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ABSTRACT 
 

MASS FOR A TIME OF WAR: 
A REQUIEM HONORING THE VICTIMS OF THE IRAQI CONFLICT 

 
 
 

 
My final project for the D.M.A. in composition consists of a Requiem Mass 

honoring the victims of the Iraqi war, a conflict that has stirred public debate since the 

invasion of Iraq in 2003. It is not meant as a political statement; rather, it is intended as a 

tribute in the broadest sense—not only for the combatants who lost their lives, but also 

for the innocent citizens caught in the cross-fire, all the families left in grief, and the 

returning soldiers whose lives were altered if not shattered by the experience of war. It 

speaks to the devastating toll war has on society in general. 

 The Requiem lasts approximately 56 minutes. Except for the Sanctus, the seven 

movements of the work are all performed contiguously. It is scored for mixed chorus; 

SSAATBB, a solo, coloratura soprano, solo tenor and orchestra (3333 2431, 2 harps, 

percussion and strings). 

 Mass for a Time of War reflects a broad array of stylistic impulses from the 

medieval through the present day, all the while transcending the boundaries of the various 

musical gestures and resources. These influences include: Schoenberg’s signature 

hexachord pair (012569) (013478), the tone row from Webern’s Op. 21 Symphony 

(1928), Charles Ives’s The Unanswered Question (1906), Stravinsky’s Requiem Canticles 

(1966), Messiaen’s Quartet for the End of Time (1941), Franz Liszt’s Via Crucis (LW 

J33) and the Kyrie from Haydn’s Mass in C major, Paukenmesse (Hob. XXII: 9). 

Techniques of contrafactum, serialism, including a section of total serialization as well as 
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an aleatoric passage, are of structural importance in the work. Several new compositional 

methods developed for the Credo include the use of a matrix multiplier on rhythmic and 

tone rows to produce a new row—albeit a tonal one—and a procedure the author calls 

“rhythmic resonances.” 

In Mass for a Time of War, texts and chants from the Missa pro defunctis [Mass 

for the Dead] are interwoven with Czeslaw Milosz’s poem Meaning, and serve as 

structural scaffolding throughout. The choices of additional texts and what the author 

terms “musical subtexts” that surround the scaffolding of the Latin are selected and 

positioned to heighten the unfolding narrative. The texts from the Mass for the Dead 

anchors the Requiem, while the emotional thrust is guided by Milosz’s Meaning. 

Although the Latin texts are deeply religious, they have been taken from their familiar 

context by aligning them with prose and poetry. It was not intended to remove their 

religious connotations, but to instead expand their significance to a metaphoric stature. 

Additional texts include Emily Dickinson’s stark poem on death, LXXVI, several lines 

from Rainer Maria Rilke’s The Ninth Duino Elegy, texts from Eugene O’Neill’s 

Mourning Becomes Electra, The Red Badge of Courage by Stephen Crane, Dexter 

Filkin’s The Forever War, texts in both the Ancient Greek and English translation of 

Homer’s Iliad, Erich Maria Remarcque’s All Quiet on the Western Front, several texts 

from The New York Times Magazine and New Yorker Magazine articles, as well as the 

names of victims on both sides of the war. The arrangement of the texts and subtexts are 

consciously meant to imitate “cut-up” poetry or fiction, also called découpage, a form 

that takes small sections of words from existing poems as well as additional texts, such as 
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those from newspapers and magazines and rearranges them to create new poems or other 

texts.   

The dichotomy of tonal and atonal impulses, compositional constructs that 

informed other of my compositions, form some structural basis for the work. Choice of 

these and other musical procedures is not arbitrary. They are not reasons in themselves, 

or meant to form a new mode of expression or imitate a particular musical style. Rather 

they support a dramatic narrative with deep resonances and historical allusion, one that 

draws the listener into the emotional substance of the difficult, often brutal dilemmas of 

war that humankind has wrestled and struggled with since before the printed word. 
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CHAPTER 1 

GENESIS OF AN IDEA 

 

Several years before beginning my DMA in composition, the idea of writing a 

Requiem  to honor victims of those lost in Iraq captivated me. My reaction now as a 

middle-aged woman to the beginning of the war was more personal than the rather 

superficial sense I had as an adolescent to a similarly contested conflict, the Vietnam 

