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CHAPTER ONE 

BIOGRAPHY OF JOHN HARBISON, REQUIEM INFORMATION 

 

 John Harbison is one of AmericaÕs most prominent composers. Among his 

principal works are four string quartets, three symphonies, the cantata The Flight Into 

Egypt, which earned him a Pulitzer Prize in 1987, and three operas, including The Great 

Gatsby commissioned by The Metropolitan Opera and premiered to great acclaim in 

December 1999. 

  HarbisonÕs music is distinguished by its exceptional resourcefulness and 

expressive range. He has written for every conceivable type of concert performance, 

ranging from the grandest to the most intimate, pieces that embrace jazz along with the 

pre-classical forms. He is considered to be Òoriginal, varied, and absorbingÓ (Fanfare 

1993) - relatively easy for audiences to grasp and yet formal and complex enough to hold 

our interest through repeated hearings. His style boasts both lucidity and logic. Harbison 

is also a gifted commentator on the art and craft of composition and was recognized in his 

student years as an outstanding poet (he wrote his own libretto for Gatsby). Today, he 

continues to convey, through the spoken word, the multiple meanings of contemporary 

composition. 

  Works include Four Psalms, commissioned by the Israeli Consulate of Chicago 

and composed to celebrate the fiftieth anniversary of the founding of the State of Israel; 

Olympic Dances, written for the National Band Directors Association and choreographed 

by Pilobolus; a Flute Concerto for the American Composers Orchestra, the St. Paul 

Chamber Orchestra, and the Oregon Symphony; a Sonata for Saxophone and Piano, 
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commissioned by 100 saxophonists; Emerson, a choral work written for the centennial of 

the University of Wisconsin; and Flashes and Dedications, a song cycle for  

Sanford Sylvan and David Breitman. Harbison was one of twelve composers invited to 

compose a section of a Requiem commemorating the victims of World War II, performed 

on the fiftieth anniversary of V Day by the Stuttgart Bachchor and the Israel 

Philharmonic, conducted by Helmut Rilling. 

  The 2001-2002 season saw the premiere of Six American Painters, for flute and 

chamber ensemble, Aria: Song for the Rainy Season for the New York Philomusica, and 

the String Quartet No. 4, commissioned by the Santa Fe Chamber Music Festival for the 

Orion String Quartet. Premieres included Partita, a Minnesota Orchestra centennial 

commission, the ensemble version of Motetti di Montale, and the song cycle North and 

South by the Chicago Chamber Musicians. Major revivals of The Great Gatsby took 

place at the Lyric Opera of Chicago in October 2000 and at the Met in May 2002, and of 

Four Psalms by the Cantata Singers of Boston last year, and by the American Composers 

Orchestra in New York in November. HarbisonÕs Requiem, commissioned by the Boston 

Symphony Orchestra, premiered in March in Boston and New York, and his second 

Piano Sonata (for Robert Levin), premiered in April. He is currently at work on his 

Fourth Symphony (for the Seattle Symphony), a piano trio, and a two-piano concerto for 

Randall Hodkinson and Leslie Amper.  

 Harbison has been composer-in-residence with the Pittsburgh Symphony, the Los 

Angeles Philharmonic, Tanglewood, Marlboro, and Santa Fe Chamber Festivals, and the 

American Academy in Rome. His music has been performed by many of the worldÕs 

leading ensembles, and more than forty of his compositions have been recorded on the 
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Nonesuch, Northeastern, Harmonia Mundi, New World, Decca, Koch, Centaur, 

Archetype, and CRI labels. Musica Omnia recently released his second disc of works for  

string quartet, and CRI has reissued a volume of early works.  

  As conductor, Harbison has led a number of leading orchestras and chamber 

groups. From 1990 to 1992 he was Creative Chair with the St. Paul Chamber Orchestra, 

conducting music from Monteverdi to the present. In 1991, at the Ojai Festival, he 

conducted the Scottish Chamber Orchestra. During the 2003 season he guest-conducted 

the Seattle Symphony. Former music director of the Cantata Singers in Boston, Harbison 

has conducted many other ensembles, among them the Los Angeles Philharmonic, the 

Boston Symphony, and the Handel and Haydn Society. For many years he has been 

principal guest conductor of Emmanuel Music in Boston, leading performances of Bach 

cantatas, seventeenth-century motets, and new music. 

 Harbison was born in Orange, New Jersey on 20 December 1938 into a musical 

family. He was improvising at the piano by five years of age, and he started a jazz band at 

age twelve. He did his undergraduate work at Harvard University and earned an MFA 

from Princeton University. Following completion of a junior fellowship at Harvard, 

Harbison joined the faculty at the Massachusetts Institute of Technology where, in 1984, 

he was named Class of 1949 Professor of Music, in 1994 Killian Award Lecturer in 

recognition of Òextraordinary professional accomplishments,Ó and in 1995 named 

Institute Professor. He has also taught at CalArts and Boston University, and in 1991 he 

was the Mary Duke Biddle Lecturer in Music at Duke University. 

  In 1998, Harbison was named winner of the Heinz Award for the Arts and 

Humanities, a prize established in honor of the late Senator John Heinz by his wife 
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Teresa Heinz to recognize five leaders annually for significant and sustained 

contributions in the Arts and Humanities, the Environment, the Human Condition, Public  

Policy and Technology, and the Economy and Employment. Among other awards the 

composer has received are the Distinguished Composer award from the American 

ComposerÕs Orchestra (2002), the Harvard Arts Medal (2000), the American Music 

CenterÕs Letter of Distinction (2000), the Kennedy Center Friedheim First Prize (for his 

Piano Concerto), and a MacArthur Fellowship in 1989. He also holds four honorary 

doctorates. Much of his violin music has been composed for his wife, Rose Mary, and 

with her, he serves as artistic director of the Token Creek Chamber Music Festival on the 

family farm in Wisconsin. 

  Furthering the work of younger composers is one of HarbisonÕs prime interests, 

and he serves on the boards of directors of the Copland Fund and the Koussevitzky 

Foundation. His music is published exclusively by Associated Music Publishers.1 

 HarbisonÕs Requiem was commissioned by the Boston Symphony Orchestra in 

2001, with the contract signed one week before 11 September 2001. It was premiered by 

the Boston Symphony and the Tanglewood Festival Chorus, on the occasion of the 

centennial of Symphony Hall, on 6 March 2002, with Bernard Haitink conducting. 

Composed over a seventeen-year period, the core musical ideas of the piece originated in 

1985 with a mostly completed Introit. In 1991 Harbison wrote a piece that resembles the 

present day Sanctus, and in 1995 he wrote a Recordare. In 1999 Harbison penned a 

Hostias section, still with no clear prospect of the piece as a whole. It was only in 2001, 

with the advent of the Boston Symphony commission, that Harbison began putting all the 

                                                
1 John Harbison, www.schirmer.com/composers/harbison_bio.html (accessed 5 May 
2008). 
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pieces together for a complete Requiem. 

 The Requiem is divided into two sections.  

 Part I (mortality) includes 
 Introit 
 Sequence 
  I. Dies Irae 
  II. Tuba mirum 
  III. Liber scriptus 
  IV. Quid sum miser 
  V. Recordare 
  VI. Confutatis-Lacrymosa 
 
 Part II (continuity) includes 
 Offertory 
   Sanctus 
 Agnus Dei 
 Lux eterna 
 Libera me 
 In paradisum 
 
 
 Harbison used what has largely become the standard Requiem text in its most 

complete form. The breakdown of the text, its similarities and differences to other well-

known Requiems and the significance of its setting, will be discussed throughout the 

analysis. Only one additional note is necessary here; Harbison did not believe in adding 

anything to the pre-existing Requiem text, as Benjamin Britten did in his War Requiem, 

for example. The Harbison Requiem is performed in Latin and he has provided his own 

translation into English for the performance program (see Appendix F). 

 The Requiem, which lasts about an hour in performance, is scored for 2 flutes,  

2 oboes, 2 clarinets in B-flat, 2 bassoons (2nd doubling contrabassoon), 2 horns in F,  

2 trumpets in C, 3 trombones, timpani, percussion (3 players), piano (doubling celesta),  

harp, SATB Chorus and strings. Although not listed separately, he also employs four 

vocal soloists: soprano, mezzo-soprano, tenor and bass-baritone. 
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CHAPTER TWO 
 

BRIEF HISTORY OF REQUIEMS 

 

 The history of the Requiem is vast and impressive, although it has not been 

heavily researched nor written about. It is a prominent, influential musical form, and 

literally thousands of Requiems have been written throughout the ages,1 yet most people, 

even musicians, can only name a handful of them. It is only in the last forty years that any 

definitive works have been published on the Requiem: one by Alec Robertson in 1967 

and another by Robert Chase in 2003. Until very recently, no major sources on the 

Requiem existed. Its extensive history has been largely, and mysteriously, overlooked. 

 The name Requiem is taken from the first words of the Introit: Requiem aeternam, 

which means eternal rest. In Latin, it is known as the Missa pro defunctis, or Mass for the 

Dead. Masses for the dead have been celebrated since pre-Apostolic times when Òthe 

Jews prayed that the immortal souls of the just might requiem aeternam (rest eternal), 

and sources from the second century mention this celebration of the Eucharist, as do the 

New Testament apocryphal Acts of John and the writings of Tertullian from the third 

century.Ó2  

 The musical history of the Requiem typically follows the ebbs and flows of 

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

                                                
1 In 1941, the American musicologist Charles Warren Fox had composed a list of more 
than one thousand Requiem settings, while simultaneously stating that his catalogue was 
far from complete. More likely, the number of works in existence is between two 
thousand and twenty-five hundred. See Robert Chase, Dies Irae. A Guide to Requiem 
Music (Lanham, MD: Scarecrow Press, 2003). xiv.  
2 Ron Jeffers, Translations and Annotations of Choral Repertoire (Corvallis, Oregon: 
Earthsongs, 1988), 62. 
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orchestras, large choruses and dramatic settings of the text, for example. This was not 

necessarily the case at the beginning of the development of the Requiem, however. The 

Requiem was originally set to monophonic chant melodies. Even when the music around 

it continued to develop with the addition of more voices and textures, Requiem settings 

throughout the fourteenth century continued to maintain a solemn attachment to a  

single-line melody in chant style.  

 The structure of the Requiem gradually evolved throughout the early Middle 

Ages, and its present shape was in place by around 1300. It generally followed the same 

order as the Roman Mass, with some notable exceptions. The Ordinary of the Mass 

consists of the Kyrie, Gloria, Credo, Sanctus and Agnus Dei. Of these, the Gloria, being 

of a joyous nature, and the Credo, a long, didactic recitation of beliefs, are not used in the 

Requiem Mass. The Requiem Mass utilizes the following texts (with their translations): 

 

Introit  Requiem aeternam (rest eternal) 

Kyrie   Kyrie eleison (Lord, have mercy) 

Gradual Requiem aeternam (rest eternal) 

Tract  Absolve, Domine (absolve, Lord) 

Sequence Dies Irae (day of wrath) 

Offertory Domine, Jesu Christe (Lord, Jesus Christ) 

Sanctus Sanctus (holy) 

Benedictus Benedictus qui venit (blessed is he who comes) 

Agnus Dei Agnus Dei (Lamb of God) 

Communion Lux aeterna (perpetual light) 
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Responsory Libera me, Domine (deliver me, Lord) 

Antiphon In paradisum (into paradise) 

  

 Technically speaking, the Responsory and the antiphon, In paradisum, do not 

belong in the Requiem Mass per se. The Responsory is sung after the Mass has been 

concluded and the In paradisum is sung at the gravesite. The above liturgical order, 

which was codified by the Council of Trent (1545-1563), is not always followed by 

composers. In fact, the full setting of the Requiem text is fairly unusual, especially since 

the Sequence is so long and complex, consisting of 17 three-line stanzas of accentual, 

trochaic meter with two-syllable rhymes. Additionally, the text has deep theological, 

spiritual and philosophical overtones that do not always resonate with some composers. 

So, they leave out parts about which they disagree, and, especially since BrittenÕs 

Requiem, often add other lyrics that more accurately reflect their own personal 

theological convictions or philosophical perspective. 

 As mentioned earlier, the Requiem settings seem to drag behind the current 

musical styles, at least in early years of the Renaissance. The first polyphonic Requiems 

began to appear in the Lowlands during the fifteenth century by the masters Dufay and  

Ockeghem.3 By the early seventeenth century, there were hundreds of beautiful 

polyphonic settings of the Requiem text, although very few are ever performed today. 

Among the pieces languishing in obscurity are works by Palestrina, Cardoso, Lobo, 

Victoria and Caurroy. 

                                                
3 Robert Chase, Dies Irae: A Guide to Requiem Music, xvi.  
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 The Requiem text is a prayer for the dead. It was not until the Reformation that 

anyone had questioned the appropriateness of this practice. ÒFrom 1530 onwards, Luther 

and Melanchthon joined Calvin and Zwingli in rejecting this doctrine, consistently with 

their teaching that salvation is by grace alone. In reply, the Council of Trent defined the 

existence of purgatory, insisted that the souls detained there are helped by acts of 

intercession of the faithful, and especially by the sacrifice of the Mass.Ó4 Naturally, the 

number of Requiem Masses proliferated greatly from then on, and musical settings of the 

Requiem text along with them. On the Protestant side, memorial services sprung up as a 

way to remember the deceased, and the Requiem text was rarely used. 

 As a reaction against the polyphony of the Renaissance, a new declamatory style 

called monody ushered in the Baroque Era, and composers were quick to adapt it to the 

Requiem Mass. Music became much more ÒfussyÓ and decorative, and the text began to 

serve the music instead of music serving the text, as in chant. Ironically, the Baroque Era 

reached its maturity with the music of J. S. Bach and Handel, neither of whom wrote a 

Requiem. This was due, in no small part, to the fact that Bach was a devout Lutheran and 

Handel spent much of his professional life in the Anglican country of England.  

 It was around this time of the Baroque Era that the German ÒRequiemÓ arose that 

was developed into the funeral motet or cantata. Composers such as SchŸtz, Hassler, 

Scheidt, Schein, J. C. Bach and Praetorius cultivated this form in the German language. 

The trend continued into the Romantic Era with the crowning achievement of Johannes 

BrahmsÕ A German Requiem, perhaps one of the best-known choral/orchestral pieces in 

                                                
4 Richard P. McBrien, Catholicism (Minneapolis: Winston Press, 1980), 1140.  
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the world. The Anglican ÒRequiemÓ was being developed at the same time in England by 

Henry Purcell using texts from the Book of Common Prayer. 

 Instruments were being introduced into the music of the Renaissance, so it was 

not long before they also appeared in Requiems, not just for doubling vocals parts, but as 

stand-alone accompaniments. The polychoral music of Willaert and Gabrieli, as well as 

the madrigal style of Monteverdi crept into the Requiems of the day, and Òby mid-

century, the music of the Counter-Reformation has adopted all the sound qualities and 

nuances of the seventeenth-century opera and instrumental style.Ó5 Spectacular Requiems 

written by composers such as Cavalli, Pitoni, Lotti, Marcello, Hasse, Charpentier, 

Scarlatti, Biber and Cimarosa are virtually unknown today and receive almost no 

performances anywhere. 

 It was not until the Viennese school of Mozart, Haydn and Beethoven that the 

Requiem began to receive its due. In fact, MozartÕs Requiem is perhaps the most famous 

and most continually performed Requiem in the genre. The move toward symphonic 

Requiems had begun, and it became more and more difficult to perform Requiems within 

the confines of a liturgical service. The Classical Requiems of Michael Haydn and 

Cherubini remain masterpieces of religious drama. 

 By the time the Romantic Era was in full flower, most Requiems were being 

composed for the stage, not the church. Some of the most famous Requiems were 

composed during this time, including ones by Berlioz, Dvorak, Brahms and Verdi. These 

great works continue to receive regular performances throughout the world. The drama of 

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

                                                
5 Chase, Dies Irae: A Guide to Requiem Music, xviii.  
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and Renaissance style, especially as embodied in the Caecilian Movement. Requiem 

settings by Liszt, Bruckner and Gounod epitomized this more conservative style. 

 The twentieth century did not cause any abatement in the writing of Requiems, 

although it did produce many compositions that necessarily modeled the unpredictable 

music of its time. Three styles of Requiems simultaneously developed: the liturgical 

Requiem, the secular Requiem and the war Requiem. Durufle modeled a gentle French 

approach in his Requiem, while Kubelik and Blacher chose the German Expressionist 

ideal. Ligeti wrote a Requiem that used dense atonal harmony. More traditional works 

were written by Lloyd-Webber, Penderecki and Thompson, and some composers were 

already experimenting with additional texts in conjunction with the Missa pro defunctis. 

 A new and passionate type of Requiem developed during the twentieth century, 

due to the proclivity of nations to constantly be fighting each other. Kabalevsky, Tomasi, 

Mauerberger and Britten all wrote well-known war Requiems, of which BrittenÕs is no 

doubt the most famous. These Requiems generally used additional texts that provided a 

more personal viewpoint alongside the Latin text of the Requiem.  

 The Introit (Requiem aeternam), the oldest of the Requiem texts, has its biblical 

roots in the Fourth Book of Esdras, Psalm 64 and Isaiah. The original chant melody is 

florid and peaceful. The concept of eternal rest (especially Òsleeping with their fathersÓ) 

goes all the way back to Genesis (see Gen. 47:30). 

 Kyrie eleison is the only Greek text in the Requiem Mass, and its origins are very 

ancient, going back to at least 400 A.D. It is also found in the Ordinary of the Mass and is 

prayed even today in Catholic churches everywhere (Ordinary does not mean ÒordinaryÓ; 

it comes from the Latin word ordinal, which means Òto countÓ). It is translated ÒLord, 
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have mercy,Ó and it is paired with Christe eleison (Christ, have mercy), so that there were 

nine recitations, three Kyries, three Christes and three Kyries. Because of this tripartite 

form, many composers used an ABA construction for this part of the liturgy.  

 The Graduale and Tract were sung between the readings during the Liturgy of the 

Word, and go back to the ninth century. There were several alternatives as far as textual 

choices were concerned, and one of them, Sicut cervus, has gone on to have a life of its 

own, due to famous settings by Palestrina and others. It fell out of practice after the 

Medieval times and is rarely used in contemporary liturgy. 

