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Programme 
 

Dvorak: Te Deum Opus 103 

1. Te deum laudamus – Choir with soprano solo 

2. Tu Rex Gloriae – Baritone solo with choir 

3. Aeterna fac cum sanctis tuis – Choir 

4. Dignare Domine – Soprano, baritone and choir 

 

Soprano: Nicola Mills Baritone: Andrew Shore 

 

Mendelssohn: Concerto for Violin in E minor 

Soloist: Ralph Dawson 

 

I Allegro molto appassionato 

II Andante 

III Allegretto non troppo / Allegro molto vivace 

 

INTERVAL 15 minutes 

You are invited to help yourself to the refreshments provided at the rear of the church. 

A small donation would be appreciated. 
 

A bell will be rung to indicate that the performance is due to recommence. 
 

2nd Half 

Brahms: Requiem 
Soprano: Nicola Mills Baritone: Andrew Shore 

1. Blest are they that mourn – Choir 

2. Behold all flesh is as the grass – Choir 

3. Lord, Make me to know the number of my days – Baritone and Choir 

4. How lovely are thy dwellings fair  - Choir 

5. Ye who now have sorrow - Soprano and Choir 

6. For we have on earth no abiding place – Baritone and Choir 

7. Blessed are the dead who die in the Lord – Choir 

 

You are reminded that flash photography and recording is not permitted 

PLEASE ENSURE THAT ALL MOBILE PHONES ARE SWITCHED OFF 



Brahms Requiem 

English Text translated from the original by 

Ivor Atkins in 1944, and adapted for this 

performance by Nigel Wilkinson.  

I - Choir 

Blest are they that mourn: 

for they shall be comforted.  

(Matthew 5:4)  

They that sow in tears shall reap in joy.  

Who goeth forth and weepeth,  

and beareth precious seed,  

shall come home  rejoicing,  

and bring his  sheaves with him. 

(Psalms 126:5-6)  

II - Choir 

Behold, all flesh is as the grass,  

and all the glory of mankind 

is as the flower of the field. 

The grass is withered  

and the flower thereof is fallen. 

(I Peter 1:24) 

Now, therefore, be patient, O my brethren, 

unto the coming of the Lord.  

See how the husbandman waiteth  

for the precious fruit of the earth.  

and hath long patience for it,  

until he receive the early and the latter rain.  

So be ye patient. 

(James 5:7)  

Behold, all flesh is as the grass,  

and all the glory of mankind 

is as the flower of the field.  

The grass is withered  

and the flower thereof is fallen.(I Peter 1:24) 

But the Lord’s word standeth for evermore. 

(I Peter 1:25)  

And the ransomed  of the Lord shall return  

and come rejoicing unto Zion; 

gladness, joy everlasting,  

shall be upon their heads always. 

Joy and gladness shall they obtain, 

and grief and sorrow shall fly from them.  

(Isaiah 35:10)  

 

III - Baritone solo and choir 

Lord, make me to know 

the number of my days on earth; 

that my life as an ending; 

that I be made sure how long I have to live. 

Surely, all my days here 

are but a handsbreath to Thee; 

and my lifetime is as naught to Thee. 

Ah, as nothing, everyman living  

is altogether  vanity.  

Man passeth away like a shadow,  

how disquieted in vain: 

he heapeth up riches, 

and cannot tell who shall gather them.  
 

Now, Lord, what then do I hope for?  
 

My hope is in Thee.  

(Psalms 39:5-8)  
 

But the righteous souls are in the hand of God, 

and no more pain shall touch them now. 

(Wisdom 3:1) 
 

  --------------------------------------------------- 
 

IV - Choir 

How lovely are Thy dwellings fair,  

O Lord of Hosts! 

My soul longeth, yea, longeth and fainteth  

for the courts of the Lord: 

My heart and flesh ring out their joy  

unto the living God.  

Blest are they that dwell in  thy house: 

they praise Thee Lord evermore! 

(Psalms 84:2-3, 5) 
 

V -Soprano solo with choir. 