War. Now a mother, I could deeply imagine the despair of sending and losing a child to 

war. I understood Thetis, the mother of Achilles, who upon the death of her only son is 

described thus: “hearing the news, came out of the sea, with immortal /sea girls beside 

her. Immortal crying arose and spread over/the great sea” (The Iliad, 24, 47-49). I felt the 

impact of the individual suffering. Despite the controversy and disputation surrounding 

our nation’s involvement in both Afghanistan and Iraq, I did not want the Requiem be a 

political statement. Rather, I felt it needed to be a tribute in the broadest sense—not only 

for the combatants who lost their lives, but also for the innocent citizens caught in the 

cross-fire, all the families left in grief, and the altered, if not shattered lives of the 

returning soldiers from the experience of war. It needed to speak to the devastating toll 

war has on society in general.   

In this respect, following in the tradition of Brahms’s Ein deutsches Requiem, Op. 

45, and Delius’s Mass of Life, (1905), my Mass for a Time of War, emphasizes the 

consolation of the living.  Choices made in the unusual ordering in the movements of the 

Missa pro defunctis [Mass for the Dead] reflect this strategy.  Although the Latin texts 

are deeply religious, they have been taken from their familiar context by aligning them 
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with prose and poetry whose origins predate the Latin texts by several millennia. This 

was not intended to strip them of their religious significance, but for their meaning to be 

extended to a metaphoric stature. Chapter 2 will discuss the selected texts, their 

interactions and relationships. A wide array of compositional material, influenced or 

directly quoted from various styles and composers, underscore this textual narrative. The 

choices are largely intentional and support this narrative in what I call “musical subtexts.” 

These musical subtexts will be more fully explored in Chapter 3. 

The arrangement of the texts and subtexts are consciously meant to imitate “cut-

up” poetry or fiction, also called découpage, a form that takes small sections of words 

from existing poems as well as additional texts, such as those from newspapers and 

magazines and rearranges them to create new poems or other texts. William S. Burroughs 

in his paper on Brion Gysin (UbuWeb Papers) claims that Tristan Tzaza was one of the 

first to make a cut up poem at a surrealist rally in 1920 where he created a poem by 

“pulling words out of a hat.” Another early experiment in this genre, made by painter and 

writer Brion Gysin, who, in the summer of 1958, “ cut newspaper articles into sections 

and rearranged the sections at random”(p. 29). Similar to a collage, Burroughs considered 

this experiment—named Minutes to Go—to be “quite coherent and meaningful prose.” 

According to Robin Lydenberg in Comparative Literature Studies (1978), Roland 

Barthes and William Burroughs were  “[t]wo of the most interesting and influential 

practitioners of the cut-up method in contemporary criticism and fiction” (p. 414). The 

method interrupts the sequential aspects of narrative prose and “has no fixed origin or 

destination, and . . . forms a complex network of intersecting texts which suggests and 

approaches the fullness and anonymity of silence”  (p. 414). 
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To examine the layout of the texts in order of their actual appearance in Mass for 

a Time of War, please see the musical score starting at page five. The choices of these 

texts, as well as the musical subtexts are selected and positioned to heighten the 

unfolding narrative; the question of war (Introit), its deadly impact (Absolution and 

Burial), the naïve soldier (Agnus Dei), the sanctity of life (Sanctus), the questioning of 

belief (Credo), the hell of war, and the purgatory of death for the survivors and the 

knowledge that all must die (Dies iræ), and finally the need for redemption, solace and 

the request for mercy (Kyrie/In paradisum). 