 The very last piece to be inserted into the Requiem Mass was the Sequence, often 

known by its first words, Dies irae, which means ÒDay of wrath.Ó It is a long Medieval 

poem that graphically pictures the horror of the last judgment. Its power has compelled 

composers to set it separately, and it has also repelled composers to the point that they 

left it completely out of their Requiem texts (Faure is an example of the latter.) The textÕs 

origins are ancient, although it was not assembled and written until around 1300. There is 

much conjecture concerning its actual authorship (six lines were apparently added later), 

but it wasnÕt until the Council of Trent that it became officially included in the Requiem 

Mass text. The text has been used by Goethe in Faust, by Sir Walter Scott in Lay of the 

Last Minstrel and by many others.6 

 The Offertory is a combination of several prayers, one of which is a prayer for 

people on the verge of death, and another prayer of offering. In the Roman liturgy, it is 

simply covering the liturgical action of setting up the altar, taking a collection and 

bringing gifts to the altar in preparation for the Eucharistic Prayer or Canon. It is roughly 

                                                
6 Ibid., 73. 
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1000 years old. The Quam olim Abrahae promisisti was often set as a fugue from the 

Classical Period onward, MozartÕs Requiem being a good example. 

 The Sanctus, which is also found in the regular Roman rite, has been in constant 

liturgical use since the fourth century, but its roots extend back to Is. 6:3 (Kadosh, 

Kadosh, Kadosh in Hebrew). The Benedictus is 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 

Sunday. The form of the Sanctus, in which the Hosanna is repeated at the end, has 

enticed composers to reprise the Hosanna, making a modified ABA form. Because the 

beginning of the Sanctus is glorious and the Benedictus is a blessing, composers have 

written a fast-slow-fast combination to provide contrast in the movement. But, as 

mentioned earlier, many composers leave out (or in the twentieth century, add) texts, 

presumably because they do not suit their musical or theological tastes. Berlioz, for 

example, did not even set the Benedictus in his Requiem, but ended the Sanctus with a 

great fugue, going directly into the Agnus Dei.  

 The Agnus Dei is the last of the Ordinary Mass sections. It is found embedded in 

the Ambrosian rite from antiquity and has been used in the Roman rite since about the 

fifth century. Its obvious reference is to Jesus, whom John the Baptist referred to as ÒThe 

Lamb of GodÓ in John 1. The symbolism of the lamb is rooted in ancient Jewish practices 

and rites, especially the lamb that is offered as expiation for the sins of the people. It is a 

tripartite form like the Kyrie. Before Trent, there were many colorful tropes that were 

sung as the Body and Blood of Christ was being distributed into various cups and patens 

for distribution during Communion. The Council of Trent put a stop to that, but oddly 

enough, Vatican II Council brought it back, now in English. Even today, the tropes ÒSon 
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of God,Ó ÒCup of Life,Ó etc. are used every Sunday. It is also the only one of the 

Ordinaries to have a word change from the Sunday version. At the end of the verse, 

instead of saying, Òmiserere nobis,Ó the Requiem text uses, Òdona eis requiem.Ó 

 The Communion text echoes that of the Introit and many composers have taken 

that opportunity to repeat musical ideas from the Introit. The theme of Lux aeterna 

(eternal light) and lux perpetua (perpetual light) has resonated throughout Christendom 

with the ancient custom of lighting candles for the deceased. 

 The official Requiem liturgy is now completed, but as often happens with ritual, 

there is more. A form of the Responsory (Libera me) is still sung at what is called the 

Rite of Commendation over the casket. It was a very late addition to the rite, included 

around the fourteenth century. Along with the In paradisum,7 it makes for a solemn 

ending to the rites in the church itself, as the presider incenses the body and the 

pallbearers carry the casket out of the church to the gravesite. 

 

 

 

 

 

 

 

                                                
7 The In paradisum refers to the most important of all of JesusÕ miracles, the raising of 
Lazarus from the dead. It is in this story, found in John 11, that Jesus confidently states, 
ÒI am the resurrection and the life. He who believes in me will never die.Ó This is the last 
thing the mourners hear as they are carrying out the body of the deceased to the gravesite, 
and is intended to give hope to all. 
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CHAPTER THREE 

ANALYSIS OF REQUIEM, PART I, BY JOHN HARBISON 

 

 One of the characteristics of good art is its ability to be multivalent, or in the 

vernacular, ÒthickÓ with meaning. Great music stands the test of time because it can be 

reinterpreted and explored in depth by each new generation. There are always new things 

to be discovered. Harbison provides an example of this in the first measure of the 

Requiem.  

 

 

Ex. 1. Chorus, three different analyses, m. 1. 

  

 

 Is the very first chord a D minor triad in first inversion with an added D-flat in the 

bass? Or is it a bi-tonal chord with D-flat major on the bottom (D-flat and F) and an open 

fifth D on the top (D and A)? Perhaps it is a D minor-major seventh chord in third 

inversion, with the major seventh in the bass, and the bass note respelled as a C-sharp. 

There could be arguments put forth for any of these three interpretations. This sonority 



16 

         

could also be analyzed as the set class (0148), although Harbison did not think in terms of 

set theory when writing the Requiem. 

 Had Harbison been listening to Igor StravinskyÕs Dunbarton Oaks Concerto 

recently? If so, then the first analysis might be the best. The chord is functionally a D 

minor chord and the bass is simply an alteration or a Òwrong noteÓ in the chord. Why 

would someone write in this manner?  

 Stravinsky wrote like that in the Dunbarton Oaks Concerto because he wanted it 

to sound like Bach but modern at the same time. His use of formal Baroque structure, 

orchestration, and style was somewhat mitigated by his rather jocular use of non-chord 

tones and angular time changes. This seems to be far from HarbisonÕs ideal. His goal was 

to explore the tension and ambiguity that this type of chord creates. Perhaps the composer 

wished to emphasize a D minor tonality, but without sounding like a Franck symphony. 

Additionally, the highest scored note (in the soprano part, doubled in violin 1) is a D, 

which is the note to which the listener would most often gravitate. 

 The bitonal analysis also holds weight. Many modern composers have used this 

technique, notably Stravinsky in the beginning of the second tableau of Petrushka and 

Charles Ives in his 1910 revision of Variations on ÒAmerica.Ó Harbison may have used 

bitonality to create a kind of pull between two poles. Considering the gravity of the text, 

could this be a reflection of both life and death coexisting in the same auditory sphere? 

 The third possible option is simple to explain. The chord is a D minor-major 

seventh chord, using the harmonic minor scale, which creates the major seventh in the 

bass in third inversion. Does D minor have a formal harmonic function in the piece? Is 
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there a tonic-dominant relationship somewhere to be found? A further analysis of the 

whole Introit will help answer these questions. 

 Whichever analysis seems to ring most true, the purpose of the chord is clear in its 

ambiguity. An ominous D-flat rings in the timpani, low strings, harp and piano, while a 

half-step relationship is set up in other voices. The remaining inner parts can be aligned 

either with the D-flat or the D, depending on which of the above arguments holds true. 

Clearly, if this is even an argument that needs to be solved, it revolves around the 

functionality of D or D-flat. D minor seems to be indicated in the early part of the Introit, 

at least in the upper three parts of the chorus (and doubled in the strings). But the D-flat is 

voiced on the bottom, to be the root and foundation of the sound. 

 Measure five provides a clearer direction. The D-flat pedal continues to drone 

even as basses and upper cellos abandon it to provide another layer of seventh chords 

over it.  

 

Ex. 2. Chorus and strings, layers of seventh chords, m. 5. 

 

 Instead of a minor/major seventh chord, as in the first chord of the piece, they 

now move to minor sevenths, forming, in m. 5, a D minor-major seventh, C dominant 

seventh, F dominant seventh and A minor (with an aberrant G-flat), all over a D-flat 
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pedal. Notice how the melodic movement of the soprano line outlines a D minor scale 

and triad. It is becoming easier to prescribe a more tonal harmonic schema now. 

 Some theorists say that it is the dominant chord that determines whether a piece 

contains functional harmony, not the tonic chord.1 If this is the case, m. 10 provides an 

interesting clue. Casting aside the A-flat in the bass, just as one might discard the D-flat 

at the beginning, the remaining voices create a clear A minor harmony. Remembering 

that the opening chord could be construed as a D minor chord with a D-flat root, the 

chord in m. 10 is the same chord, up a perfect fifth, acting as a v chord, albeit a minor 

one. 

 

 

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

 

 The ambiguity of the Introit continues, however. The Òv chordÓ does not resolve. 

In fact, the relative strength of the i-v relationship between mm. 1 and 10 is simply 

dropped, or perhaps slightly diminished, as m. 18 begins a period of tritone relationships, 

not perfect fifths, as the piece moves from a homophonic texture to a polyphonic one. 

The tonal functionality of the Introit will have to remain unsolved for the moment. 

                                                
1 Joseph N. Strauss, Introduction to Post-Tonal Theory, 2nd ed. (Upper Saddle River, NJ: 
Prentice-Hall, 2000), 112.  
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 Measure 18 moves from a homophonic to a polyphonic texture, using a five-note 

motive. Sarah Schaffer, HarbisonÕs assistant, responding to a question concerning 

HarbisonÕs use of set theory, replied, ÒMr. Harbison works very much, and very 

intentionally, at a motivic level, but not, as you guessed, in a set-theoretic method.Ó2 

  The initial motive, first voiced in the soprano part and doubled in violin 1, 

outlines a B-flat minor triad, then the top 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 half step. The 

relationship between the two Òkey centersÓ is a tritone, an interval that will hold some 

import later in the piece. The imitative answer in the alto finishes off the E minor seventh 

chord with an E minor triad and uses the exact intervallic relationships as the  

initial theme. When combined with the second imitative entrance in the tenor (m. 20), the 

alto part forms a B-flat minor seventh chord just like the E minor seventh chord that was 

formed in m. 19. So, the two imitative combinations form a Bb minor seventh chord and 

an E minor seventh chord, establishing a tritone relationship, one half step tighter than the 

perfect fifth relationship established in the opening section (mm. 1-17). 

 

Ex. 4. Soprano, five-note motive, m. 18. 

 

 The development of the five-note motive begins in m. 22, with the soprano 

adjusting the rhythm to provide a stronger anacrusis to the downbeat. Imitation follows as 

before. The second time the soprano enters, in m. 24, the entrance is anticipated by one 

                                                
2 Sarah Schaffer, e-mail message to author, 19 June 2007.  
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beat and eliminates the second and third note of the motive in favor of the fourth and fifth 

notes. This turns out to be the opening notes of a second theme that, rather than five 

notes, is five measures in length, and contains a distinctive downward octave leap at the 

end. The opening notes of both the new motive and the answer remain the same as 

before: F and B. The imitation goes through the voices one time only, at which time 

Harbison moves back to a homophonic texture in m. 31 with the text, Exaudi orationem 

meam. 

 Up until now, the instrumental forces have largely doubled or otherwise directly 

supported the vocal parts. Beginning in m. 30, the strings begin a hemiola pattern, which  

continues through m. 35. This pattern of Ò2Ó against Ò3Ó adds rhythmic interest to a five- 

measure section that is sung in a straight homophonic texture. It is much easier to hear 

harmonic structure when it is vertically aligned, and the starkness of the C-G in the 

chorus stands in contrast to the mellifluous lines of the polyphony that preceded it. In m. 

32, the bass and tenor move to create tension in the chord. The bass moves up a half step 

from G and the tenor moves down a half step from G. This creates a tritone relationship 

between the tenor and the upper two parts, a relationship first seen in m. 19ff . 

 The instrumental hemiola ends at m. 36 with a restatement in the choral parts of 

the original five-note motive, this time down a whole step. Rather than beginning in the 

soprano, it begins in the tenor, but contains the same intervallic relationships. The only 

difference is a pickup note to reflect the change in the text. To add interest and sonic 

density to the polyphony, Harbison adds woodwinds in m. 41. The winds are playing 

diads that seem to suggest a little tease of B minor and A-flat major before they fade 

away. 



21 

         

 Measure 46 reintroduces the original Requiem aeternam that is virtually identical 

to the opening, except for two echoes, one by the woodwinds of the choral parts in mm. 

52 and 54, and the other by the horns of the woodwind thirds in mm. 41ff. At that point, 

the Introit functionally ends because the next six measures are an instrumental transition 

to the Kyrie. They consist of three sequences of five notes each, moving down in minor 

thirds. 

 

 

Ex. 5. Strings and winds, three sequences, mm. 62-67. 

 

 According to Harbison, there are Òtwo principal sources (for the core musical 

ideas of the Requiem), the melodies of the two Kyrie fuguesÓ and the Ò two always 

juxtaposed scales, half-tone and whole-tone.Ó3 The juxtaposed scales that were evident in 

the Introit and the Kyrie fugues present themselves now. They can be analyzed as Theme 

A (mm. 68-70 in the alto part) and Theme B (mm. 94-97 also in the alto part.) These 

correspond with the lyrics of Kyrie eleison and Christe eleison. One might expect that, at 

the return of the Kyrie, Theme A would also reappear with it. It does not. 

 Theme A consists of a very interesting construction of half steps and whole steps 

that appear to be utilizing a twelve-tone row.  

 

                                                
3 Sarah Schaffer, e-mail message to author, 2 July 2007. 
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Ex. 6. Alto, Theme A, mm. 68-70. 

  

 Closer analysis reveals that one note is missing, however Ð a D-sharp. It is a 14-

note pattern, but the initial note A is played three times in the first measure. The 

glockenspiel and vibraphone are also outlining an A minor harmony through the entire 

first statement of Theme A. This hearkens back to the Introit, where the A was 

prominently displayed in mm. 59ff., strengthening the argument that a D centricity is 

important in the piece. The descending line is delicate and poignant. 

 The alto section begins the Kyrie (in 4/4 time, as opposed to the predominantly 

3/4 time of the Introit) and the sopranos answer up a fifth in traditional fugal imitation, 

doubled in the woodwinds. The basses state an exact copy of the original alto line in m. 

73, down an octave, and the tenors answer just as the altos had. Immediately following 

the exposition of the fugal subject, Harbison does something quite unusual. The 

downbeat of m. 77 contains an A major chord with no alterations or added tones. 

Heretofore, Harbison had always added a dissonant note, delayed the ÒresolutionÓ of a 

chord or simply gone in a harmonic direction that was not supported by traditional 

harmonic rules. The really unusual part of the progression is the chord directly before it. 

Taking it apart, the soprano line goes from 

!  

ö 5  to 

!  

ö 1  (presuming, for the sake of discussion, 

that ÒAÓ is 

!  

ö 1 ). The bass part sings 

!  

ˆ 7  to 

!  

ˆ 1 . The alto line is 

!  

ö 4  to 

! 

ˆ 3 , and the tenors sing 

!  

ö 2  to 

!  

ö 1  (although an eighth note delayed). In other words, everyone resolves just as they might 
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in a Renaissance motet. The progression is a straight-forward V Ð I in A major, with the 

penultimate chord being an E7 in third inversion and the tonic chord a root position A 

major. Further, the high A in the soprano line is not only the highest note of the piece so 

far, but the apex of the phrase and the climax of a crescendo from the chorus. On the face 

of it, it is quite unusual and seemingly out of character with the piece so far. 

 

Ex. 7. Composite of choral parts, mm. 76-77. 

 

 A scant four measures later, Harbison does it again. Measures 80-81 contain 

another V Ð I cadence, this time into C minor/major. The resolutions are even more 

traditional than the previous cadence: the soprano sings 

! 

ö 7 -

!  

ö 1 , the bass

!  

ö 5 -

! 

ö 1 , with the other 

two voices following suit. There is even a Bachian pedal point leading to the cadence, 

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

 

 The cadence marks the end of the initial introduction of Theme A, and its 

manipulation begins. The sopranos sing Theme A in retrograde, followed by the altoÕs 

answer down a fourth. The tenors and basses enter right after each other and this time do 

not follow the normal starting note pattern of typical fugal form (as Harbison did in the 

original statement of the theme, for example). This interweaving of chromatic lines is set 

off by a hemiola in the harp and marimba (mm. 81-84) that utilizes the half- and whole- 

step scalar patterns of which Harbison spoke earlier. This rhythmic pattern and the 

matching scale are repeated in the horn part, beginning in m. 84. A final partial statement 

of Theme A begins strongly in m. 90 and quickly fades away, ending the first section of 

the Kyrie. 

 The second section of the Kyrie begins with a forceful statement of Theme B in 

the alto section and cellos, with the cellos playing actual pitch with the female singers. 

The text is Christe eleison. The new theme is everything Theme A was not: while the 

first theme was chromatic and scalar, the second is angular. The first theme did not have 

an interval larger than a whole step, while the second theme reintroduces the tritone skip 

along with four other intervals wider than a fifth. Since Harbison was to use these two 
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themes as grist for thematic ideas throughout the Requiem, it was important for them to 

be in contrast with each other. Traditionally, past composers of Requiems have used the 

Christe eleison as an opportunity to introduce contrasting material, and Harbison is no 

exception. 

 The construction of Theme B is intriguing. Harbison constructs the theme in 

increasingly wider intervals, beginning with the tritone between mm. 94 and 95. The 

descending skips constantly expand from the tritone to a major sixth to a major seventh.  

 Each consecutive skip is followed by a skip in the opposite direction. Further, 

each skip is preceded by either a half step or whole step in the opposite direction of the 

skip. The statements of the theme are marked forte, molto espressivo, and the effect is 

clearly a sudden and dramatic shift from the relative calm of the preceding Kyrie.  

 

 

Ex. 9. Alto and cello, Theme B, mm. 94-94. 

 

 There is a clear countersubject to Theme B, beginning in the alto part in m. 98. It 

echoes the tritone in the subject, along with the half step and skip in the opposite 

direction. It is interesting, though perhaps not significant, that the second three-note 

pattern does not contain a tritone skip. Rhythmically, it grinds out four sets of identical 

three quarter note patterns, in contrast with the dancing and syncopated original theme.  
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Ex. 10. Alto and violin 2, countersubject, mm. 98-101. 

 

 Measure 106 introduces 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 and its original countersubject. 

 

Ex. 11. Chorus, Theme B and countersubjects, mm. 105-108. 
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 The final imitative entrance in the Christe eleison section begins in m. 113, and it 

is the exact reverse of the order of the first thematic entrance in mm. 81ff., with the bass 

beginning first. That thematic statement builds to a climax in m. 120, whereupon the 

tripartite form of the Kyrie returns. But rather than use the returning Kyrie as an 

opportunity to reintroduce the original Kyrie theme (Theme A) as many composers  

of Requiems in the past have done, Harbison introduces a new theme and its variant for 

the answer (mm. 120 ff.). This time, rather than a chromatic theme (A) or a disjunct 

theme (B), the new theme is only two notes a whole step apart.  

