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HUGE Friday forward-- please also post on website member's page, thx!

	Betsy Burleigh <betsyburleigh@gmail.com>
	Fri, Jan 6, 2012 at 12:07 PM

	To: MaryColleen Seip <mcseip@themendelssohn.org>

		Dear MCP
First, it was WONDERFUL to see and hear you all again Monday night! I can't wait to hear this performance, but until then we have work to do!  Please note we have an extra rehearsal scheduled for Sunday, Jan. 29.  I believe I can cancel that IF we are performance ready the Wednesday before.  The ball's in your court!  I'll announce if it's cancelled on Jan. 25.

SCHEDULE: 
Jan. 11  Movt. 2 m. 197-end; Movt 3 m. 141-end;  Movt 6 m. 208-end, Movt. 1; review Movt 7
Jan. 18  Review plus Movt. 2 opening, Movt. 4, Movt. 5
Jan. 25 Everything!

PRONUNCIATION:  Unless you are a native speaker or have taken a course in German diction, listen to the mp3 files!

MEMORIZATION
By memory by Jan. 25!!
All fugue expositions (the first entrance of each voice), plus
Movt 1: m. 15-27, m. 144 - end
Movt. 2: m. 22 -3, m. 190- 218; m. 303 - end
Movt. 3: m. 17-22, m.  144-176, m.202 - end
Movt. 4: m. 1-13; m. 154 - end
Movt. 6: m. 1-16; m. 68-104; m. 330 - end
Movt. 7: m. 1-17; m. 147-end

MARKS
I've compiled (w/ MC's help) all the marks from last spring's rehearsals.  If you did not sing the performance last spring, get these into your score-- it's easier to learn it right the first time.  I know it's a huge amount of work, but that's why we're able to sing this on 4 rehearsals instead of 8.  As you're copying the marks, remember you're saving yourself 10 hours of rehearsal, the commute time, and $32 of parking.  Now multiply that by 110 singers, smile, and keep copying!

MUSIC & MEANING
The technical details are useless if we don't express something, so I've added the Music & Meaning notes I sent last spring.  You'll find the translations there.

Whew, see you Wednesday!
Betsy

-=-=-=-=-=-=-=-=-=-

BRAHMS REQUIEM MARKINGS

In General: 

If Brahms writes a hairpin crescendo/diminuendo it’s a shaping—go up only one dynamic mark, e.g. p to mp. Do something, but don't over do!

If Brahms writes out the word “cresc” or “dim” it’s structural, moving over several bars and usually encompassing a greater change in dynamic.
 
Rules for staggered breathing:
1)    Do not breathe between notes, skip a note or breathe in the middle of a long note
2)    Breathe well before you need a breath—don’t squeeze out that last ugly bit
3)    Do not breathe with your neighbor.  This goes against everything else we work for in rehearsal!


MOVEMENT 1
All breaths 8th note rests unless directed otherwise

m. 15 senza vibrato
AT m. 15 1st notes!!!(T above A) compare to m. 100!
m. 16 start the “ch z” on 4+
B m. 21  1st note 8th w/ 8th rest
m. 19 espressivo—add a little more vocal freedom, no longer senza vib.
SAT m. 20 no breath at comma, both “t” of “sind” and the “d” of “die”
S m. 22 8th out at end of bar
ATB m. 23 8th out after “-gen”
T  m. 23  light, unaccented “denn”
S m. 24 1st note no louder than m. 23, then cresc.
S m. 25 take the cresc to bt. 3 “wer-“
A m. 25 bt 3 8th w/ 8th rest
m. 26 bt 4 dim through end of word
m. 29 hairpin cres to bt. 2—not big, move air faster
S1 m. 31 “ah-lig”
m. 33 bigger cresc to Leid mf
m. 35 don’t start dim until m. 36
A m.40 breath after “len”
STB m. 40 no breath
A m. 42 no dim, no breath
m. 47-53—when you have the quarter notes slurred in pairs put a little extra strength on the first of every 2 notes but sing through the second note.  Sighs, but not in a Baroque way.  Breathe at commas (8th notes)
m. 48 –55 DICTION CORRECTION:  Trä is [trE] open e; sä is [zE] also open e
m. 55-59    8th notes staccato
S m. 58  no decresc!! Carry phrase (cresc) to m. 59 Frreu
A m. 61 the hairpin in its entirety happens on bt. 1 (like S)
SA m. 62 slight shadow vowel on rest
TB m.62 not hairpin
TB m. 63 slight shadow vowel on rest
m. 65 dolce—sung w/ compassion!
SAT m. 66-72  carry the phrase to 1st note of “wei-“
S m. 72 start the crescendo this measure
m. 74 breathe at commas
m. 76 peak of cresc is down beat (lean on it a little)
m. 78 pp – softest place yet!!
m. 81 peak of cresc is bt 2
S m. 84 breath at comma
m. 84  the word cresc (as opposed to a hairpin) means more in Brahms—go!
ATB “und tra-“  2 Ts!  Shape the words!
m. 88-92 all 8th notes staccato, breathe at commas
B1 m.90 Sing “und Ko” w/ T, then back to B on 4+, ff
m. 93 hairpin all happens w/in bt. 1
TB no breath m.93-94, no hairpin m. 94
TB m. 96 nn on bt. 2
m. 100 senza vib, softest yet!
A m. 105 breath at comma, no breath m. 107
B1 switch hitters sing T m. 109-110
m. 112 no breath
m. 115 breathe at comma
m. 117 dim bts 1 & 2
m. 124 molto crescendo
S m. 140 no “trr”, just open to ah
B m. 142  bt. 4- m. 143 f
TSB m. 144-150 “getröstet werden” on quarter notes—carry phrase to “wer-“
m. 154 pp, really!  Shape w/ the words: geTRÖ-stet
AS m. 155 parenthetical dynamics (very subtly shaped!):
dim bts 1 & 2, cresc into m. 166, then dim
TB m. 155 parenthetical dynamics (very subtly shaped!):
dim bts. 3&4, m. 156 cresc bt. 4 into m. 157, then dim.
 