In the large dimension, these seven movements form an arch, with the Sanctus as 

fulcrum. The relationships within this structure will be explained in Chapter 4. The 

direction and arc of the musical material in the Mass for a Time of War, as well as the 

realization of some established twentieth century compositional techniques reach a kind 

of fruition in the final two movements, the Dies iræ and Kyrie. Chapters 5 and 6 will 

cover the special significance and interrelationship of the two movements. 
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CHAPTER 2 

TEXTS 

 

 Two of eighteen texts form the primary structural basis of the Requiem; Czeslaw 

Milosz’s poem Meaning from Provinces; Poems 1987 – 1991 (1991) and selected texts 

from the Mass for the Dead. The latter provides an important historical reference point, 

whose resonance it is hoped would not be lost on modern audiences given the popularity 

of the standard choral repertoire that includes the Requiem Masses of Mozart, Duruflé, 

Fauré and Verdi. While in some respects the texts from the Mass for the Dead anchors 

the work, the emotional thrust of Milosz’s Meaning governs its narrative. All other texts 

present are offshoots of this narrative, supporting cast members that underscore each 

movement’s expressive and dramatic purpose. In many instances the poem’s content 

guides choices surrounding order and inclusivity of the Latin texts. On the other hand, the 

displacement of the Kyrie to the end of the Requiem is determined by the return of the 

second and third line of Meaning, “ . . . I will see the lining of the world./The other side, 

beyond bird, mountain, sunset.” This imposition by the composer allows for the theme of 

redemption as a conclusion for the work.  

Another text of importance, one that does not serve a structural basis, is from 

Book One of Homer’s Iliad  (lines 1-3, 9). Several lines from the opening of the poem are 

presented both in the English translation by Robert Fagels and in the Ancient Greek. Note 

the Ancient Greek and transliteration of excerpts are found in Appendix A. 
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Rage—Goddess, sing the rage of Peleus’ son Achilles, 
murderous, doomed, that cost the Achaeans countless losses, 
hurling down to the House of Death so many sturdy souls, 
. . .  

 
What god drove them to fight with such a fury? 
 

These lines serve as an introductory clause, and call the listener’s attention to a 

principal theme of the Requiem, the questioning of war. While its most obvious function 

is to immediately cast the work in deep historical orientation, the impact of these opening 

lines—also the first lines of the Iliad itself—embody the savageness of war and question 

its purpose both then as now. Outside this evident message, recent scholarship on this 

fundamental, historical document on war, suggests a profound underlying significance 

beyond the beauty of its poetry and its narrative of tragedy and heroism. Caroline 

Alexander, in The War That Killed Achilles discusses how “[t]he greatest war story ever 

told commemorates a war that established no boundaries, won no territory, and furthered 

no cause” (p. 1). She posits that “[r]eaching deep into this already ancient story, Homer 

had grasped a savage and enduring truth. Told by Homer, the ancient tale of this 

particular Bronze Age war was transported into a sublime and sweeping evocation of the 

devastation of all war of any time” (p. 2). Ms. Alexander argues that The Iliad, contrary 

to traditional heroic sagas of its time, attempts to personalize the deaths in war. She posits 

that, “[a]lthough the winning of glory in combat is the aim of the conventional hero of 

combat poetry, in the Iliad, glory is usurped by sympathy for human beings, possessed of 

a family and life story, who has been extinguished” (p. 66). Further, Achilles was not just 

“sulking in his tent,” (p. xv) over the loss of the girl, the prize that Agamemnon took 

from Achilles after Kalchas forced the leader of the Greeks to return Chryseis to appease 
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Apollo and end the plague. Achilles’ defiance and rage was also part of  “challenging . . 

. the bedrock assumption of military service—that the individual warrior submit his 

destiny, his very life to a cause in which he may have no personal stake (pp. 20, 21)  . . . . 

Life is more precious than glory; this is the unheroic truth disclosed by the greatest 

warrior at Troy” (p. 98). As Achilles exclaims (Homer, trans. 1990),  

How could any Argive soldier obey your [Agamemnon] orders,  
freely and gladly do your sailing for you 
or fight your enemies, full force? Not I, no. 
It wasn’t Trojan spearmen who brought me here to fight. 
The Trojans never did me damage, not in the least, 
they never stole my cattle or my horses, never . . .  
 
No, you colossal, shameless—we all followed you, 
To please you, to fight for you, to win your honor 
Back from the Trojans . . . 
What do you care? Nothing. 
 

These themes, central to many books on war, are expanded in subsequent movements of 

the Requiem Mass, one of several threads that connect the various sections of the work. 