 

Ex. 12. Chorus, new theme and variant, mm. 120-123. 

  

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

rhythm. The tonal ambiguity of the D-flat pedal in the Introit is gone Ð now the solid 
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root-fifth relationship is heard unencumbered. The new triplet rhythm in the answer is 

tossed about in the instrumental parts in various permutations. Once again, there is a 

hemiola-type figure in the low strings and winds that provides rhythmic interest. 

 After all four parts have presented a theme and answer, the second statement 

comes immediately behind it. Measure 124 introduces a variation of the theme that is  

slightly expanded melodically from the original. Rather than having a range of just a 

whole step, this variation now spans a third, as does its corresponding answer. The very 

next statement of the theme expands even more to a perfect fourth. Its answer expands to 

a tritone, and the next subject to a perfect fifth in rapid succession. The soprano range is 

expanding, the hemiola-type figures continue to drone, with the quick triplet figures 

dancing in the timpani and trumpets. The triplet figure in the answer quickly spreads to 

the other parts, and in mm. 135-137 there are no less than four sets of rhythmic figures 

playing at the same time, both in the chorus and orchestra. In the midst of this complex 

rhythmic chaos, Harbison reduces the voices to skips of a perfect fourth, over and over.  

 There could be only one destination toward which Harbison is heading, and that is 

a restatement of the original Theme A of the first Kyrie section, which finally occurs in 

m. 138. It is not the entire statement of the theme Ð it doesnÕt have to be. It only needs to 

establish some type of closure to the ABA form that the listener was expecting. Harbison 

uses only eight measures of the returned theme, as he continues to build toward a climatic 

rush without pause into the Dies irae. 

 The Dies irae begins with a solid D pedal in the low strings, low brass, harp, and 

piano, while the timpani and trumpets, reminiscent of the Kyrie, interrupt the texture with 

occasional short triplet rhythms. One hears a D centric tonality, especially as emphasized 
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by the matching AÕs in the upper strings and winds. The hollow perfect fifth is a good 

bracket for an arpeggiated string line that provides a six-measure introduction to the 

chorus entrance in m. 152. This technique of changing chords over an unchanging pedal 

is one of the hallmarks of this Requiem, elements of which are first found in the opening  

chords of the Introit.  The chord movement at the beginning of the Dies irae unfolds 

thusly: 

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

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

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

 M. 149 - A major (flat 6), G major (flat 6), A major 

 M. 150 - D minor, G-flat major/minor, D minor altered scale 

 The root movements reinforce the half-step/whole-step relationships that were 

established in the Kyrie: m. 146 Ð whole step, m. 147 Ð half step, tritone (counter-subject 

in the Kyrie), m. 148 Ð whole step, m. 149 Ð whole step, whole step. The D minor altered 

scale in m. 150 is a reminder of HarbisonÕs statement concerning the juxtaposed half-tone 

and whole-tone scale patterns. As he writes the final transition measure from linear to 

horizontal half and whole steps dissonances in m. 152ff, he uses a scale that begins as a 

simple D minor (D,E,F) and mutates into what sounds like a fully diminished seventh 

chord (D,F,A-flat, B) and finishes with a natural minor ending (C,D).  
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Ex. 13. Viola and cello, fully diminished seventh chord scale, mm. 150-151. 

  

 The chorus explodes into the frightful Dies irae text in m. 152 with full 

woodwind, brass and string accompaniment. Not surprisingly, the D centric tonality 

prevails. Harbison continues his ascending half-step movements in the soprano melody 

and supporting instrumental parts. The brass and timpani answer with a dissonant  

half-step ascending scale in triplets. Solvet saeclum once again shows the half-

step/whole-step relationships, as the chorus sings a four-note whole tone scale. Each 

section is repeated, with two identical half-step patterns and two identical whole-step 

patterns. The introduction is then repeated, this time a little less predictably, with the 

timpani and trumpets continuing their triplet fanfares. The whole pattern is repeated 

again, this time with the chorus coming in two beats earlier than the original statement in 

m. 152. The string interlude occurs a third time, and when the chorus comes in three 

measures later, the half-step and whole-step motives are combined, again a perfect 

example of the combination of half-steps and whole-steps that permeate the Requiem.  

Ex. 14. Soprano, two melodic patterns and their combination, mm. 166, 169, 174. 
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 An additional layer of harmonic complexity is introduced at the choral entrance at 

m. 166. Harbison introduces a bass line in contrary motion to the ascending soprano/tenor 

line. Since the beginning of the Dies irae, the timpani played D and A, reinforcing the 

beginning notes of the various choral entrances (see Example 14). But in m. 166, the 

contrabass and bass trombone begin to move against that stagnant and repetitive figure, 

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

 

 

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

  

 The feeling of the Dies irae changes in m. 180 to match the change of text. The 

Quantus tremor is set in a halting, changing meter, in syncopated style. The strings 

provide an ever more chromatic set of arpeggios, based on their opening material in m. 

146. An interesting pattern develops in the Sequence, of which the Dies irae is a part. 

Although the lyrics are set in patterns of three, each rhyming in the Latin, Harbison 

begins his Sequence with patterns of two. First, the Dies irae, dies illa is set the same, 

then the Solvet saeclum in favilla is identical. The entire section is repeated again (in 

other words, the two sets are performed in a larger set of two as well). The Teste David 

cum sibylla is also repeated again.  

 The half-step/whole-step pattern continues in the chorus (which is singing in 

unison here), with a combination half-step, half-step, whole-step motive, beginning in m. 

180. The strings continue their unison accompaniment with energetic sforzandos liberally 
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sprinkled in the score. Here, Harbison establishes the tripartite form of the text by 

repeating the entire three-line text in its entirety. At that point (m. 203), the orchestra 

plays a fifteen-measure multi-meter transition back to the beginning of the Dies irae.  

But this time the chorus sings the Dies irae theme in descending motion, instead of 

ascending. Harbison alters the ÒharmonyÓ by changing bass notes (see mm. 220, 222, 

225ff). The sopranos and tenors reach a high B-flat in m. 222, the highest note in the 

piece so far. Percussion (snare drum this time) and trumpets continue to emphasize the 

triplet figures. 

 Measure 228 introduces another version of the half-step/whole-step theme, with 

the sopranos and altos singing an ascending line. The sopranos are ascending by half 

steps while the altos are climbing by whole steps. So the effect, by starting out in perfect 

fifths together, is one of the altos gradually Òcatching upÓ with the sopranos.  

 

 

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

 

(Note the exact opposite in Example 14, where the intervals are expanding.) The tenors 

and basses do the exact same thing a beat later, but descending instead of ascending as 

the treble voices did. They begin in perfect fifths and end singing a major third. But 

Harbison changes the pattern every four notes, putting the womenÕs and menÕs parts back 
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to a perfect fifth again, so the altos and basses never actually ÒcatchÓ the sopranos and 

tenors.  

 The Quantus tremor is repeated again in m. 236, with the strings going back to 

the Maestoso pattern from the very beginning of the movement (m. 146). The chorus, for  

the first time, is singing half-step and whole-step portamentos at the end of their four-

note figures (m. 236ff). Even the timpani uses the technique in mm. 240 and 241. The 

Dies irae continues without pause into the Tuba Mirum with a ritardando into a 

quickening Piu Allegro. 

 Tuba is translated as ÒtrumpetÓ and Harbison is literally true to the text. Again 

using a four-note theme, the Tuba mirum features the brass section, especially the 

trumpets, playing with a combination of mutes, producing a somewhat macabre sound 

and texture. The melodic fragment is reminiscent of previous patterns, but this time 

taking one note of the pattern and placing it down one octave. 

 

 

Ex. 17. Trumpet, octave transposition, m. 224. 

 

 The chorus enters at m. 250 with another permutation of the half-step/whole-step 

thematic material that Harbison has been using liberally since the beginning of the 

Requiem, even beginning on D. The difference here is that instead of a D (or as in the 
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opening measures of the Requiem, a D-flat), the harmony shifts to a G-based perfect fifth. 

Notice the traditional contrary motion. 

 

 

Ex. 18. Soprano and alto, contrary motion, m. 250. 

 

 Mors stupebit (m. 275) marks the B section of the Tuba mirum. The brass are 

gone, replaced by the strings and woodwinds. The basses and altos establish an F-sharp 

pedal, while soprano and tenors play off it with descending chromatic lines (pattern A) 

and alternating half steps (pattern B). 

 

Ex. 19. Chorus, patterns A and B, mm. 275-278. 

 

The bassoons counter in m. 290 with a triplet figure in octaves, made up of two ascending 

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

  

 Measure 301 marks the return of the A section, with the repetition of the Tuba 

mirum text. But Harbison expands the intervallic relationships from half steps to whole 

steps in the soprano and bass parts, while leaving the inner parts the same. The brass also 

re-emerge as in the A section, playing more frantically than before, finally grabbing the 

bassoon triplet figure and pounding it with great brilliance into the crashing downbeat of 

the Liber scriptus. 

 There appears to be a similarity between the opening melodic contour of the Liber 

scriptus of the Harbison Requiem (m. 318ff) and the Liber scriptus of the Verdi Requiem 

(m. 226ff) that features the now-famous descending mezzo-soprano line. 

 

Ex. 21. Soprano, mm. 318-321 (Harbison) and mezzo-soprano (Verdi). 
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 The striking contour of the complete melody outlines a clear pattern. The second 

six notes are one half step higher than the first six notes. Notice the D minor chord in the 

first half, partially disguised by the errant A-flat. This is the exact chord Harbison used at  

the beginning of his Requiem, except instead of an A-flat Ònon-harmonicÓ tone, he used  

a D-flat. The centricity of D continues to make its presence felt. Of course, the actual 

performance of this particular section greatly obscures the actual hearing of the D 

centricity, due to the stretching out of the melody and the other Ònon-harmonicÓ notes 

sounding at the same time, but theoretical analysis reveals what the ear may not perceive. 

  

 
Ex. 22. Soprano, melodic line, mm. 318-323. 

  

 Continuing the raucous wranglings of the brass section in the five measures 

leading up to the Liber scriptus, the orchestration becomes more frantic (Allegro, 

oppressivo is the marking at the beginning of this section.) Three percussionists are 

loudly banging away on temple blocks, tamtam and three wood drums. The winds are 

playing complicated rhythmic patterns, including five against four, and the strings double 

the chorus. But as quickly as it starts, it retreats into a sparse and tightly controlled 

introduction of a new theme in the soprano section, doubled only by vibraphone. The 

beginnings of this theme are a combination of half-step couplets melismatically set over a 

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

 

As the theme continues to unfold, it seems to wander aimlessly, valiantly attempting to 

hold on to the half-step relationship that it established early on, but seemingly unable. 

The half steps are punctuated by whole steps, then a third, a fourth, a fifth and finally, an 

octave. 

 The altos (m. 330), doubled by marimba, answer with two half-step combinations, 

then quickly abandon the theme completely, singing a double set of scalar lines, followed 

by a double set of third-step-step patterns, finishing with an octave leap in the same way 

as the sopranos did at the end of their thematic statement. The tenors (m. 336) are left 

completely to their own devices with a totally different theme and no orchestral doubling 

of any kind. Their sole accompaniment is sets of diads played by violin 1 and clarinets, 

and an occasional melody note from the harp. The basses continue the meandering line 

(m. 342) with sporadic doubling from the piano.  

  HarbisonÕs melodic logic is finally unfolding into clarity. The half-step/whole-

step motive that is used throughout the piece is utilized here as a method to uncover  

various key centers, as defined by the interval of a minor third. For example, at the 

beginning of the bass entrance in m. 342, there is a brief F-sharp major key center, as 

defined by the F-sharp to A-sharp interval. Immediately following is G-sharp minor, as 

defined by the G-sharp to B interval, then B to D and back to B at the end of m. 343. The 

downbeat of m. 344 outlines a G-sharp to B again, followed by G to E. Measure 345 
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unfolds an A to F-sharp intervallic pattern, and m. 346 into m. 347 moves upward to a B 

to D. All in all, eleven minor third patterns are revealed (counting overlaps), all set up by  

manipulations of the half steps and whole steps between them. And why did Harbison 

choose a minor third? Perhaps because the transition between the Requiem and the Kyrie 

was three motives separated by minor thirds (see Example 5). Harbison has proved to be 

very economical with his themes and quite cognizant of their relationships within the 

piece. 

 

 

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

 

 Measure 348 marks the return of the Liber scriptus theme, first introduced in m. 

318. The theme is in the upper two voices, while the tenor and bass sing a countermelody 

that differs in both rhythmic and melodic content. While the theme features long notes 

gradually moving to shorter ones, the countermelody consists of small units of two and 

three eighth notes. The countermelody also utilizes the half-step/whole-step patterns seen 

numerous times in the piece, but the most interesting aspect is that the contour, first 

analyzed in Ex. 23, is the same in both the upper and lower parts. The lower part simply 
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disguises it with the half-step/whole-step pattern so that it meanders through the contour 

rather than approaching it boldly like the upper parts. 

 In m. 354, the parts are reversed, and the tenors and basses take the melody, with 

the sopranos and altos singing the counter, this time with a quarter-note triplet pattern 

reminiscent of Kyrie. This short six-measure section leads back to the Da capo, with the 

entire statement up one half step. To add to the excitement, full brass double the voices, 

all of which are scored at fortissimo, and the tempo is sped up. Two back-to-back 

statements of the theme lead immediately to the Quid sum miser. 

 The Requiem settles into the first introduction of the vocal soloists, the mezzo-

soprano. The orchestration is scaled back considerably, as there is now only a lone voice 

singing. At the beginning of the Quid sum miser, the mezzo-soprano sings alone, with no 

accompaniment whatever. Eventually, in m. 378ff, a solo oboe and solo bassoon enter, 

playing sporadically, with neither instrument actually doubling the mezzo-sopranoÕs part. 

The melody is somewhat uncharacteristic of HarbisonÕs writing so far. In fact, there are 

no accidentals in the part for almost fourteen measures. Finally, at the end of m. 385, an 

accidental appears, and then another, and the instrumental parts begin to play the 

alternating half-step/whole-step motives that have appeared throughout. The cellos, 

especially, begin to play a few halting notes of the mezzo-soprano melody. 

 Following a complete measure of silence (m. 407), the soprano soloist enters for 

the first time on the Rex tremendae majestatis. It is a dramatic entrance, with the soprano 

on a high G, marked marcato and forte, with solo winds and low strings providing 

instrumental support. Punctuated by octave leaps, the soprano theme repeats at m. 418, 

beginning this time on a high B, with the same instrumental accompaniment as before. 
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Measure 422 marks the first time all four soloists sing together, as well as the first time 

the tenor and bass soloists are introduced. Their sole accompaniment is four soli violas  

doubling their solo parts. Not surprisingly, the first chord they sing as a solo quartet is a 

variation on the opening chords of the entire Requiem (see Example 1).  This time, the 

chord is A major with an added B-flat. The Requiem begins in D centric (perhaps even D 

minor) so this chord may represent the Òdominant,Ó A major. Repeating a five-measure 

phrase, the quartet of soloists is now doubled by solo woodwinds.  

  Finally, the soloists spin off from the quartet, first soprano, then tenor, mezzo-

soprano and bass. The soprano uses her previously introduced octave leap into the solo 

line, word painting the text (Salva me) with a simple downward half step. Both the 

Berlioz and the Mozart RequiemÕs use the same downward ÒsighingÓ motive in the Salva 

me section, but add a third note. A third note would have been one too many for 

Harbison. After all the half-step/whole-step combinations that were manipulated in the 

first 433 measures of the piece, an elegant half step was just enough to paint the text 

perfectly. Not surprisingly, the other three voices echo the half step as well. Another 

round of sighs ensues, beginning this time with the tenor soloist. As Harbison would 

never repeat himself exactly (what modern composer would?), the interval is now 

expanded to a whole step. This technique has been used in almost every movement so far.  

 The Salva me section segues seamlessly into the Recordare. The soloists continue 

singing, beginning again with the soprano. She is supported by tubular bells. The four-

note pattern is based on the five-note motive Te decet hymnus, which is found in m. 18 at 

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

 

 Near the beginning of the Requiem (m. 18), the B-flat is raised to a B-natural. 

This is repeated in m. 466. Both examples end up with a B diminished chord, but instead 

of straight triadic movement, the latter pattern uses a broken arpeggio. This is an 

excellent illustration of how Harbison manipulates motives and uses them economically 

throughout an extended work such as the Requiem.  

 The soprano pattern is repeated with the exact pitches and rhythms five times. In 

m. 471, strings echo the pattern beginning on different notes. Measure 477 seems to 

indicate a fairly strong tendency to D major in the soprano line. The Requiem has, from 

the first measure, always had a certain D tendency, with a substantial amount of A 

(dominant?) reacting to it as well. Here, the melody seems unpretentiously major. 
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Ex. 26. Soprano solo, melodic line, mm. 477-479 and 482-484. 

 

 The first three measures of the melody have a clear 

!  

ö 7 -

!  

ö 1  relationship with the C-

sharp to D, and the second half unambiguously spells out a D major triad. Additionally, 

both parts of the melody have agogic accents on chord tones, F-sharp and D in the first, 

and A and F-sharp in the second. Has Harbison abandoned the centric, quasi-tonal, half-

step/whole-step model he has worked so hard to develop? The answer can be found in the 

string parts that accompany the clearly tonal soprano line. Example 27 spells out the 

underlying chords for the melody in example 26. 
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Ex. 27. Harmonized, mm. 477-478 and 482-484. 

 

 Notice the use of parallel sixths in the harmony. In m. 477 the cello and viola play 

in sixths, and in the following measure the melody is harmonized in sixths. Sometimes 

the parallel sixth harmony is in the ÒkeyÓ of D, and sometimes it is not. One example of 

each occurs in the top example. The parallel sixths are also used simultaneously in two 

separate lines, as in m. 478. The top two notes are parallel sixths, likewise the bottom two 

notes. The top pair is Òin the keyÓ and the bottom pair is not. This pattern continues in the 

bottom example. Beginning in m. 482, the cello and viola travel in parallel sixths 

throughout the entire passage, but not in the ÒkeyÓ of D. Rather, the pattern resembles the 

half-step/whole-step technique that Harbison has been using throughout, a technique that 

functionally hides the tonality of any given section. The combination of a tonal 

soprano/first violin melody and a disparate accompaniment make for an interesting and 
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most effective passage. 

 The soprano solo is followed by a tenor solo, beginning in m. 490. It seems to 

return to the more stylistic melodic line that manipulates the half and whole steps, 

disguising any hint of tonality. Underlying the tenor melody is a most interesting addition 

of two bassoons playing an ostinato line, a compositional technique that heretofore has 

not been seen in the Requiem. 