Ye now have sorrow: 

but yet I will again behold you,  

and your heart shall rejoice,  

and your joy shall no man take from you. 

(John 16:22)  

Thee, will I comfort,  

as one whom his mother comforteth. 

(Isaiah 66:13) 

Look upon me; 

ye see how for  a little while labour and sorrow 

were mine, 

yet have I found much rest. 

(Ecclesiasticus 51:35) 



VI - Baritone solo and choir 

For we have on earth no abiding place, 

but we seek that to come.  

(Hebrews 13:14) 

Lo, I tell you a mystery;  

We shall not all sleep, 

but we shall all be changed in a moment,  

In a twinkling of an eye. 

At the sound of the last trumpet. 
 

For behold the trumpet shall sound, 

and the dead shall be raised incorruptible, 

and we shall be changed.  

Then shall be brought to pass  

the saying that  was written,   

Now death is swallowed up in victory!  

Where o death is thy sting?  

 (I Corinthians 15:51-55) 
 

Worthy art Thou Lord of praise and glory, 

honour and power, 

for thou almighty hast created all,  

and because of Thy will they were created. 

For by Thee were all things created.  

(Revelation 4:11) 
 

VII 

Blessed are the dead  

which die in the Lord from henceforth:  

Yea saith the Spirit. 

For they rest from their labours;  

and all their works follow after them.  

(Revelation 14:13) 

 

Ralph Dawson – Violin. 
Born in Surrey, Ralph studied at the 
Guildhall School of Music, London 
University, and privately with Ralph 
Holmes and Maurice Clare (a pupil of 
Sevcik and Enescu). After taking orchestral 
positions with the Ulster Orchestra, and 
later Opera North, in 1993 he left Opera 
North to pursue a life as a freelance 
musician, during which time he has 
enjoyed a truly varied musical career, 
performing regularly with most professional 
ensembles in the North of England and 
beyond. He has led the Orchestra of 
D’Oyly Carte, and the National Operetta 
Orchestra, and has toured extensively in 
the UK and abroad. 
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Dvorak (1841-1904) 
Te Deum Op. 103 

Dvorak came from a humble home; his father ran an inn and a butcher’s shop. Despite his son’s obvious musical talent there 

was little money to spare for music lessons, though Dvorak did learn the violin, played in local amateur orchestras and sang as 

a boy chorister in his local church choir. From these modest circumstances he rose to become a national hero, his country’s 

greatest composer and one of the most celebrated musicians in the world. He was decorated with many honours, his music was 

enthusiastically received wherever it was played and he was invited to visit all the major musical centres of Europe including 

England, where he was especially feted. 

Across the Atlantic, the American cultural establishment was acutely aware that it did not have the musical heritage and 

institutions enjoyed by Europe and was keen to take steps to rectify the situation by establishing an American musical 

tradition. It was decided that a suitably distinguished figure to head the Conservatory would give weight and impetus to this 

objective, and so it was that in October 1891 Dvorak was appointed Director of the National Conservatory in New York, his 

duties to commence the following autumn. It had been a very exhausting year for Dvorak, so in January 1892 he decided to 

give himself a long rest before setting off for the United States. However, in June he received a request from Jeanette Thurber, 

the founder of the National Conservatory and soon to be his new employer, to write a cantata to celebrate the 400th anniversary 

of the discovery of America by Christopher Columbus. This would also be, she wrote, a celebration of Dvorak’s arrival. She 

would send him a suitable text immediately and the new work would receive its premiere on October 12th. 

When the promised text failed to arrive, Dvorak became increasingly anxious that there might be insufficient time to write the 

piece before his departure. Naturally, he felt obliged to do his best to comply with Mrs Thurber’s request and so he turned 

instead to the great Latin hymn, Te Deum Laudamus, which was suitably festive and appealed to his deeply felt religious 

convictions. He sketched the work out in less than a week and had completed it by the end of July. It was not in fact performed 

at the Columbus celebrations for which it had been intended but received its first performance only a fortnight later, on 21st 

October 1892 at the New York Hall, with a choir of 250 singers conducted by Dvorak himself. 