 The introduction to the Introit is first sung in Greek to evoke a haunting spirit 

from the past, while the narrators that follow in English ground us in the present, a 

reflection into that distant mirror. I allude here to historian Barbara A. Tuchman’s A 

Distant Mirror, which parallels the fourteenth century horrors of war—those massacres 

man made as well as natural disasters—with the twentieth century.  These opening lines 

of the Iliad are alternated with the Latin text from the Introit of the Mass for the Dead, 

names of both Iraqi and American victims from and the first stanza of Milosz’s poem, 

—When I die, I will see the lining of the world. 
The other side, beyond bird, mountain, sunset. 
The true meaning, ready to be decoded. 
What never added up will add up, 
What was incomprehensible will be comprehended. 
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forming a structure illustrated in Figure 1 that mimics the tripartite structure of the 

original Introit and Kyrie texts. 

       Introit (original/traditional) 
A     Requiem æternam dona eis, Domine, 

    et lux perpetua luceat eis. 
 

B      Te decet hymnus Deus, in Sion, 
    et tibi reddetur votum in Jerusalem. 
    Exaudi orationem meam; 
    ad te omnis caro veniet. 
 

A      Requiem æternam dona eis, Domine,   
    Et lux perpetua luceat eis. 
 

Kyrie (original/traditional) 
C     Kyrie eleison; 
D      Christe eleison; 
C     Kyrie eleison 

 
   Introit/Mass for a Time of War 
 A      Iliad 
 B      Introit (first two lines) 
 A     Iliad (plus names of victims)  
 
 C      Milosz 
 D (B’)     Milosz plus Introit (including second part)  
 C     Milosz 
 

Figure 1. Text structure of the Introit 

 

In this respect, though the text of the Kyrie is not heard until the end of the work, it is 

referred to subliminally through the structure of the texts. While the Introit has been sung 

to honor the dead of both past and present, “granting them eternal rest,” instead of calling 

upon Christ to have mercy, it is replaced by the opening stanza of Czeslaw Milosz’s 

Meaning, a contemplation of existence beyond death.  Though a more tentative, more 
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modern plea, Milosz’s call  “[to] see the lining of the world,” is similar to the Kyrie in 

its need to find solace, to find meaning in death, and for this particular work, the need to 

find meaning in the incomprehensibility of the deaths such as those found in war. Given 

this structure, the expectation of hearing the actual Kyrie is not met. Looking within the 

larger dimensions of the piece, the delay in appearance of the true Kyrie is intended to 

pull the music forward, as the listener waits for this resolution that is ultimately found in 

the final movement of the Mass.  

Yet in war, in its destructive impact, it is difficult to find consolation.  The Introit 

poses two queries fundamental to the Mass, “What god drove them to fight with such a 

fury” and the piercing question from the first line of the second stanza of Meaning“[a]nd 

if there is no lining to the world?” The latter serves as transition to the second movement, 

the Absolution and Burial. This Libera me, metaphorically speaks to deliverance from the 

anguish of death, the horror of war. The choice of texts surrounding it grapples with stark 

existential questions of death and what it means to be human. These texts, include the 

second stanza of Czeslaw Milosz’s Meaning,  

 
 —And if there is no lining to the world? 
If a thrush on a branch is not a sigh, 
But just a thrush on the branch? If night and day 
Make no sense following each other? 
And on this earth there is nothing except this earth? 
 

and two lines from Rainer Maria Rilke’s The Ninth Duino Elegy, translated by Stephen 

Mitchell (1989), “. . .  why then have to be human—and escaping from fate/keep longing 

for fate?”  Two musical subtexts, direct quotes from the actual plainchant of the 
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Absolution and Burial and an Islamic chant represent the duality of Christian and 

Muslim faiths and underscore the universality of these themes.  

The subsequent movement, the Agnus Dei, depicts the battlefield. It is there 

where the soldier needs most to be held in the hands of God, the Lamb of God, to take 

away the sins of the world. The texts for this movement explore the immediacy of the 

battlefield, both in the soldier’s yearning to go off to war, the horrors they encounter, and 

the families shattered by grief from the loss of loved ones lost in war. These constitute 

five texts. Two are non-fiction narratives of the Iraqi War by Dexter Filkins. One from 

his book The Forever War: 