 

 

Ex. 28. Bassoon, ostinato, m. 492. 

 

The rhythmic figure repeats every seven counts, then six counts, then five counts. The 

clear B-minor chord is in sharp contrast to the melody of the tenor soloist, who  

repeatedly sings F-naturals against it. In m. 497 Harbison begins manipulating the notes 

of the pattern until it comes back home to the B minor arpeggio in m. 500. 

 A short four-measure bridge to the Juste judex section (m. 503-506) uses the same 

technique as the bridge into the Kyrie, a repeating two-measure pattern beginning on 

different notes. The Kyrie bridge repeated twice; this repeats only once. Following a 

Grand Pause, the Juste judex section begins with orchestra only. Up to this point, 

Harbison has rarely featured the orchestra by itself for any extended period of time in the  

Requiem, usually using it to segue between sections or as an introduction to a new 

section, as in this case.  
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 The Juste judex section features a twelve-page baritone solo, by far the longest 

solo passage in the piece. The baritone soloist enters on a G-natural in m. 517, having 

heard nine previous measures of G-sharp in the first violins and marimba. The G-sharp 

does not relent, in spite of the introduction of the G-natural, but rather continues in 

seeming defiance of the melodic line. This entire section repeats again at m. 531, with the 

baritoneÕs melodic line altering the last note of the phrase, eventually returning to the 

identical notes of the first statement of m. 517. 

 

Ex. 29. Baritone solo, melodic line, mm. 517-519, 521-523, 533-535, 537-539. 

 

 The second section of the baritone solo introduces a new, languid theme, which 

features the wandering half-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 the whole form for the extended baritone solo ABA. 
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 To prepare for the mezzo-soprano entrance at m. 600, the orchestra begins at m. 

583 with a pointillistic, multi-meter, Stravinsky-like section that features percussion, 

piano and harp. In the ten measures leading up to the mezzo entrance, the time signatures 

change nearly 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 unabated to m. 625, where it suddenly launches into a steady 

3/4 time. 

 The first statement of the mezzo-soprano theme (m. 600) winds above and below 

C-natural. The second thematic announcement centers around D-natural (m. 606). One 

would expect the third statement to center around E-natural, but it has not been 

HarbisonÕs habit to be predictable. In fact, one might 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 the first two are sequential 

in nature, the third statement almost always deviates. This is the case here as well. The 

third time, the mezzo-soprano theme divides its time equally between E-flat and D-flat. It 

also bears mentioning that the strings are added to the orchestration when the mezzo-

soprano enters in m. 600, yet they seem to bear no resemblance to the melody that the 

mezzo-soprano is singing. Rather, they are playing a vague, shifting ostinato figure, made 

especially interesting by the constant changing meters. The meter suddenly settles down 

in m. 625 to introduce the second mezzo theme. The percussion and strings drop out and 

the winds support the soloist with a wispy alternation of accents within the 3/4 time 

signature.  
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Ex. 30. Clarinets, ostinato, mm. 627-630. 

 

 The build toward the pui mosso at m. 650 begins in m. 634, with the introduction 

of the strings, beginning with the violas. In m. 636, the cellos enter, followed by the  

contrabasses two measures later. The section becomes more animated at m. 642 and the 

violas re-enter with the first and second violins entrance in m. 646. 

 The piu mosso at m. 650 marks the end of the vocal solo section and the 

beginning of the transition back to the chorus, which has not sung since m. 372. The 

choral voicing is an echo of previous material (see Example 18), utilizing contrary 

motion between the sopranos and altos, and between the tenors and basses. In the 

consequent phrase (mm. 668-670), the chorus continues to explore the major/minor 

ambiguities of the piece with a respelled A major chord with a sharp 9, which would be, 

in another context, a jazz chord. Because of the major sixth relationship between the bass 

and tenor, and the root of the chord in the alto, the quality of the chord is established as 

major. The addition of the C-natural in the soprano, rather than obscure the tonality, 

serves as a color tone, much like it would in jazz. This would not go unnoticed by 

Harbison, who is a fine jazz pianist and is very familiar with the nomenclature of jazz 

voicing. 
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Ex. 31. Chorus, respelled jazz chord, m. 669. 

 

 The tubular bells in m. 672 echo the soprano solo in m. 466 in the Recordare 

section. They are the exact notes in the exact sequence. Harbison is signaling  

the listener that the Recordare is coming to an end. Although it is obscured with non-

functional harmony, the melody line of the soprano (mm. 673-676) is unmistakably in B-

flat major. 

 

Ex. 32. Soprano, melodic line, mm. 373-376. 

 

 Besides recalling previous compositional material, another example of the 

Òsettling downÓ at the end of the Recordare is the rather startling use of unisons and  

octaves in mm. 679-680. Amidst the half- and whole-step dissonances that are the 

hallmark of the piece, these two measures of utter sameness, unencumbered by any 
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accompaniment whatsoever, have the effect of calming the listener one last time before 

the terrifying Confutatis.  

 The full orchestra announces the beginning of the next major section of the 

Requiem, Sequence IV: Confutatis Ð Lacrymosa. The strings are bowing frantic thirty-

second notes, the brass are playing in accented rhythms in the upper register and the 

chorus is announcing the damning of the accursed with another variation of the half-

step/whole-step thematic material. For reasons of range, however, the theme is not made 

obvious, even though it is marked forte and the accompanying parts are mezzo-forte. The 

soprano line, doubled by the tenors, sounds like the part that Harbison wants the listener 

to hear, but compositionally, the bass and alto parts seem to be indicating the Òmelody.Ó 

When that line is traded to the sopranos in m. 692, it becomes clearer that this is the 

material that is being developed.  

 Even so, it is short lived. Harbison cleverly illustrates in musical terms the 

meaning of Flammis acribus addictis (consigned to the fierce flames) by both the 

undulating lines of the individual choral parts and the fanning of the flame with staggered 

entrances. It is very effective, musically. And just as the ferocity of the text is illustrated 

in the Flammis, the pleading of the Voca me (call me) is illustrated beautifully in the solo 

soprano line (mm. 698-700). Harbison is tone-painting in this section, trying to show the 

literal meaning of the words (he did his own translation of the Latin). This continues into 

the Ora supplex et acclinis (I pray, suppliant and kneeling) section, where the soprano 

and mezzo-soprano soloists use portamento to go down to a kneeling position in m. 708.  
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Ex. 33. Soprano and alto solo, portamento, mm. 707-708. 

  

 The female soloists and the male soloists continue to trade back and forth with 

duets throughout this section with sparse instrumental accompaniment. While in the 

middle of these female/male duets, the music seems to veer away from the tone-painting 

of the last twenty-three measures, suddenly announcing a new theme in the soprano line 

(mm. 713-717) that is clearly in B minor with a decided Jewish flavor. 

 

Ex. 34. Soprano solo, melodic line, mm. 713-717. 

 

 The melodic line is unabashedly tonal here and is marked much like a phrase in a 

Chopin Prelude, even emphasizing the flat 2 (common in Jewish music) on the downbeat 

in the last measure. There is no attempt to disguise the melodic line with rhythmic 

intricacy or atonal counterpoint. Further, it is doubled in the first violins, playing sul 
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ponticello with tremolo. The tenor and bass soloist answer up a perfect fourth and it 

seems that a new direction is being established tonally, when the chorus interrupts with 

the Lacrymosa. 

 At first, the most distinctive part of the Lacrymosa goes virtually unnoticed. The 

chorus enters at m. 724 in a new, more subdued tempo, and the intervallic interplay 

between the perfect fourth, tritone and perfect fifth immediately engage the listener. It is  

only after a period of time that the unremitting eighth notes of the accompaniment 

gradually wind their way into consciousness. It is as if Òthat tearful dayÓ is as unrelenting 

as time marching on to the end. What begins as a kind of pizzicato ground bass in the 

contrabass gradually spreads to the rest of the strings. The bassoons pick it up in m. 730, 

and it all comes to a crashing forte-piano in m. 735. An ostinato B-flat continues the 

eighth-note pattern in the winds, piano and harp, whereupon the chorus sings another 

round of lacrymosas, this time with whole-step relationships in the soprano and tenor, 

and half steps in the alto and bass. Further, the soprano/tenor lines descend by a whole 

step as well on the consequent phrase. 

 The ground bass ominously returns (arco) in m. 740 and begins a section that 

alternates between the continuous eighth-note pattern (four measures) and an octave 

thirty-second-note pattern in the strings (two measures.) The second statement contracts 

the eighth-note pattern to three measures and expands the thirty-second note pattern to 

three measures. 

 For the first time in the piece, the soloists join the chorus, singing at the same 

time. In m. 752, the soprano soloists enters with an octave leap, singing ÒHuic ergo,Ó 

while the chorus reiterates the Lacrymosa. The tenor soloist enters in m. 755 with the 
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exact same octave leap, while the chorus continues to sing the Lacrymosa. All the while, 

the unrelenting eighth-notes are churning along. 

 The texture thins out with a new set of lyrics in m. 763, but the ground bass 

continues. Now the soloists and the chorus are all singing the same words, Pie Jesu. 

Another tonal melody (see Example 35) is introduced in the alto and bass choral parts. 

 

Ex. 35. Second alto (div.), melodic expansion, mm. 763-764, 767-768, 769-771. 

 

 The first melody is in a straight-forward F major tonality. The second permutation 

begins in the same way, but veers off into D-flat major. Like the second, the third begins 

where the previous left off, but finishes in G major. The third version of the original 

melody not only expands the tonality with accidentals, it also expands the rhythmic 

values. 

 Measure 773 begins the ÒAmen.Ó signaling the end of Part I of the Requiem. It is 

written in fugal form. The subject is illustrated in Example 36. 
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Ex. 36. Alto fugue subject, mm. 773-780. 

 

 It is a crafty subject with much to recommend it. Formally, it is broken up into 

two sections of four measures apiece. It has a lot of rhythmic vitality, and the rest in the 

beginning of the first measure is a brilliant stroke often used by J. S. Bach to obfuscate 

the opening rhythm of the fugue (e.g., Fugue in D minor, Well-Tempered Clavier, Book 

One). The first half of the fugal statement is phrased in three-note patterns, while the 

second half is phrased in two-note patterns.  

 The melodic content can also be separated into two sections. The first four 

measures are clearly in D major. The second four measures veer away from a 

recognizable tonality, but can be understood as two related phrases and 

!  

ö 7 -

! 

ö 1 . The first  

four notes of the second half are truncated into the second set of four notes, while 

keeping the opening half step and the closing whole step intact. In other words, the only 

difference between the first and second sets of notes is the interval in the middle. The 

other relationships are the same. 

 The fugue is laid out very much like a traditional, tonal fugue of the Baroque Era. 

The first entrance is in the alto, beginning on D (m. 773). The sopranos answer up a fifth, 

as expected, with the altos singing contrapuntally, mostly in contrary motion to the 
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theme. The basses present the subject in the original ÒkeyÓ in m. 791, with the tenor 

answer up a fifth, in the same manner as the sopranos.  

 Measure 807 marks the episode, which uses the opening part of the theme in 

retrograde, beginning in the soprano. It is answered quickly by alto, tenor and bass, each 

starting a perfect fifth lower than the previous entrance. The episode distills 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. 

 

Ex. 37. Alto and bass, contrary motion, mm. 824-825. 

 

 The fugal statement returns in m. 844 in the alto, exactly like the beginning of the 

fugue. This time, the soprano answers in stretto, entering just two measures after the alto 

statement. The bass and tenor follow the same pattern, with the bass stating the theme in 

m. 853 and the tenor answering in stretto in m. 855.  

 Following all four statements of the theme, the episodic material returns. This 

time it combines with another part of the original fugal theme, the octave skip, as seen 

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

  

 Both parts of the episode are taken from fragments of the original theme. This is 

an indication of how solidly Harbison constructed his fugal subject. Because it is so 

versatile and flexible, he is able to use it admirably as the subject, as well as to provide all 

the material for the episodes. 

 Often, at the end of a fugue, a composer will employ a pedal tone to heighten 

harmonic tension. Harbison uses several pedal tones, beginning in m. 867. His first one is 

D, which is the basic tonality, at least for the first half of the fugal subject (one would 

expect A). He then changes the pedal tone to B-flat in m. 875 and then D-flat in m. 881. 

Using pedal tones at the end of a fugue is traditional. Naturally, Harbison nods at the 

tradition, then does it his own way. 

 The following is a graph of the ÒAmenÓ fugue. The four columns represent 

soprano, alto, tenor and bass. Subject (S), Answer (A), Episode (E), Stretto (St), Pedal 

(P), and Coda (C) are indicated in the graph, which begins at m. 773. 
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1-8 9-17 

A 

18-26 27-35 36-43 

E 

44-51 52-59 60-68 

(St)A 

69-77 78-86 

E 

87-95 96-104 105-133 

C 

S    E   S  E   C 

   A E    (St)A E   C 

  S  E  P  S E   C 

 

 
Ex. 39. Graph of ÒAmenÓ fugue. 

  

 Part I ends with a restatement of ÒDona eis requiem,Ó utilizing the Recordare 

ground bass. The chorus fades into an octave G, ending with a wistful leap to the D. The 

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

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

ANALYSIS OF REQUIEM, PART II 

 

 Part II begins with the Offertorium. While the beginning of the Requiem featured 

full chorus, the beginning of the second half of the Requiem requires only the soloists. 

What remains the same, however, is the harmonic device. (Note: Harbison begins 

renumbering measures at ÒoneÓ with Part II.) Measure 1 reminds the listener of m. 1 of 

Part I (see Example 1), with three voices singing a consonance and the tenor, a 

dissonance. 

 

 

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

 

 The dissonances become more pronounced as Harbison juxtaposes half-step 

relationships between voices and strings, and sometimes within the vocal parts as well.  

Harbison sets the C-sharps in m. 2 in the celli and basses against the C-natural in m. 3 in 

the bass voice, as well as the G-sharp in the soprano in m. 6 against the G-natural 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 cross relationships as well. The F-sharp to G between the tenor 

and violin in mm. 5 and 6 is a foreshadowing of the formerly mentioned relationship 

between the soprano and bass in m. 6. The dotted lines in m. 2 connote a voice exchange 

between soprano and tenor that produces the same chord but allows both voices to move 

not only in contrary motion, but in another half-step relationship. 

 The vocal writing deserves further attention. Besides the voice crossing and the 

half-step dissonance in the first two measures, the alto maintains the same pitch 

throughout the first four measures. This ÒanchorÓ provides the opportunity to distract the  

listener away from the descending triads in the other three voices. Without the B-natural 

in the alto, the second half of m. 3 and the two half notes of m. 4 spell three triads in first 

inversion, G major, F major and E minor. The echo of that occurs immediately. This 
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time, all four notes form a jazzy combination of descending seventh chords, E7, D7 and 

CMaj7 in second inversion.  

 The harmonic structure also harkens back to the beginning of the Requiem, which 

hovered around D and A planes, suggesting a kind of tonic to dominant relationship. In 

Part II, the ÒdominantÓ note seems to preside. The G-sharp and F-sharp in the soprano 

line in m. 6 suggest the harmonic minor scale, especially with the A and E added as 

bookends. In the subsequent phrase, the pattern is expanded to include the high B. 

Additionally, the E that sounds on the large church bell in m. 1, and is echoed in the 

horns for several pages, serves as the dominant to the dominant. 

 True to form, the harmonic and melodic structure almost immediately begins to 

unravel. Accidentals that move away from an A framework are introduced in m. 10 and 

proliferate quickly thereafter. As if to stop this digression in its tracks, the piece comes to 

a sudden halt in m. 15 with a whole rest, and m. 16 restates the opening thematic 

material, this time quietly and in a low, re-voiced position. The church bell rings again, 

establishing a noble setting to ÒDomine Jesu ChristeÓ (Lord, Jesus Christ). 

 Measure 27 introduces a new section of vocal imitation, again using the half-step 

motive. The interest lies in the rhythmic interaction. 
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Ex. 42. Mezzo-soprano and tenor solo, imitation, mm. 27-30. 

 

  The theme mixes a duple and triple pattern, so that the next entrance of the theme 

pits the two against each other. Each introduction of another voice heightens the rhythmic 

intensity, until there are four different rhythmic patterns occurring simultaneously, as in 

mm. 33 and 34. 

 

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

 

 The theme is also strangely diatonic. In the nine measures it takes to unwind, no 

accidentals are introduced, and the beginning and end of the theme are decidedly tonal. 
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Ex. 44. Mezzo-soprano solo, melodic line, mm. 27-35. 

 

 This section has a distinctly centric feel about it, and to avoid monotony, 

Harbison introduces a counter line in the low strings. There is a fairly secure cadence to 

A minor in m. 40, set up by two measures of upwardly moving half steps. That cadence 

introduces the next theme, which is an echo of the contour of the Liber scriptus (see 

Example 23), but with minor and major thirds that, at least in the original theme, never 

leave the key in which they began. In other words, the themeÕs seven descending thirds 

all remain in the key of C major (the last third is transposed up an octave for range 

reasons). 

 

Ex. 45. Soprano solo, descending thirds, mm. 40-42. 
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 The theme is made up of two interlocking seventh chords, one dominant and the 

other minor. Harbison manipulates these into half-diminished sevenths (mm. 49-50, 

tenor) and major seventh chords (m. 43, mezzo-soprano). The transition into the next 

section uses the half-step/whole-step pattern in the contrabass and Harbison nods to his 

jazz roots with a subtle F7 chord to end this section (disguised as always with one note 

that does not Òfit.Ó 

 The Libera eas section opens with a haunting, unaccompanied flute/oboe duet that 

after three measures, serves as a delicate counterpoint to the mezzo-soprano soloist. The 

vocal line is clearly based on the phrygian mode, beginning on E and ending on E, with a 

! 

ö 5 -

!  

ö 1  cadence in m. 66. 

 

Ex. 46. Mezzo-soprano solo, melodic line, mm. 58-66. 

 

 This is a melody that comes from a composer who has written many memorable 

themes. It is a mature melody, coming from decades of compositional experience. Only 

when it is taken apart and unpacked does it reveal its treasures. With the E as 

!  

ˆ 1 , note the 

root-fifth movement in the first two notes and the last two notes, the first going up  
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and the last going down. The upward slope suggests hope and movement, and the 

downward slope, finality.  

