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A MESSAGE FROM THE CHAIR 

 

Welcome once again to the RNCM Concert Hall for 

what promises to be a very      enjoyable evening of 

music.  Our programme includes the tuneful and 

joyful Te Deum by Dvorak, and the magnificent 

Requiem by Brahms – two very different works, each 

with its own special appeal. In addition, the choir 

have a chance to join with the audience in listening to 

our accompanist, Angela Lloyd-Mostyn, a wonderfully 

accomplished musician, as she plays Schumann’s 

famous Piano Concerto. With the support of our 

regular orchestra, the East Lancs Sinfonia, and our two wonderful soloists, the choir 

are sure you will have a great musical experience. 

Looking briefly ahead, our next concert will be a “Summer Serenade” at the 

Middleton Arena on Sunday, 19th June, when we will be joined by our other regular 

partners, the Oldham Band (Lees) for a programme of Brass and Choral favourites.  

We hope to see you there, and we want to thank you for all your support over the 

past seasons.  

We are always keen to hear your comments, suggestions and expressions of interest, 

so don’t be shy - get in touch ! 

Fred Jones 
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      Conductor: Nigel P Wilkinson 
The East lancs Sinfonia 
Leader: Alison Rignall 

 
 
 
 
 
 
 
 

Programme 
 

Dvorak: Te Deum Opus 103 
 

Soloists: Soprano: Natasha Jouhl  Baritone: James Cleverton 
 

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 

 

Schumann: Concerto for Piano in A Op. 54 

Soloist: Angela Lloyd-Mostyn 
 

1. Allegro affettuoso 

2. Intermezzo: Andantino grazioso 

3. Allegro Vivace 
 

INTERVAL   

Brahms: Requiem 
 

Soloists: Soprano: Natasha Jouhl  Baritone: James Cleverton 
 

1. Blest are they that mourn – Choir 

2. Behold all flesh is as the grass – Choir 

3. Teach me O Lord, that the number of my days is set – Baritone and Choir 

4. How lovely are thy dwellings fair  - Choir 

5. Ye who now have sorrow - Soprano and Choir 

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

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



JAMES CLEVERTON - 
BARITONE  

British baritone James Cleverton 
studied at the Royal Scottish 
Academy of Music and Drama and 
Zürich Opera's International 
Young Artist Programme. James 
made his Royal Opera House, 
Covent Garden debut as Gregorio 
Romeo et Juliette, and his English 
National Opera début as J.Robert 
Oppenheimer in John Adams' 
Doctor Atomic. Other operatic 
engagements have taken him to 
companies throughout the world.  
Previous seasons’ highlights include, Marcello La Bohème and Sharpless Madama Butterfly both at 
the Royal Albert Hall for Raymond Gubbay, Count Asdrubale in Rossini's La Pietra del Paragone for 
Opernhaus Zürich and Opéra de Rennes, Papageno Die Zauberflöte for Theater Saint Gallen, Il Conte 
Le Nozze di Figaro, the title role in Don Giovanni and Danilo in The Merry Widow at the Dublin National 
Concert Hall for Lyric Opera Ireland, Ford Falstaff for Grange Park Opera, Silvio I Pagliacci for English 
Touring Opera and Hanoi Opera, Escamillo Carmen in South Africa, Second Apprentice and cover of 
the title role in Berg’s for ENO and the Forester The Cunning Little Vixen for the Oundle Int. Festival.  
Other roles include Enrico Lucia di Lammermoor, Eisenstein and Falke Die Fledermaus, Malatesta 
Don Pasquale, Schaunard La Boheme and the title role in Eugene Onegin. Excelling in the field of 
contemporary music, James made his début with the Salzburger Festspiele in Alban Berg’s Lulu under 
the baton of Marc Albrecht, with further notable engagements including the role of La Mettrie in the 
world première of Keyner Nit by Steinauer in Luzern and Zürich, John Sorel in Menotti’s Der Konsul for 
Zürich Opera and the title role in Schweitzer’s Jakob von Gunten at the Theater Saint Gallen. He made 
his American début in the world première of The Opera Show in Cincinatti and Baltimore, which later 
toured to the Teatro Arcimboldi, Milan. Subsequent roles include First Officer in The Death of 
Klinghoffer for ENO and Chou An-lei in Nixon in China with the RTÉ National Symphony Orchestra at 
the Bord Gais Theatre, Dublin. Recent highlights on the concert platform include guest soloist in the 
Classical Spectacular gala concerts for Raymond Gubbay with the Royal Philharmonic Orchestra at 
the Royal Albert Hall, Second Apprentice Wozzeck with the BBC Scottish Symphony Orchestra under 
the baton of Donald Runnicles and as a soloist in the Last Night of the Proms with the Northern 
Sinfonia, Newcastle. James has performed all the major Gilbert and Sullivan baritone roles for The 
D'Oyly Carte Opera Company and the International Gilbert and Sullivan Company, notably as the 
Pirate King in The Pirates of Penzance at the Savoy Theatre in London's West End. Current recordings 
include the role of Sir John Copeland in Rodgers and Hart's Dearest Enemy (New World Records), and 
the Rabbit in the original cast recording of Alice's Adventures in Wonderland (Signum Records). Future 
engagements include a return to ENO to sing Horemhab in a new production of Philip Glass's 
Akhnaten, the Royal Opera House in Don Carlos, Paolo in Thomas Ades’ new opera The Avenging 
Angel, Kyoto in a new production of Mascagni's Iris at Opera Holland Park, and his Scottish Opera 
debut as Dulcamara in L'Elisir d'Amore. On the concert platform he sings the baritone solos in the Last 
Night of the Easter Proms for Raymond Gubbay at the Royal Festival Hall with the Royal Philharmonic 
Orchestra 