Oh God, creator of all things in the world, . . . please bind up my wounds. 
[From a handwritten note on a small piece of paper blowing in the breeze 
found by the Filkins] . . .  
It’s a little sobering . . . when you’re training for this, you joke about it, 
you can’t wait for the real thing.  Then when you see it, when you see the 
real thing, you never want to see it again. [Uttered by a marine Captain, 
overheard by Filkins] (p. 93) 
 

and one from his The New York Times Magazine, article (March 2010), The Shrine Down 
the Hall:  

. . . you feel as if you are in possession of a terrible secret, he's there on the 
ground, alive only a minute ago . . . you think about how . . . the word . . . 
will travel; . . . how it will . . . move across the ocean . . . and into the town 
where he lives, . . . and into the houses and hearts of the people who love 
him most in the world. (p. 35) 

 
Three fictionalized accounts of the depiction of the American Civil War, link the 

movement to the historical perspective of the Introit. Two are from The Red Badge of 

Courage, by Stephen Crane (1895/1983): 
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He had read of marches, sieges, conflicts, and he had longed to see it 
all. His busy mind had drawn for him large pictures extravagant in color, 
lurid with breathless deeds. (p. 5) 
 
I've knet yeh eight pair of socks, Henry, and I've put in all yer best shirts, 
because I want my boy to be jest as warm and comf'able as anybody in the 
army. Whenever they get holes in 'em, I want yeh to send 'em right-away 
back to me, so's I kin dern 'em. (p. 7) 
 

Yet another, a quote from Eugene O’Neill’s Mourning Becomes Electra (1954), a modern 

version of the Orestaia, is thus more closely related to the Iliad that opens the Requiem 

Mass.  Also spoken by a narrator over a musical texture, the quote comes from part of an 

intimate conversation Mannon, acting symbolically in the play as Agamemnon, has with 

his wife Christine, acting as Clytemnestra, the evening he arrives home from the war. 

During the strain of their reunion he tells his wife Christine, before bed, “Death was so 

common it didn't mean anything. That freed me to think of life. Queer isn't it? Death 

made me think of life ” (p. 308).   

At this point a necessary diversion from the composition’s piercing philosophical 

inquiries forms the raison d'être for the bittersweet affirmation of life in this Sanctus. 

Only three lines, again from The Ninth Duino Elegy of Rainer Maria Rilke, accompany 

the Sanctus text: 

             But to have been 
this once, completely, even if only once; 
to have been at one with the earth, seems beyond undoing. 
 

Life itself is holy, our existence on earth is what is blessed.  “Hosanna” the cry of praise 

in the highest, is for human beings and for our brief stay in the world. 

 What follows is the Credo, the only use of a Latin liturgical text not traditionally 

part of the Mass for the Dead. Musical subtexts align the two religions of Christianity and 
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Islam, speaking to the contradictory nature of these beliefs and questioning their 

validity. Texts from The New Yorker article “The Home Front”, by George Packer (2005, 

July 4) paired with this movement question war and its justification: 

Why did we go . . . ?  What justifies our remaining? . . . lives have been 
lost, . . . precious lives, for what?   Can something be achieved that is 
worthy of the sacrifice? . . . And how much more sacrifice can be 
justified? . . . And most of the time none of this matters to me. I want my 
son. My son. (p. 52)   

 

Additional lines from Rainer Maria Rilke’s The Ninth Duino Elegy underscore, again, 

that it is the singularity of life itself, the belief that it is life itself that is “more precious 

than glory.”  

  . . . because truly being here is so much; because everything here  
apparently needs us, this fleeting world which in some strange way 
keeps calling to us. Us, the most fleeting of all. 

 

The remonstration of the final stanza of Meaning colors the inherent dread and 

terror of the Dies iræ, that Day of Judgment: 

—Even if that is so, there will remain 
A word wakened by lips that perish, 
A tireless messenger who runs and runs 
Through interstellar fields, through the revolving galaxies, 
And calls out, protests, screams. 

 

It is a world that has vanished, whether it is one’s own death, the death of a loved one, or 

the horror of war. Emily Dickinson’s stark poem on death, LXXVI, begins the 

movement: 
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Great streets of silence led away 
To neighborhoods of pause; 
Here was no notice, no dissent, 
No universe, no laws. 

 
By clocks 't was morning, and for night 
The bells at distance called; 
But epoch had no basis here, 
For period exhaled. 
 