 This upward/downward idea is also captured in the perfect fifth movement of the 

first two notes, the second two notes and the third two notes. The high point of the phrase 

is E and the low point is E, framing an octave, and using the tonic four times in the 

melodic line. The B, or dominant, is used six times, producing a lingering yearning for 

the tonic. The ending of the theme echoes the beginning, with the perfect fifth in a 

retrograde of the first two measures. There is also a subtle rhythmic complexity to the 

melody. See the groupings of three quarter notes in the first four measures, eliminating 

the tyranny of the barline, and moving the melodic line forward. It is a truly marvelous 

and sturdy melody, one that Harbison uses in a non-conventional way. 

 The soprano answer in m. 67 is not an answer in the usual sense, that is, up a fifth 

or, as Harbison has already done in the Requiem, an expansion of intervals. Rather, the 

answer is a truncated inversion of the original theme, beginning a step higher.  

 

Ex. 47. Soprano solo, answer, mm. 67-71. 

 

 Normally, this would be enough, but Harbison, perhaps taking a page from the 

Confutatis of the Mozart Requiem, continues to expand the woodwind line that began in  
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m. 55 with the flutes and oboes. Now, the flute and oboe parts are split into two lines, still 

doubling each other, providing a chromatic foil for the still relatively sedate melody. It is 

interesting that, while the soprano answer to the original melody is up a major second, the 

counter line stays centrically around the original E, and instead of going up a half step 

and down like the original mezzo-soprano theme, it goes down a half step and back 

again. 

 

Ex. 48. Flute and oboe, chromatic counter line, mm. 68-69. 

 

 The baritone soloist entrance in m. 75 (the second answer) now truncates the 

intervals themselves, while the woodwinds chatter along. This time, the bassoons, in 

octaves, start to intensify the texture, leading to the inclusion of the clarinets in m. 82 and 

horns in m. 83. But, rather than announce Michael, the Archangel, (Sed signifer sanctus 

Michael, m. 84) with a crescendo and a trumpet blast, Harbison cuts the texture and 

dynamics to two soft clarinets in the lower register and two soft horns in fifths. The tenor 

soloist, with a soft cantabile, announces the standard-bearer in the original phrygian 

mode, beginning on E and ending on E, with 

!  

ö 5 -

!  

ˆ 1  at the Òcadence.Ó With each of the four 
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soloists having sung their part, the woodwinds wander on without them, with horns at the 

fifth (B), sounding in the distance. 

 Measure 110 begins a completely new section with the famous text, ÒQuamolim 

Abrahae promisisti.Ó The four soloists continue to sing (the chorus has not yet sung in 

Part II), introducing a fugue part by part, beginning with the soprano and followed 

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

 

 This fugue has several interesting facets. First, the fugue has only just begun, 

when the mezzo-soprano answers in stretto. But the most fascinating part of the fugue is 
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the instrumental doubling. While a normal fugue would have, for example, the first violin 

exactly doubling the soprano, and the viola doubling the alto part, etc., the first violin part 

in this fugue combines both vocal parts while also adding extra notes in between. At least 

that is the way it begins. The first violin plays the first entrance of the soprano. When the 

mezzo-soprano enters, the violinist veers away from the soprano part and begins playing 

the mezzo-soprano part. Very quickly, the first violin migrates to a separate part that is no 

longer doubling the vocal lines, but rather providing rhythmic and harmonic interest to 

the vocal lines.  

 Violin 1 has a direct or indirect relationship with the soprano melody until the 

middle of the fourth measure of Ex. 48. At that point, the violin veers off into rhythmic 

figures that do not support the melodic line of either vocal part. Flute 1 is an anticipation 

of the descending seventh line in the second half of the fugal subject, but because of 

transposing octaves, it is difficult to hear. Only by analysis would this four-note figure be 

noticed as a part of the fugal subject, especially since it plays off of a figure that has yet 

to be announced. 

 Harmonically, the fugue seems to hover around C minor, sometimes with a flat 

seventh scale degree and sometimes with a traditional 

!  

ö 7 -

!  

ö 1 . The Violin 1 part emphasizes 

this with two four-note ascending lines (mm. 3 and 4 in Example 48) that clearly outline 

C minor. The flute part arpeggiates in and around a C minor tonality (with a flat seven), 

particularly in mm. 4 and 5 in Ex. 48.  

 The second announcement of the fugal theme follows traditional lines. The tenor 

soloist enters with the same notes as the original soprano entrance, and the baritone 

soloist echoes with the exact notes of the mezzo-soprano entrance in stretto as before.  
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The instrumental parts provide some support as before, but do not imitate the vocal lines 

exactly.  

 The fugue continues in m. 136 with a new entrance of the subject up a minor 

third, this time with the mezzo-soprano beginning first, and followed by the soprano. 

Picking up on the arpeggiated figures of the flute part, as well as echoes of the arpeggios 

in the whole beginning section of Part II, the vocal parts repeat the words, ÒIn semini 

ejus,Ó while trading three-note arpeggios with three-note scalar patterns. 

 

Ex. 50. Soprano, mezzo-soprano, tenor solo, three-note arpeggios, m. 140-143. 

 

 The soprano soloist part is especially Vivaldi-like, as it takes each succeeding 

pattern from the end note of the previous pattern, working its way through a series of 

ÒkeysÓ to get to a kind of an E minor cadence in m. 142. 

 The subject returns after the short episode referred to above, this time up a fifth in 

the soprano with the answer in the baritone. The instruments have suddenly stopped all 

their merriment and are playing measures of discordant whole notes. The Quamolim  
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Abrahae returns in m. 149, moving into a quick 6/8 time with all the soloists singing 

homophonically. This lasts for three full measures, whereupon a fugue once again breaks 

out, beginning with the soprano, followed closely in stretto by the mezzo-soprano, as in 

the first fugue in this section. This subject is completely different from the first, though, 

taking full advantage of the arpeggiated figures of the previous episode. The vocal parts 

are doubled exactly by the strings in octaves.  

 

Ex. 51. Soprano and mezzo-soprano, stretto, mm. 151-154. 

 

 If the previous section was reminiscent of Vivaldi, this surely is like a Bach Two-

Part Invention. The tenor and baritone soloists answer in mm. 155-156 with exact string 

doubling. As it would be completely out of character with the piece to have a neo-

Baroque section in the middle of things, Harbison muddies the waters with atonal 

woodwind clusters in disjunct rhythms to keep the listener slightly off kilter (mm. 151-

167).  

 A different, but related, theme is introduced in m. 159, putting the arpeggios in a 

new order. Just when all four voices have sung through their subject/answer, the 

homophonic Quamolim Abrahae is restated, just as in m. 149 (the beginning of this new 

section). It builds in intensity, doubled by the strings and high winds rhythmically, with  
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the strings playing exact doublings and the winds, chord clusters. The phrase reaches its 

apex in m. 174, with all voices and instruments at fortissimo. The section comes to a halt 

with an empty measure, just like in m. 14 of the Domine Jesu Christe at the beginning of 

this Part II. The rest provides exactly the same service Ð to transition into the next major 

section of the piece.  

 After a six-measure introduction, the solo voices continue to sing. The opening 

chord in m. 191 is a G-minor triad (sung by soprano, mezzo-soprano and tenor), doubled 

by horns and violins. Harbison seems to be less inclined to avoid direct consonance as the 

Requiem develops. The beginning of Part I featured triads and a ÒwrongÓ note, and 

throughout the piece, great care has been taken to avoid straight-forward diatonic 

harmony. But three measures later, a D minor triad is sung, then G minor, then D minor, 

root and fifth. While there is no traditional harmony or voice-leading, there are also no 

ÒwrongÓ notes. 

 On the cusp of basic minor triads, the piece returns to its roots. Measure 197 

harkens back to the first measures of the entire Requiem.  

  

 

               Ex. 52. Solo voices, comparison, mm. 1 (Part 1) and 197 (Part II). 
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 Notice how, in the first example, the D-flat alters the D-minor chord. The second 

example functions in much the same way, with the F in the tenor altering the E-minor 

sonority. They even share the same interval of alteration Ð one half step. This chord is 

important, and it keeps returning as the four vocal soloists utter again and again 

ÒDomine,Ó which means ÒLordÓ (See mm. 197, 205, 215, 226 and 229).  

 Interspersed between the Domines are short vocal phrases, which are sung once in 

imitation. It is worth noting here that the vocal soloists have been singing, in one 

combination or another, for over 225 measures and will continue until the end of this 

movement (m. 252). The brass have not played either (except for some small horn parts 

with woodwinds), nor have much of the percussion section. It would be reasonable to 

expect that the next movement, Sanctus, will feature full chorus, full brass and full 

percussion, and in fact it does. As is often the case with Harbison in the Requiem, if the 

next movement is loud and boisterous, the previous movement ends quietly, and this is no 

exception. Marked Misterioso, the final ten measures of the Offertorium fade away with 

string tremolos and flutter-tonguing in the woodwinds. 

 The full chorus returns in m. 253 with the whole percussion section in a rollicking 

7/8 Sanctus. The women all sing in unison and the rhythmic breakdown of the 7/8 is 4+3. 

There is a four measure percussion ÒbreakÓ and the men answer in m. 262 in a virtually 

identical manner as the women. Another percussion break of five measures is played, and 

the women return again with the Sanctus, this time with a 3+4 pattern. A six-measure 

percussion break ensues and a pattern is starting to develop: the percussion  
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break was first four measures, then five and now six. As expected, the men answer the 

women as before. More percussion follows, but three measures only.  

 Finally the brass make their long-awaited appearance with the Pleni sunt coeli. 

The 7/8 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 

signature (12/4, 9/4 and others). With the whole chorus singing forte, the sopranos and 

tenors are singing in octaves, and the altos and basses are singing the mirror part in 

octaves. It is all very simple and tonal and, as usual, brought into fierce competition with 

huge low brass, low strings and percussion playing completely unrelated notes. It is also 

very exciting, with the piano pounding octaves and the timpani pounding sforzandos. The 

chorus continues to alternate with the percussion in four- and two-measure increments 

respectively, beginning in m. 303. 

 Measure 315 begins a new section of the Hosanna with four measure sets of 

changing meter: two measures of 7/4 and two measures of 7/8. 

 

 

Ex. 53. Alto and bass chorus, changing meter, mm. 315-317. 

 

 This rhythmic pattern continues through m. 331, at which point the Benedictus 

appears without ceremony as part of the same texture as before (often, composers will 

treat the Benedictus as an entirely different piece, or at the least, a contrasting style from  
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the Hosanna). This time, the 7/8 alternates with various time signatures, including 6/4, 

4/4 and 5/4. The chorus continues to sing in simple two-part texture. 

 Measure 343 marks the return of the Hosanna and the return of the thematic 

material of m. 315 (see Example 52). The instrumental forces increase in number and 

volume until the entire orchestra and chorus are pounding the 2+2+3 rhythm over and 

over. At m. 369, everything comes to a crashing halt, and the percussion quickly 

decrescendoes into a two-measure transition to the Agnus Dei. 

 The Agnus Dei opens with a rhapsodic violin solo that draws upon the inspiration 

of the triadic patterns of the last movement (and several before that).  

 

 

Ex. 54. Violin solo, triadic patterns, mm. 371-374. 

 

 The solo moves through triads of G major, B-flat minor, D major, F minor, G 

diminished, F major, D major again, and B major. Example 54 also illustrates the upward 

movement by thirds of the first four chords (chromatic mediant), and the downward 

movement by thirds of the last three chords. 
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 Following the violin solo, the soprano soloist introduces the opening Agnus Dei 

theme.  

 

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

 

 This theme continues the triadic exploration of the last movement, but looks at 

triads in two ways. The first two measures are all thirds except for the opening perfect  

fifth leap, and it would seem that the disjointed, angular contour of the following three 

measures would not support the triadic style. But looking more closely, the third measure 

into the fourth measure of Ex. 54 form a G major seventh, followed by an E major 

seventh, and they are even voiced ÒcorrectlyÓ for a three-part chord. The overall result, 

however, is not one of calm and repose, as one might expect in an Agnus Dei at the end 

of a Requiem, but rather, due to the skips of both consecutive perfect fifths and contrary 

motion major sevenths, the mood is somewhat discomforting and unstable, even against 

the G drone in the second violin. 

 The solo soprano line is answered by an equally disquieting chorus part, singing 

three part chords that are all dissonant and non-functional. All three parts then repeat, 

with slight variations in each response. As expected in a tripartite form like the Agnus 

Dei, it repeats again, but this time the soprano solo expands dramatically, rising to a high 
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C and skipping with wild abandon in sets of consecutive perfect fifths and major 

sevenths. 

 

Ex. 56. Soprano solo, melodic line, mm. 390-396 

  

 The question is not where this soprano line came from, for the consecutive perfect 

fifths, contrary motion major sevenths, triads and seventh chords have all been used 

before. Even the combination of the violin solo and the soprano solo, which have, 

seemingly, nothing to do with each other, can be explained using language of formal 

analysis. The question is what is the connection between this music, the lyrics and their 

position at this point in the Requiem? The English translation of Agnus Dei is certainly 

not lost on Harbison, but the connection between the Lamb of God and what is going on 

in the music, especially considering all the music that has gone on before now, is 

somewhat perplexing. 

 The progression of the chords as the chorus answers for the final time is 

interesting enough to examine in some detail. 
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Ex. 57. Chorus (divisi) and strings, chordal texture, mm. 411-416. 

 

 The general pattern from the very beginning of the Requiem is that when 

Harbison wants to be centric or even tonal, he writes a consonant chord and adds a 

dissonant note to it. Example 1 and many others illustrate this technique. This most recent 

example is different. First of all, there are more than four notes. Up until now, the vocal 

texture has been almost exclusively either four-part chorus or four-part soloists. Here, at 

the end of the Agnus Dei, the texture thickens, combining both choral and vocal soloists. 

 The unifying factor in this example appears to be the whole-step/half-step 

relationship that has been explored throughout the Requiem. The difference in Ex. 56 lies 

in the chordal approach to this technique. There are three-note patterns that span a minor 

third, with the whole step, then the half step (e.g., B-flat, A-flat, G, bass, m. 1 in Example 
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56). The examples are indicated by the solid brackets and are found on the outside of the 

texture in the soprano and bass parts. The internal parts, marked with dotted brackets, are 

comprised of two repeating patterns, one going back and forth between two notes in the 

alto, and a linear minor third pattern in the tenor.  

 So, at the end of the Agnus Dei, Harbison combines several techniques that he has 

used many times already in the Requiem: the whole-step/half-step relationship and the 

repeating of inner lines while the outer lines employ more melodic contour. The chords 

are the most dissonant vocal writing yet, and the penultimate chord falls back to the 

original compositional technique of a consonant chord with one ÒwrongÓ note, in this 

case, a C-sharp minor chord with a dissonant F. The movement ends with an 

unexpectedly consonant G major chord in root position in a traditional voicing (the skip 

of a tritone has been used in several important themes in the piece). Somehow, though, it 

doesnÕt seem like a resolution, nor does it give any repose. The Agnus Dei ends with a  

somewhat baffling interpretation of the text: ÒGrant us eternal rest.Ó It creates what is 

perhaps the first real question in the piece. What was Harbison trying to say? 

 The Lux aeterna begins in the same consonant language that the Agnus Dei left, 

but only for a fraction of a second. The brief C major diad is interrupted, or rather, added 

to by a B-flat and an A. For the uninitiated jazz lover, this would spell a C13 chord 

without the 11th, a standard chord in the jazz vocabulary. HarbisonÕs love of jazz has once 

again leaked into the Requiem!  
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Ex. 58. Flute, piano/harp, chorus, jazz chord, mm. 417. 

 

 This chord is repeated exactly, and then the chorus moves through chords of G 

major (first inversion), F major, B-flat major, A major/B major, D7#5, E minor b9, and A9 

alt. All the while the woodwinds are altering, or adding onto, the chord with a whole  

other set of intervals, just as they did with the C-major 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 doubling the choral parts, switch with the 

woodwinds and assume the role of providing the added notes to the choral chords. 

 Measure 434 changes tempo with the introduction of the Cum sanctis tuis lyric, 

and the choir effectively splits into male and female two-part music. The identical notes 

from the beginning of the movement are used again, first introduced in the women, then  
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imitated by the men. The womenÕs part by itself is completely tonal, the first five notes 

spelling all major chords which, in C major, would be I, V, IV, V, I. The men are in 

perfect imitation with the same chord pattern, but, as it is set one measure later, produces 

a kind of passing polychords in a centric framework. In fact, it almost can be analyzed in 

C major, as illustrated by the Roman numeral analysis underneath it.  

 

Ex. 59. Chorus, Roman numeral analysis, mm. 434-438. 

 

 Following this eight-measure phrase where the womenÕs and menÕs parts are 

separated by one full measure, the next eight measures have the two parts only separated 

by two counts (instead of four), effectively moving all the chords Òover one.Ó It is as if 

Harbison simply took the shift key and moved everything over two beats, and played it 

again. Except for a violin drone, there is no accompaniment to this section. 

 The Requiem aeternam text returns in m. 255 (it was used at the very beginning of 

the Requiem), and a similar use of the consonant triad and one ÒwrongÓ note is 

resurrected. The chorus sings unaccompanied until m. 462, where it is reduced to an 

octave F between the women and men. Measure 463 explodes into a D-flat major chord 

(with a Òwrong noteÓ F-flat, which creates an interesting simultaneous major against  
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minor feeling, which is also known as a split-third sonority), with the entire brass section 

entering with strings. The next chord is a B-flat minor/major chord. The ÒprogressionÓ 

unfolds for several more measures until the chorus ends on a D-flat major sonority with 

the half step between the B-natural and B-flat.  

 Measure 473 reintroduces the four soloists, who reprise the choral parts of the 

Requiem aeternam of m. 455. The chorus returns in m. 479 in octaves and, using the D in 

the soprano as an anchor, provides some evocative harmonies. 

 

Ex. 60. Chorus, homophony, mm. 479-484. 

 

 The second and third measures are simply a D major/minor chord that features a 

voice exchange in the bass and alto voices. In that regard, the A in the first measure  

could be regarded as 

!  

ö 5 -

!  

ö 1  . Measure four is an E7 chord, followed by a straight-forward, 

traditionally voiced D minor chord. The final measure in Example 59 is a typical 

Harbison cluster chord re-voiced to deemphasize the dissonance.  

 One thing 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, as in the example 

above in measure four. The close voicing of the soprano/alto and tenor/bass with a big  
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space between them must be intentional, because it would be just as easy to voice the E7 

chord in question with a G-sharp in the alto and a B in the tenor. It would seem to be a 

ÒbetterÓ voice leading, with less disjunct motion. Harbison does it again in m. 488 with 

more than an octave between the soprano and alto. 

