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Foreword

For musicians, music lovers, choral directors, and anyone interested in music, Dies Irae: A Guide to Requiem Music provides a look into the numerous settings of a musical-poetic form that has been composed from the Middle Ages to the present. Not only does this guide take the reader through the better-known requiems by Mozart, Brahms, Cherubini, and Verdi, but also lesser-known settings by James DeMars, Friedrich Kiel, Théodore Gouvy, and Sir George Henschel.

Included are a number of contemporary requiems, such as Gerard Victory’s Ultima Rerum and Britten’s War Requiem. Dr. Chase has included a significant selection of works from the Eastern Orthodox Rites, works that are an important part of the Christian musical and spiritual heritage. Furthermore, there are also selections from the German Requiem, the Anglican Requiem, the War Requiem, and the secular requiem. It is a well-known fact that many composers have written a setting of their requiem, but I do not recall any source that puts information about them under one cover. Of special interest to me are the pieces by Gouvy, Rivier, Tomasi, Bomtempo, and the Messa per Rossini.

I have conducted many requiems with The Cleveland Orchestra and other orchestras, including Berlioz, Brahms, Faure, Mozart, and Verdi. Every time I conduct a requiem, it is an emotional experience for me and always serves to enlighten. Even though each composer has its own characteristic setting of the requiem, I always feel the same message in the music: et lux perpetua. “May the eternal light shine upon you.” It is a message of hope and comfort knowing that eternal life is waiting for those who depart. No other form of music can convey this meaning so vividly except for the requiem. This book will be a welcome addition to any musical library.

Jahja Ling, Associate Conductor, Cleveland Orchestra
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VOICES & INSTRUMENTS

SATB = soprano, alto, tenor, bass. [appears in numerous combinations]

Bar = baritone

v(vv) = voice(s)

v(vv) = verse(s)

STR, WW, PERC = strings, woodwinds, percussion

vn [violin], vla [viola], vc [cello], db [double bass]

pic [piccolo], fl [flute], ob [oboe], cl [clarinet], bcl [bass clarinet] Eh [English horn], bsn [bassoon], cbsn [contrabassoon], Fh [French horn], tpt [trumpet], tbn [trombone]

org [organ], timp [timpani]

GENERAL

b.c. = basso continuo

c. = circa

[CM] = C major, [fm] = f minor [other keys follow similar pattern]

mm. = measures

perf. = performance time

COUNTRIES [ONLY IN APPENDIX I]







	ARG = Argentina

	ICE = Iceland




	AUS = Austria

	ITA = Italy




	BELG = Belgium

	JAP = Japan




	BOH = Bohemia

	MEX = Mexico




	BRAZ = Brazil

	NETH = Netherlands




	BUL = Bulgaria

	POL = Poland




	CAN = Canada

	PORT = Portugal




	COL = Columbia

	RUS = Russia




	CZE = Czech Republic

	SPA = Spain




	DEN = Denmark

	SWED = Sweden




	ENG = England

	SWIS = Switzerland




	FIN = Finland

	URUG = Uruguay




	FRA = France

	USA = United States




	GER = Germany

	VENEZ = Venezuela




	HUN = Hungary

	YUGO = Yugoslavia






Introduction

Meeting the final moments of existence within the physical realm of life is the one common experience fated for all mortal beings. Since time immemorial, the response of the living to this natural occurrence is to commemorate the life of the departed through ceremonies and rituals, both formal and informal, as fitting to the circumstances. Throughout history, music has played a significant role in the various rites of passages observed to sanctify this journey from life to death. For nearly two millennia, the Christian quest for eternal peace in a more perfect form of existence has been expressed in a poetic-musical structure known as the requiem. Accompanying this optimistic pursuit for everlasting bliss is its quintessential antithesis—eternal damnation, a concept spelled out so clearly in the medieval text Dies irae. Although the threat of such horrific consequences is muted in the prayers of the Orthodox rites, this terrifying facet of death had vividly announced its presence in the Roman rite, at least until the arrival of the Second Vatican Council, when the voice of Dies irae was greatly softened, or, in some cases, virtually eradicated.

Traditional requiem texts, often referred to as canonical prayers, have served as an abundant source of inspiration for an untold number of composers, many of whom have bequeathed to future generations their expert musical witness and testimony. In the present day, these works reside in both oft-used scores, performed for international audiences, and nearly forgotten manuscripts with dusty covers and yellowed pages. This book shall shed the light of recognition on a significantly extensive, but often neglected, musical repertory.

Why a book on the music and history of the requiem? Has such a topic not been thoroughly researched in many past volumes? In truth, the last English-language book on the subject, the excellent monograph Requiem: Music of Mourning and Consolation, was written by Alec Robertson more than thirty years ago. Apart from this ground-breaking work, there has actually been no comprehensive study of the requiem and its music that details its evolution from its earliest beginnings to the present day. A number of doctoral dissertations, of course, have detailed the significance of specific works, such as Biber’s Requiem for Fifteen Voices or Mozart’s Requiem, yet there appear, until now, to be no inclusive books that recognize and examine this prominent, influential musical form and its vast, impressive history. Other musical forms—mass ordinary, motet, or vocal song—possess an equally long tradition, and, in the case of the latter two, there exists a significant anthology of literature published on the subjects. Even the mass has not served as the focus of a specific outstanding English language reference work. Published in 1913, Peter Wagner’s Geschichte der Messe [“History of the Mass”] continues to be the most substantial work of its kind. Regarding the requiem, a most recent and valuable, albeit quite short, account of the form was written by Professor Christopher Chang of Dong Wu University (Taiwan) in Chinese.

Furthermore, in an attempt to discover which particular requiems remain in the active concert repertory, we find that there are only a handful performed with notable regularity, and as it turns out, almost to a point of redundancy. Among those are the compositions of Mozart, Britten, Fauré, Duruflé, Verdi, Brahms, and occasionally Cherubini. These, of course, qualify as outstanding works, more often than not received with great accolades from audiences, yet hundreds of other resplendent settings continue to languish in undue obscurity, merely awaiting a performance worthy of their excellence. Such a dilemma can only be described as lamentable at best.