NATASHA JOUHL - SOPRANO 

London-born soprano Natasha Jouhl studied at the 
Guildhall School of Music and Drama (where she won 
the prestigious Gold Medal) and at the National Opera 
Studio. The recipient of the Glyndebourne Festival 
Opera John Christie Award, and Glyndebourne on Tour 
Promise Award, Natasha has forged a close relationship 
with the company having performed many roles there in 
recent seasons including the title role in Rusalka, Donna 
Anna Don Giovanni, Fiordiligi Così fan tutte, Musetta La 
bohème and Micaëla Carmen. 
Further roles in the UK include Elisetta The Secret 
Marriage, Ilia Idomeneo, First Wood Nymph Rusalka, 
and Erste Dame Die Zauberflöte for Opera North, Donna 
Anna Don Giovanni and Tamiri Il Re Pastore for 
Garsington Opera), Erste Dame Die Zauberflöte for 

Opera Holland Park, Emma Khovanshchina for WNO), the title role in Alcina for English Touring Opera, 
Donna Anna in Graham Vick’s production of Don Giovanni for Birmingham Opera Company), and Micaëla 
Carmen at the Royal Albert Hall (Raymond Gubbay). 
Further afield she has performed Kumadha in John Adam’s The Flowering Tree for Chicago Opera 
Theater, Micaëla Carmen for The Royal Danish Opera, Donna Anna at the Birgitta Festival, Tallinn, 
Rosalinde Die Fledermaus for Wexford Festival, Bernadette in the world première of Andrew Schultz’s 
Going into Shadows in Brisbane, Angelica Orlando and Romilda Xerxes for Opera Theatre, Dublin, and 
Nella in Gianni Schicchi for the William Walton Foundation in Ischia.  
Other roles include Tatyana Eugene Onegin, Lia in Debussy’s L’enfant Prodigue, and the title role in 
Rimsky-Korsakov’s The Snowmaiden. 
Recent oratorio highlights have included Bach’s B Minor Mass and Haydn’s Creation at St. George’s 
Chapel, Windsor, the St. Matthew Passion in Chelmsford Cathedral, Handel’s Samson, Acis and Galatea 
and Messiah at Arundel Cathedral, Manchester’s Bridgewater Hall and at the Waterfront Hall, Belfast with 
the Ulster Orchestra, Carmina Burana with the Royal Philharmonic Orchestra, Pergolesi’s Missa Romana 
with the Orchestre National de Lyon, and both the Fauré and Dvorak Requiems at Cadogan Hall,  
Recent and future engagements include Violetta La Traviata for Glyndebourne on Tour, also returning to 
Glyndebourne Festival for Donna Anna Don Giovanni, Mia in the world première of Eric Sweeney’s The 
Invader for Wexford Opera House and the Theatre Royal Waterford, the title role in Rusalka for Lyric 
Opera Dublin, and Cio-Cio San (cover) Madama Butterfly at the Albert Hall for Raymond Gubbay.  