 The harmonic motion gets stranger yet, by sounding an unambiguous C major 

chord on beat three of m. 486 (with very low three part divisi in the cello and bass). The 

entire chord, sung by the chorus and played by divisi strings and mallet percussion, 

moves in toto down a step and then back up again. This is followed by an F major chord 

in first inversion and a root position G chord, none of which are bothered by any non-

harmonic tones whatsoever. This is the first time that such a progression has appeared in 

the Requiem. Finally the fifth chord settles back into ÒHarbison harmonyÓ by 

simultaneously sounding an A-major and B-major diad. 

 The chorus sings one last set of ÒLux, LuxÓ in m. 495 and the added notes of 

Example 57 reappear. The Lux aeterna movement comes to a quiet close. The clear C 

major diad in the chorus wins out in the end, and is perhaps an indication of the eternal 

light of which this movement speaks. 

 The Libera me begins with what can now be recognized as a classic Harbison 

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

 

 As has been noted from the very first page of the Requiem, there is a tonic-

dominant relationship that weaves its way through either the implied harmony of the 

melodic line or the larger formal structure. Example 60 is no exception. The melody line 

climbs through E minor, with the leading tone, until the downbeat of m. 3, at which time 

it exchanges half and whole steps. This half-step/whole-step movement serves two 

purposes: to obfuscate the tonality and to provide a recognizable, repeatable 

compositional technique that acts as a glue for the whole piece. The Òdown a whole step, 

up a half stepÓ pattern, found in mm. 4-6 above, echoes throughout the Requiem.  

 The octave leap, which has been used in previous Requiem melodies at least three 

times, occurs again here. It is a handy device, as it both solves range issues (when a 

pattern gets too low, the octave skip puts the voice back into a better tessitura) and 

provides a dramatic opportunity for word painting or simply for more power (the skip in  

Example 60 is marked fortissimo in the score). The tonic-dominant relationship continues 

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

that the melody began with 

!  

ö 5 , 

! 

ö 6 , 

!  

ö 7 , 

!  

ö 1  in E minor. 
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 The soprano answer in m. 509 is up a perfect fourth and continues with sparse 

string accompaniment. It spins out just as the mezzo-soprano line did. The entrance of the 

baritone in m 523, however, begins to mark a change in the texture and style of both the 

solo and the accompaniment. The baritone line only contains two notes: B and C. The B 

is the dominant note that the mezzo-soprano last sang, and C is sung twice an octave 

apart. The tenor picks up the octave skip from the baritone in m. 525, and moves 

inexorably toward the Agitato of m. 529. 

 The tenor part is still punctuated by disjunct motion (m. 530 ff.), but the 

interesting addition is the string writing. 

 

Ex. 62. Violin, accompaniment, mm. 528-534. 

  

 The first thing to notice is that all the two-note slurs are descending, with no 

exceptions. To achieve this, Harbison had to jump up octaves to stay within the playing 

range of the violin. The slurring indicates an interest in the anacrusis. Rather than  

emphasize the downbeat, the violin emphasizes the upbeat, which gives the music 

forward motion. 
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 The tenor line gradually builds to a high B-flat in m. 540, at which point the high 

woodwinds punctuate the cascading strings, as the percussion attacks sporadic triplets. 

The excitement is short-lived, however. By m. 546, the percussion has disappeared and 

the rhythmic figures in the strings have dissipated to straight quarter notes. Within this 

reduced texture, the baritone introduces the Tremens factus, and the woodwinds 

disappear, leaving only harp and muted violins and viola. The melody line of the baritone 

is very economical, using only three different notes over a ten-measure span (mm. 559-

568).  

 The Dies illa, dies irae is re-introduced (first sung in m. 152 of Part I) in m. 568. 

This time, instead of the mostly half-step melodic fragments, the soprano and alto lines 

ascend by whole steps, with the entire pattern repeating up a whole step as well. The 

tenor and bass lines echo the original Dies irae by using a descending half-step motive 

against the rising womenÕs parts.  
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Ex. 63. Chorus, Dies irae re-introduced. mm. 568-572. 

 

 The alto and tenor mirror each other, three times starting on a unison and heading 

in opposite directions, the alto rising in whole steps and the tenor descending in half 

steps. The soprano and bass work in the same fashion, only beginning an octave apart 

instead. The downbeat of m. 7 of Ex. 62 finds all four parts arriving at a B-flat together.  
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This serves two purposes: to give the listener a needed rest after such a chromatic and 

dissonant section and to help the singers to have a touchstone where they can join 

together at least on one note for tuning and ensemble purposes. 

 It seems that once the octave B-flat sounds in all voices, the Dies irae begins to 

lose momentum, and in m. 580, the original Requiem text from the very beginning of Part 

I re-emerges. The only change here is the C-natural in the bass instead of the original D-

flat. This is not unexpected, as one of the compositional techniques that was utilized in 

this piece is the expansion of intervals in subsequent repetitions. The rest of the first 

section up to the Luceat eis is virtually the same as the opening. 

 This brings the opening discussion of this paper full circle. There were several 

options presented concerning the analysis of the chord in question (see Example 1). It is 

now clear that Harbison has always intended to have consonant chords and consonant 

melodies with a Òwrong noteÓ in them to add interest and avoid a banal tonality to 

pervade the piece, much like Igor Stravinksy did in his Dunbarton Oaks Concerto and 

other neo-classical pieces.  

 Many Requiem composers stop with the return of the Requiem aeternam text, as it 

makes a suitable ending because it typically repeats the music from the beginning, as 

HarbisonÕs does. There is one more movement in this Requiem, however, the traditional 

In paradisum, which is still used in the Roman Catholic funeral rite (Rite of 

Commendation) today. 

 As if finally running out of steam, the chorus sings the entire first section in 

octaves, with the sopranos and altos on one note, and the tenors and basses down an  
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octave (m. 605). The strings and celesta play a background figure that resembles the 

pattern in Ex. 61. Finally, in m. 627, the chorus breaks into harmony for the last time. 

 

Ex. 64. Chorus, pedal point, mm. 568-572. 

 

 The bass provides a pedal point over which the upper three voices can sing a kind 

of dissonant chorale. Measures 1 and 3 in Example 63 are identical and in m. 4, the 

soprano and tenor merely exchange notes. The final chord could be thought of as a 
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version of a whole-tone scale that has been used especially frequently in Part II of the 

Requiem.  

 The bass continues to drone for another short chorale segment, then the chorus 

finishes the piece with the Habeat requiem. The last chord that the chorus sings is not 

consonant as others have been at the end of movements. It is, instead, one of the 

ambiguous chords that Harbison uses when he doesnÕt want to sound too settled, too 

comfortable. It is, of course, the exact same chord he used to begin the entire Requiem in 

m. 1. 

 

Ex. 65. Chorus, final chord, m. 647. 

 

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

the eternal rest that eluded the chorus, by settling on a simple C and E. 
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CHAPTER FIVE 

CONCLUSION 

 

 HarbisonÕs Requiem is, in his own words, ÒAn accidental collection of words 

about mortality (Part I) and continuity (Part II), to be shaped into a purposeful collection 

of sounds.Ó1 The piece shows the consummate skill of the Pulitzer Prize winning 

composerÕs experienced hand. Some of the chord voicings echo the jazz of The Great 

Gatsby, the lush vocal writing is reminiscent of the richness and grace of The Flight into 

Egypt, the four-part soloist writing is a reminder of the intimacy of his four string 

quartets, and the overall modernity and scale make one think of his three symphonies.  

 But the Requiem also flew in the face of his controversial 4 Psalms of 1999, 

which added contemporary lyrics to the traditional text. There is almost nothing 

controversial about the Requiem, nor does there need to be. The events upon which it 

reflects are controversial enough. 

 Harbison had the savvy and compositional ability to weave together music over a 

seventeen-year period by combining pre-classical forms like the fugue with a modern 

centric tonal concept. By employing his half-step/whole-step manipulation throughout the 

piece, he provided compositional continuity and created a ÒhookÓ upon which to hang the 

text. Notably, he rejected the modern trend to add contemporary lyrics to the Requiem, 

instead being content, even eager, to set the traditional text in the traditional language (of 

his own translation). He enjoyed the enviable luxury of being able to write whatever he 

wanted, knowing that the Tanglewood Chorus and Boston Symphony could sing and play 

                                                
1 Program Note, Requiem by John Harbison, Associated Music Publishers, 2002. See 
Appendix H. 
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almost anything, no matter the difficulty. In addition, there was a guaranteed audience for 

the Boston SymphonyÕs one hundredth anniversary concerts: all in all, an ideal situation 

for any composer!  

 Except for the Agnus Dei, which seemed incongruous both in its setting of the text 

and its harmonic and melodic treatment, the piece seems to flow from one section to the 

next, with artful use of the vocal soloists and traditional orchestral coloring. Harbison had 

no need for exotic tunings, Sprechstimme, or amplified strings. His setting of the text 

echoed Mozart and Verdi, but always viewed through the lens of a twenty-first century, 

post-nine-eleven survivor. It was HarbisonÕs intention all along to provide two things in 

his Requiem; an intimate place to put oneÕs own true thoughts and a broad palette upon 

which to reflect on the wider issues of war, disaster, and destruction.  

 This is the first full-scale examination of HarbisonÕs Requiem since it was written 

in 2002. The author hopes this paper 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 HarbisonÕs ÔRequiemÕ 

Mary Haller, MIT News Office, March 5, 2002 

When Institute Professor John HarbisonÕs ÒRequiemÓ receives its world premiere 

performance tomorrow night by the Boston Symphony Orchestra, it will be the 

culmination of a creative process that began 17 years ago. 

It will also signify the end of a period marked by private and public losses for the Pulitzer 

Prize-winning composer. ÒIf this piece registers thoughts about death and reconciliation, 

it is about experiences I have had firsthand,Ó said Harbison. 

He began composing the piece in 1985, at the same time (in fact, on the opposite side of 

the sheet of paper) as his opera, ÒThe Great Gatsby.Ó Both pieces were independent 

projects at the time with no prospects for performance. 

Ten years later, Harbison was one of 13 composers invited to write a movement for the 

collective ÒRequiem of ReconciliationÓ honoring the victims of World War II. In that 

work, he drew on the core musical ideas of the RequiemÕs beginnings, which fueled his 

interest in completing the Requiem. 

In 2001, a commission from the Boston Symphony Orchestra (BSO) enabled Harbison to 

complete the Requiem. ÒThe Great GatsbyÓ was completed on commission by the 

Metropolitan Opera in 1998 and premiered in 2000. 
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A Requiem is, by definition, a musical composition in honor of the dead, set to a 

traditional liturgical text in Latin. As Harbison worked on the piece over the years, he 

inscribed in his sketch the names of loved ones who died during that time. This was done, 

he writes in the program notes, Ònot to tell the listener about my reaction, but to remind 

myself that only living alertly in our own immediate lives gives us any comprehension of 

war, disaster, destruction on a wider scale.Ó 

The tragic events of Sept. 11 occurred one week after Harbison signed his contract with 

the BSO. ÒThe events of that fall made my purposes clearer,Ó he writes. ÒI wanted my 

piece to have a sense of the inexorability of the passage of time, for good and ill, of the 

commonality of love and loss.Ó 

The 17-year period of creation is ÒunusualÓ for him as a composer, Harbison said. Also 

unusual for him, he writes, was how ÒpersistentÓ his original view of the piece wasÑ

Òhow closely my idea of the large design, even down to the harmonic outlines, was being 

pursued.Ó Even in pieces written quickly, he said, this ÒpersistenceÓ is atypical of his 

creative process. 

One of the problems with a piece that evolves over a long period Òis that people assume 

you havenÕt done anything else in those 17 years,Ó he added wryly. In fact, he said, 

Òthose years were very fluent periods of composition for me.Ó 

Harbison said he has always been attracted to texts that have been set and endured 

through many yearsÑ one reason that he was drawn to the Requiem form. Some 

interviewers can not understand why he would want to add another Requiem to the 

repertoire and ask him if he thinks his piece can Òeffectively compete in the Requiem 
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market, against ones that already exist,Ó he said. 

ÒIt just goes to show how a lot of arts initiatives are viewed as products these days,Ó 

Harbison said. ÒIf I thought like that every time I wrote a string quartet, I probably 

wouldnÕt do it. ItÕs strange that thereÕs so much riding on something earning its keep. If 

youÕre a concert music composer, you know youÕre not earning your keep.Ó 

For Harbison, the premiere of his ÒRequiemÓ feels more like a beginning than an end. ÒIt 

now feels like a good opportunity to start in new directions,Ó he said. 

Bernard Haitink will conduct the BSO in the world premiere performance of HarbisonÕs 

ÒRequiemÓ on March 6-8 at 8 p.m. in Symphony Hall. The program also includes 

BeethovenÕs ÒSymphony #4.Ó All concerts will be preceded by a 7 p.m. talk by John 

Daviero from Boston University. Tickets are priced from $25 to $90. The March 6 

concert has been added to the free concerts available to BSO College Card holders. Cards 

are available by showing a valid MIT student ID at the BSO box office at Symphony 

Hall. 
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Appendix B 

The Phoenix (New England online magazine) 

27- Feb. Ð 6 March 2003 

John HarbisonÕs Requiem  BY DAVID WEININGER 

John Harbison is without doubt the man of the hour around here. Just two months after 

James Levine conducted the BSO in his Third Symphony, the orchestra is now preparing 

to give the world premiere performances of his Requiem next week at Symphony Hall, 

under the baton of principal guest conductor Bernard Haitink. (BeethovenÕs Fourth 

Symphony is also on the bill.) And for those who want still more, the Orion String 

Quartet will be playing his Fourth Quartet in mid March at the Isabella Stewart Gardner 

Museum. 

Of course, the composerÕs links with the BSO go back farther than this season. The 

orchestra commissioned both HarbisonÕs First Symphony in the 1980s and his 1993 Cello 

Concerto. And though the commission for the Requiem came only about a year and a half 

ago, some sections were written as far back as 1985, including one movement for the 

1994 Requiem of Reconciliation. This collective setting of the Requiem Mass was 

commissioned by conductor Helmut Rilling to commemorate the 50th anniversary of the 

end of World War II, and it features movements by composers from every country 

involved in the war. 

Asked what was behind his desire to make a full setting of the Requiem, Harbison replies, 

ÒI just had an instinct that I wanted to set this text that IÕve known for such a long time 

and sung in so many guises. IÕve always thought that it was a great musical text Ñ  a 
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collection of very strange things from different times.Ó 

One thing the composer was sure he didnÕt want to do was to bring the Requiem Òup to 

dateÓ by interpolating contemporary texts into the Latin original, in the manner of 

BrittenÕs War Requiem. ÒI had the reverse impulse,Ó he explains, Òbecause the Requiems 

since Britten that I know all bring it up to date, they all have interpolated texts. So it 

struck me that the unusual thing to do this time would be to not add anything.Ó 

Which is a far cry from his last major choral composition, the Four Psalms of 1999, 

written to commemorate the 50th anniversary of the founding of the State of Israel. That 

work mixed psalm texts with bits of conversations heÕd had with Israelis and Palestinians 

during a two-week trip to Israel in 1997. No surprise that reactions to Four Psalms were 

deeply divided, at least with regard to its overall concept. Opinions of the music were 

more uniform, praising HarbisonÕs ear for orchestral timbre and his seemingly natural 

talent for choral writing. 

ItÕs not generally smart to speculate on how a world premiere will sound, but if the ÒJuste 

JudexÓ movement from the Requiem of Reconciliation is any guide, expect the larger 

work to be filled with HarbisonÕs special mix of free atonality and tonal allusions. ItÕs 

also likely to feature complex rhythms and asymmetrical, compellingly strange melodies. 

All, of course, in the service of illuminating the RequiemÕs uniquely compelling text, for 

which many composers have saved their most inspired musical ideas. Asked whether this 

was responsible for any apprehension during the composition, Harbison replies: ÒItÕs not 

as daunting a tradition for the composer as the string quartet. We get used to working in 

genres that have some pretty good pieces in them. ThatÕs an experience we get used to.Ó 



96 

         

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 John Harbison adds another work to the significant tradition of musical 

settings of the Requiem Mass, the liturgical ceremony of prayer for the rest of a departed 

soul. 

 

Working with this text gives musicians and the public the opportunity to engage with 

ultimate issues, to join a dialogue with eternity that has stretched across centuries of 

human experience. In a note prefacing the score, the Pulitzer Prize-winning composer 

writes, ÒI wanted a sense of ancient inheritance to inhabit my setting: a ritual steeped in 

the inevitability of death - gradually moving toward consolation and acceptance.Ó 

And later he writes, ÒIdeally this piece is not coercively about how you should feel, but 

rather an offer of a place to be true to your own thoughts.Ó 

 

ÒRequiemÓ is Latin for ÒrestÓ or Òrepose,Ó and the opening line of the Requiem Mass is, 

ÒEternal rest grant them Lord, and let endless light shine upon them.Ó The traditional text 

is actually an anthology of prayers and poetry that did not reach its final form until the 

14th century, though parts of it are much older. 

 

The earliest extant musical setting by a composer whose name we know (one that is still  

performed) is Johannes OckeghemÕs; it dates from sometime late in the 15th century. The 
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New Grove Dictionary of Music and Musicians estimates that at least 1,600 settings of 

the Requiem have followed. 

 

This long tradition of musical Requiems is something that fascinates Harbison, 64, whose 

new setting will be premiered by the Tanglewood Festival Chorus, prominent soloists, 

and the Boston Symphony Orchestra under the direction of principal guest conductor 

Bernard Haitink in Symphony Hall Thursday night. 

 

ÒChoral music has a much longer history than instrumental music,Ó Harbison says from 

his home in Cambridge. ÒSome of the texts that have interested composers, like the 

Requiem texts, have been worked on for many centuries - eight or nine, if we count the 

period of Gregorian chant - and that is part of the appeal.Ó 

 

In the 18th century, composers began to write Requiems not just for the church but the 

concert hall; some of them have become standard parts of the repertory - those by 

Cherubini, Mozart, Dvorak, Verdi, Berlioz, Faure, Durufle, and Frank Martin. Some of 

these works make grand public statements; others are devotional in intent and impact. 

There is also an alternate Requiem tradition that does not use the traditional Latin text. 

 

A life in choral music 

The origin of HarbisonÕs Requiem goes back nearly 50 years, to his high school years in 

Princeton, N.J. The chorus was the most adventurous musical organization in the school, 

and Harbison sang baritone in it. In 1954, he composed two pieces for male chorus in  
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Latin. Choral music, much of it written for BostonÕs Cantata Singers or Emmanuel 

Music, has been a major strand in his work ever since, and in 1987 he won the Pulitzer 

Prize for his cantata ÒThe Flight Into Egypt.Ó 

 

ÒNext to the string quartet, I think the chorus is the most marvelous, speculative realm for 

a composer,Ó Harbison says. 