In 1941, the American musicologist Charles Warren Fox had composed a list of more than 1,000 requiem settings, while simultaneously stating that his catalogue was far from complete. More likely, the number of works in existence is between 2,000 and 2,500. Just imagine a similar situation involving operas, orchestral symphonies, or concertos in which only five or six of the very best compositions remained in the active symphonic repertory. The dismissal and eventual loss of so many other great works of music would certainly be a tragedy, not just in the area of music history, but in human history as well.

Regarding church performance, the virtual abolition of the use of Latin from the daily liturgy has adeptly brought an end to the careers of many substantial pieces, including those inspired and nurtured by the Caecilian reform movement of the nineteenth century. There are, however, some signs of encouragement. The Schwann Catalogue of CD recordings contains a wider range of available requiem repertory, citing approximately seventy-five works. This is hopefully an indication that there is much greater interest in this musical form than had been previously suspected.

Consider the concerto, symphony, string quartet, and piano sonata. These musical forms can be traced to a much more recent origin, yet they have served as the subjects of a plethora of books, papers, dissertations, and articles, celebrating their places within musical history. At the same time, no major source work has been composed on the requiem, leaving its origin and history to be told merely through scattered bits and pieces of writing. Part of the challenge in devising this guide has been to gather and culminate a vast wealth of widely dispersed information under one title in order to make it easily accessible to the general public.

This, perhaps, serves as a partial answer to the questions posed at the outset. Another portion rests in the notion that the requiem is, in fact, an integral musical topic, laden with genuine historical significance and worthy of diligent exploration. How a profound musical form with such an extensive history could be overlooked for so long remains something of a mystery. Throughout the process of devising this guide there arose an impression within that the composers who had vehemently struggled to set the familiar, oft-used words had made sincere attempts to cast a light upon the twinned emotions of sorrow and hope. It is true that funeral music does tend to be quite pensive and serious, yet it should be noted that all of the requiems mentioned within these pages also contain passages that express great joy, passion, and spiritual ecstasy. This is only natural considering the fact that these composers had attempted not only to console sorrow and bereavement, but also to nurture and inspire happiness, optimism, and hope for resurrection. Thus, the requiem is truly a bittersweet work of art.

The name requiem is derived from the first words of the opening introit, Requiem aeternam. The liturgical form, requiem mass, is recognized under a host of names: Missa pro defunctis (Latin), Missa de defunti (Italian), Misa di defuntos (Spanish), Messe des morts or Messe funèbre (French), and Totenmesse or Trauersmesse (German). Virtually all of the works cited in this guide, with the exception of the Eastern Rite, bear one of these names. In the Eastern tradition, the requiem is recognized as Panikhida (Russian), Opelo (Serbian), and Parastasos (Greek).

Masses for the dead have been celebrated by Christians since the earliest recorded history of the Church. This service is mentioned in several sources from the Second Century, among them the Apology of Aristides, the apocryphal Acts of John, and three works of Tertullian (De Corona, De Castitate, and De Monogamia).

The requiem’s musical history parallels the majority of significant trends and styles in that of Western music. The Gregorian mass stands as the form’s oldest extant. The requiem is a style that had gradually developed, matured, and declined more than 1,000 years ago. It realized a pivotal status in music history because of its melodic content and spiritual quality, which exercised a prominent influence upon subsequent musical styles, both sacred and profane.

Throughout the development of measured music and polyphony (800–1400), the requiem continually utilized monophonic Gregorian melodies. Settings of the mass ordinary and motets employed metered, polyphonic, multivoiced textures a full century before composers ventured to do likewise with requiem music. It is not exactly clear as to why this was so. Perhaps the requiem was not considered an eminent musical festival, or polyphony was deemed too frivolous and distracting to be performed on such a solemn occasion.

A notable and somewhat unusual work mentioned in this book is the polyphonic, folk-style setting of a requiem mass from Corsica. This music is a unique and curious blend of Eastern and Western musical traditions. Although some of its melodies are derived from the Greek tradition, the harmony senses to be of Western provenance. A striking aspect of its history is the fact that the musical polyphony of the Corsican requiem was initially improvised, learned, and passed down through the generations by means of oral tradition. This brings up the possibility that a polyphonic tradition of requiem composition, now vanished, had once filled the historical era during which the development of notated polyphony had taken place.

The first polyphonic requiems began to appear in the Lowlands during the fifteenth century. What had begun as a rather modest compositional trickle in the early years of the Renaissance with either Guillaume Dufay or Johannes Ockeghem had eventually broadened into a stream of some fifty works during the sixteenth century, and still a greater abundance of settings, several hundred, in fact, throughout the Roman Catholic world after 1615.

A scarce number of Renaissance requiems receive great recognition today, yet the era produced a collection of veritable masterpieces that are truly deserving of our attention. The majority of them quote, emulate, or paraphrase the Gregorian melodies, thus serving as an important link to a past musical tradition. Among the pieces languishing in obscurity are works by Giovanni de Palestrina, Manuel Cardoso, Duarte Lôbo, Thomas da Victoria, and Eustâche Du Caurroy. The tenor and emotions conjured up by these outstanding composers reach across the enormous abyss of time, establishing their impression upon the musical and spiritual sensibilities and passions to millions of people throughout the centuries. To this day, they remain stellar appearances from a spiritual world that has been long since forgotten.

Decisions made at the Council of Trent (1545–1563) regarding church music had enormous and far-reaching effects not only upon the liturgy, but upon the entire realm of Western music. At this Council, the text of the Roman Catholic requiem was standardized, and the sequence poem, Dies irae (c. 1308), along with its spiritual message placing emphasis on God’s judgment and condemnation, was directly incorporated into the requiem liturgy. This message was further illuminated through vivid descriptions in The Divine Comedy by Dante Alighieri, a work roughly contemporary with the Dies irae sequence.

The theological foundation of the requiem mass rests in the concept that, through prayer and sacrifice, the living can assist the escape of their deceased family members from the netherworld of Purgatory. A proliferation of votive and memorial masses designed to promote this deliverance, after a nominal compensation of monies from bereaved families, generated interest in music for the requiem mass. Throughout the seventeenth century, musical settings of the requiem spread like wildfire as hundreds of new settings were composed. It would be reasonable to say that during this era, the requiem became somewhat recognized in Italy as a national musical form, much in the same sense as the chorale had been noted as a national form associated with German Lutherans.

