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T, BIDCRAPEY

8te St,-André (in Igsére) witnessed in 1803 the birth of one
of the most illustrious repregentatives of French Romaniiciszm,
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elagsical studies, he arrived in Paris quite decided to undertele
the study of medicips, But a presentation of the opera "Iphigenia
in Aulis™ by Gluek (1714-1787) made such an impression upon him

that ne gave up bhis medical studlies to devote himselfl entirely to
music from then on.

At the aze of twonty-three he succeeded in getting inte the
Faris Conservatory., Unable %to compose using the innovative ideas
of his teacher, Anton Reicha (1770-183&), probably the only quali-
fied contrapuntist in PFaris, unable to stomach the solid teaching
of the most serious theoretician the Conservatory possesaed, hs
placed his confidence in Jean-Francois Lesueur (1760-1837), =a
peoor teacher and a mediocre orchestral arranger. If the latter had
any lasting influence on the young Berlioz, it was malinly to give
him an intense love and interest for orchestral immensity.

A bvorn revolutionary, Berlioz joined the "Jeuns France" move-
ment, and bescame friends with Victor Hugo, Alfred de Vigny, Alex-

andre Dumas, Sainte-~Beuve, Mérimée, Balzac, and the famous painter
Delacroix.

While passionately lnvolved in Parisian 1life he discovered
the bsauty of Beethoven's symphonies, Thus ingpired, he 3oon
produced the "Ouverturs des Prancs Juge (1827) and presented
his famous "Symphonie Fantastigue" g

After winning the much coveted Prix de Rome, he sccepted ths
post of musiecal critic in the "Journal des Débats" (Debating
Jour n”])i Hera his freduantly 2cathine Sudements hiz bhiting
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remarks, and hia sitirical expressions did little %to attract
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several works quite bold in their conception and not alwa gs fav-
orably received, In 1837 there was the "Requiem"; in 1040

followed the "Symphonla Funébre et Triomphale"; and in 18L6
came the "Damnation of Faust".

Unhappy in his married life, and having lost his only son,
he retreated during the last years of his 1life into a state of
pessimism and depression which never left him, He stopped
compesing and set about writing his Mémoires, which were pub-
lished only after his death,

He died in Paris on March 8, 1869,



IT. GENERAL CONCEPTION OF THE "REQUIEM"

On the frontispiece of the published ecomposition we find
that this Requiem, or High Mass for the Dead, Opus 5, is dedi-
cated to the Count de Gasparin, Peer of France; that it was
performed for the first time at the Eglise des Tnvalides on
the fifth of December, 1837, for the funeral service of General
Damrémont and the French officers and men who diad in the taking
of Constantine:; and that it was published by Schlesinger and

Brandos, Paris, in 1838,

Such detalls as these were frequently written at that time
a5 a matter of courss on the cover pages of works being published.
Without giving too much importence to the many stories that sur-
round the appearance of this work, and withoutb raying undus at-
tention to the malevolent critics who greeted this piece -in par-
ticular the unfair gossip which Blaze de Bury wrote in the "Rewvue
des Deux Mondes" (l%uO, Volume I)- one must acknowledge the
intrinsic unity of this magnifiecent work, 1ts solid relizious
thought, and its eclarity orf expression which deals only distantly
and reluctantly with the theatrical and the picturesque. Contrary
to certain ill-considersd judgements, this work is far from filled
with genial and grandiloguent disorder,

This religious work, which sinks its roots deep into the
universal "I" of the Romantic period, may be compared advantageous-
ly with such masterpieces as Besthoven's Ninth Symphouny and his
Mass in D (1770-1827), Liszt's Messe de Gran {1811-1885), and
Wagner's Parsifal (1813-1883),.

I Berlloz' REQUIZM does not appear to ba religlious music in
the strict sense of the word, nevertheless it possesses all the
visionary radiance of religious music, providsed that we examins
i1t with great care.

The sometimes apocalyptic aspect of this masterpiece transcends
the idea of time; and the alternation of the dramatic with the

intimate outpouring of personal sentiment Suggests to us a poetry
of sublime greatnsss and immensity,

These are some of the contrasting features which make of this

magnificent Mass a true and valid testimonial, not so much by its
social or national content as by its Specifically musicsl quality,
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TrT, VOCAL AND INSTRUMENTAL TOOLS
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pass drum----l. gongs----10 cymbals

firat violins~-second violins--~violas--
violoncellos

string basses

chorus (with tenor solo)

four small orchestras (ensembles) made up
of brass Winds

First orchestra in North End: L cornets-i trombones-Z2 tubas

Second Archestra in East Bnd: L trumpets---4 tromdones

Third orchestra in West End: U trumpets---Ii Zrombones

Fourth orchestra in South End: L trumpebts-l trombones-l tubas.