 
Music & Meaning Movt.1
 
Text:
 
	Selig sind, die da Leid tragen,
denn sie sollen getröstet werden.
 
Die mit Tränen säen
werden mit Freuden ernten.
Sie gehen hin und weinen
und tragen edlen Samen,
und kommen mit Freuden
und bringen ihre Garben.
	Blessed are they that bear grief:
for they shall be comforted.
                                     Matthew 5:4
They that sow with tears
shall reap with joy.
They that go forth and weep,
bearing precious seed,
shall come again with joy,
bringing their sheaves. Psalm 126:5-6


 
This is a message of comfort and joy.  The first movement is somber, darkly colored in the orchestra—no violins (!), no piccolo, no trumpets.  The celli and violas are playing divisi, creating a deep, warm color. 
 
One of the astonishing things about this movement are the layers of meaning that Brahms weaves into the music.  Two examples:
 
The opening cello motive is from a chorale.  We eventually sing the words “Sie gehen hin und weinen” to this melody. But to Brahms audience there would be an understanding of an background meaning in the words to this melody:  God will preserve us through every sadness.  We may cry, but we will be preserved.
 
Later melodies are inseparable from the words themselves—“die mit Tränen säen” weeps with downward sigh motives, “werden mit Freuden”  is much more rhythmically boyant, with an almost baroque joy motive.
 

Movement 2
 
m. 26 8th rest on and-of-2 for “s”
m. 30 peak of cresc. is mf
m. 33 ATB “-men” schwa and 8th w/ 8th rest
m. 37 “Bl” before the bar line
m. 40 carry the cresc through beginning of  bt. 1, then dim
m. 54 ff
m. 58 still ff, 8th rest on and-of-2 for “s”
m. 60-63 grade the decres—m. 61 mf, m. 62 mp
m. 64 “Gr” early, “Bl” early
m. 69 “Bl” early
m. 74-75 WATCH for new faster tempo
m. 75 dolce
S m. 101-2 stress the C & G (bring out the hemiola)
SA m. 111 dim
S2 m.111 sing “den Morgenre-” C-G-C-C w/ the altos through m. 119 1st bt.
TA m. 117 stress down beat, bt 3, & bt. 2 of m. 118 (bring out the hemiola)
Baritone switch hitters: sing T m. 115-119 bt.1
m. 122 bt. 3 dim to m. 123
m. 146-165 same marks as m. 22-41
m. 175-197 same marks as m. 54-73
B m. 204 8th breath on and-of-2
A m. 205 accent moving notes
S m. 205 cresc into 206
m. 206 is twice as fast (8th of m. 205 = quarter of m. 206)
B m. 208 “Herrn” cresc.,“werden” detached
B m. 212 “-men mit” staccato
SAT m. 214 “Herrn” cresc.,“werden” detached
B m. 214 “-ten des” staccato
SAB m. 219 “Frr” early, every time!
Baritone switch hitters: sing T m. 219-223 first note
m. 225 bt. 3 subito p
m. 238 no hairpin!
m. 252-3 observe the staccato marks!
S m. 256-8 count!
m. 269- 274 accent all 8th  notes
S m. 272 first note quarter w/ quarter rest
A m. 272 take out the dot & add quarter rest
B m. 273 take out the dot & add quarter rest
SA m.275 quarter rest on down beat, accent bt. 2
TB  m. 275 first note quarter w/ quarter rest
B m. 275 bt. 3 ff
SAT m.276-278 all marcato
m. 280  a more enthusiastic (and slightly louder) repeat of m. 279
 
T breath end of m. 281
S m. 281 & 282 quarter notes detached
B m. 283 accent bt. 4 (K)
SAT m. 284-286 accent 1st note of “Kom”, lift at commas
B m. 287 bt. 2 sing “Kom”  instead of “zen” (komm, komm)
A m. 291 ff
STB  m. 291, 292, etc.  Big, early Frrrr
m. 297 subito p
m. 299 do not elide into “ih-“ and truly pp
m. 219-223 phrase at commas
m. 332 watch! M. 333 is an arrival
m. 323-333 stagger breathe
 
 
Music & Meaning Movt. 2
 
	Denn alles Fleisch, es ist wie Gras
und alle Herrlichkeit des Menschen
wie des Grases Blumen.
Das Gras ist verdorret
und die Blume abgefallen.
 
So seid nun geduldig, lieben Brüder,
bis auf die Zukunft des Herrn.
Siehe, ein Ackermann wartet
auf die köstliche Frucht der Erde
und ist geduldig darüber
bis er empfahe den Morgenregen und Abendregen.
So seid geduldig.
 
Aber des Herrn Wort bleibet in Ewigkeit.
 
Die Erlöseten des Herrn werden wieder kommen
und gen Zion kommen mit Jauchzen.
Freude, ewige Freude
wird über ihrem Haupte sein;
Freude und Wonne werden sie ergreifen,
und Schmerz und Seufzen wird weg müssen.
	For all flesh is as grass,
and all the glory/pride of man
as the flower of grass.
The grass withers,
and the flower falls away.
                                       I Peter 1:24
Therefore be patient, dear brethren,
until the coming of the Lord.
Behold, the farmer waits
for the precious fruit of the earth,
and is patient for it,
until he receives the morning rain and
the evening rain.
Therefore be patient.
                                        James 5:7
But Lord’s word endures for eternity.
                                       I Peter 1:25
The redeemed of the Lord will come again,
and come to Zion with rejoicing/jubilation.
Joy, everlasting joy
shall be upon their heads:
joy and delight will be upon their heads,
and grief and sighing must flee away.                
                                       Isaiah 35:10


 
The opening of this movement has been described many different ways—a funeral march in 3, a dance of death, the shuffle of dragging feet.  Whatever the image, the rhythm is relentless—death is inevitable.
 