Dvorak eventually received the text which Mrs Thurber had promised. It was called ‘The American Flag’. Dvorak dutifully set 

it to music but it is not considered to be amongst his better works. The Te Deum, on the other hand, though smaller in scale 

than the Stabat Mater, Requiem and the Mass, inspired him to write some of his finest music. 

 

The Music 

 

1. Chorus & soprano solo Te Deum  

A dazzlingly joyous orchestral introduction sets the mood for the choir who enter in jubilant majestic tones. 

After a fanfare this section is repeated in a higher key before the soprano enters for the first time. Her gentle solo is 

interrupted 3 times by the male chorus who intone a chant on the words ……………. 

This movement ends with a reprise of the opening. 

 

2. Chorus & bass solo Tu Rex gloriae 

The 2nd movement is a splendid baritone solo which has an oriental feel to it at times. It has a brief interlude for the 

ladies voices, and concludes wth the tenors and basses sing in rich harmony. 

 

3. Chorus Aeterna fac 

This is in effect the scherzo of the work, and is distinctly Slavonic in character., with its energetic dance-like rhythm 

and strong accents. 

 

4. Chorus & soprano & bass solos Dignare Domine 

The final movement begins with a delicate solo for the soprano, which is interrupted by the altos then the sopranos 

with material from the 1st movement. 

At the words   ……… she is joined by the baritone and we enter the final jubilant section with its antiphonal  

"Alleluias" 

 

 
 
 
 
 
 



Felix Mendelssohn-Bartholdy (1809 - 1847)  
Violin Concerto in E minor, Op. 64 

 

I. Allegro molto appassionato  

II. Andante  

III. Allegretto non troppo - allegro molto vivace  

 

Mendelssohn was only 16 when, in 1825, he first met the violinist Ferdinand David, who was one year his junior. David 

(1810-1873) was to become one of the most distinguished German violinists and teachers of his day. When Mendelssohn 

became director of the Gewandhaus in Leipzig in 1836, he had David, appointed to the position of Konzertmeister [leader].  

On July 30, 1838, Mendelssohn wrote to David, "I'd like to write a violin concerto for you next winter; one in E minor sticks 

in my head, the beginning of which will not leave me in peace." Normally a very rapid and fluent composer, it took 

Mendelssohn a surprisingly long time to complete the commission. It wasn't until July 1844 that he was able to work seriously 

on the concerto, though the intervening time was often filled with drafts of this or that portion and correspondence about 

technical details of the solo writing.. At the first performance, given in Leipzig in 1845, David played the solo part, and the 

Danish composer Neils Gade was the conductor - since Mendelssohn was ill. 

The Music 
 
This work – Mendelssohn’s only mature concerto for the instrument which he had studied in addition to the piano in his youth 

– owes its abiding popularity to its combination of Classical grace and Romantic warmth. It has a formal design in the 

tradition of three-movement concertos so firmly established by Mozart and Beethoven. Many of its features are unusual for its 

day however.  

Instead of a long orchestral preamble presenting the main themes, the soloist comes in immediately with the passionate 

melody on which the first movement is built. The second theme, appearing much later on flutes and clarinets, is gently 

melancholic. The positioning of the cadenza is unconventional too, coming before the recapitulation of the opening material 

rather than at the end of the movement. The orchestration of the first movement is generally straightforward, designed to show 

off the violinist rather than overwhelm the listener with complexity. It is worth listening carefully for the especially luminous 

point where Mendelssohn takes the idea of simplification to the limit (foreshadowing Mahler's chamber-like style) by reducing 

the instrumentation to a simple clarinet-and-flute melody while the soloist holds an endless note on the lowest string. 