The theological issues associated with the funeral mass, as well as the economics behind it, in particular, the sale of indulgences [monies paid for the remission of temporal damnation to Purgatory], were anathema to many Christians. It was those very same issues and grievances that eventually helped to fuel the Protestant Reformation. It is important to note that although both the Lutheran and Anglican churches maintained some form of the regular mass liturgy after their break with Rome, they had both abolished the use of the traditional Latin requiem mass. To this day, both persuasions employ a greatly abridged memorial service, and from these forms mainline Protestant denominations have created even more extensively abbreviated funeral rites.

During the turbulent years of the early seventeenth century, Church authorities and musicians both adopted a new declamatory, monodic style, espoused by the Camerata, a group of Florentine intellectuals and scholars. This style was a musical reaction against the vocal polyphony of the Renaissance, which was instrumental in ushering in the musical era known as Baroque. At the same time, church musicians became greatly enthralled by the ornamental and decorative possibilities of music. Where once the music had been composed to serve the needs of the liturgical text, the text had since become subservient to the needs and whims of the music. This era attained its full maturity in the creation of works by Bach and Handel. Ironically, neither of these composers had ever produced a requiem setting. Bach, a Lutheran, was a master craftsman of the musical forms implemented in the Lutheran rite, while the opera-oratorio-composer-turned-impresario Handel settled in an English kingdom that observed the Anglican rite. Neither man had any compelling reason, culturally or spiritually, to compose a Latin requiem.

It was during this period that an alternative requiem with its roots based in Germany came into existence. The first of such works were the Musikalische Exequien by composer Heinrich Schütz, and Deutsche Sprüch von Leben und Tod by Leonhard Lachner. Although they were actually a Protestant version of the requiem, several examples were destined to follow its lead. Hassler, Scheidt, Schein, Bach, and Praetorius, among other Protestant composers, eventually replaced the requiem with the funeral motet or cantata. The ides of the German requiem soon passed into the hands of Catholic composers who continued to cultivate its concept and form. The text of this requiem was composed in the vernacular, generally paralleling that of the Latin rite. Similar works followed from many noted composers, including Thomas Selle, Georg Vogler, Johann Fasch, Franz Schubert, Michael Haydn, Franz Gruber, Hugo Kaun, Helmut Barbe, and César Bresgen. Ein Deutsches Requiem by Johannes Brahms has emerged as the most famous example of this type of requiem.

In 1694, Henry Purcell performed his memorial composition at the funeral of Queen Mary, primarily using music he had composed prior to this time and drawing upon texts from the 1660 Book of Common Prayer. Various other composers, including Bingham, Rutter, Davies, Harington, and Howells, have also contributed significant requiem works that can be classified in this category of Anglican requiem.

This new trend was further nourished in part by the polychoral techniques developed at St. Mark’s in Venice by composers Adrian Willaert and Giovanni Gabrieli, as well as the mature madrigal style of Claudio Monteverdi. Instruments had been adopted into the musical performance of the requiem liturgy. In an ironic twist, the Roman Catholic Church, which at the Council of Trent had previously attempted to exclude all secular music and profane influences from its liturgical presentation, elected to court a new, popular style that proved highly effective and appropriate for the world of opera and madrigal. In the end, all of the influences that had been once deemed undesirable had been introduced, albeit in a completely new form, into the liturgy, and not with mere subtlety, but with a resounding vengeance. By mid-century, the music of the Counter Reformation had adopted all the sound qualities and nuances of the seventeenth-century opera and instrumental style.

It is quite unfortunate that very few of the numerous requiems composed in the early baroque era are frequently performed or well-known by today’s audiences. The setting composed by Francesco Cavalli remains a spectacular, hair-raising work that greatly deserves to be reintroduced into the active repertoire of concert music. Its madrigalesque, polychoral qualities are enormously attractive, and its sense of drama continues to be absolutely stunning. A host of other gifted composers, such as Giuseppe Pitoni, Christoph Strauss, Francesco Brusa, Antonio Lotti, Adam Michna, and the Royal Hapsburg Emperor Leopold I, had also bequeathed exquisite models of early baroque-style requiems to musical posterity.

Magnificent middle and late baroque requiems were contributed to the genre by Benedetto Marcello, Adolphe Hasse, Marc-Antoine Charpentier, Alessandro Scarlatti, and Jan Dismas Zelenka. Heinrich Biber’s dazzling Requiem for Fifteen Voices includes some breathtaking virtuoso vocal and choral writing. There is not a single melancholy expression throughout this entire work. In the Sanctus, the choral and instrumental voices on Hosanna flit back and forth with tremendous speed, encompassing a potent energy that generates a fierce momentum.

Also, Italian composer Domenico Cimarosa penned a requiem in G minor that can easily be described as one of the most melodious pieces ever composed in this genre. Concise, joyous, and energetic, the work has something for everyone, be they soloists, choruses, instrumentalists, or audience members. Flawless in its construction, it embodies an extensive array of moods, tempi, and colorful orchestration.

The Viennese school of Mozart, Haydn, and Beethoven, with its elegance, grace, and balance, in turn, left its unmistakable imprint upon the music of the requiem. These composers also left behind a very important legacy: the first truly symphonic requiem (and mass) models. Perhaps the most famous and continuously performed work of the genre is the requiem setting composed by Mozart. Never mind the fact that the piece is actually a collective effort involving Mozart and two other composers, Franz Süssmayr and Joseph Eybler, both of whom had created their own settings for the requiem. Eybler had been designated as the first choice to complete what Mozart had begun, but after concentrating most of his work on the Sequence, he decided to jettison the assignment. A glance at Eybler’s Requiem in C Minor immediately reveals a composer of a much different temperament. Subsequently, Constance Mozart engaged Süssmayr to complete the remainder of the unfinished work.

An ample number of classical composers, including Ignace Pleyel, Michael Haydn, and Luigi Cherubini, adopted the Viennese tradition, and in so doing, left some truly splendid requiems in their wake. Pleyel’s elegant setting is filled with exceptional melodic grace. The sonorities similar to the music of his mentor Haydn and his friend Mozart are clearly evident. The two requiems composed by Michael Haydn, brother of the more famous Franz Joseph, are also superlative creations, most notably the unfinished B Flat Minor, his ultimate composition. Although he was not fortunate enough to live to see it to completion, the portion that exists is a truly incomparable piece of music.