He started work on the Requiem 17 years ago, when he composed the opening lines, the 

ÒIntroitÓ - on the opposite side of the page where he set down his first ideas for an opera 

based on F. Scott FitzgeraldÕs ÒThe Great Gatsby.Ó The music welled up spontaneously, 

he says, long before there was any thought of commissions or performers, or even of 

writing a full opera or Requiem. 

 

When Harbison was commissioned in 1994 by the German conductor Helmuth Rilling 

and the Stuttgart Bachakademie to compose the ÒRecordareÓ movement of a 

collaborative Requiem to commemorate the 50th anniversary of the end of World War II, 

the earlier music served as a Òreference pointÓ to work from. Later, he set two other 

sections of the text, again derived from that opening Introit. The BSOÕs commission for 

the complete work arrived in 2001. 

 

ÒI got going on the whole piece just before the Twin Towers disaster, and of course that 

had an impact on what I was doing,Ó Harbison says. ÒBut I had also been thinking about 

writing a Requiem for a very long time. In my life, as in all of our lives, I had  

experienced the deaths of many people that I knew very well and cared deeply about.Ó 
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In his note in the score, Harbison says he kept a register of the names of loved ones that 

he lost during the 17 years the work was in gestation, Òto remind myself that only living 

alertly in our own immediate lives gives us any comprehension of war, disaster, 

destruction on a wider scale.Ó 

 

Polishing an ÔorganismÕ 

Tanglewood Festival Chorus conductor John Oliver has been rehearsing the Harbison 

Requiem since Feb. 10. ÒI received the score last November,Ó Oliver says, Òand I wrote to 

John right away about what a marvelous spine it has. Rhythmically and harmonically, 

one thing leads to another; the piece is an organism.Ó Working practically, Oliver 

arranged for pianists Frank Corliss and Martin Amlin to make a demonstration recording 

of the piano-vocal score last December; Oliver conducted. ÒWe sent CDs out to the 

chorus, and by the first rehearsal fully a third of them were already off book and singing 

from memory, as we almost always do,Ó Oliver says. 

 

Oliver has conducted or prepared performances of at least 10 Requiems. Out of that 

experience, he says, ÒOver its 45-minute duration, JohnÕs Requiem is encyclopedic in its 

range of reference and effect. Some of it is very fierce, some of it very human. And all of 

it is completely expert. A chorus member said to me, ÔThe music doesnÕt sing itself - but 

it is so beautifully vocal that itÕs easy to sing.Õ  

 

Haitink spoke briefly about the Requiem in his dressing room after a rehearsal last week, 

week. He has vast experience with new music, but this is the first time he has led the 
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premiere of an American work. 

 

The conductor repeated an observation he had made to chorus members after his first 

rehearsal with them: ÒWe must not think about this as a modern work or concentrate on 

its technique; Harbison has written a work to carry from the heart.Ó And in his dressing 

room, he said, ÒI think this is a very original work because it doesnÕt set out to be original 

- it is music in conversation with the tradition.Ó 

 

From the piano recording, it is evident that HarbisonÕs Requiem also represents a effort to 

reconcile the traditions of church and concert hall - an effort spearheaded in the 20th 

century by both Schoenberg and Stravinsky. ÒMy Requiem,Ó the composer says, Òis more 

devotional and intimate than dramatic and operatic. Larger dimensions are there more as 

the undertone than as the overtone of the piece. I certainly wanted to emphasize the part 

of the text dealing with reconciliation with the fact of death.Ó HarbisonÕs professional 

association with the BSO goes back to 1976, when he wrote his first orchestral piece, 

ÒDiotima.Ó ÒBecause I know certain players, they tend to turn up in pieces I write. IÕve 

been consulting with Frank Epstein for 25 years about percussion things, so you can hear 

that in the significant percussion presence. I also think a lot about the bass section, which 

is one of the defining things about how the BSO sounds - and there is no hall that is more 

responsive to good low-instrument playing than Symphony Hall. 

 

ÒI also felt privileged to be able to write for the large Tanglewood Festival Chorus. Most 

of my musical life has been spent with chamber choirs, which is a wonderful world. But 
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chamber choirs are not capable of producing an imposing fortissimo or, conversely, a rich 

pianissimo. A pianissimo from a large chorus is a sound like nothing else in the world.Ó 

Harbison is a ponderer, and one thing he has been thinking about is the divergent 

directions taken by the music that began 17 years ago on the same page, some into ÒThe 

Great Gatsby,Ó the rest into the Requiem. 

 

ÒI started thinking about ÔGatsbyÕ with the scene of Jay GatsbyÕs funeral, which I thought 

of not just as a ceremony for a crazy, deluded charlatan but also something tied to the 

whole idea of a democratic country going mad with greed and posturing. The paths taken 

by both of these pieces are independent, but they started somewhere quite close 

together.Ó 
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Appendix D 

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

BSO Offers Premiere of Harbison ÔRequiemÕ 

By Bogdan Fedeles, staff writer 

Boston Symphony Orchestra, Bernard Haitink, conductor 

Symphony Hall, March 6-8, 8 p.m. 

Last weekÕs series of concerts at the BSO featured the long-awaited premiere of Institute 

Professor John H. HarbisonÕs Requiem. The well-received performance, full of intensity, 

represents the latest in a series of achievements for Harbison, one of the worldÕs eminent 

living composers. 

History is full of Requiems, many of themÑ including MozartÕs, VerdiÕs, BerliozÕsÑ

remarkable not only in the musical sense but in their deeper message. 

HarbisonÕs Requiem, the first major Requiem of the 21st century, is a natural continuation 

of the tradition that flourished in the past few centuries. Not only is the harmonic 

language different, but strikingly, the message of the text acquires a slightly different 

meaning in this latest Requiem. Back in the days of Mozart, the eternal rest is pursued 

with pious distance and dignity. Harbison shows us a different facet of human emotion 

when facing divinity; his prayer is full of desperation, a hopeless and perpetual struggle 

to regain a certain relationship with God that seems lost long time ago. The immediate 
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relevance of this struggle to our present is amazing and represents a remarkable attribute 

of the piece. 

Musically, HarbisonÕs Requiem is an enchanting experience, marking a refined, 

classicistÕs taste for tradition, wit and surprise. The orchestra required is not Mahlerian, 

yet still complicated, with the countless percussion instruments dominating in effects and 

numbers. As expected, the chorus and soloists are given the principal role in delivering 

the text, yet the orchestral transitions and interludes are a key element in setting up the 

right mood for each part of the piece. 

The piece closely follows the traditional setting of the text, utilizing fugues and 

counterpoint in all the established lines and verses. Even the distribution of the text 

between chorus and soloists is fairly traditional. Despite that, the piece is full of surprises 

that come from the musical interpretation of the words. All the imperatives are generally 

treated as very loud, forceful tuttis. 

In the introit, Òexaudi orationem meamÓ (hear my prayer) sounds loud and desperate. 

Likewise, Òsalva me, fons pietatisÓ (save me, fountain of mercy) is repeated in a manner 

that denotes hopelessness. Notable effects are achieved by the tasteful use of brass. The 

Òdies irae, dies illaÓ passage is dominated by two chromatic scales in the trumpets. 

ÒTuba mirum spargens sonumÓ is not a victory trumpet call but rather a lamenting, jazzy 

trumpet and trombone duet, with mutes and bendings that frighten and confuse. A 

marvelous treatment of Òmors stupebit et naturaÓ (death and nature are stunned) features 

a ritardando in a syncopated melodic line on top of a scarce accompaniment. 
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All the fugues in the piece show HarbisonÕs predilection for chromatic scales, aiming 

perhaps to the idea of restlessness and desperation. There is no center of gravity; the 

melody is mostly free floating. The Òkyrie eleisonÓ (lord have mercy) and the Òquam olim 

AbrahaeÓ (which you promised to Abraham) are excellent examples, the first for the 

chorus and the second for the soloists. 

Other special effects are achieved using the ultra-wide range of percussion. ÒLux 

perpetua luceat eisÓ (the perpetual light will shine upon them) sounds very transparent 

and bright, by use of bells, triangles, vibraphone and harp. Likewise, the ending section 

of the piece, ÒIn paradisumÓ (in paradise) achieves ethereal qualities, concluding the 

piece in sublimation, by the use of celeste and vibraphone in an intimate collaboration 

with solo violin and harp. 

HarbisonÕs Requiem received a splendid performance by the BSO, under the direction of 

Bernard Haitink, the ensembleÕs Principal Guest Conductor. The intricacies of this new 

piece have been addressed with care, and the balance and overall dynamics have been 

worked out very well, delivering a noteworthy premiere of a remarkable Requiem worthy 

of its predecessors. 

The other piece in the program, BeethovenÕs Symphony No. 4, received a pleasant 

performance, although it was not as refined as it could have been. Excellent dynamics 

and articulation through the fast movements were delightful, yet a too fast slow 

movement, with slight inconsistencies in the winds and brass sections, contributed to an 

overall good-but-not-great feeling. 
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Though the series of concerts in Boston has finished its run, the BSO will travel to New 

York to deliver 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 John Harbison, is not easy to get into. At any rate, not in his new Requiem, a 

BSO commission that had its world premiere last Thursday. It encompasses Òeternity in 

an hour,Ó and most of that shattering hour is spent by a chorus, four vocal soloists, and 

the orchestra yearning to untangle the knots of earthly suffering, guilt, and remorse; 

fearing judgment and praying Ñ  aching Ñ  for redemption and forgiveness. Passages of 

ecstatic joy are a mysterious mixture of beauty and terror (a sublime beauty almost more 

terrifying than the fear of damnation) Ñ  and those moments are hard-earned. ThereÕs 

such amplitude, so much going on, itÕs more than one can take in from a single hearing (I 

went back to hear it again). On opening night, the audience gave the piece, the 

performers, and the composer a prolonged standing ovation. 

ÒA composer is someone who carries around a lot of impractical thoughts Ñ  sometimes 

over a long time frame,Ó Harbison told musicologist John Daverio during their pre-

concert discussion. His first inspirations for a Requiem came long before any 

commission. He composed the Introit back in 1985; the first notes appeared on the 

opposite side of the page on which he jotted down his first thoughts about The Great 

Gatsby. In 1991, he wrote a Sanctus and misfiled it, he said, so it stayed virtually lost for 

seven years. In 1995, Helmuth RillingÕs Stuttgart Bachakademie chose Harbison to 

contribute the Recordare to a 13-composer collective ÒRequiem of ReconciliationÓ 
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honoring the victims of World War II (just as VerdiÕs first work on his Requiem was a 

contribution to a collective ÒRequiem for RossiniÓ Ñ  probably the work that inspired 

Rilling, who made its first 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 Symphony Hall (Catherine and Paul Buttenwieser are 

acknowledged for their generous support), came in September 2001. Three of its sections 

were in essence already written. The rest of the Requiem was composed after September 

11. ÒThe events of that fall made my purposes clearer,Ó Harbison writes in the published 

score. 

ÒRequiem ¾ternam, dona eis, DomineÓ (ÒLord, give them eternal restÓ), the chorus begins 

softly, with the word Ò¾ternamÓ ominously repeated, a whispered echo reverberating 

over a restless sea of dark harmonies. The double prayer for mercy (ÒKyrie 

eleison/Christe eleisonÓ) is represented in intense overlapping fugues. What else can one 

do except repeat and repeat the outcry? This entire Requiem, maybe more than any other, 

emphasizes supplication Ñ  in every form, from formal prayer to seductive flattery, from 

timid beseeching to outright demand. 

Harbison follows the traditional Requiem order, first liturgy then poetry: the ÒDies ir¾Ó 

(ÒDay of wrathÓ), the medi¾val Latin poem, in obsessive rhyming triplets, about the Day 

of Judgment. Leaping flames in the trumpets flicker over grim trombones. On the word 

for Òtrembling,Ó a flexatone (the most unusual instrument in a spectacular array of 

percussion) gets a vigorous shaking; it sounds like a muffled fire alarm. People in the 

audience last weekend actually looked around in questioning dismay. In the ÒTuba 

mirumÓ (ÒThe trumpet, spreading its wondrous sound through the graves of the earthÓ), 
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instead of the expected brassy blasts, Harbison gives us muted trumpets and trombones, 

sarcastic Ñ  and jazzy. Later, in the ÒQuid sum miserÓ (ÒWhat can I say, a poor 

wretch?Ó), bluesy woodwinds accompany the first fearful solo voice, in this case plangent 

mezzo-soprano Margaret Lattimore. 

In this section and in the following Recordare, surrounded by delicate combinations of 

winds and chimes (bells jogging the memory?), the four soloists take center stage. 

Fearless soprano Christine Brewer delivered an imposing invocation to the Òpowerful 

king of majestyÓ (Òrex tremend¾Ó), rising to a piercing plea for salvation, in vivid 

contrast to LattimoreÕs quieter despair and warmer though still tentative hope. Tenor Paul 

Groves and bass-baritone Jonathan Lemalu began their own prayers for salvation, 

entering one at a time, then overlapping. In the quiet Lacrymosa, the low-string pizzicatos 

seem like falling tears while soloists and chorus sing together for the first time Ñ  joining 

public and private grief. The section ends with an exciting Amen fugue, almost a war cry, 

building inexorably to a sudden stop and followed by a hushed repetition of the prayer for 

eternal rest. Fade out. End of part one. 

In the Offertorium (the offering of sacrificial prayer and praise), we turn back from 

poetry to ritual, with the piquant harmonies of late Stravinsky. The solo quartet here has 

the fastest and lightest music in the Requiem Ñ  like the quicksilver laughing fugue at the 

end of VerdiÕs Falstaff (ÒAll the worldÕs a jokeÓ). And this leads into the ecstatic Sanctus 

Ñ  a combination of celebratory chiming (marimba, vibraphone, glockenspiel) and scary 

percussion (timpani, temple block, a brilliant drum ÒcadenzaÓ by Frank Epstein) in 

exuberant but unsettling rhythm (7/8), extolling the overwhelming glory of God. 

Hosanna! Harbison takes us out of time and place by recalling the distant and the exotic: 
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medi¾val, Byzantine, even farther east to the land of the gamelan Ñ  some place where 

the hieratic is inseparable from the everyday. 

Some of the most moving music is still to come, as the spiritual struggle begins to wind 

down. The entreaties are now purely for rest Ñ  eternal rest. In the Agnus Dei, a 

searching violin obbligato (concertmaster Malcolm Lowe) alternates with the sopranoÕs 

jagged and increasingly desperate invocation to the gentle Lamb of God (Brewer 

especially impressive here) and the chorusÕs level intoning of its persistent prayer: grant 

us rest. In the ÒLux ¾terna,Ó a syn¾sthetic halo of light in the form of tolling bells 

surrounds the vocal quartet. Fear is still present in the ÒLibera meÓ; itÕs the deepest voice 

Ñ  LemaluÕs Ñ  that Òtrembles,Ó then stops suddenly and whispers, Òet timeoÓ (Òand IÕm 

afraidÓ). The mezzo-soprano sings of the ÒbitternessÓ of that Òday of disaster and miseryÓ 

(Òcalamitatis et miseri¾Ó). Timpani taps are both solemn and unearthly. 

But itÕs still not over. Harbison adds a final section not included in most Requiems 

(though itÕs in the most understated one, FaurŽÕs): ÒIn Paradisum,Ó which becomes a 

slowly syncopated pastoral lullaby for chorus and solo violin, almost a waltz Ñ  a 

shimmering, dancing ascent into a Heaven finally achieved. 

The outstanding soloists, the orchestra (in top form Ñ  as it has not always been for new 

works), and John OliverÕs astounding Tanglewood Festival Chorus (singing this large-

scale and complex new work from memory) all were in the unusually loving hands of 

Bernard Haitink, who was leading his first premiere of an American piece. As always, 

performers seem to want to please him Ñ  he knows how to make them sound good. But 

instead of his usual negligence, he seemed to be leading with conviction, clarity, and 
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sympathy and allowing the piece a convincing shape and focus. 

Harbison spoke about the standard text of the Requiem as an Òaccidental yet extremely 

durable assemblageÓ Ñ  one that gives composers a variety of opportunities Ñ  and a 

Òchance to measure ourselves against the composers of the past.Ó In this Requiem, the 

variety is there, certainly in the glittering array of orchestral color. Yet the tone is 

consistent Ñ  yearning, struggling, tragic. Even the most joyous music is permeated with 

foreboding, and that ties it to our own time. And as we know from the great Requiems of 

Verdi, Berlioz, and FaurŽ, these are the very pieces that last. 

HAITINK WAS HAVING a good night in general. IÕm seldom impressed with him as an 

interpreter, and I hadnÕt thought much of his generalized note-by-note Mozart and Mahler 

the week before. HarbisonÕs Requiem was preceded by an unlikely choice: BeethovenÕs 

sunny and charming (yet musically sophisticated) Symphony No. 4. What was the point? 

I wasnÕt expecting much. 

But Haitink captured the mysterious, exploratory tread of the slow introduction, then 

made the orchestra erupt into BeethovenÕs ebullient and teasing Allegro vivace. A reed 

problem caused a sour oboe splat from the source IÕd have least expected, but John 

Ferillo (obviously unhappy) recovered for the lovely Trio in the third-movement Scherzo. 

The ÒvoiceÓ of this symphony, though, is surely the clarinet, and William R. Hudgins had 

one of his best nights too. 

What Haitink managed to do here that he hadnÕt done the week before was maintain 

movement. In the slow movement, pulsing cellos, basses, and timpani kept the river 

flowing. That pulse would occasionally rise to the surface, then subside again into the 
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undercurrent. The third movement was a jolly frolic; the finale was dynamic and buoyant. 