Brahms uses two Baroque dance forms in this movement.  The opening—triple meter in a slow stately tempo w/ an emphasis on beat 2 (from the horns)—is a sarabande, a dance of the aristocracy.  The faster middle section (m. 75) is a ländler, a peasant dance. Death is universal, affecting rich and poor alike.  Our unison underlines this notion.
 
The ländler section (So seid nun geduldig / So be patient) shifts to the major mode, but, like the blossom of grass, it doesn’t last long.  The return of the complete opening section drives home life’s brevity.
 
The transition (Aber, des Herrn Wort / But the Lord’s Word) is a proclamtion!  I love the text painting—“eternity” is a LONG note!
 
The fugato (starts like a fugue, but doesn’t continue as one) is a joyful message of redemption.  I love the rhythmic joy at m. 284— our rejoicing can’t be contained by the 4/4 meter, we have to dance in 3, further buoyed by offset entrances between basses and everyone else.
 
The Coda is exquisite, magical, peaceful—we sing “eternal joy” as the orchestra echoes the “Redeemed of the Lord” theme, perfectly combining the two.
 
Cool place: m. 233 Tenors are singing the augmentation of the line the Sopranos are singing


Movement 3
 
REMINDER:  Do not elide into words beginning w/ vowels.
Tutti marks
m. 17-24: breathy, non espressivo, no inner dynamics
m. 25 add a little more clarity/color to the sound
m. 28-29 cresc to mf
m. 30 STARTS  p and gets softer
m. 48 lift before m. 49
m. 52 cresc through bar (even though notes descend)
m. 53 start mf and cresc!
m. 55 rrr on rest
m. 56 really start p!, m. 57 mp, m. 59 mf, end of m. 6- “-ben” f, m. 61 ff
m. 65 pp
m. 80 balance to Basses, SAT pp
m. 85 start mf
m. 90 balance to Altos
m. 133-137 balance to moving quarter notes
AT m. 134 quarter breath end of bar, SB carry over, no breath!
AT m. 136 no breath
ST m. 144 “Nun” quarter w/ quarter rest
AT m. 145 “Nun” quarter w/ quarter rest
SA m. 149 “Nun” quarter w/ quarter rest
m. 159 – 161 subito p, non vibrato,
m. 160, do not elide into “ich”, expressive & early “tr” of “trösten”
m. 163 bt.3—note trombones start first after the fermata!
m. 163/4 pp!
m. 173 first note quarter w/ quarter rest
 
Men Divisi
m. 164 HML split as follows:
Tenors (High or Middle) and L sing your normal part
B Middles sing 1st B note, then go immediately to T and sing to m. 164-168 through “hoffe”, no “auf”.  Then back to B m. 169
 
Women High/Middle/Low split m. 165-168:
Altos singing Middle stay on Alto
Sops singing Middle m. 165-66 sing “ich hoffe” only (no “auf”)
Sops singing Middle m. 167-8 sing A, making the whole note in m. 168 a half w/ half rest
Sops singing Middle m. 168 last quarter return to S line
 
Section Notes
 
S m. 50, 58, 60- real 16th notes! (beware of the triplet accompanying rhythm)
S m. 135 HML split, all Middles sing A m. 135-8 (don’t worry about last notes if out of range)
S High m.135 spin sound to downbeat of m. 136
S m. 146 dim “trüosten”, last note & m. 147 only mf
S m. 148 “Nun” quarter w/ quarter rest, “Herr” full length w/ “rr” rolled on rest
S m. 149 “Nun” quarter w/ quarter rest, “Herr” full length w/ “rr” rolled on rest
S m. 150 ff
S. m. 155 quarter note detached, “Herr” full length, consonant on rest
S m. 155 ff
S m. 157 dim second note but full length
Sm. 164 pp! Slight cresc to p m. 165
S m. 167 only p & dim. (balance to altos), consonant on bt. 3 (tied over quarter)
S m. 168 & pick up mp, dim whole note (balance to T), consonant on bt. 3
S m. 169 & pick up: mf, then cresc.
S m. 170 cresc first 2 beats, catch breath after “dich”
    
A m. 149 “Nun” quarter w/ quarter rest, “Herr” full length w/ “rr” rolled on rest
A m. 152 “Nun” quarter w/ quarter rest, “Herr” full length w/ “rr” rolled on rest
A m. 154 lift after second note, then “Nun” quarter w/ quarter rest, “Herr” full length w/ “rr” rolled on rest
A m. 155 “Nun” quarter w/ quarter rest, “Herr” full length w/ “rr” rolled on rest
A m. 157 dim second note but full length
A m. 164 pp!
A m. 166 No cresc., dim 1st two notes, quarter breath after “-fe”, “ich” mp
A m. 167 mp, no cresc.
A m. 168 balance to T
A m. 169 1st note quarter w/ quarter rest, “ich” mf
A m. 170 catch breath before “ich”, cresc. to m. 173 down beat
    
T m. 147 ff
T m. 149 just forte
T m. 150 ff
T m. 155 quarter note detached
T m. 157   ff
T m. 158 “sten” quarter w/ quarter rest
T m. 164 pp!
T m. 166 p
T m.167 mf  no cresc until m. 170, then cresc. molto
T m. 168-173 stagger breathing—SKIP A NOTE, NOT BETWEEN NOTES!!!!
T m. 176 C-sharp on “-ne”, accent syncops on “kei” and “rüh”
T m. 177, catch breath after “an”,  mp starting on “der”
T m. 178 shape phrase: “RECH-ten See-len sind in GOT-tes, GOT-tes Hand
T m. 179 catch breath after “Hand”
T m. 180 work these notes!
    