The extensive text from Dies iræ of The Mass for the Dead is either sung or whispered by 

the chorus. Rilke’s poignant reminder, again from The Ninth Duino Elegy, makes several 

appearances, “Once, for each thing. Just once; no more. And we too,/Just once. And 

never again.” Additional texts from experiences of war, underline the disturbing and 

devastating substance of the movement. There are no laws, no universe, no sense of time 

here in the depiction of World War One from Erich Maria Remarcque’s All Quiet on the 

Western Front, translated by A.W. Green (1958): 

The evening benediction begins. Night comes, out of craters rise the mists 
. . . (p. 118) . . . The white vapour creeps painfully round before it ventures 
to steal away over the edge. (p. 119) . . .  
 
Then long streaks stretch from crater to crater. (p. 119) 

 
I dare not look again at the dark figure in the shell hole. The bullets hiss, 
they make a steel net, never ceasing, never ceasing. . . .  
Then I notice my bloody hand and suddenly feel nauseated. (p. 217) 

 
The silence spreads . . . I did not want to kill you . . . Forgive me . . . We 
always see it too late. . . . Why do they never tell us that you are poor 
devils like us, that your mothers are just as anxious as ours, . . . and that 
we have the same fear of death, and the same dying and the same agony. 
(p. 223)  

 

To the end the work, the Kyrie is shifted to the final movement. Its reallocation is 
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dictated by the return of second and third line of Meaning. The merging of these texts 

along with the texts of the In paradisum extend a benediction, a blessing for those who 

have lost their lives. The names of victims are again recited, this time passed around the 

choral and instrumental sections, while the Mass comes to its conclusion. As in the 

Requiems of Berlioz, Fauré and Britten, the opening text from the Introit, Requiem 

æternam dona eis, Domine returns—again to honor the dead of both past and present—

and grant them peace.   

It can be observed in the layout of these various texts, the sections and lines from 

poems, news articles, books and the Mass for the Dead are rearranged and alternated to 

create a completely new narrative, imitating in some respects, the cut-up technique or 

découpage discussed earlier. While all of the Milosz and Dickinson poems are used, only 

a small excerpt from Rilke’s The Ninth Duino Elegy is set. Given the progression of the 

resulting narrative, the lines from the excerpt are used out of order. The entire excerpt 

and complete poem are given in Appendix A. The dramatic purpose in the choice of all 

these texts align with the structural scaffolding set in place by Milosz’s poem Meaning 

and the Latin texts from the Mass for the Dead. It is hoped that the meanings of the texts  

are heightened from the rearrangement. As mentioned above, they are matched by the 

musical counterparts I call musical subtexts. These musical counterparts will function in 

a related manner. 
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CHAPTER 3 

MUSICAL SUBTEXTS 

 

Sources of compositional material for the Mass for a Time of War reflect musical 

styles and impulses from the medieval era through the present day, all the while 

transcending the boundaries of the various musical gestures and resources. Plainchant 

from the Mass for the Dead is imitated, altered or set in contrafactum to modern texts. 

Twentieth century techniques such as the use of the 12 - tone row of Webern’s Op. 21 

Symphony (1928) operate in both serialist and total serialist fashion as well as other less 

formal ways.  To extend the dimension of the musical materials, it was necessary to 

develop several new compositional tools and techniques.  One procedure used a matrix 

multiplier on rhythmic and tone rows. Choices of musical materials are informed by the 

underlying emotional content discussed in Chapter 2 and often connect movements 

within the work. Return of, and transformation of compositional material are heard in the 

ways I perceive changes in key area of works in the classical era, including relationships 

similar to the tension created by tonic/dominant pairing. The polarity between atonal and 

tonal aspects of some gestures provides an additional layer of narrative throughout the 

work.  Several quoted compositions, such as plainchant from the Mass for the Dead and 

Ives’s Unanswered Question, are altered on first hearing. Their subsequent quotations are 

more exact. This postponement, a delay of fulfillment, if perhaps only on a subliminal or 

subconscious level, both help to interrelate the various movements, and affect an 

impression of resolution within the larger structural dynamics of the work. 
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Of the sources for compositional material for the Mass for a Time of War, five 

are twentieth century works or are related to twentieth century composers. They include 