The slow movement follows without a break, linked to the preceding allegro by a held bassoon note - another innovation in 

this concerto, intended to discourage the audience from applauding between movements. It is a swaying, lyrical theme -  a 

"song without words", with a more agitated central section., introduced by trumpets and timpani. In the middle section one can 

again appreciate the difficulty of the solo part, which uses double stops to accompany its own slow theme with an undercurrent 

of agitated sixteenth notes.  

Once again at the end of the movement there is only the briefest possible break; then the soloist and orchestral strings play a 

brief transition that allows a return to the key of E (this time in the major mode) for the lively finale. 

Its main theme is a delicate dancing tune, whose mood is light, like his music for Shakespeare's Midsummer Night's Dream. A 

more flowing melody appears i later, and is then combined with the dancing theme to great effect. 

 

 They remained friends all Mendelssohn's life and when, ten years later, he was appointed director of the Gewandhaus 

concerts in Leipzig, Mendelssohn arranged for his friend to be engaged as leader of the orchestra. Quite soon, David asked 

Mendelssohn to write him a violin concerto.. In 1839 he wrote "It is nice of you to press me for a violin concerto! I have the 

liveliest desire to write one for you and, if I have a few propitious days, I'll bring you something. But the task is not an easy 

one."  

  

 

Johannes Brahms (1833-1897)  

A German Requiem Op. 45  
This work is not a Requiem in the accepted sense, since it is neither derived from, nor is it designed to fulfil any of the 

liturgical functions of a Roman Catholic Requiem Mass. Instead, its text is Brahms' personal selection from the Bible and the 

Apocrypha, and its emphasis is on consolation for the living, rather than prayers for the dead. But the monumental proportions 

of the Requiem certainly make it worthy of consideration alongside the greatest of its Latin counterparts, and, text 

notwithstanding, Brahms may well have used the title to denote that it belongs to the same broad genre of composition. 

The very title A German Requiem is open to misinterpretation. Brahms' own comment, that he could "happily omit the word 

'German' and simply say 'human'," dispels the notion that it has a spirit of German nationalism, but it does little to silence 

speculation about his religious beliefs. Even Dvorak was heard to lament, 'Such a great man! Such a great soul! And he 



believes in nothing'. Whatever his beliefs, it seems unlikely that Brahms, who even among his friends had a reputation as a 

taciturn, sometimes grumpy individual, would have laid them open for public scrutiny. Furthermore, he intensely disliked 

being associated with orthodoxy, religious or otherwise.  

As a baptised Lutheran, his experience of organised worship, however limited, would have been conducted in the vernacular. 

From this perspective A German Requiem seems a perfectly natural development from the German settings of psalms and 

cantatas by Heinrich Schütz and J. S. Bach, who had previously set many of the same texts.  

There is some doubt as to what motivated Brahms to write this his longest and most substantial composition.. It is in all 

probability a response to personal grief at the loss of his friend Schumann and his own mother. It still has the power to speak 

to our secular society today  

Taken at face value, Brahms' choice of texts is clearly rooted in Christian redemption theology. As such, it is a product of its 

time. But it is in the way in which the texts are assembled and their musical treatment that Brahms confronts head-on the 

realities of life and death..  

The early days of the Requiem were not without controversy, and two early partial performances of the work received very 

mixed reactions. The cold reception Vienna gave in 1867 to a performance of Movements 1-3, was in no small part 

attributable to the ruinous effect that an over-zealous timpanist had on the third (and, for that audience, final) movement! 

Hisses of disapproval came from a certain sector of the audience, and Eduard Hanslick, Vienna's leading music critic, whilst 

recognising the 'unusual significance and great mastery' of the work, concluded that the Requiem had little chance of success 

because it was so difficult to grasp and its subject matter was generally uncongenial.  

Even weightier issues concerned the church authorities in Bremen in 1868 prior to a performance of the entire work minus its 

fifth movement. Brahms' was prevailed upon to amend his text and incorporate those familiar Biblical passages that explicitly 

refer to Christ and redemption. But Brahms refused, explaining that he had deliberately passed over some of the most obvious 

choices and chosen other excerpts, because they best suited his musical purpose, an explanation certainly born out by the 

meticulous structure of each individual movement and the monumental musical architecture that is the result of their 

juxtaposition. In the end, he appeased the authorities by including in the same programme a number of items from Messiah, 

one of which was I know that my Redeemer liveth! 