 

 

 

 
 

 

 

 

 

 

 
 

If you would like to sing with the choir please visit our website, or contact: 
Fred Jones on 0161 205 4638 

 

Rehearsals are held every Monday evening at Chadderton Town Hall 
 

+ We aim to sing / promote quality choral music with first class soloists and 
professional orchestral accompaniment 

+  Low annual membership fee 

+  We are a very friendly and sociable organisation 
 

FOR FULL DETAILS PLEASE VISIT OUR WEB SITE:  

www.oldhamchoral.org.uk 
 



PATRONS 
We are grateful to the following patrons for financially supporting our work.  

Please consider being a patron. There is no minimum donation. 

For further details please contact Mrs Sylvia Andrew on 0161 626 4032  

or visit our website: www. oldhamchoral.org.uk 
 

 

ANGELA LLOYD-MOSTYN 
Pianist Angela Lloyd-Mostyn has performed as a soloist, 
accompanist and chamber musician throughout the UK, 
including several piano concertos spanning the 17th to 20th 
centuries.   
Angela studied music at the University of Leeds and piano at 
the Saxion Conservatorium (Netherlands). She then 
specialised in piano accompaniment at postgraduate level 
studying with David Jones at the Royal Northern College of 
Music, where she was awarded several scholarships and 
prizes.   
Today, Angela enjoys a busy career working as a freelance 
accompanist for instrumentalists and singers and is a staff 
pianist at Leeds College of Music where she has also held a 
post of Senior Lecturer.  An accomplished and experienced 
choral accompanist, she has worked with Oldham Choral 

Society since 2007.  Angela performs in recitals with her clarinet & piano duo Aquilon, delighting 
audiences across the country with captivating repertoire and innovative new pieces such as husband 
David Lloyd-Mostyn’s work The Fate of Chattox - which they broadcast on BBC radio in 2012.   
Angela raises money for local children’s charities by organising and performing in popular charity 
concerts at Emmanuel Church, Didsbury and across Greater Manchester.  She has a thriving private 
teaching practice as well as positions at Manchester High School for Girls and The Manchester 
Grammar School. 

 
 
 

 

 

 

 

 

 

 

 

 

 

 

PATRONS  2016 
 
Mrs. S. Andrew 
Mr. A.F. Bacon 
Mr. & Mrs. D. Baird 
Mr. & Mrs. C. Barratt 
Mr. G. Buckley 
Mr. F. Cadman 
Mr. M.A. Clegg 
Mrs. V. Dawson 
 

Mr. & Mrs. W. English 
Mr. L. Hallam 
Mrs J. Hamnett 
Mrs. N. Hartley 
Mrs. B. Hatfield 
Mrs. M. Hirst 
Mr. & Mrs. H.V. Hood 
Mr. A.P. Howarth 
Mr. & Mrs. F.S. Jones 
Mrs. A. Joyce 
 

Mr. A. Mellor 
Mrs. I. Mottley 
Mr. & Mrs. W. Murphy 
Dr. & Mrs. P. Quan 
Mr. J. Roberts 
Mr. & Mrs. A. Rosebury 
Miss J. Tunn 
Mr. P.T. Waters 
Mrs. B. Williams 
Mr. & Mrs. E. Youd 
 



 
 
 
 
 
 
 
 
 

 
 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

***  =  50 years service 
§ =  30 years service 
+  = 20 years service 

 

SOPRANOS 
LINDA ALLARDICE SMITH + 

LORNA ASHTON + 
HELEN BANHAM 

CHRISTINE BIRKS + 
JILL BROMLEY  § 

BRENDA BUCKLEY § 
LINDA BUTCHER 
ALISON COATES 

MARY COCKROFT 
BRENDA COLLINGWOOD 

LYNN COTTON 
MARY CROSSLEY 

EVA DALE  *** 
VAL DAWSON 

SUSAN DONOHUE 
CLAIRE ELLIS 

FIONA FARAGHER 
MARGARET HALLAM + 
MARGARET HALLETT 

JILL HAMNETT 
PATRICIA HEATON 

FIONA HESTEN 
MARGARET HOOD § 
MARGARET JONES § 

LYNNE KERSHAW 
BERYL KILPATRICK 

SYBIL LAMB 
JUDITH LONGLEY 

MARGARET MARTIN 
JUNE O’GRADY 
JOAN PEARTON 
SALLY POWELL 

MAUREEN PRICE 
MARJORIE RICHARDS  + 

JULIA ROBINSON 
ELAINE SHAW + 

JANEANE TAYLOR 
SHEILA TOLLEY 

JACKIE TURNBULL 
MARGARET ULYATT 

BRENDA WILDISH 
BARBARA WILLIAMS § 

ANNE WILLIAMSON 
 

 
 

