut are part of
a collective wide-ranging melody tha tracks who is speaking, and fromwha world

Requiem. An accidental collection of wordsaboutmortality (Part 1) and continuity
(Part 11), to be shgped into a pumposful collection of sounds So | decided only to pause
once, to uske arather small orchestra to present my Day of Judgement in the mos frugal
musgcal materials Bindina unde thecloak of rationdity. To offer the conslation of one
so fortunate as to be able to track, for so long atrain of thought in appaent safety, to a
conduson.

-JohnHarbison (September 2002)
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Duration: 55 minutes
First peformance:
March 6, 2003

Bogon SymphonyOrchestra, Bernard Heitink, condudor
Tanglewood Festival Chorus, John Oliver, condudor
Christine Brewer, soprano

Margaret L attimore, mezzo-soprano

Paul Groves, tenar

Jonahan Lemalu, bass-bariton

SymphonyHall, Boson

Repeat paformances. 7 & 8 March, 2003 Symphany Hall, Bogon
12 March 2003 Carneggie Hall, New Y ork



Appendix |

Requiem Text
Chosen and trandated by JohnHarbison

1. Introit
Requiem aeternam, donaeis,
Domine et lux pepaualuceat es.
Te decet hymnus Deus in Sion,
Et tibi reddetur votumin Jerusalem:
Exaudi orationan meam, ad te omnis
Caro veniet. Requiem aeternam donaels,
Doming et lux perpeualucest eis.
Kyrie Eleison.
Christe Eleison.
Kyrie Eleison.

2.Dieslrae

Diesirae diesilla
Solvet saeclumin favilla
Teste David cum Sibylla

Quantustremor est futurus
Quandojudex est venturus
Cunda stricte discusurrud

Tuba mirum spargenssonum
Per sepulcraregionum
Cogd omnes ante thronum

Mors stupébit et naura,
Cum resurget creatura,
Judicanti responsira

Liber scriptus proferetur
In quototum continaur
Undemundusjudicetur.

Judex ergo cum sedebit,
Quidquid | atet, appaebit:
Nil inultum remanebit.
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1. Introit
Eternd rest, givethem
Lord; andlet endless light shineonthem
A songisduetoyouin Zion, O God
and to you will begiven offering in Jerusalem
hear my prayer; al flesh will return
to you. Eternd rest Bgrant them,
Lord, and let endless light shine uponthem.
Lord, have mercy.
Christ, have mercy.
Lord, have mercy.

2.Dieslrae

Day of wrath, that day

in which the ages are melted to ashes B
As predicted by David and the Sybil.

How much trembling will there be
when the judgeappears,
Everything will berelentlessly examined.

Thetrumpet, spreading its wondroussound
throughthe graves of theearth
draws everyonebefore thethrone

Death and naure are stunned,
al creatures reawaken
To answer to thejudge

Aninsribed bookis broughtforward
in which everythingis contained
Thusshdl theworld bejudged.

Thejudgetake his seat
Everything hidden isrevealed.
Nothing unavenged remains



Quid Sum Miser

Quid sum miser tuncdicturus?
Quem paronumrogaurus
Cumyvix Jugussit securus?

Rex tremendae majestatis,
Qui salvandossalvas gratis,
Salvame, fonspietatis.

Recordare

Recordare, Jesu pie,
Quodsum causatuee viae:
Ne me perdasilladie.

Quaerensme, sedigti lassus
Redemisti Crucem passus:

Tantuslabor nonsit cassus

Jud judex ultionis,
Donumfac remissionis
Ante diem rationis.

Ingemisco, tamquam reus
Culparubd vultusmeus
Supplicanti parce, Deus

Qui Mariam absolvidti,
Et latronem exaudigti,
Mihi quoquespem dedisti.

Preces meae suntdignéee:
Sed tu bonusfac benigne
Ne perenni cremer igne

Inter oves locum praesta,
Et ab hoealis me sequestra,
Statuensin parted extra.

Confutatis (Lacrymosa)
Confutatis maledictis

Flammis acribusaddictis,
Vocame cum bendlictis.

Oro supplex et acclinis,
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Quid Sum Miser

Wha can | say, apoorwretch?

Wha defende will arguefor me

When even thejud are scarcely secure?

Powerful King of majesty
Who freely saves those who can be saved,
Save me, O fountain of mercy.

Recordare

Remember, goodJesus

tha | am thereason for your life:
Do not abandonme on this day.

Seeking me, you became tired,

Y ou have redeemed throughyour suffering
onthecross.

Let notsuch labor bein vain.

Righteousjudgeof vengeance,
Grant thegrace of pardon
Before theday of reckoning.

| groan because | am guilty
Shame reddensmy face
Pardonyour supplicant, O God.