B . 133 f
B m. 147 “Nun” quarter w/ quarter rest, “Herr” full length w/ “rr” rolled on rest
B m. 150 “Nun” quarter w/ quarter rest, “Herr” full length w/ “rr” rolled on rest
B m. 154 “Nun” quarter w/ quarter rest, “Herr” full length w/ “rr” rolled on rest
B  m. 155 “Nun” quarter w/ quarter rest,
B. m. 156 all notes quarter w/ quarter rest
B m. 157 ff sung full length
B m. 158 “sten” quarter w/ quarter rest
B m. 164 pp
B m. 166 dim 1st two notes, quarter breath after “-fe”, “ich” mp
B m. 167 catch breath before “ich”, still mp
B m. 168 catch breath after “hoffe”, “ich” f and cresc. until m. 173 bt. 1
B m. 170 no breath until after “hoffe”
B m. 173 1st note quarter w/ quarter rest
B1 m. 173-5 sing w/ T through “an”, the quarter rest & sing “Der Ge-rech” w/ A!
B m. 184 last beat
    
Brahms Requiem Movt. 3, Pedal Point Fugue (m. 173 – end)
Technical Marks for Tutti
 
Fugue Subject
(e.g. T m. 173, A m. 175, S m. 178, B m. 180, etc.)
- first entrances all mf, not f
- first 2 meas. sostenuto through “Hand”
- catch breath after “qual”
-  “sind in” on 8th notes, OK to elide T into “in”
- “und kei-ne Qual”marcato, leading to accent on syncop “rrrrü” 
-  rolled “rrr” on “ü” pitch
-  catch breath after “an”, accent “kei-“ and dim. to mp
 
Fugue Answer
(e.g. T m. 175 and-of-3, A m. 178 and-of-3, S m. 180 and-of-1; B
- dim first “keine” to mp and maintain that dynamic
- accent syncops on “kei” and “rü”
- catch breath after “an”
All other melodic material piano unless indicted otherwise!!
 
Generalism: Lift or catch breath at every comma unless it comes between 8th notes
 
m. 185-186 bt. 3 cresc. to f
m. 186 bt 3 dim to 187 bt. 3 mp   
    
Further markings for each section
* by a mark means it refers to a group of 5 designated singers
 
S m. 186 bt 3 dim to 187 bt. 3 mp ,  lift after “an”
S m. 188 no cresc. ,
S m. 189 lift after “an” “und” is mf
S m. 191 f
S m. 193 bt. 4 false entry, start f and dim to mf on “Seelen”
S m. 195 dim to mp at m. 196
m. 198 f
m. 203 bt. 3 dim to m. 204 bt. 3. strongly accent each note from high G thru “Qual”
m. 204 bt. 3 cresc to f m. 206 bt. 3
 
A1 m. 178 take breath after “an”, sing “der Gerechte See-“ w/ Sopranos
A1 m. 183 sing “Der Ge-re” with the sopranos, then back to A
A m. 184 no breath, “in Got-tes Hand” heavily accented
A m. 185 “Hand” short, “und” mp and cresc to m. 186 bt. 3
A m. 186 bt. 3 – 187 “an”  all notes fp (sustain the p) and dim
A m. 187 bt. 4  f (subject)
A m. 189 accent “und keine Qual”, then legato at “ruhret . . .”
A m. 192 mp
m. 195 dim to mp at m. 196
m. 198 f
m. 199 mf last 4 notes
m. 203 fp every note and dim. bt. 3 to m. 204 bt. 3
m. 204 bt. 3 cresc to f m. 206 bt. 3
 
T m. 185 bt. 2 mp and cresc to m. 186 bt. 3
T m. 186 first note half note w/ half rest, “und” forte and short
T m. 186 “keine through “rühret” fp and dim.
T m. 188 bt. 2 f
T m. 190 1st note quarter w/ quarter rest
T m. 191 bt. 4—false entry, so start mf and dim to mp on “sind”
T m. 193 bt. 2 f
m. 195 dim to mp at m. 196
m. 196 f on bt. 4
m. 198 dim on “und keine Qual” to mp
m. 199 f on subject (der Gerechten. . .”
m. 203 bt. 3 dim to m. 204 bt. 3
m. 204 bt. 3 cresc to f m. 206 bt. 3
 
*B1 m. 175 Sing “der Ge-re” with the Altos
B  m. 185 very marked/articulate w/ accents on “rech” “sind” and “Hand”
B m. 186 “Hand” a half note w/ “t” on bt. 2, “und” short & accented
B m. 186 bt. 3 – 187 all notes fp (sustain the p)
*B1 m. 187 bt. 4 sing w/ A “der Ge-re” (no ch, ‘re” a quarter w/ quarter rest)
*B1 m. 188 bt. 2 sing T thru m. 190 first note, (change to quarter w/ quarter rest)
B m. 188 1st note quarter w/ quarter rest, mp @ “der”
B m. 188-189 very articulate, marcato and shaped w/ accents on “rech” “sind”  “Got” and “Hand”—full length
B m. 190 mf dim to mp m. 191
*B1 m. 193 Sing “Der Gerechte Seelen” w/ T
B m. 195 dim
B m. 196 f
*B2 m. 196 Sing your first 3 notes, then sing “Der Gerechten Seelen” with T, join own part on “und”
B m. 198 1st note quarter w/ quarter rest, then mp
*B1 m. 198 Sing “der Ge-re” with A
m. 199 last note mf
*B1 m. 199 Sing “Der Gerchte Seelen” w/ T
m. 203 breath on down beat
m. 203 bt. 3 fp each note w/in a dim to m. 204 bt. 3,
m. 204 bt. 3, quarter note w/ quarter rest, then cresc to f m. 206 bt. 3
 
 
Movt. 3 Music & Meaning
 
Text:
Lord, teach me that I must have an end,
And my life must have a limit,
And I must leave it.
[chorus repeats]
Behold, my days are a handspan to you,
And my life is as nothing before you.
Oh, how all men are but nothing,
Who nevertheless so surely live.
They go along like a phantom
And make for themselves much future unrest.
They gather riches and know not who shall get them
[Chorus: Oh, how all men are but nothing . . . ]
Now Lord, by whom should I be comforted?
I hope in you.
The righteous/just souls are in God’s hand
And no torment can move them.
 