ALTOS 
JANET ALBISTON 
MARY ALMOND 

SYLVIA ANDREW § 
PAT ASHWORTH 

MARJORIE BARKER 
CAROL BEDFORD 
IRENE CADMAN 

ROSALIND CORSER § 
ANDREE COLLOFF 
MAGGIE CULKIN 
JO-ANNA  DOBBS 

EDNA GILL 
TRICIA GOLDEN 
SU GOLDTHORPE 

CHRISTINE GRIME  § 
HELEN HALLIWELL 
MURIEL HARDY 

BEVERLEY HARPER 
MAUREEN HARRISON 

 MARJORIE HIRST 
JULIE HOLLIS 

ANN HOPE 
SUE HOWARD 

SUE HUTCHINSON 
EILEEN JOHNSON 

ANN JOYCE 
JANET LINDLEY 

RACHEL McHUGH 
SUE MORRIS 

IVA MOTTLEY 
NANCY MURPHY *** 
SUSAN PADWELL 
ANN PICKARD 

BARBARA PLENDERLEITH 
MARGARET RAWLINS 

HELEN RIGBY 
BRENDA ROBERTS 

PATSY RUKIN 
EILEEN SCOTT 

BRENDA SHARPLES 
BARBARA STAMP 
CLAIRE SULLIVAN 
CAROL VAUDREY 

ELIZABETH WIENER 
 

OLDHAM CHORAL SOCIETY 2016 TENORS  

 DAVID ALLEN 

MEL BORSBEY 
MICHAEL CLARKE 

DEREK CLUTTERBUCK 
BARRY COTTON 

LAWRENCE CROFT 
JOHN DEARDEN 
GILES DENNIS 
JOHN DOYLE 

Wm. GERARD MARSDEN 
ALAN MELLOR § 
DAVID NICKSON 
RODNEY PORTER 
JOHN RICHARDS 
ALAN SCOTT 
JOHN SAXON 
PHIL SHAW + 
RAY SMITH 

KEITH WIENER 
BASSES  

DAVID BAIRD § 
ALAN BARKER 
CHRIS BARRATT 
VINCENT BIRTLES 
PHILIP BLANCHARD 
GRAHAM BOLTON 
IAN BUTTERWORTH 
MICHAEL CLEGG 
LIONEL DOSSETT 
MIKE EDMONDSON 
ERIC FALLOWS 
PETER GARRITY 
BILL HARDIKER 
GEORGE HARDY 
MALCOLM HARDY 
HENRY HOPE 
FRED JONES § 
PETER KERTON 
JOHN LIVESEY 

STUART LONGLEY 
WILF MURPHY § 
JAMES OGDEN 
PAUL PASTORE 
JOHN PRICE 
TERRY QUINN 
DAVID SHIPP 

ANDREW SUMMERS 
 

The choir is sorry to record the sudden deaths of  
Sylvia Smith and Alan Rose in recent months.  

 

“They rest from their labours; and all their works follow after them.” 



Antonin Dvorak   Te Deum Op. 103 
The Czech, Antonin 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 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 his Stabat Mater and Requiem inspired him to 
write some of his finest music. 
 

The Music 
1. Te Deum laudamus Chorus and soprano solo  

Triplets in the timpani launch a dazzlingly joyous orchestral introduction which sets the mood for the 
jubilant choir entry. After a fanfare this section is repeated in a higher key before the soprano enters for 
the first time. Her gentle solo is interrupted three times by the male chorus who softly intone a chant on 
the words Sanctus, Dominus Deus Sabaoth. The movement ends with a reprise of the opening. 
 

2. Tu Rex gloriae  Bass solo and Chorus 
A splendid baritone solo interspersed by brass fanfares. It has a brief interlude Te ergo quae sumus 
chanted by female voices over a beautiful and touching melody, which is sung in rich harmony by the 
tenors and basses  at the end of the movement. 



3. Aeterna fac Chorus  
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. Dignare Domine  Soprano solo and Chorus joined later by the bass soloist 
The final movement begins with a delicate solo for the soprano, Dignare Domine, which is interrupted 
by the altos then the sopranos with material from the 1st movement. She is joined by the baritone as 
we enter the final jubilant celebration with its exhilarating antiphonal  “Alleluias” and a reprise of the 
opening “fireworks”. 
 