Y ouwho absolved Mary Magddene,
and pardonel thethief,
you give me, then, some hope

My prayers are notworthy,
butyouin goodneas mug bless me,
Or | dieintheeternd fire.

Give me a place amongthe sheep,
and shdter me asalamb,
Standing at your right hand.

Confutatis (Lacrymosa)

When you have confoundel thewicked
and assignad them to crud flames
Summon me amongthe elect.

| beg knedling and bent over,
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Cor contritumquas cinis: with heart contrite and reduced to ash:
Gere curam mei finis. Carefor mein my last hour.
Lacrymosadiesilla, That tear-filled day

Quaresurget ex favilla when hereturnsfromdug B
Judicandushomo reus This guilty man aboutto bejudged.

Huic ergo parce, Deus Spae this peson, O God:

Pie Jesu Domine Gentle Lord Jesus

Donaeis Requiem. Amen. Grant them rest. Amen.

3. Offertorium 3. Offertorium

Domine Jesu Chrigt, Rex gloriae Lord Jesu Chrigt, king of glory

Libera animas omnium fiddium free the souls of al thefaithful
Defundorum de poenis inferni departed fromthe pangsof hdl andthe

Et deprofundolacu: liberaeas bottomless pit: free them from the mouth of
De ore leonis, neabsorbest eas tartarus thelion, tha Tartarusnotaborb them;

Ne cadant in obscurum: sed signifer tha they donat fall into darkness: And let
Sanctus Michael repraesentet easin the standad-bearer, blessed Michael bring
Lucem sanctam: them to holy light

Quam olim Abrahae promisisti et semini g uswhich you promised to Abraham and his

Hodias et presestibi, Domine We offer you, Lord, asacrifice of prayer and
praise

Laudis offerimus tu suscipe pro animabusillis accept these in behdf of these souls

Quarum hodie memoriam facimus fac eas, we remember today. Let them,

Domine demorte trangrie ad vitam. Lord, fromdegth, passto life.

4. Sanctus 4. Sanctus

Sanctus Sanctus Sanctus Holy, holy, holy

Dominus Deus Sabaoth Lord, God of theforces of heaven.

Pleni suntcodi et terragloriatua Heaven and earth are full of yourglory.

Hosannain excelsis. Hosannain the highest.

Benedictus qui venit in nomineDomini.  Blessed is he who comesin theLord®
name.

Hosannain excelsis. Hosannain the highest.

5. AgnusDsei 5. AgnusDsei

AgnusDsei, quitollis peccata mundi Lamb of God, who takes away the sinsof
theworld

Donaeis Requiem. Grant usrest.

AgnusDsei, quitollis peccata mundi Lamb of God, who takes away the sinsof
theworld

Donaeis Requiem. Grant usrest.

AgnusDsei, quitollis peccata mundi Lamb of God, who takes away the sinsof

theworld
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Donaeis Requiem sempiternam. Grant useternd rest.

6. Lux Aeterna 6. Lux Aeterna

Lux aeernaluceat eis, Domine: Cum sanctis tuis Let endless light shine on them, Lord, with your
saints

In agternam: quiapiuses. Througheternity, because you are
compassionde.

Requiem aeternam donaeis, Domine Et lux Lord, give them eternd rest, and let

Perpetualucedt eis. Perpetud light shine on them.

7.Liberame 7.Liberame

Liberame, Domine de morte agterng, Save me, Lord, frometernd death, onthat

indieilla terrible day

Tremendae, quandocodi movendi suntet terra when the heavensand the earth are
shaken,

Dum veneisjudicare saeculum per ignen.  When you come to judgethe universe by
fire.

Tremensfactussum ego et timeo, dumdiscussio  Trembling shakes me, and fear, as|
wait

Veneit atqueventuraira For thejudgmnent and the wrath to come.

Diesirae diesilla, calamitatis et miseriae, dies That day of ange, tha day, disaster and
misery

Magnaet amaravade Significant day and full of bitterness.

Requiem aeternam, donaeis, Doming et lux Lord give them eternd rest, and let

Perpetualucedt eis. Perpetud light shineuponthem.

In Paradisum In Paradisum

In paadisum deducant angdi, in tuo Let angdslead youto paradise, and at your
arrival

Adventu, suscipiant te martyres et perducantlet the martyrs take you up and lead you into
the

Tein civitatem sanctam Jerusalem. Holy sanctuary Jerusalem. Let achorusof
angds

Chorusangdorum te suscipiat, et cum welcome you, and with Lazarusas well as
thepoor

Lazaro quondan paupeae aeternam habeas will you have eternd peace.
Requiem.
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