The first complete performance of the German Requiem was given at the Leipzig Gewandhaus in February 1869. It was such a 

success that within less than a year there had been a further eleven performances in Germany and within ten years it had 

received more than a hundred performances throughout Europe, including a private English performance in 1871, a student 

performance at the Royal Academy of Music and a Philharmonic Society Concert in 1873. It remains today a mainstay of the 

choral repertoire. 

 

The Music 

The Requiem's seven movements form a huge arching musical structure. The first three movements, though preoccupied with 

the transitoriness of life, nonetheless have an underlying message of assurance. The central movement How lovely are thy 

dwellings fair offers a glimpse of celestial serenity and thereafter the mood of the second half is transformed by degrees into 

robust optimism. The work is brought to a close in quiet but unwavering confidence.  

I CHORUS 
Blest are they that mourn  

Dark orchestral colours in the opening of the first movement evoke the sorrow of they that mourn. Against a background of 

repeated bass notes, divided cellos introduce a sombre stepwise theme, later taken up by the violas. The violins remain silent 

throughout the movement.  

In contrast, the different register and the relative purity of unaccompanied voices invest the words of the beatitude Blest are 

they with an other-worldly quality, before continuing their message to its climax with almost ascetic restraint. A new and more 

fervent theme is introduced at the words of the psalmist, They that sow in tears. This opens out into a passage of joyful 

polyphony in a new key at the words shall reap with joy. 

Ingeniously, Brahms ties both beatitude and psalm together when the instrumental introduction of the movement reappears in 

the voices at Who goeth forth weeping. In turn this gives way once more to lively imitation depicting the joy of harvest, before 

the beatitude brings the movement to a serene conclusion.  

 

II CHORUS 
 Like many sections of the work this movement changes from the dark pessimism of death to the joy of  everlasting life. The 

slow march-like opening of the second movement began life as the sketch for a symphonic movement and eventually became 

part of the Piano Concerto in D minor. With the sombre tread of a funeral procession, an orchestra predominantly of muted 

strings and woodwind sets out the recurrent theme of the movement. At its first repetition Brahms adds the lower voices 

singing the first two lines in unison of Behold all flesh is as the grass to a solemn chorale-like melody. The second part of the 

march begins with the sopranos and altos plaintively singing The grass is withered in thirds before being joined by the full 

chorus, who sing a most anguished harmonic progression to the words and the flower thereof falleth. Sinister drum beats add 

to the sense of foreboding. A second repetition, heralded by a huge orchestral crescendo over a dominant pedal puts aside 



previous restraint in a climactic restatement of the chorale sung forte by the entire chorus with full orchestral accompaniment, 

before dying away, leaving just the lower voices. The brooding anguish of the march is magically supplanted by a brief 

polyphonic episode of mellifluous music and idyllic serenity in Be patient my brethren, whose delicate orchestration, is a 

special delight. The main theme Behold all flesh reiterates its sombre message, but is dramatically interrupted by an emphatic 

choral outburst – But yet the Lord’s word, sung in rich chords and doubled in the brass. This leads into a thrilling fugal finale. 

It is an unrestrained outpouring of joy depicting the words gladness and joy, which rises to a climax before subsiding to a 

close of such serenity that it leaves the listener in little doubt that the joy depicted is eternal.  

III BARITONE SOLO AND CHORUS 

 

Lord, make me to know the number of my days on earth 

Almost unannounced, the baritone  reflects on man’s mortality and seeks reassurance.  A superficial air of calmness in his 

music is short-lived, ruffled by the constant murmur of timpani. Likewise as the chorus repeat his words the steady tread of 

pizzicato cellos and basses is overshadowed by sinister drumbeats and the call of horns and trumpets in the distance.  