With their florid vocal styles and elegant choruses, important contributions to eighteenth century symphonic requiem music were made by Neapolitan composers Niccolo Jommelli, Giovanni Paisiello, and Giovanni Mayr. Jommelli’s requiem overflows with operatic drama and virtuoso writing. It is certainly no accident that his bust, adorned with his name in gold letters, forms part of the musical pantheon displayed at the right-side facade of the Paris Opera House. His requiem, rich with virtuoso coloratura writing, is greatly deserving of much more esteemed recognition than it presently receives.

Luigi Cherubini’s two requiems stand as masterpieces of religious drama. Beethoven had even stated that if he himself were to compose a requiem—something he never did do—he would model his work after that of Cherubini.

As orchestral music, such as the symphony and concerto, began to ascertain their prominence during the eighteenth century, the orchestra naturally evolved into an invaluable confederate for the choir.

From the mid-century onward, orchestral accompaniments began to display a genuine independence from the vocal lines. The orchestra was no longer restricted to playing short introductions or postludes in the various movements, as in the setting by Marc-Antoine Charpentier, nor was it confined, as in the Strauss requiem, to the doubling of choral and vocal parts designed to maintain that the soloist or choir remain in tune. The orchestral parts had acquired an independent existence, giving color to the entire work while occasionally providing support to the vocal and choral lines. In this manner, the liturgical concert requiem was born. Large and sumptuous, these works were performed as part of the funeral services for a variety of notables, often royalty. With the increase in the size and instrumental make-up of the orchestra came the expanded interest from philharmonic choruses and societies toward private performance of these requiem settings.

During the romantic era, the requiem made the journey from the sanctuary to the concert hall. Requiems composed by Berlioz and Dvořak, as well as Gounod’s Mors et Vita (an oratorio containing a complete setting of requiem text), were specifically created for performance on the stage. Although the premiere performance of Berlioz’s requiem took place at the Church of Les Invalides, it was clearly a concert occasion. The later settings by Dvořak and Gounod were composed for the Birmingham Festival. In all three works, the repetition of text, as well as the re-structuring of the liturgical texts, offers further indication of this development.

Composed in 1760 during the final years of France’s old regime, immediately prior to the French Revolution, Francois Joseph Gossec’s requiem stands as one of the first romantic settings of the genre. A model known to Mozart, its sense of drama and colorful orchestration blazed the trail for nineteenth-century composers who had designed their requiem works more for the concert hall than for the religious sanctuary. The romantic era stood witness to the creation of many new settings of the requiem text. Two of the most cherished choral works in the repertoire, the requiems of Brahms and Verdi, masterworks that have captured a special place in the hearts of those who love music, were composed during this prolific historical period.

During the nineteenth century, dramatic musical art was seen to follow two very distinct trends. The first involved the development of composition written with a spontaneous, improvisational spirit. This aspect of romantic art is embodied in such works as symphonic program music, lieder, and the short character pieces written for piano. The second trend, demonstrating a much more conservative slant toward past musical forms and values, is discernable in those compositions that had adopted a renewed style of classicism.

This penchant toward classicism can be interpreted as a debt of homage to past styles, be they from the Renaissance, baroque, or Viennese schools. The trend presents itself early within the works of Mozart and Haydn in their use of the fugue. Romantic composers were known to adapt this form and texture as well, suggesting their respect for and obligation to tradition. Such reverence for the past can also be cited in the revival of the Gregorian chant and Renaissance polyphony. Felix Mendelssohn had attempted to revive the music of Johann Sebastian Bach, while Johannes Brahms studied the vocal forms of the Renaissance, composing various choral motets rooted in polyphonic style, and baroque chorale melodies. Brahms was interested in the fugue as well, and included four in Ein Deutsches Requiem. In his oratorios Elijah and St. Paul, Mendelssohn made an effort to capture the grandeur of the music from the baroque era. Franz Liszt, the inventor of the symphonic tone poem, had also employed fugue techniques in his Fugue on BACH (organ) and in the opening orchestral symphony of his oratorio, The Legend of St. Elizabeth.

Just as it had been believed at the time of the Tridentine Council, the Roman Catholic Church again expressed concern that the encroachment of the secular, operatic musical style was stripping its liturgical music of its exceptional spiritual qualities. Thus, the Caecilian Movement was organized in an attempt to redirect the course of the Church’s music by pursuing its goal of encouraging the use of Gregorian chant and Palestrina-style polyphony in its compositions. For the majority of this organization’s members, pieces that featured vocal soloists and large symphonic orchestras were considered musica nongrata. The movement was fortunate to experience a measure of success in return for its efforts. The requiem settings by Franz Liszt, Anton Bruckner, Charles Gounod, and Josef Rheinberger, as well as the twentieth-century composers Pietro Yon, Licinio Refice, Karl Höller, Lorenzo Perosi, and Vincenzo Tommasini, serve as extraordinary models of the devotional style that had been sanctioned and applauded by the Caecilianists. This type of literature provided a distinct alternative to the more spectacular symphonic settings by Hector Berlioz, Franz von Suppé, Antonin Dvořak, Joao Bomtempo, Gaetano Donizetti, and Guiseppe Verdi.

Other important requiems in the romantic style remain, including those composed by Théodore Gouvy, Felix Draeseke, Daniel De Lange, Otto Olsson, Theodor Kiel, Charles Villiers Stanford, and Georg Henschel. Today, these significant works are virtually unknown not only to the musical public, but to many members of the music profession as well. Gouvy’s large-scale setting was admired by Berlioz, who had once lamented that Gouvy’s talent was often passed over in favor of other less-qualified composers, whom he pejoratively referred to as “mosquitos.”

Capturing the spirit and essence of late romanticism is De Lange’s unaccompanied requiem, a genuine masterpiece imbued with the Renaissance polyphonic ideal. The superb settings of Stanford, Kiel, and Olsson serve as late examples of the romantic symphonic requiem and stand as masterpieces of melodic and harmonic beauty. Lastly, the Messa per Rossini, a collaborative effort of twelve luminaries under the auspicious guidance and leadership of Verdi, whose idea it was to create the work, deserves to be hailed as one of the towering achievements of the nineteenth century. The remarkable musical unity of this monumental composition was strictly imposed by Verdi upon the other participants.