The first two movements speak about others or to others, but this third movement is where the work becomes personal—teach ME! I, too, must die. The first person quality is underlined by the first appearance of a soloist.  The baritone speaks for all of us and Brahms has the chorus echo his material thereby underlining every idea and emotion. We are at a point of complete despair.  Notice how the opening phrases are all unusually short—Weariness? Anguish?  The inability to see what’s next?
The middle section (Ach, wie gar nichts—O, how all men are nothing) switches to the major mode, and has been described as “tragic irony”, perhaps emphasizing vanity and misplaced self-confidence.  It doesn’t last long—Brahms takes us back to the minor mode as the baritone describes the futility of our existence.  We respond with another outburst of “Ach—O how all men are nothing.”
 
In the third section [Nun Herr, wess soll—where shall I find comfort?] Brahms changes his choral texture.  Until now everyone has sung together, but here the choral voices are used individually—we seek alone, vocal entrances pile on top of each other as we anxiously look for comfort.  I can almost see people running, looking here, looking there, bumping into each other, as they search, what’s the answer? Who can help me?  At the climax, as our voices are left hanging, Brahms gives us the answer in the orchestra—seek God above.  The winds are playing high, hypnotically repeated chords, borrowed from Beethoven’s 9th Symphony:
 Ahnest du den Schöpfer, Welt?    Do you sense the Creator, world?
Über Sternen muss er wohnen.      Seek Him beyond the starry canopy!
Such' ihn über'm Sternenzelt!        Beyond the stars He must dwell.
Beethoven follows with a fugue, but Brahms makes a different kind of magic, starting low, almost on the ground in the trombones, then building slowly up through each vocal part, “I hope in Thee”.  To me it’s like the first flowers of spring stretching from the earth, unwinding, flowering to the affirmation.
Then Brahms writes his fugue, and what a challenging one!  It’s called a pedal fugue—there is a relentless low D sounding from m. 173 all the way to the end, no doubt signifying a steadfast God—“no torment can move them” (off that D).
 
 
Movt. IV
 
Technical Marks
Tutti 
- m. 1-13 is one phrase!  Stagger your breathing
- m. 9-10, carry the cresc through the down beat of m. 10, THEN start dim.
- peak of cresc is mf
- m. 11 place “t” on and-of-2, but NO BREATH
- m. 18 no breath
- SAB m. 40, 8th breath after bt. 2, bt.
- m. 40 bt. 3 still p
- A & T m. 57-8 no breath
- m.69-70 carry over w/ parenthetical cresc and no breath (stagger breathe)
- m. 77-78 carry over
- m. 90-94 no cresc.!
- m. 96 “t” on and-of-2, but no breath
- no breath m. 117-118
- Theme “die loben dich immerdar” : “die” sung as a long, heavy 8th note
-       A m. 125, 138, 141 (also lift after bt. 1), 143
-       S m. 123, 140, 142
-       T m. 131, 136
-       B m. 133
- Women: bring out the long hemiolas by ping accenting each note change
-       S m. 143-148 bt. 2
-       A m. 143-147 (accent m. 147 bt. 2 as well)
- Men 8th note “die loben”, e.g. m. 143, 144, etc. through m. 148
-       stress 1st note of “lo-“ then dim. every time!
-       “-ben” schwa not [E] (eh”)
- m. 150 “m” of “immer” goes on bt. 3, m. 152  schwa
- ST m.156 lift at comma
- AB m. 160 lift at comma; m. 162 lift at comma; m. 163 – more than m. 161
- m. 164 bt. 3 piano! And watch for slight stretch in tempo
- m. 165-6 no cresc.
 
Marks for Individual Sections
- T m. 24-  energize & strengthen the pick up, then float
- T m. 26 spin the air! (think crescendo)
- T m. 30, quarter rest on bt. 2
- T m. 136—should be a D not a B-flat (Peters edition)
- T1 m. 141 sing “die” w/ Altos
 
- S m. 34-  energize & strengthen the pick up, then float -
- S2 m. 52 sing “verlanget” w/ Altos, then back to S line
- S m. 76 slight accent on both quarters
- S watch e-flat m. 80
- S open the vowel going from 80-81
- S m. 102 no “v” and open vowel
- S2 m. 164 bt. 3 – m. 173 sing A
- S m. 165-171 – no consonants, open vowel
 
- A1 m. 53 sing “verlanget” w/ Sops, then back to A line
- A m. 164 start mp +
 
- B m. 17 tune B natural high
- B m. 20 quarter breath on bt. 2
- 1/2 BI (the usual suspects) double T m. 24-32 bt. 1, then back to B
- B m. 48, breath before bt. 3
- 1/2 BI sing w/ T m. 78, back to B m. 79
- B m. 103 no breath, m. 105 breath
- B m. 164 start mp +
 
Music and Meaning
 
This, the ‘hit tune’ from the Requiem, is the center movement of the entire piece; it’s the pivot and appropriately so-- Brahms’s musical picture of heaven.
 
There are many musical wonders—the opening melody in the introduction is the inversion of the first choral melody.  And the first three notes of the choral melody constitute the “cell” heard so often throughout the work—they are identical to “Selig sind” from Movt. 1.   The opening, about the Lord’s dwelling, is harmonically stable, but  when my soul [meine Seele] “verlanget und sehnet” [longs and yearns], the harmony become unstable, seeking tonic.  Brahms uses a brief, ecstatic double fugue for “they praise Thee forever”.    [It’s a double fugue because there are two subjects that always appear together, e.g. S & B m.124-126; A & T m. 126-128.]  The climax of that section is astonishing—pure musical joy:  a quick stretto of the first two notes “die lo-“ in m. 141-143, (first altos, then tenors, then sopranos), followed by two amazing layers of activity:   the women sing chained suspensions in hemiolas, which obliterate the triple meter.  [Hemiola is the regrouping of the meter from 1 – 2 – 3 -  1 – 2 – 3-  1 – 2 – 3   to  1 – 2 – 3 – 1 – 2– 3.]  This re-grouping from three to two is underlined by the men’s “die loben” until the word “immerdar” [forever], set in appropriately long notes.
 