Brahms creates a dark mood of pessimism as the soloist sings Lord God, all my days here are but a handsbreadth to Thee, and 

even greater sense of urgency and angst is given to its choral repetition by the repeated triplet accompaniment of the strings.  

This opening section with its doom laden message remains full of anxiety and foreboding until the baritone asks “What more 

can I hope for?” At this point the choir repeat his words of desperation in  an imitative chorus whose angular striding subject 

vividly depicts his disarray and disquiet. Regaining composure, the chorus quietly reiterates its unresolved question one final 

time and its diminished harmony remains unresolved in the hushed woodwind chords that remain after the voices have ceased. 

This is followed by  a breathtaking choral cadenza set to the words, My hope is in Thee - surely one of the most beautiful 

phrases ever written for a choir.   Its upward soaring triplet figures rise to a climax, building the harmonic tension and finally 

releasing it in the monumental fugue But the righteous souls are in the hand of God. 

IV CHORUS 
 How lovely are thy dwellings fair  

This is the central movement in the works arch-like structure, and represents the first intimation of the beauty of eternal life. In 

it there are none of the violent contrasts of the earlier movements. Brahms gives us a glimpse of Heaven from a reassuringly 

Earthly perspective. This is Brahms at his most accessible and has a Mendelssonian grace. It is the perfect response to the 

angst that precedes it.  

 

V SOPRANO SOLO AND CHORUS 
Ye now have sorrow 

The contemplative mood continues in the lovely fifth movement for soprano solo and chorus. A gently lilting orchestral 

introduction with muted strings leads us into to delicate lyrical melody of the soprano solo. The reflective pastoral tone of her 

melody seems to characterise sorrow itself. The chorus offer support, and the orchestral writing is notable for the elegance of 

its wind writing. 

 

VI BARITONE SOLO AND CHORUS 
For we have on  earth no abiding place 

This movement is the dramatic core of the work 

After 2 dramatic wind chords the relentless pizzicato bass and purposeful strideof the chorus recall similar music at the 

opening of the third movement. This time, however, it is the choir who reflect on the transitory nature of life. The baritone 

then sings the famous prophetic words from Revelations - Behold I tell you a mystery etc. This leads into a graphic depiction 

of the last trumpet by orchestra and choir, followed by a torrent of choral declamation in 3/4 time portraying a terrifying 

apocalyptic vision. After a further interjection by the baritone this section is repeated and extended, leading inexorably to a 

climax on Death, O where is thy sting. 

Finally Brahms concludes this section with a grandiose fugue in Baroque style, but with powerful 19th century sonorities, 

culminating in a huge climax. 

VII CHORUS 
Blessed are the dead  

After the huge triumphal climax of the previous movement, Brahms chooses to end the work with a quiet reflective movement 

in the spirit of the first movement. The work thus leaves us with a message of solace - the principal idea of the Requiem.  

Against a sumptuous accompaniment of rising strings the sopranos sing a gloriously expressive theme, which is developed 

when the other voices enter. At Yea saith the Spirit, , the mood becomes more reverential; its low vocal writing, horns and 

trombones briefly evoking a sense of awe. This leads in to a meltingly beautiful passage in the major key - they may rest from 

their labours .  

The tenors then restate the opening theme - Blessed are the dead, before, quite magically, Brahms introduces the main theme 

from the opening movement to round off the whole work. 

The drama is over and a mood of gentle serenity prevails. 

 



Future plans 
 

Sunday November 14th  2004 – Oldham Parish Church 
and 

Saturday November 20th  2004 – Colne Municipal Hall 
 

An Opera Gala  
An evening of popular operatic items with 

guests the Internationally acclaimed  

Nelson Arion Male Voice Choir  
and  

Helen Field (Soprano) 
Compered by our Patron : Jeffrey Lawton 

 

May 2005 – Date and soloists to be confirmed 

Rossini: Stabat Mater  

And other works 

with The East Lancs Sinfonia 

 

November 2005 

Haydn: The Creation 
with The East Lancs Sinfonia 