Schoenberg’s signature hexachord pair (012569) (013478), the tone row from Webern’s 

Op. 21 Symphony (1928), Charles Ives’s The Unanswered Question (1906), Stravinsky’s 

Requiem Canticles (1966) and Messiaen’s Quartet for the End of Time (1941). The 

Introit, Absolution and Burial, and Kyrie/In paradisum include quotes from plainchant 

from the Mass for the Dead. Franz Liszt’s Via Crucis (LW J33) and the Kyrie from 

Haydn’s Mass in C major, Paukenmesse (Hob. XXII:9) figure markedly in the 

composition. Two Islamic chants, one from a written text and one transcribed from an 

internet source, provide cultural and religious disparity for the Absolution and Burial and 

in the Credo.  Melodic motives or harmonic relationships of the minor ninth and tritone 

influenced portions of several movements of the work. The relationship of the tritone in 

Benjamin Britten’s War Requiem, Op. 66 motivated my choice, in part, of bringing this 

interval into the forefront.   

The use of plainchant comes in various guises. In the Agnus Dei, the original 

plainchant is avoided. Instead, beginning in measure 280, it is imitated as shown below in 

Figure 2. 

 

 

Figure 2. Imitation of plainchant in Agnus Dei 
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In the Absolution and Burial the original plainchant is sung as a duet between tenor 

and cello as shown in Figures 3 and 4. 

 

 

                

Figure 3. Original plainchant of Absolution and Burial 
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Figure 4. Tenor and cello duet in Absolution and Burial 

 

To symbolize that such grief has no cultural or religious boundaries, at measures 159- 

169, this chant is set contrapuntally with an Islamic Chant as illustrated in Figure 6. The 

original chants profile, shown in Figure 5, is found in Enchanting Powers Music in the 

World’s Religions, edited by Lawrence E. Sullivan, (pp. 280, 281) and is a chant of a 

wife calling for her husband to come home from war:  

 
 Said Bano (Husain’s wife) “Darling Asgharm when will you come home? 

You went to drink water from the river, when will you come home? 
To show me your radiant face, when will you come home? 
From the war, my second Joseph, when will you come home? 
In my grief for your, dearest, I have put on my black clothes of mourning; 
Come, my fair-haired one, your cradle is empty,” 
Said Bano. 
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                                Figure 5. Original Islamic Chant 

 

Sounding the Word: Music in the Life of Islam

Example 6: Transcription

V

thin Ba-

\-=/
kab tum

281

:lr :

Darya

\-/ \--l

ptr se pi

--\:=#/
kab tum mH

kar

Ap ni dikha- ne shakl- e-

ghar PYa -



  19 

 

 

         Figure 6. Plainchant and Islamic chant set contrapuntally  
                                            in Absolution and Burial (Jacob) 
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Beginning at measure 189, the original plainchant from the Absolution and 

Burial is hummed by the chorus (see Figures 3 and 7).  

     

              Figure 7. Libera me, hummed in chorus. Absolution and Burial 

 

The interval of a tritone between the chant of the bass and tenor entry and the transposed 

chant of the soprano and alto entry stands out in the hummed version of this chant.  

Similar relationships occur in the Introit of Britten’s War Requiem. As mentioned earlier, 
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the tritone along with the previously mentioned minor ninth, have specific implications 

throughout the Mass for a Time of War and will be discussed at various points throughout 

this paper. Both intervals are primary melodic motives in the opening soprano solo in the 

Introit (see Figure 8). 

               

 

                          Figure 8. Opening soprano solo, Introit 

 

Later, in the first setting of the Introit text, the tritone now given to the chimes, is used to 

intrude against the imitation at the perfect fifth between the bass and alto choral lines. 

This is shown below in Figure 9.       
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Figure 9. Tritone in chimes against opening Requiem text 

 

Starting in measure 32 in bass section of the choir, the inversion of the actual 

plainchant from the Introit of the Mass for the Dead (Figure 10) is rhythmically modified 

(see Figure 11).  