Text:
How lovely are they dwelling places, Lord of Hosts!
My soul longs and yearns for the forecourts of the Lord.
My body and soul rejoice [themselves] in the living God.
How lovely . . .
Well-being to them who in thy house dwell,
They praise thee forever!
How lovely . . .
 

 
Movt. V
 
Technical Notes
 
All for tutti unless specified.
m. 18: half voice, covered;  [ch] and [v] both belong in m. 18
m. 19 [ch] [t] and [rr] all belong before the bar line of m. 20
STB m. 20, bt. 3 shorten to breathe w/ altos
m. 21  do not elide into “eine”
m. 23 bt. 4 is SOFTER
T m. 23, quarter noteas printed, but no “t”
m. 25 only the altos have the cresc/dim
Men m. 35, “nn” on last 8th of bar (do not carry into down beat)
Men m. 37 “nn” on and-of-1, silence on bt. 2
Women, m. 36-7  add a parenthetical cresc to down bt (suspension) then release
Women, m. 37 “nn” on and-of-2, silence on bt. 3
Men m. 44, “nn” on last 8th of bar (do not carry into down beat)
Women, m. 45-6  add a parenthetical cresc to down bt (suspension) then release
m. 46 bt. 4, pp
m. 47 bt 4 ppp
m. 48 hummed “nn” on bt. 2
T m. 64, breath after bt. 3
m. 66 breath on and-of-3
Men m. 68 no cresc.
m. 69  bt. 4 pp, an echo!
Men m. 72 mp
Women m. 74 mf
Women m. 75, bt.3-4 lift no breath
m. 77 pp after rest
AT m. 78 parenthetical cresc to down bt.
 
Music & Meaning
 
Brahms began what would would become Ein deutsches Requiem after the death of his friend and mentor, Robert Schumann.  But it was the death of his mother that seemed to urge him to complete the work. This movement was the last addition, and the only one that includes solo soprano.  Comfort is personified in the voice of a mother and as a vision of her peace.  Movt. 5 is a vision of, or rather a message from beyond the grave.   
 
It falls after the central “How lovely is thy dwelling place” (a vision of heaven), and marks the beginning of the shift away from mourning  to the consolation seen in movements 5 -7.  [Movt 1 "Those who sow with tears",  Movt. 2 "For all flesh is as grass", Movt. 3 "Lord, teach me that my days must come to an end".]
 
Musically Brahms brilliantly connects two messages through their melodic content, the soloist’s “I will see you again” (what could be more comforting?) and the chorus’s “I will comfort you”.  The chorus sings the soloist’s melody, mezza voce and in augmentation—as if it’s heard from a great distance
 
This movement wasn’t complete when the Requiem was premiered. “I know my Redeemer liveth” from Messiah was performed in its place.
 
Text: 
Soprano:
Now you have sorrow
But I will see you again and your heart shall rejoice.
And no one, no one shall take your joy from you.
Chorus:
I will you comfort as a mother comforts
Soprano:
Look at me:  I had for a small time trouble and work 
And have [now] found great comfort
Chorus:
I will comfort you
Soprano:
You have now sorrow . . .
Chorus:
I will comfort you as a mother comforts
Soprano:
            I will see you again, see you again  . . .
Chorus:
            I will comfort you, comfort you,  . . .


Movt. VI
 
We spent a lot of time on pronunciation.  Listen to the diction recording and mark in the closed e’s (e.g. werden, der, den) and the German “schwas” (e.g. –fen, -len, -sen, -den.) Note that when the final syllable of a word ends in “-en” its always a schwa, but the words “den” and "dem" are closed.
 
Tutti
-       m. 6 circle the “bl” and make are arrow to the left—those consonants go BEFORE the bar line rhythmically and should be pronounced w/ loose lips.  Imitate Count Dracula saying “blood”
-       m. 7 the ‘sh” and “t” must happen before the ictus
-       hairpins m. 5 & 8 to mp
-       m. 11-12 lift no breath, m. 12 add SUBITO pp
-       m. 16  “v” of “wir” BEFORE the bar line
-       m. 40 same
-       m. 42&43 do NOT elide into “alle”  I mark as follows:
o      nicht |alle |entschlafen
-       m. 54-56 do NOT elide into “aber” or“alle”
o      werden|aber|alle
-       m. 69-76 accel.
-       m. 74 first note quarter & quarter rest
-       m. 78 accent and short
-       m. 83 “t” of “wird” on the and-of-2
-       m. 193, 195, 200 accent tied over 8th
-       watch m. 195-6
-       m. 201-3 poco rit.
-       m. 250 plus pick up thru m. 251: “zu” is detached, “neh” is full length, “-men” schwa and quarter note
-       m. 254 SAB lift before “und”
-       m. 255 & 256 quarter rest after “Kraft”
-       m. 258 lift between beats 3 & 4, “und” quarter w/ quarter rest
-       SAT m. 259 first note quarter w/ quarter rest
-       m. 259 and following—sing musical accents NEHmen  PREIS und Ehre
-       m. 264 lift after beat 3
-       m. 266 downbeat quarter w/ quarter rest
-       SAT m. 280 “Preis” quarter w/ quarter rest
-       m. 284-6 entrances ff
-       m. 288 breath after “-re”
-       SAT m. 302 quarter breath at end of bar
-       SAB m. 308 quarter rest second half of beat 3
-       STB m. 314 quarter rest after Ehre
-       SAT m. 328 quarter breath at end of bar
-       m. 338 “zu” quarter note & quarter rest
-       m. 341 subito pp
-       m. 342 do not elide into “und”
-       m. 344 “t” of “Kraft” on and-of-3; “zu” quarter w/ quarter rest
-       m. 345 “s” of “Preis” on and-of-2; “t” of “und” on and-of-4
 