The orchestra maintained its articulation at increasing speeds and changing volumes (you 

could hear every note in the basses as they flew along). And the best joke was saved for 

last: the sudden foot on the brakes (over already?), then one last explosion of mirth Ñ  

BeethovenÕs ÒGotcha!Ó 

So what could have been better preparation for the tragic Requiem than a symphony of 

such comic spirit? Haitink obviously took pleasure in this contrast. And the Beethoven 

must be a piece he feels plugged into. I also suspect that the close work he must have put 

into the demanding new piece paid off in his handling of the old one. 
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Appendix F 

MUSIC REVIEW; A Requiem Conscious Of Its Debt To the Past 

By BERNARD HOLLAND 
Published: March 11, 2003 
The New York Times 
 
John Harbison might have won more hearts had he lived in another time. His own is an 

age of invention, when newness is prized above all else, and iconoclasm takes on a 

certain sanctity. Mr. HarbisonÕs new Requiem seems to favor inheritance over 

estrangement: more like Brahms than Berlioz. It speaks a language (or languages) we 

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

Written over 17 years and brought to Symphony Hall over the weekend under a Boston 

Symphony commission, the Requiem was having its first performances (with its New 

York premiere tomorrow night at Carnegie Hall.) There were four soloists and the 

Tanglewood Festival Chorus. Bernard Haitink conducted. 

ÒA sense of ancient inheritanceÓ is here, the composer writes, yet his piece draws not 

directly from a deep past but from a more recent one. When faced with the apparent 

exhaustion of tonality, a number of 20th-century composers found solace in tonalityÕs 

prehistory, creating metaphors for the stark, gaping textures and ancient scales of 500 

years ago. Three generations later the Requiem follows in their wake. 

In making his orchestra small and precise and coloring it with percussion, Mr. Harbison 

avoids Romantic grandiosity. By creating a choral sound of piercing textures, he gives his 

music the ring of Machaut and the 14th century, filtered, however, through the Stravinsky 

of the ÒSymphony of PsalmsÓ and the Mass. Melodic sequences, angular and irregular, 
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sound like Cubist versions of Gregorian chant. 

No radical deconstruction for this composer. The placement of Latin syllables honors the 

literal meaning of words; they want to be understood. The sections rush from one to 

another with a kind of American impatience. And because the Requiem as a form allows 

for flexibility, Mr. Harbison, like FaurŽ, ends with ÒIn Paradisum.Ó Both composers make 

it the most lyrical and touching moment of their work. 

There is more to this piece than simply medievalism revised, but one feels in it a chill of 

old churches, and this creates the overriding impression. Mr. Harbison describes his piece 

as Òa place to be true to your own thoughts.Ó I would have preferred him to be more 

selfish, but in the end one admired his modest steadfastness. 

The sincerity is irreproachable and the craftsmanship questionable only in the severe 

difficulty of some choral parts. Admirably, the Tanglewood singers performed from 

memory but at the second performance on Friday were still feeling their way around the 

problems. 

The soprano Christine Brewer was splendid, and her three colleagues, Margaret 

Lattimore, Paul Groves and Jonathan Lemalu, scarcely less so. Mr. Haitink, who had 

conducted an exquisitely modulated BeethovenÕs Fourth Symphony before intermission, 

labored with diligence. 
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Appendix G 

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

Date: March 7, 2003 Page: C15 Section: Arts 

 

YesterdayÕs storm depleted the audience in Symphony Hall last night, but not the 

standing-ovation enthusiasm that acclaimed the premiere of John HarbisonÕs Requiem. It 

is the fulfilling accomplishment of a major composer working in the plenitude of his 

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

 

HarbisonÕs work combines two strands of tradition in setting the Requiem text. One 

tradition, dating to the time of Gregorian chant, is ritual, and comforting in its 

impersonality: These are words that 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 entrusts this dimension to the 

chorus, which he uses like the chorus in StravinskyÕs austere ritual works. The other 

dimension is personal and emotional, a dimension most vividly realized in VerdiÕs 

setting. Harbison entrusts this personal dimension at first to the soloists, who represent 

individual response, while the chorus represents community. In one of the many 

profoundly moving moments in the Requiem, the two strands come together in the 

Lachrymosa, at the words, ÒPie JesuÓ (ÒGentle JesusÓ). By the sublime ending, a kind of 

cradle song and confident vision of paradise, the human and the ritual have become one. 
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The Requiem is the work of an experienced master of all the techniques of music Ð  

counterpoint, fugue, orchestration - and a master who knows how to put these techniques  

in the service of powerful and individual emotional expression; Harbison is an alert and 

probing reader of the text. The cries of ÒHosannaÓ are an exuberant whoop. Who else 

would hear the Last Trumpet in the sound of jazz mutes? 

 

The orchestration is brilliant and fresh, although the use of an unusual percussion 

instrument, the flexatone, had me whirling around to see where the cellphone might have 

been ringing. Harbison tellingly uses timbres of gamelan to accompany the references to 

the forgiveness of Mary Magdalene and the thief. The promise to Abraham of holy light 

is the traditional fugue, which Harbison entrusts to the solo quartet; itÕs as light-fingered 

as the finale to VerdiÕs ÒFalstaff.Ó 

 

There was a superb team of soloists. Soprano Christine Brewer soared across vaulting 

proclamatory lines with resplendent tone; Margaret Lattimore was glowing and supple in 

the mezzo part. Tenor Paul Groves was confident and accurate in a very demanding role, 

and bass-baritone Jonathan Lemalu added warmth of tone to those qualities. 

The work of the Tanglewood Festival Chorus, singing from memory, was awe-inspiring 

in its tonal variety, musical command, and verbal responsiveness. Bernard Haitink led the 

work with understanding of all its references and resonances of meaning, and with a 

propulsiveness that led the work to its destiny. 

 

The concert opened with a rough initial attack on BeethovenÕs Fourth Symphony that  
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soon settled into a performance of uncommon elegance; the BSOÕs basses are as nimble 

as its violins. 

 

What one takes away from this program is a sense of gratitude. Harbison has enlarged our 

experience, created something new that feels permanent because it needs to exist. By 

assimilating the past, and by turning inward, he has found new ways to say things that all 

of us need to hear. 
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Appendix H 

Program Note 

 In early 1985 I began composing, on opposite sides of the same page, two pieces 

for which I had no prospects at the time, both of which waited long for completion. The 

first, the darker of the two pieces, was an opera based on FitzgeraldÕs The Great Gatsby. 

Unable to secure rights, I adapted some of my ideas into an overture, while others 

became GatsbyÕs (mainly false) account of his life in Act II, not resumed until 1996-98 

when the opera was written on a commission from the Metropolitan Opera company. 

 The second project, a Requiem, was destined to weave in and out of my 

experience until the present time. Each return to it was occasioned by different private or 

public events. In 1985 I wrote much of the Introit. In 1991, I was asked for a piece for the 

Music School at Rivers; the piece I wrote resembles the present Sanctus, but I misfiled 

and lost it for seven years, requiring me to write other music for Rivers. When the piece 

re-appeared, it confirmed that it was a continuation of the thought of the Requiem. Then 

in 1995 I was asked to be among thirteen international composers, each writing a 

movement of a collective Requiem of Reconciliation for the victims of World War II 

(commissioned by the Stuttgart Backakademie for performance with Helmut Rilling). I 

was assigned the Recordare (or close to it), and my piece drew again on the core musical 

ideas of the earlier Introit. In 1999, still with no prospects for the piece as a whole, I 

composed the Hostias section very spontaneously, realizing I was still haunted by the 

piece, and deciding to move to complete it. 
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 Fortunately in 2001, a commission from the Boston Symphony Orchestra 

sanctioned the working through of what had become a highly articulated conception for 

virtually every section. It was interesting, a little surprising, to discover how persistent 

the first view of the piece had become, how closely my idea of the large design, even 

down to the harmonic outlines, was being pursued. This is unusual in my experience, 

even in pieces written quickly. 

 Since BrittenÕs War Requiem in 1966, it has been customary to introduce other 

text material pieces of this kind, for drama, contrast, or greater relevance. I never 

considered such a strategy. The text is a strange collection Ð sections of the mass, 

scripture, an old, poetically primitive medieval poem, all added in at different times, but 

acquiring a weight and dignity through use and age. I wanted a sense of ancient 

inheritance to inhabit my setting: a ritual steeped in the inevitability of death Ð gradually 

moving toward consolation and acceptance. 

 The Latin text did not seem at all inaccessible to me. The fanatic passion of my 

high school Latin teacher, who insisted we would be forever benighted without four years 

of her subject, left me not with mastery, but with a sense of familiarity and harmony 

around words in Latin.  

 I found it important to consider what my piece could add to the many 

distinguished pieces of its type, what the role of the piece for which I had initially 

volunteered could be. 

 My contract was signed in the first week of September 2001. I continued 

composing through March 2002. My account of the genesis of the piece makes clear that 

is sources go back fifteen years. But the events of that fall made my purposes clearer. I  
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wanted my piece to have a sense of the inexorability of the passage of time, for good and 

ill, of the commonality of love and loss. I wanted to open up an aural space where this 

could be acknowledged.  

 Ideally, this piece is not coercively about how you should feel, but rather an offer 

of a place to be true to your own thoughts. I inscribed, as I wrote this piece over 

seventeen years, the names of loved one [ones] who died in that time, not to tell the 

listener about my reaction, but to remind myself that only living alertly in our immediate 

lives gives us any comprehension of war, disaster, destruction on a wider scale. 

 I wanted a way to jump with the text from past to present to future, from they to 

we to I. 

 The presence of the solo singers helps. They donÕt sing ÒnumbersÓ but are part of 

a collective wide-ranging melody that tracks who is speaking, and from what world 

 Requiem. An accidental collection of words about mortality (Part I) and continuity 

(Part II), to be shaped into a purposeful collection of sounds. So I decided only to pause 

once, to use a rather small orchestra to present my Day of Judgement in the most frugal 

musical materials Ð instinct under the cloak of rationality. To offer the consolation of one 

so fortunate as to be able to track, for so long, a train of thought, in apparent safety, to a 

conclusion. 

 -John Harbison (September 2002) 
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Duration: 55 minutes 

First performance: 

 March 6, 2003 
  
 Boston Symphony Orchestra, Bernard Heitink, conductor 
 Tanglewood Festival Chorus, John Oliver, conductor 
 Christine Brewer, soprano 
 Margaret Lattimore, mezzo-soprano 
 Paul Groves, tenor 
 Jonathan Lemalu, bass-bariton 
 Symphony Hall, Boston 
 
Repeat performances: 7 & 8 March, 2003, Symphony Hall, Boston 
    12 March 2003, Carnegie Hall, New York 
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Appendix I 

Requiem Text 
Chosen and translated by John Harbison 
 
 
1. Introit     1. Introit 
Requiem aeternam, dona eis,   Eternal rest, give them 
Domine: et lux perpetua luceat eis.  Lord; and let endless light shine on them 
Te decet hymnus, Deus, in Sion,  A song is due to you in Zion, O God 
Et tibi reddetur votum in Jerusalem:  and to you will be given offering in Jerusalem 
Exaudi orationem meam, ad te omnis  hear my prayer; all flesh will return 
Caro veniet. Requiem aeternam dona eis, to you. Eternal rest Ð grant them, 
Domine, et lux perpetua luceat eis.  Lord, and let endless light shine upon them. 
 Kyrie Eleison.     Lord, have mercy. 
 Christe Eleison.    Christ, have mercy. 
 Kyrie Eleison.     Lord, have mercy. 
 
2. Dies I rae     2. Dies I rae 
Dies irae, dies illa    Day of wrath, that day 
Solvet saeclum in favilla   in which the ages are melted to ashes Ð  
Teste David cum Sibylla   As predicted by David and the Sybil. 
 
Quantus tremor est futurus,   How much trembling will there be 
Quando judex est venturus   when the judge appears, 
Cuncta stricte discusurrus!   Everything will be relentlessly examined. 
 
Tuba, mirum spargens sonum   The trumpet, spreading its wondrous sound 
Per sepulcra regionum,   through the graves of the earth 
Coget omnes ante thronum   draws everyone before the throne. 
 
Mors stupebit et natura,   Death and nature are stunned, 
Cum resurget creatura,    all creatures reawaken 
Judicanti responsura.    To answer to the judge. 
 
Liber scriptus proferetur   An inscribed book is brought forward 
In quo totum continatur   in which everything is contained 
Unde mundus judicetur.   Thus shall the world be judged. 
 
Judex ergo cum sedebit,   The judge take his seat 
Quidquid latet, apparebit:   Everything hidden is revealed. 
Nil inultum remanebit.   Nothing unavenged remains. 
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Quid Sum Miser     Quid Sum Miser  
Quid sum miser tunc dicturus?  What can I say, a poor wretch? 
Quem patronum rogaturus,   What defender will argue for me 
Cum vix Justus sit securus?   When even the just are scarcely secure? 
 
Rex tremendae majestatis,   Powerful King of majesty 
Qui salvandos salvas gratis,   Who freely saves those who can be saved, 
Salva me, fons pietatis.   Save me, O fountain of mercy. 
 
Recordare     Recordare 
Recordare, Jesu pie,    Remember, good Jesus, 
Quod sum causa tuae viae:   that I am the reason for your life: 
Ne me perdas illa die.    Do not abandon me on this day. 
 
Quaerens me, sedisti lassus:   Seeking me, you became tired, 
Redemisti Crucem passus: You have redeemed through your suffering 

on the cross. 
Tantus labor non sit cassus.   Let not such labor be in vain. 
 
Just judex ultionis,    Righteous judge of vengeance, 
Donum fac remissionis   Grant the grace of pardon 
Ante diem rationis.    Before the day of reckoning. 
 
Ingemisco, tamquam reus:   I groan because I am guilty 
Culpa rubet vultus meus:   Shame reddens my face 
Supplicanti parce, Deus.   Pardon your supplicant, O God. 
 
Qui Mariam absolvisti,    You who absolved Mary Magdalene, 
Et latronem exaudisti,    and pardoned the thief, 
Mihi quoque spem dedisti.   you give me, then, some hope. 
 
Preces meae sunt dignae:   My prayers are not worthy, 
Sed tu bonus fac benigne,   but you in goodness must bless me, 
Ne perenni cremer igne.   Or I die in the eternal fire. 
 
Inter oves locum praesta,    Give me a place among the sheep, 
Et ab hoedis me sequestra,   and shelter me as a lamb, 
Statuens in parted extra.   Standing at your right hand. 
 
 
Confutatis (Lacrymosa)   Confutatis (Lacrymosa) 
Confutatis maledictis    When you have confounded the wicked 
Flammis acribus addictis,   and assigned them to cruel flames 
Voca me cum benedictis.   Summon me among the elect. 
 
Oro supplex et acclinis,   I beg kneeling and bent over, 
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Cor contritum quasi cinis:   with heart contrite and reduced to ash: 
Gere curam mei finis.    Care for me in my last hour. 
 
Lacrymosa dies illa,    That tear-filled day 
Qua resurget ex favilla   when he returns from dust Ð  
Judicandus homo reus.   This guilty man about to be judged. 
 
Huic ergo parce, Deus:   Spare this person, O God: 
Pie Jesu Domine    Gentle Lord Jesus, 
Dona eis Requiem. Amen.   Grant them rest. Amen. 
 
3. Offer torium    3. Offer torium 
Domine Jesu Christ, Rex gloriae  Lord Jesu Christ, king of glory 
Libera animas omnium fidelium  free the souls of all the faithful 
Defunctorum de poenis inferni  departed from the pangs of hell and the 
Et de profundo lacu: libera eas  bottomless pit: free them from the mouth of 
De ore leonis, ne absorbeat eas tartarus the lion, that Tartarus not absorb them; 
Ne cadant in obscurum: sed signifer  that they do not fall into darkness: And let 
Sanctus Michael repraesentet eas in  the standard-bearer, blessed Michael bring 
Lucem sanctam:    them to holy light. 
Quam olim Abrahae promisisti et semini ejus which you promised to Abraham and his  
      seed. 
Hostias et preses tibi, Domine,  We offer you, Lord, a sacrifice of prayer and 
      praise 
Laudis offerimus: tu suscipe pro animabus illis accept these in behalf of these souls 
Quarum hodie memoriam facimus: fac eas, we remember today. Let them, 
Domine, de morte transirie ad vitam.  Lord, from death, pass to life. 
 
4. Sanctus     4. Sanctus 
Sanctus, Sanctus, Sanctus   Holy, holy, holy 
Dominus, Deus Sabaoth   Lord, God of the forces of heaven. 
Pleni sunt coeli et terra gloria tua  Heaven and earth are full of your glory. 
Hosanna in excelsis.    Hosanna in the highest. 
Benedictus, qui venit in nomine Domini. Blessed is he who comes in the LordÕs  
      name. 
Hosanna in excelsis.    Hosanna in the highest. 
 
5. Agnus Dei     5. Agnus Dei 
Agnus Dei, qui tollis peccata mundi  Lamb of God, who takes away the sins of  
      the world 
Dona eis Requiem.    Grant us rest. 
Agnus Dei, qui tollis peccata mundi  Lamb of God, who takes away the sins of  
      the world 
Dona eis Requiem.    Grant us rest. 
Agnus Dei, qui tollis peccata mundi  Lamb of God, who takes away the sins of  
      the world 
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Dona eis Requiem sempiternam.  Grant us eternal rest. 
 
6. Lux Aeterna    6. Lux Aeterna 
Lux aeterna luceat eis, Domine: Cum sanctis tuis Let endless light shine on them, Lord, with your 
      saints 
In aeternam: quia pius es.   Through eternity, because you are   
      compassionate. 
Requiem aeternam dona eis, Domine. Et lux  Lord, give them eternal rest, and let 
Perpetua luceat eis.    Perpetual light shine on them. 
 
 
7. L ibera me     7. L ibera me 
Libera me, Domine, de morte aeterna,  Save me, Lord, from eternal death, on that 
in die illa      terrible day 
Tremendae, quando coeli movendi sunt et terra when the heavens and the earth are  
       shaken, 
Dum veneris judicare saeculum per ignem. When you come to judge the universe by  
       fire. 
Tremens factus sum ego et timeo, dum discussio  Trembling shakes me, and fear, as I  
       wait 
Venerit atque ventura ira.    For the judgment and the wrath to come. 
Dies irae, dies illa, calamitatis et miseriae, dies  That day of anger, that day, disaster and  
       misery 
Magna et amara valde.    Significant day and full of bitterness. 
Requiem aeternam, dona eis, Domine, et lux  Lord give them eternal rest, and let 
Perpetua luceat eis.     Perpetual light shine upon them. 
 
In Paradisum     In Paradisum 
In paradisum deducant angeli, in tuo  Let angels lead you to paradise, and at your  
      arrival 
Adventu, suscipiant te martyres et perducant let the martyrs take you up and lead you into 
      the 
Te in civitatem sanctam Jerusalem.  Holy sanctuary Jerusalem. Let a chorus of  
      angels 
Chorus angelorum te suscipiat, et cum welcome you, and with Lazarus as well as  
      the poor 
Lazaro quondam paupere aeternam habeas will you have eternal peace. 
Requiem. 
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