Robert Schumann:  

Concerto for Piano in A Op. 54 
 

1. Allegro affettuoso 

2. Intermezzo: Andantino 

grazioso 

3. Allegro Vivace 

Schumann's piano concerto was written in two 
parts separated by a four year gap. In 1841 he 
composed a Fantasy for piano and orchestra 
dedicated to his wife Clara. This was to 
become the first movement of the concerto. 
He completed the second and third 
movements in 1845, and the first performance 
was given at a Gewandhaus concert in Leipzig 
on New Year's Day 1846 with Clara as soloist. 
Schumann's concerto, though outwardly resembling the earlier models of Mozart and Beethoven 
breaks new ground in several respects. Most strikingly it moves away from the contemporary use of 
the concerto as a showcase for the virtuoso pianist - so much so that Franz Liszt called it a "concerto 
without piano". There are of course highly demanding passages for the soloist. The finale in particular 
makes virtuosic demands, but it is not a showpiece. Overall the piano and orchestra form an integrated 
whole weaving subtle textures together with delightful lyricism. It is also very free in its use of form.  
The first movement opens with a dramatic outburst from the soloist. This is followed by a simple 
expressive melody, played by the woodwinds, from which much of the material of the first and last 
movements is derived. The piano and orchestra transform this melody into musical passages that are 
sometimes expansive, sometimes rhapsodic and sometimes dramatic but always strikingly original.  
The second movement, Intermezzo, is unusually short and has an innocence that characterises much 
of Schumann's piano writing. It is based on a gentle beautiful melody with a slightly uncertain halting 
character. It is joined directly to the finale by the generative theme of the first movement.  
The finale is full of drive and energy, swept along by a dancing triple rhythm, with the same ingenious 
musical development found in the first movement. The work was to become a model for later 
composers such as Brahms and Grieg. 
Long before composing the concerto Schumann wrote a critical article on the contemporary concerto in 
which he said: "And so we must await the genius who will show us in a newer and more brilliant way, 
how orchestra and piano may be combined, and how the soloist, dominant at the keyboard, may unfold 
the wealth of his instrument and his art, while the orchestra, no longer a mere spectator, may 
interweave its manifold facets into the scene" 
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We praise thee O God: we acknowledge thee to be the Lord 
All the earth doth worship thee: the Father everlasting. 
To thee all Angels cry aloud:  
the Heavens, and all the Powers therein. 
To thee Cherubim and Seraphim: continually do cry,  
Holy, Holy, Holy:  
Lord God of Hosts; 
Heaven and earth are full of the Majesty: of thy glory. 
The glorious company of the Apostles: praise thee. 
The goodly fellowship of the Prophets: praise thee. 
The noble army of Martyrs: praise thee. 
The Holy Church throughout all the world: doth  
acknowledge thee; The Father: of an infinite Majesty; 
Thine honourable, true and only Son; 
Also the Holy Ghost: the Comforter. 
 
Thou art the King of Glory O Christ. 
Thou art the everlasting Son of the Father. 
When thou tookest upon thee to deliver man:  
thou didst not abhor the Virgin's womb. 
When thou hadst overcome the sharpness of death: 
thou didst open the Kingdom of Heaven to all believers. 
Thou sittest at the right hand of God:  
in the glory of the Father. 
We believe that thou shalt come: to be our Judge. 
We therefore pray thee, help thy servants: 
whom thou hast redeemed with thy precious blood. 
Make them to be numbered with thy Saints: in glory 
everlasting. 
 
O Lord, save thy people: and bless thine heritage. 
 
Govern them: and lift them up for ever. 
Day by day: we magnify thee; 
And we worship thy Name : ever world without end. 
 
Vouchsafe, O Lord: to keep us this day without sin. 
 
O Lord, have mercy upon us: have mercy upon us. 
O Lord, let thy mercy lighten upon us:  
as our trust is in thee. 
O Lord, in thee have I trusted:  

let me never be confounded 

TE DEUM TEXT 
Te Deum laudamus: te Dominum confitemur. 
Te aeternum Patrem omnis terra veneratur. 
Tibi omnes Angeli;  
tibi caeli et universae potestates 
Tibi Cherubim et Seraphim incessabili voce 
proclamant Sanctus, Sanctus, Sanctus,  
Dominus Deus Sabaoth. 
Pleni sunt caeli et terra majestatis gloriae tuae. 
Te gloriosus Apostolorum chorus; 
Te Prophetarum laudabilis numerus; 
Te Martyrum candidatus laudat exercitus. 
Te per orbem terrarum sancta confitetur Ecclesia: 
Patrem immensae majestatis; 
Venerandum tuum verum et unicum Fílium; 
Sanctum quoque Paráclitum Spíritum. 
 