Sopranos
-       m. 73  quarter rest at comma
-       m. 84 quarters short,
-       m. 87 lift after first note, second two notes short
-       m. 93 lift after first note, second two notes short
-       m. 96 lift after first note, second two notes short
-       m. 99 lift after first note, then all short through m. 101
-       m. 99 lift after first note, then all short through m. 100
-       m. 128 “t” on and-of-2
-       m. 133 1st note an 8th, “k” on and-of-1
-       apply same phrasing to next parallel phrases
-       m. 150 8th note, “k” on and-of-1
-       m. 188 1st note quarter w/ quarter rest
-       m. 189 rest on down beat
-       m. 220 first note quarter w/ quarter rest
-       m. 226 check f#
-       m. 265 quarter rest on and-of-3, “und” quarter w/ quarter rest
-       m. 298 quarter breath at end of bar
-       m. 324 quarter breath at end of bar
-       m. 326 quarter breath at end of bar

Altos
-       m. 18 mp
-       m. 19 & 20 emphasize “k” of “keine”
-       m. 26 parenthetical cresc to down beat of m. 27
-       m. 84 quarters short,
-       m. 85-6 legato
-       m. 87 lift after first note, second two notes short
-       m. 91-92 legato
-       m. 93 lift after first note, second two notes short
-       m. 94-5 legato
-       m. 96 lift after first note, second two notes short
-       m. 99 lift after first note, then all short through m. 101
-       m. 102-3 legato
-       m. 128 “t” on and-of-2
-       m. 133 1st note an 8th, “k” on and-of-1
-       apply same phrasing to next parallel phrases
-       m. 148-9 legato
-       m. 150 8th note, “k” on and-of-1
-       m. 188 lift before m. 189
-       m. 216 first note quarter w/ quarter rest
-       m. 316 SUBITO piano
-       m. 319 review notes, quarter breath after bt. 4
-       m. 335 quarter out after “-dig”
-       m. 337 same as m. 335
 
Tenors
-       m. 21 & 22 emphasize “k” of “keine”
-       m. 73 lift at comma
-       m. 84 lift before last note
-       m. 85-6 legato
-       m. 87 lift after first note, second two notes short
-       m. 91-92 legato
-       m. 93 lift after first note, second two notes short
-       m. 94-5 legato
-       m. 96 lift after first note, second two notes short
-       m. 99 lift after first note, then all short through m. 101
-       m. 128 “t” on and-of-2
-       m. 133 1st note an 8th, “k” on and-of-1
-       apply same phrasing to next parallel phrases
-       m. 150 8th note, “k” on and-of-1
-       m. 188 lift before m. 189
-       m. 234 bt.4 subito p
-       review notes m. 244
-       m. 248 first note quarter w/ quarter rest. T 1 double alto bt. 2-4
-       m. 254 quarter out at end of bar
-       m. 265 “und” quarter w/ quarter rest
-       m. 290 subito p and dolce
-       m. 294 quarter breath at end of bar
-       m. 299 quarter breath at end of bar
-       m. 312 quarter rest after “Preis”
-       m. 325 quarter breath at end of bar
-       m. 335 quarter breath at end of bar
 
Basses
-       m. 13-15 quarter notes (not halves) mp+
-       m. 59 tune high (tends to flat)
-       m. 84 lift before last note
-       m. 87 lift after first note, second two notes short
-       m. 93 lift after first note, second two notes short
-       m. 95 legato
-       m. 96 lift after first note, second two notes short
-       m. 99 lift after first note, then all short through m. 101
-       m. 102 no longer staccato
-       m. 127 short & accented
-       m. 128 “t” on and-of-2
-       m. 133 1st note an 8th, “k” on and-of-1
-       apply same phrasing to next parallel phrases
-       m. 148-9 legato
-       m. 150 8th note, “k” on and-of-1
-       m. 188 lift before m. 189
-       m. 224 first note quarter w/ quarter rest
-       m. 265 “und” quarter w/ quarter rest
-       m. 276 “-dig” quarter w/ quarter rest
-       m. 334 quarter breath at end of bar
-       m. 336 quarter breath at end of bar
 
Music & Meaning
This is the most dramatic of the movements.  Now it’s personal—it’s our dilemma as transient, even homeless wanderers on earth in this life. 
Text:
For we have here no lasting city,
But the one yet to come we seek.
The opening mood we need to establish is one of weariness, perhaps fear.  Note the pp on “suchen” – we’re desperately seeking.
 
The baritone almost plays the role of preacher, or prophet, telling us good news.  Our first response ispp—the softest full phrase yet—disbelief mixed with hope-- could it be?
Soloist:
Behold, I tell you a mystery. 
We shall not all be put asleep
Chorus:  (We shall not all be put asleep)
He continues & we respond, a bit more hopeful:
But we shall all, all be changed
As the music becomes more rhythmically active he sings and we affirm, fully now, with growing investment evidenced by the accelerando:
and suddenly, in an eyeblink
at the time of the last trumpet.
Ever notice how many composers use trombones for the last trumpet?   Mozart in the “Tuba mirum” of his Requiem setting, etc.  But Brahms doesn’t linger on the Last Judgement in the traditional “Dies irae” kind of way.  Read the text Brahms chose (and Brahms himself assembled these texts) after the last trumpet. 
Then the trumpet shall sound
And the dead shall be raised uncorrupted,
And we shall be changed.
Then the Word shall be fulfilled that remains written:
Death is swallowed in victory 
(repeated many, many times—Brahms meant this!)
Then an amazing thing happens—we address death directly, so confident as to almost mock:
Death, where is thy sting?
Hell, where is thy victory? 
One of my favorite places in all of music, one of those places that almost always moves me to tears, is m. 160-167 and m. 169-175.  Brahms uses the harmonic sequence of the circle of fifths: so confident, so predictable, so dependable, so comforting—what stronger expression of faith can there be?  Finally, at m. 192-200-  three times we shout in the face of Death—amazing!
 