The CHOIRS require some two hundred partlcipants,
divided as followst

soprancs & altos

tencors T & T7

Basses T & II.

The = reguire a minimum of 100 instrumentalists.

The brasses are divided as Tollows:

12 French Horns, of which: 3

k6]

are in

3
3

are

are

ara

in A
in D

in C.



They are reinforced at certain points by the four
small ensembles at the four points of the compass.

The percussions are composed of:
15 kettledrums, tuned as follows:
Pairs 1 and 2: "B" and "R"
Pairs 3 and L: "G" and "D#"
Pairs S and 6: "A" and "DV
Pair 7 : "G" and "g"

One kettledrum: "F#"
(All the kettle~drummers must use sticks with sponge head.)
Bass~drum, c¢ymbals, and gong.

This enormous ensemble was required. by Berlioz because he
felt the need to produce, in the Eglise des Invalides, a Mass of
sueh sonority as would fit the size of the church together with
the solemn character of a truly "nationsl" ceremony.

IV, TEXT OF THE LACRYMOSA

Liturgical Text Berlioz!' Text
Lacrymosa dies illsa Lacrymosa dies illa
Qua resurgst ex favilla. Qua resurget ex favilla,
Judicandus homo reus, Judicandus homo reus,
Huie ergo parce Deus, == cemmenccmemmmm———————
Pie Jesu Domine, Pie Jesu Domine,
Dona eis requiem. Dona els requiem
AMEN , Aeternam,

English Translation

Mournful day! that day of sighs
When from dust shall man ariss,
Stained with zuilt his doom to know,
Mercy, Lord, on him bestow,.
Jesus kind! Thy souls release,
Lead them thence to realms of peace.
Amen,



5.

. N?te that Berlioz omits the "Huic érgo parce Deus" and the
Amen", but adds the word "Aeternam" (eternal). When we listen
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to the Lacrymosa we perceive that Berlioz Iis constantlv shifting
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omitting some, each time that point of expression, or the melo-
dic or harmonic 3truy " "

low e 1 Chant text of the Lacrymosa.
Greg rian Chant has disappe red almost completely from our daily
life. This is a Freat loge when one realizes the capital impor-
tance it has had 1In the development of music.
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VI. DETATLED ANALYSIS

Firat theme, in A minor, from the beginning to Bar L1l.

On examining the musical text we perceive that Berlioz
chose to write the LACRYMO3A in 9/8 time. Such a time per-
mits him to express easily his thoughts of doom and disaster
(idées apocalyptiques). The first two introductory measures
lead us immediately into a syncopated rhythm which provides
from the stari a constant intensity. This beginning pro-
vides us wWwith twoe rhythnlc cells which are repeated frequant-
ly iIn most of the piece.
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The firat theme is spread over eleven bars, and is
stated successively by the tenors, the sopranocs and altos,
and finally the basaes,
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It iz worthy of note how Berliocz produces this synco-
pated rhythm mentioned above:

) the 'cellos and contrabassas besin it:

) the woodwinds follow;

>} then the violins and violas play their chord;

1) finally the horns come in, sustaining their
chord until the recommencemaent of the sams
rhythm, which will repeat 1tselfl eleven
times during the first stztement of the theme
by the tenors
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8.

One can easily distinguish the imitations which take

place between the sopranos and the tenors at ths words,
"Qua resurget.......homo reus."”
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As conclusion of this first theme the basses, the tenors,
and the sopranos and altos attack the word "lasrymosa" one

after the other, while weg hear the persistent tremolo of the
violins and wviolas.
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Second Theme, in ¢ major, from Bar L2 to Bar 73

This second theme brings with it a moderate toning down,
A3 compared with the nervous style of the first. However
it is evident that Berlioz uses the first theme in & modi-
fied form to accompany the second, This system of a period-
ical use all threugh the piece of the main theme or its essen-
tial parts was employed systematically by Berlioz for the
first time in his "Symphonis Fantastique' of 1830. This is
what he came to cusll his "idée-fixe" (fixed idea). Such a
procedure appears along the sames lines withn the "leitmotie"

(leading motif) used by Wagner in his musiesl productions.
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This arrangemant allows us to perceive a certzin redun-
dancy of words and of rhythms typical of Berlioz. This form
of expression, of repsated insistence, brings with it the
1dea of expressive massiveness, momantarily endowing the
whole ensemble with a new dynamism. In the following example
it is the phrase "dies illa" which stands forth.
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3, Interlude,
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first theme, which is completely abandoned, ma
new accompaniment motlf giveh to
lins and vielas is introduced.
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tion which emphasizes the meaning of the exprasszion, "Requiem
seternam” ("Eternal rest")}.
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1t is interesting to nobe aldo the syllabice "ostinato”

of the basses which is expressed continually in a sort of
expressive spcech,

nota,

first on the tonic

&, then on the leading

i, First Theme, in A minor, Bars 91 to 12i.