Tu Rex gloriae, Christe. 
Tu Patris sempiternus es Filius. 
Tu ad liberandum suscepturus hominem,  
non horruisti Vírginis uterum. 
Tu, devícto mortis aculeo, 
aperuisti credentibus regna caelorum. 
Tu ad dexteram Dei sedes,  
in gloria Patris. 
Judex crederis esse venturus. 
Te ergo quaesumus, tuis famulis subveni, 
quos pretioso sanguine redemísti. 
Aeterna fac cum sanctis tuis in gloria numerari. 
 
[added later, mainly from Psalm verses:] 
Salvum fac populum tuum, Domine, et benedic 
hæreditati tuae. 
Et rege eos, et extolle illos usque in aeternum. 
Per singulos dies benedicimus te. 
Et laudamus nomen tuum in saeculum, et in 
saeculum saeculi. 
Dignare, Domine, die isto sine peccato nos 
custodire. 
Miserere nostri, Domine, miserere nostri. 
Fiat misericordia tua, Domine, super nos, 
quemadmodum speravimus in te. 
In te, Domine, speravi:  

non confundar in aeternum. 



BRAHMS REQUIEM 

English Text adapted from various English 
translations of the original Lutheran German 
text by Nigel Wilkinson. 

I – Choir – Blest are they 
Blest are they that mourn: for they shall have 
comfort (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 
Behold, all flesh is as the grass, and all the 
glory of mankind is as the flower that bloometh. 
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 that bloometh.  
The grass is withered and the flower thereof is 
fallen (I Peter 1:24) 
But yet 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 / Choir – Teach me O Lord 
that the number of my days is set 
Lord, teach me O Lord, that the number of my 
days is set; that my life has a purpose; that it be 
made known how long I have to live. 
Surely, all my days here are but a hands-breath 
to Thee; and my lifetime is as naught to Thee. 
Ah, as nothing, everyman living is altogether  
vanity. 
Man passeth away like a shadow, he is 
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 
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 cry out with joy unto the living 
God.  
Blest are they that dwell in thy house: they praise 
thy name 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 be joyful, and your joy 
shall no man take from you. (John 16:22)  
Thee, will I comfort, as one whom his own mother 
comforts. (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 here 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 triumph! 
Where O death is thy sting?  
(I Corinthians 15:51-55) 
Lord Thou art worthy of praise and glory, honour 
and power, for thou hast all things created, and 
because of Thy will they were created. 
For Thou hast all things created. (Revelation 4:11) 
 

VII Choir - Blessed are the dead 
Blessed are the dead which die in the Lord from 
henceforth: Saith the Spirit. 
For they rest from their labours; and all their works 
follow after them. (Revelation 14:13) 
 

 



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 
fulfill 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 borne 
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 transitory nature 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    Behold all flesh is as the grass 
 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 is fallen. 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 standeth for evermore, 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, teach me o Lord, that the number of my days is set 
The baritone reflects on man’s mortality and seeks reassurance.  The superficial air of calmness is 
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 distant horns and trumpets. 
Brahms creates a dark mood of pessimism as the soloist sings Lord God, all my days here are but a 
hands-breadth 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 soft woodwind chords that remain after the voices have ceased. 
This is followed by a beautiful uplifting choral cadenza set to the words, My hope is in Thee. Its upward 
soaring triplet figures rise to a climax, before we are launched into the monumental final fugue. 
 

 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 Mendelssohnian 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 characterize 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 here no abiding place 
This movement is the dramatic core of the work. After two pungent wind chords the relentless pizzicato 
bass and purposeful stride of 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 Where, O death, 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 drama is over and a mood of gentle 
serenity prevails. Against a sumptuous accompaniment of rising strings the sopranos sing a gloriously 
expressive theme, Blessed are the dead, which is developed when the other voices enter.  
At 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 
rest from their labours.  
After the tenors restate the opening theme - Blessed are the dead, Brahms introduces the main theme 
from the opening movement to round off the whole work. Thus the work leaves us with a message of 
solace - the principal idea of the Requiem.  
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SUNDAY NOV 6th at 7.00pm 2016 at the RNCM 
 

”When I think upon my God, my heart is so full of joy that the notes dance 
 and leap from my pen; and since God has given me a cheerful heart, it will  

be pardoned me that I serve him with a cheerful spirit.”  
[Franz Joseph Haydn] 
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Popular music for a summer evening 
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