And then the “fugue”!
Wayne Abercrombie wrote a wonderful article decrying the label of “fugue” for this movement.  Though analytically the term is correct, it misses the ecstatic passion of this particular section; what’s important isn’t the label, it’s how this fugue works.   The passion lies in the very impulsive stretto sections.  Most fugues have these-- where the subject piles up upon itself in closer intervals of time-- but Brahms almost can’t contain himself.  In the beginning, [the Exposition] m. 208-223, the subject appears every four bars. At the first stretto, measures 224-231, the entrances come every 2 measures.   This in itself isn’t unheard of in fugal writing, but then at m. 271 the entrances come every measure—joy cannot be contained!  Brahms does the same thing (1 measure intervals) at m. 304, but this time builds up from the basses through sopranos, a stronger progression.  The most amazing place, however, begins at m. 330, where each entrance, only a measure apart, spells an ascending scale (include the alto’s syllable “wür-).   The audience will not “hear” all this, and we may not all be aware of it as singers, but it’s this structure that makes this a masterpiece.  The “fugue” itself, down to its very bones, embodies joy and praise.  So if you only remember one thing, remember that this is pure praise—sing with joy!
 
 
Movt. VII
 [Note: I’ve organized these for quicker reference—notes for tutti & 3 voice combos first, then notes for only men or women, and finally specific notes by section.]
 
Tutti
Please take a breath at every comma unless specifically instructed otherwise.
All breaths in this movement will be 8th notes.
 
Theme (S m. 2, B m. 10, T m. 103)
- Spin the air through the first note, then crescendo through the descending notes to “sind”
- “sterben” – spin air through the half note
-  “dem”  CLOSED [e]
- make the triplet deliberate, not ornamental—don’t rush, think a stress on the 1st (tied) note of the triplet
- “nun |an”   - do not elide
- last “an” full quarter w/ shadow vowel on rest
 
SAT m. 23 no cresc, m. 24 DO the cresc. starting on “die”, m. 24 DO the cresc. starting on “die”
Tutti m. 26 f non dim. until the second beat of m. 28
Are you marking your breaths at the commas?
Tutti m. 30 senza vibrato, big dim.  to a magical Manfred p
Tutti m. 33 carry the cresc to the beginning of bt. 2 before the dim. starts
ATB m. 40 8th rest at comma
ATB m. 41 cresc to bt. 3
ATB m. 41 “s-t-sh-p-rr” ALL go on the last 8th of the bar
Tutti m. 54 mp, m.56 subito mf
Tutti m. 57 end- 1 “n” for both end of “ihnen” & start of “nach”—goes on and-of-4
Tutti m. 60-65—It’s all about the altos! (& Ts m. 61-64)
ATB no breath m. 65-66
Tutti m. 70 & 74 “nach” full length, consonant on bt. 2
SAT m. 79 “daß sie” have both an [s]and a [z] sound
Tutti m. 99 no elision into “ihnen”
Tutti m. 130-131 and m. 140. We worked hard on rhythmic precision, count singing
1+2+, etc. saying “tri-pu-let” at the appropriate places. Be precise.
Tutti m. 132 1st note an 8th
Tutti  end of m. 140 into 141 Watch! I will stretch the tempo
Tutti m. 141 bt 2 8th w/ 8th rest
SAT m. 144 “sind” full quarter w/ “t” on rest
Tutti m. 145 really pp!
 
Men – no breath between m. 18 & 19, 8th out at end of m. 20
Men m. 43 “daß sie” have both an [s]and a [z] sound
Men m. 46-7 Do not elide into “ihrer” & “Arbeit”
Men m. 162 lift 1st note w/ women
Men m. 163 – 8th out at comma
 
SA m. 84-5 no cresc (save for m. 87)
SA m. 94 lift after 1st note w/ men
SA m. 111 no breath
SA m. 143-4 no cresc.
SA m. 84-5 no cresc (save for m. 87)
SA m. 162, 8th out at comma
 
S m.20 mf (men have tune!)
S m. 66 no cresc.
S m. 68-70  pp (balance to A&T)
S m. 85 F natural is a WHOLE step up from previous note
S m. 115 check notes
S m. 137-8 no cresc.
S cresc. m. 160 through to m. 161
 
A m. 60-65—It’s all about you!
A m. 76 8th rest at comma, m. 77 s-t-sh-p-rr” ALL go on the last 8th of the bar
A m. 148 cresc all the way through the “die” to “To-“
A m. 157 enter mf
 
T m. 24 – bring this out of the texture
T review notes m. 61 & 66
T review m. 87-90 notes
T m. 155 enter mp
 
B m. 52 make the D# a wide whole step (tends to flat)
B m. 76 8th rest at comma, m. 77 s-t-sh-p-rr” ALL go on the last 8th of the bar
B m. 81-2 as m.40-1
B m. 156 enter mf
 
 
MUSIC & MEANING
 
The text: Blessed are the dead which die in the Lord from now on.
The words before this in the Bible are:  “I heard a voice from heaven saying unto me, write:”  Sing as a voice from heaven! 
Yes, the “tempo” marking is “Feierlich” [solemn] but this is good news, sing accordingly.
 
m. 40  -
Text: Yes, the Spirit speaks
A solemn announcement (note trombone accompaniment—a musical tradition for otherwordly proclamations)
 
m. 44
Text: that they rest from their work,
Starts w/ high voices & high instruments, marked espressivo--  wonderful news, heavenly rest!
 
m. 54
Text:  for their works shall follow after them
Brahms wanted to underline this – it’s a cappella!
 
Now the truly AMAZING part.  This work has, from the beginning, been about comfort for the bereaved. Finally, in this last movement, Brahms moves to the notion of comfort for the dead.  But at the very end, after than wild modulation at m. 130-131 (dropping down a whole step!), the altos come in with a familiar theme—from Movt. I, m. 106 (Blessed are those who mourn).  Looking back, one realizes that the opening theme of Movt. VII is really an expansion of Movt. I, m. 144-146, “shall be comforted”.  This is more than a structural device, or an example of thematic unity;  Brahms creates a circle, uniting the mourned and the mourners with his message of comfort.  
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