The inaugural syncopated motif on the up-beat returns,

and with 1t the vigorous reprise of the first theme.
the intervention of four small brass orchesfiras
{ensembles} and the diabolical rolling of the kettledrums

thiz time

makes this section atill more terrifying.
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5. Second theme in A major, Bars 125 to 161.

This time Berlioz,
he did at the beginning
Taint light of hope of the ¢
burst of light filled with promise.

manner of presenting this seecond theme.

instead of modulating into C

2

ma jor, as

enters at full spesd in A major., The

ma jor changes here into a brilliant

Furthermere, he varies the
Compare the following

two entries while fixing your attention on the word "Lacrymosa.
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12,

A combined voecasl and instrumental unison, in crescendo,
orings us back to A minor, and is followed by a terrifying
'y
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¥y on the word Vo What: ) What dass cr"iptiv@ Syllﬂ blc
rusic! This fragment, sung in unison by ths whols choir,
sven while making us almost forget the meaning of the word,
nevertneless becomss an instrumental force that suzzest to
us the cry of the soul in anguish,
- - 7t . 15% 133 wl
r bl s T S y
T r—as eyt = e r * R B —
t _T' l___J‘ r.f '.f “ rtj_ I 1 [ ;'
-get,  ho - mo re. Us; ——. YUA,.— 1L
i - - - Ll' -J:._“__*--""'h.- f.ﬂ'_-__m_h-_--“':.o f' "-
‘ CRRaly & S - - = A - wirgfhri =
H T e + :“ — : r P
L 1 ‘-__' yo—r Y L% =t } L ud { T
- get,  ho - more. us,.. Y, l'{u‘:i
- " upis,” 3 , e .
#‘ ! Ll § Wure) r ¥ T f- 7 " ‘T'J.’. T
(3 - :F,I:?:Pj‘- ?'___‘,'_._ e 2  —— ‘ - -+
Py ' ' 1 : 1
- 8lir « get ho-mo re - B YTd Yud

this final reprise of the first theme we arrive a:t the
point of dramatic intensity in the work. The whole
orchestral palette is brought together in unison for a momens,
and we hear the fury of the timpani at the same time as the
querulous tremolc of the strings.
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Bars 171 to 173
hizher notes of the

ba

33 00on,

tien and orchestration (page 1
about their use: "(They have)
painful, suffering, I might ev
may be placed sometimes inm eit
paniment setting with the most

For him, then, the higher
atrangely close to the human v
plaintive guality,

13.

zive u3 an idea of the character o7 the

Ino his ftreatise on instrumenta-

28), Berlioz

somethin
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surprising ef
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' the bassoon come
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In bar 179 a surprise chord in 3-flat major, upon the
resounding entrance of the brasses, brings the movement to
8 véritable paroxysm, during which we distinguish an ascend-

ing chromatic movement played by the violins.
followed by a nervous tremolo and then intensi-

mant ia

fied by the appearance of the timpani.

This move-
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Conclusion, (Bars 194 to the end.)

Berlieoz, in a gesture of hope, creates a kind of
chiaroscuro (light-and-shadow) eflect by pressonting
a skatch of the main theme in the key of A major, Dur-
ing the las{ measures a clossly woven arabesque by the
'eeallos, violas, clarinets and bassoons comss to sus-
tain the final cadence, which fadss away psacefully in
a superb decrescendo, Ths twelve sirokes of the bass
drum in the midst of an orchestra thet has regained its
calmness, strokes which accentuate the volces inter-
sparsed with silences, achieve an effeect of astonishing
beauty.
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LIST OF RECORDINGS.
Album of two records on the label PHILIPS 6£500-02L-025,
An explanatory folder (6700-019) is inserted in the
hox. ‘
Conductor: Colin Davis,
Place: . Westminater Cathedral in 1970,
Choirs and London Symphony Orchestra,
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