The output of new requiem settings continued to enjoy an unabated flow during the twentieth century. The works created at this time, which closely parallel the general course of contemporary forms of musical expression, can be categorized into three principal types: liturgical requiems, secular (nonliturgical) requiems, and war requiems. Some, including those settings by Maurice Duruflé, Daniel Pinkham, Alfred Descenclos, Roger Calmel, Guy Ropartz, and Le François, are heavily influenced by French Impressionism. Others, like those by Erich Urbanner, Rafael Kubelik, Erikki Tüür, Paul Patterson, and Boris Blacher, are modeled after the German expressionist idiom. Works reaching into the world of unpitched sound are found in settings by György Ligeti, Luboš Fišer, and Renaud Gagneaux.

More traditional harmonic works have come courtesy of Andrew Lloyd-Webber, Healey Willan, Kryzstof Penderecki, Virgil Thompson, Elinor Remick Warren, and James De Mars. Most secular requiems maintain a textural continuity with the Latin requiem, utilizing secular poetry to gloss the traditional requiem texts. Notable models of this style include Pehkonen’s Russian Requiem, Bryar’s Cadmeon Requiem, Victory’s Ultima Rerum, Szokolay’s Déploration, and Vycpálek’s Czech Requiem. Many, such as Sandro Gorli’s Requiem for Fourteen Unaccompanied Voices, employ original, nonliturgical poetry.

The war requiem, a new style in the genre, evolved into an important form during the century. The Great War (World War I) ignited the composition of the earliest war requiems of this era by such composers as Kastalsky, Delius, Reger, and Foulds. The best-known pieces in this style, however, are Benjamin Britten’s War Requiem, Kabalevsky’s War Requiem, Mauersberger’s Dresden Requiem, and Tomasi’s Requiem pour la Paix, all inspired by the tragic history of the World War II. A grand example of this model is the Requiem of Reconciliation, composed in 1995, a monumental setting executed by thirteen contemporary composers. Like an encyclopedia of twentieth-century musical style, the work commemorates the fiftieth anniversary of the end of World War II. A special subset of the war requiem is the Holocaust requiem, examples of which have been composed by Senator, Lazar, and Rosenfeld.

A chapter of this volume is devoted specifically to the German requiem, an early, pioneering model of which is the Musikalische Exequien composed by Heinrich Schütz. What had begun as a Protestant requiem setting was promptly adopted by Catholic composers, including Schubert, Bresgen, Kaun, Barbe, Gruber, Vogler, and Brahms, who created a stream of notable works subsequent to the Reformation.

This guide also covers the important Anglican requiem. Although there are fewer of these particular models, those that do exist stand collectively as an indispensable contribution to the literature. Composers who have dipped into the Book of Common Prayer include Purcell, Webbe, Bingham, Howells, Davies, and Rutter.

A chapter is devoted to the independent settings of the Dies irae text. The poetic imagery of this medieval hymn has exerted a powerful influence upon many generations of gifted composers. Lully, Charpentier, and De Lalande were among the composers who contributed the earliest manifestations of this type of piece in France during the reign of Louis XIV. A steady stream of pieces continues up to Stravinsky and Penderecki.

In an effort to produce a comprehensive overview of the vast world of requiem music, the history and significance of the funeral music of the Eastern Christian traditions are also detailed. In contrast to the traditions of the West, the East has engaged its music primarily for liturgical purposes. There is no history regarding concert-liturgical music in the Orthodox Rite, yet pieces have been composed in this style that can be adapted to a concert setting. Although polyphonic in style, the Russian Panikhida and the Serbian Opelo, similar to the Roman Rite, contain multiple monophonic versions of the chants. The Greek requiem (Parastasos) remains in monophonic style to the present day, with the occasional use of an organal voice. Based on available information, the setting by Mikos Theodorakis is possibly the sole concert version of this particular liturgy.

The majority of composers discussed in these chapters are currently recognizable only to specialists in the field and study of music. It is this goal of this guide to introduce the names of these gifted individuals and the glory of their phenomenal works to a much wider audience.

And so the response to the opening question, “Why a book on the requiem?” has hopefully been sufficient. Within the covers of this inclusive guide is a great deal of diverse and detailed information, equally useful to the professional musician, the musical scholar, and the interested amateur. The enclosed data will also prove helpful to choirmasters and conductors because most of the works mentioned are suitable for serious performance. No attempt is made to determine the best or worst pieces, although some are obviously superior to others.

A significant portion of the information used to compile this guide was acquired through the analysis of musical scores located in the libraries of Yale University in New Haven, Connecticut, and Columbia University in New York City. Additional works, including substantial pieces by Fišer, Stanford, and Hristič, were located through resources posted on the Internet. In certain cases in which the score for the work was unavailable, a general description based on careful, meticulous listening is provided.

The undertaking of such a copious project proved quite daunting to say the least, yet the preparation of the work was continuously fascinating, if at times arduous. The history of music extends far beyond the Three B’s. It includes a multitude of stories involving numerous talented, highly skilled and devoted individuals, many of whom to this day remain stranded in obscurity from both the public and the music profession. Discovering the number of diverse styles of requiem settings and the many unique ways in which these composers confronted the task of creating such a work is inherently interesting. Collecting the tales of their lives and their works was akin to strolling through a graveyard of great luminaries, the difference being that these musical stars—as many had truly been in years past—have the ability to communicate from beyond through their precious music legacies. For this reason, when it came time to decide which composers would be included in this volume, I chose to adhere to a simple, straightforward concept: There’s always room for one more on the bus.
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The Gregorian Requiem Mass

The mass for the dead of the Roman Catholic Church is called the Requiem Mass. It is celebrated as an intercessory prayer on behalf of the deceased person and its name comes from the first words of the opening introit, Requiem aeternam. The requiem is celebrated in memory of all the faithful departed on All Souls’ Day, the second day of November. This liturgy can also be sung on the day of burial, on successive annual anniversaries, as well as on the third, seventh, and thirtieth day following the death.

During the thirteenth and fourteenth centuries, there was an explosion of votive masses (a mass not part of the liturgical calendar), particularly the requiem. This rapid growth was caused by the belief that offering prayers for souls in Purgatory was the most effective way of assisting those departed souls to attain their eternal glory. This practice led to abuses, particularly the notorious practice of selling indulgences, for the remission of temporal punishment, by the Church. This practice was one of the major theological issues that helped to precipitate the Protestant Reformation. Ultimately, the Catholic Church began to restrict this practice and the excessive requiem celebrations of that period.

Monophonic Gregorian chant is named after Pope Gregory I (reigned 590–604). Although it is probable that he wrote few, if any, of the chant melodies, it was he who started to collect and codify the chants that were used in churches throughout the Christian world. These chants were used for the musical portions in the cycle of mass celebrations of the liturgical year and the daily divine office. The chant reached the highest point of its development between 750 and 850. After this time, the earliest attempts at polyphony began to take place and monophonic chant composition was gradually replaced by this newer, multivoiced style.

The music of the Gregorian requiem mass was written for unaccompanied male voices, usually clergy, in monophonic style and its structure developed over the Middle Ages. Its present shape was in place by the 1300s, although the sequence hymn, Dies irae, was the last piece to be included into the requiem mass by the Council of Trent (1543–63). It had been used in the Italian rite during the 1300s, but was not employed in the French rite until the 1400s. It was unofficially dropped from the rite by the Second Vatican Council (1962–65), yet there are parishes (Paris) where it is still sung.

The requiem was many centuries in formation but during the lifetime of the Tridentine Council, the liturgies of the Mozarabic (Spain) and Gallican (France) rites were discarded in favor of the Roman Rite. Only the Ambrosian Rite (Milan) was spared; to this day, the funeral mass, as celebrated in Milan, varies somewhat from the Roman version.

The musical pieces of the Requiem Mass are almost the same as those of any other mass setting, except that in the mass Ordinary (the prayers said at every mass: Kyrie, Gloria, Creed, Sanctus, and Agnus Dei), the Gloria and Creed are always omitted. The concluding words of the Ordinary, Agnus Dei, Miserere nobis, and Dona eis pacem are changed to the Requiem Proper, Dona eis requiem and Dona eis requiem sempiternam. In the Proper, the Offertory, one of the medieval verses, Hostias et preces tibi, is retained and a fragment of the original psalm, Requiem aeternam, is kept.

INTROIT

The oldest text of the requiem is that of the Introit, Requiem aeternam. The Introit is a chant sung during the procession of priests and attendants from the sacristy to the altar. Its opening lines are based upon a passage from the Apocryphal Fourth Book of Esdras (2:34–35), a book considered canonical until the late fifth century. The verse, Te decet hymnus in Sion, are the words of Psalm 64 (65):1–2. Consisting of mostly a few notes, F, G, and A, the florid Gregorian melody of the Introit, sung by the schola, is smooth and peaceful. The contrasting melody of the psalm verses, sung by a soloist, is more of a recitation.







	Requiem aeternam dona eis, Domine

	Grant them eternal rest, O Lord,




	et lux perpetua luceat eis.

	and may perpetual light shine upon them.




	V. Te decet hymnus, Deus, in Sion,

	V. In Zion a hymn is fitting to You, O God,




	et tibi reddetur votum in Jerusalem.

	a vow is paid to You in Jerusalem.




	V. Exaudi orationem meam, ad te omnis caro veniet.

	V. O hear my prayer: all flesh shall come to Thee.




	Requiem aeternam. . . .

	Grant them eternal rest. . . .





KYRIE

The Kyrie is one of the oldest texts in the requiem mass. Its Greek text bears witness to its antiquity. Originally, it was said by the congregation as part of a litany, in dialogue with the officiating priest or cantor. The A-B-A structure of the current version of the Kyrie text dates from the early ninth century. There are 226 known Kyrie melodies, coming from manuscripts dating from the tenth to the eighteenth centuries. The melody associated with the requiem Kyrie is velvety-smooth in shape and confident in mood.







	Kyrie eleison.

	Lord have mercy.




	Christe eleison.

	Christ have mercy.




	Kyrie eleison.

	Lord have mercy.





GRADUALE

The Graduale has been in use since the ninth century and is sung after the reading of the Epistle. During the early liturgy, a psalm was probably sung between the readings of the Old and New Testament. The florid, ornate nature of the existing gradual tunes indicates that this was a passage in which the soloist demonstrated his vocal technique. The timing is ideal for ornamentation because there is no liturgical action occurring at the moment when this chant is sung. Before the Council of Trent, an alternative Graduale, Si ambulem in medio umbrae mortis was used; afterward, only one choice remained, Requiem aeternam. The verse is taken from Psalm 111 (112):6–7.







	Requiem aeternam dona eis, Domine

	Grant them eternal rest, O Lord




	et lux perpetua luceat eis.

	Let perpetual light shine upon them.




	V. In memoria aeterna erit justus:

	V. The just shall be in everlasting memory:




	ab auditione mala non timebit.

	 




	[alternate graduale for French usage]

	He shall not fear evil tidings.




	Si ambulem in medio umbrae mortis

	Though I walk through the shadow of death,




	non timebo in mala:

	I shall fear no evil




	quoniam tu mecum es, Domine;

	for Thou art with me, O Lord.




	virga tua et baculus tuus,

	 Thy rod and staff




	ipsa me consolata sunt.

	they comfort me. [Psalm 23:4]





TRACT

The Tract, Absolve, Domine, was originally sung after the second Epistle. The text of the Tract is usually a portion of a Psalm text, but in the requiem, the text is not taken from the Bible. The elaborate, melismatic passages of chant indicate that the music of the Tract is an important, early form of solo performance. Absolve, Domine was chosen by the Council of Trent to be used for the requiem mass. The text, Sicut cervus, taken from the Sarum Rite (English), was normally used for the Tract before the Council.







	Absolve, Domine, animas omnium fidelium defunctorum ab omni

	Lord, release the souls of all the faithful




	vinculo delictorum.

	departed from every bond of sin.




	V. Et gratia tua illis succerente, mereantur evadere judicium ultionis.

	V. By the help of your grace enable them to escape avenging judgement.




	V. Et lucis aeternae beatitudine perfrui.

	V. And to enjoy bliss in everlasting light.




	[alternate tract]

	 




	Sicut cervus desiderat ad fontes acquarum, ita desiderat anima mea ad te Deus.

	Like as the hart pants after the water brooks, so pants my soul after Thee, O God.




	Sitivit anima mea ad Deum vivum: quando veniam at apparebo ante faciem Dei mei?

	My soul thirsts for the living God: When shall I come and appear before God?




	Fuerunt mihi lacrime mei panes die ac nocte, dum dicitur mihi per singulos dies:

	My tears have been my meat day and night, while they continually say unto me,




	Ubi erat Deus tuus?

	Where is thy God?




	[Psalm 42:1–3]

	 





SEQUENCE HYMN

The last piece to be inserted into the Requiem mass by the Tridentine Council was the sequence, Dies irae. This medieval text is unlike anything found in the texts of the Orthodox tradition and is unique to Roman Catholicism. This picturesque, angry text was ascribed to the Franciscan monk, Thomas of Celano, but his authorship is now disputed and it is generally recognized that the poem came from an earlier time period. Given the plagues, wars, famine, and unsanitary quality of life so common in the thirteenth to fifteenth centuries, the pessimism of the text is hardly surprising. Even Dante, in the Divine Comedy, spelled out in great detail, the tortures and punishments that awaited the evil-doers of his own time and place.

The words of the Dies irae are a commentary upon the Biblical text of Zephaniah:

The great Day of the Lord is at hand: . . .
That Day is a day of wrath . . . of trouble and distress . . .
of waste and desolation . . . of darkness and gloom . . .
of clouds and thick darkness . . . a day of the trumpet and alarm . . .
against the fenced cities . . . and high battlements. . . .

[Zephaniah I]

This very popular poem has over 150 English translations and the Gregorian melody is possibly the best-known tune of the chant repertory. The incipit of this tune was employed numerous times by composers of the nineteenth and twentieth centuries. (For detail, see the chapter, Dies irae.)







	Dies irae, dies illa,

	Day of wrath, that day




	Solvet saeclum in favilla

	Will dissolve the earth into ashes




	Teste David cum Sibilla.

	As David and the Sibyl testify.




	Quantus tremor est futurus

	What dread there will be




	Quando judex est venturus

	When the Judge shall come




	Cuncta stricte discussurus.

	To judge all things strictly.




	Tuba mirum spargens sonum

	The trumpet shall spread a wondrous sound




	Per sepulcra regionum

	Through every grave, in all lands,




	Coget omnes ante thronum.

	It will drive mankind before the throne.




	Mors stupebit et natura

	Death and nature shall be astonished




	Cum resurget creatura

	When all creation rises again




	Judicanti responsura.

	To answer to the Judge.




	Liber scriptus proferetur

	A book, written in, will be brought forth




	In quo totum continetur,

	In which is contained everything that is,




	Unde mundus judicetur.

	Out of which the world shall be judged.




	Judex ergo cum sedebit

	When the Judge is seated




	Quidquid latet apparebit,

	Whatever is hidden will reveal itself.




	Nil inultum remanebit.

	Nothing will remain unavenged.




	Quid sum miser tunc dicturus,

	What then shall I say, wretch that I am,




	Quem patronem rogaturus,

	What advocate is there to speak for me,




	Cum vix justus sit securus?

	When even the righteous are not secure?




	Rex tremendae majestatis,

	King of awe-ful majesty,




	Qui salvandos salvas gratis,

	Who freely saves the redeemed,




	Salve me, fons pietatis.

	Save me, O fount of goodness.




	Recordare, Jesu pie

	Remember, blessed Jesus,




	Quod sum causa tuae viae,

	That I am the cause of Thy pilgrimage,




	Ne me perdas illa die.

	Do not forsake me on that day.




	Quaerens me sedistis lassus,

	Seeking me, Thou sat down weary,




	Redemisti crucem passus,

	Thou didst redeem me, suffering on the Cross.




	Tantus labor non sit cassus.

	Let not such toil be in vain.




	Juste judex ultionis

	Just and avenging Judge,




	Donum fac remissionis

	Grant pardon




	Ante diem rationis.

	Before the day of reckoning.




	Ingemisco tamquam reus,

	I groan like a guilty man.




	Culpa rubet vultus meus,

	Guilt reddens my face.




	Supplicanti parce, Deus.

	Spare a suppliant, O God.




	Qui Mariam absolvisti

	Who didst absolve Mary Magdalene




	Et latronem exaudisti,

	And who didst hearken to the thief,




	Mihi quoque spem dedisti.

	To me also hast Thou given hope.




	Preces meae non sunt dignae,

	My prayers are not worthy,




	Sed tu bonus fac benigne,

	But Thou in Thy mercy, grant




	Ne perenni cremer igne.

	That I burn not in everlasting fire.




	Inter oves locum praesta,

	Place me among the sheep




	Et ad haedis me sequestra,

	And separate me from the goats,




	Statuens in parte dextra.

	Setting me on Thy right hand.




	Confutatis maledictis

	When the accursed have been confounded




	Flammis acribus addictis,

	And given over to the bitter flames,




	Voca me cum benedictus.

	Call me with the blessed.




	Oro supplex et acclinis,

	I pray in supplication on my knees.




	Cor contritum quasi cinis,

	My heart contrite as the dust,




	Gere curam mei finis.

	Safeguard my fate.




	Lacrimosa dies illa

	Mournful that day




	Qua resurget ex favilla

	When, from the dust shall rise




	Judicandus homo reus.

	Guilty man to be judged.




	Huic ergo parce, Deus.

	Therefore spare him, O God.




	Pie Jesu, Domine,

	Merciful Jesus, Lord




	Dona eis requiem.

	Grant them rest.





OFFERTORY

The Offertory, Domine Jesu Christe, is a chant sung as the faithful bring forward their offerings to the altar. Most Offertory texts are taken from the Psalms, but this is not the case with the requiem Offertory. It originated in the Gallican (French) Rite and was imported into the Roman liturgy sometime between the ninth and eleventh centuries. The chant is an ornamented version of the second of the eight possible Psalm-tone formulas.







	Domine Jesu Christe, Rex gloriae, libera animas omnium fidelium defunctorum de poenis inferni, et de profundo lacu: libera eas de ore leonis, ne absorbeat eas tatarus, ne cadant in obscurum, sed signifer sanctus Michael repraesentet eas in lucem sanctam, quam olim Abrahae promisisti et semini ejus.

	Lord Jesus Christ, King of glory, deliver the souls of all the faithful departed from the pains of hell and from the bottomless pit. Deliver them from the lion’s mouth. Neither let them fall into darkness nor the black abyss swallow them up. Let St. Michael, Thy standard-bearer, lead them into the holy light which once Thou didst promise to Abraham and his seed.




	V. Hostias et preces, tibi, Domine, laudis offerimus; tu suscipe pro animabus illis, quarum hodie memoriam facimus: fac eas, Domine, de morte transire quam olim Abrahae promisisti et semini ejus.

	V. We offer unto Thee this sacrifice prayer and praise. Receive it for those souls whom, today we commemorate from death into life which once Thou didst promise to Abraham and his seed.





SANCTUS

The Sanctus is a portion of the Eucharistic prayer that follows the Preface. The text is taken from Isaiah 6:3, Sanctus Sanctus, Sanctus, which is a Greek translation of the original Hebrew, threefold Kadosh, Kadosh, Kadosh. Benedictus is drawn from the Gospel of Matthew 21:9, Blessed is He who comes in the name of the Lord. It seems to have been incorporated into the liturgy at a very early date, though its use before 400 cannot be proved. These words are also found in the Eastern liturgy. The historian, Josef Jungmann (The Mass of the Roman Rite, 1959) suggests that the text may have been taken from the Gallican liturgy and inserted into the Roman liturgy between the fourth and sixth centuries. Originally, the Sanctus was sung by the congregation, but by the ninth century it was sung by the trained choir.

The ringing of bells, used during the elevation of the Host, seems to have been introduced as far back as the thirteenth century. Composers from the Renaissance to the twentieth century, who set the Sanctus to music, have introduced bell-like, melodic intervals into the choral lines of the requiem Sanctus. The Sanctus is part of the mass Ordinary. The twofold division of the text has allowed composers, especially from the Baroque era to the present day, to create two separate musical movements to express the contrasting moods (joy and reflection) of each text.







	Sanctus, sanctus, sanctus

	Holy, holy, holy,




	Dominus Deus Sabaoth!

	Lord God of Sabaoth!




	Pleni sunt coeli et terra

	Heaven and earth are full of




	gloria tua.

	Thy glory.




	Osanna in excelsis.

	Hosanna in the highest.




	Benedictus qui venit in nomine Domine.

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




	Osanna in excelsis.

	Hosanna in the highest.





AGNUS DEI

The Agnus Dei is one of the Ordinary mass sections and its text has been associated with Christian worship since the earliest days of the Church. The image of a lamb was designed to symbolize Christ’s sacrifice. The Agnus Dei is primarily a theme of the Western church since the Middle Ages because its use was banned in 692 by the Byzantine Church. The earliest reference to the chant for this text is found in the Liber pontificalis I. Pope Sergius I (687–701) mentions that it is sung by both the people and clergy. The threefold repetition of the text began sometime in the tenth century and the text proved to be popular with the clergy for amplification and extension by troping the text. The Council of Trent purged the core text of the various tropes that had become attached to it.

In Germany, the Agnus Dei was sung at the Communion itself, but in France and Italy it was sung during the fraction (breaking) of the consecrated loaves of bread. The melody is fairly simple and straightforward; the syllabic chant hovers around its two principal notes, G and A.







	Agnus Dei, qui tollis peccata mundi: dona eis requiem.

	O Lamb of God, that takest away the sins of the world, grant them rest.




	[repeated]

	 




	Agnus Dei, qui tollis peccata mundi: dona eis requiem sempiternam.

	O Lamb of God, that takest away the sins of the world, grant them eternal rest.





COMMUNION

The text of the Communion contains a recapitulation of the themes of eternal peace and light that are at the core of the Introit. Following the Communion, a brief prayer is said at the requiem mass: Requiescant in pace. Amen. This prayer replaces the Ite missa est, Deo gratias, a text used in every mass Ordinary. The chant melody for this Proper is quite beautiful and filled with spiritual fervor.







	Lux aeterna luceat eis, Domine:

	May eternal light shine on them, O Lord,




	cum sanctis tuis in aeternum, quia pius es.

	with thy saints forever, because thou art gracious.




	V. Requiem aeternam dona eis

	V. Grant the dead eternal rest, O Lord




	Domine, et lux perpetua luceat

	and may perpetual light shine on them,




	eis, cum sanctis tuis in aeternam quia pius es.

	with thy saints forever, because thou art merciful.





RESPONSORY: LIBERA ME

Sometime around the fourteenth century, the Responsory, Libera me, was included in the requiem mass. It is actually sung after the requiem service and replaces the Subvenite, sancti Dei (“Come to his help, all saints of God”) that had been used from at least as far back as the ninth century. This text is sung over the coffin, placed on a stand and covered with a black pall that is ornamented with a gold cross. As the chant is sung, the priest sprinkles the coffin with holy water and then swings the censer over it. It is a solemn moment as the Church cares for the departed soul.







	Libera me, Domine de morte aeterna in die illa tremenda,

	Deliver me, Lord from eternal death, on that dreadful day,




	quando coeli movendi sunt et terra,

	when the heavens and earth shall move,




	dum veneris judicare saeculum per ignem. Tremens factus sum ego, et timeo, dum discussio venerit, atquae venture ira Dies illa, dies irae calamitatis et miseriae dies magna at amara valde. Requiem aeternam dona eis, Domine.

	when you come to judge the world through fire. I am made to tremble and fear, at the coming destruction, and also at your coming wrath. That day, day of wrath, calamity and misery. great and exceedingly bitter day. Rest eternal grant them, Lord.




	Et lux perpetua luceat eis.

	And may perpetual light shine on them.





IN PARADISUM

There remains a concluding text, often set by French composers: In Paradisum. The Gregorian melody that accompanies this text projects a mood of serenity and hope and is one of the most beautiful chants in the repertory. The text refers to the beggar Lazarus, who is mentioned in Jesus’ parable of Dives and Lazarus (St. Luke 16:19–31).







	In Paradisum deducant te Angeli; in tuo adventu suscipiant te martyres, et perducant te in civitatem sanctam Jerusalem. Chorus Angelorum te suscipiat, et cum Lazaro quondam paupere aeternam habeas requiem.

	May the angels lead you into Paradise; at your coming may the martyrs receive you, and conduct you into the holy city, Jerusalem. May the chorus of Angels receive you, and with Lazarus, once a pauper, eternally may you have rest.
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