                       

      Figure 10. Opening Introit plainchant from the Mass for the Dead 

 

       Figure 11. First presentation of the Requiem text/Introit in bass voices of the choir 
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This subtle inference and allusion to plainchant continues in the ensuing choral section 

and is underscored by the string bass pizzicato beginning in measure 35.  The string bass 

part is also an inversion of the original plainchant, but set at the distance of the 

aforementioned tritone. Subsequently, at measure 89, modified segments of the second 

stanza of the original plainchant (Figure 12) are sung by the solo tenor and are paired 

with the opening lines of Meaning using the technique of contrafactum (see Figure 13). 

                      

Figure 12. Plainchant from Introit 
       

 

Figure 13. Tenor solo in Introit matching original plainchant  
with opening lines of Milosz’s poem Meaning 

 

In measures 98 through measure 116, these phrases are taken up by the entire chorus, 

merging the conclusion of the texts of the Introit with the final lines of the first stanza of 

Milosz’s poem. The dead are now “granted eternal rest,” (see Appendix A for complete 
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translation Latin text) as the music finds solace in the tonal aspect in this section. This 

tonality contrasts to the horrors of war reflected in the opening of the Introit, steeped in 

its references to the twentieth century. Its melodic and harmonic aspects, drawn from Ives 

and Schoenberg will be discussed below. 

 One more original plainchant from the Mass for the Dead is sung by the bass 

voices of the choir in the final movement. Just as the Islamic chant interlaces with the 

plainchant in the Absolution and Burial, at measure 972 the chant from the original In 

paradisum (Figure 14), is set against the final chorus of the Kyrie. Alongside these 

themes, the Islamic chant from the Absolution and Burial reappears, plaintively played by 

the English horn as shown in Figure 15.  

              

Figure 14. Original plainchant used in Kyrie/In paradisum 
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Figure 15. Final presentation of Kyrie in movement 7 

 

The development of the Kyrie’s theme and its derivation from Haydn’s Paukenmasse will 

be discussed in Chapter 6. 
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Quotes from Liszt’s Via Crucis and Stravinsky’s Requiem Canticles recall an 

Ivesian technique and undertone found in many of his works and imitated by subsequent 

composers such as Lukas Foss and George Rochberg. It is the latter’s works, particularly 

in his Music of a Magic Theater, that affords the closest comparison to the effect of these 

musical quotes in the Agnus Dei. Beginning at measure 307 of the Agnus Dei, the tonal 

sequence V, I, IV, VII from measures eleven and twelve of the first movement of Franz 

Liszt’s Via Crucis, Vexilla Regis (see Figure 16),

 

                            Figure 16. Franz Liszt’s Via Crucis (LW J33) Vexilla Regis,  
               Andante maestoso 
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illuminates the maternal injunction, spoken by the tenor, from The Red Badge of 

Courage. 

"I've knet yeh eight pair of socks, Henry, and I've put in all yer best shirts, 
because I want my boy to be jest as warm and comf'able as anybody in the 
army. Whenever they get holes in 'em, I want yeh to send 'em right-away 
back to me, so's I kin dern 'em.” 

Set in solo violins in their upper tessitura, the harmonies overlap, blurring the original 

harmonies as demonstrated in Figure 17. 

 

 

Figure 17. Tonal fabric in Agnus Dei derived from Liszt’s Via Crucis  

 

Thirty second note string and piano flurries from Stravinsky’s Requiem Canticles, are re-

orchestrated in the percussion and harp at measure 294. This creats a shudder beneath the 

quiet choral chants in response to the narrated text by Eugene O’Neill, "Queer isn't it? 

Death made me think of life? Death. Death. Death made me think of life?" (see Figures 

18 and 19).  
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Figure 18. From Dies iræ of Stravinsky’s Requiem Canticles 
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Figure 19. Use of Stravinsky Requiem Canticles in Agnus Dei 

 

Allusions to war are not all from the twentieth century resources. In the Agnus 

Dei, the timpani from the Agnus Dei of Haydn’s Paukenmesse is transformed into a 

military cornet call heard in the trumpet (see Figures 20 and 21). This underpins the 

movement’s depiction of the conditions of war and the battleground itself.  

 

 

 Figure 20. Timpani in Agnus Dei of Haydn’s Paukenmesse 

 .  
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Figure 21. Trumpet call in Agnus Dei 

 

Starting at measure 345, both Hadyn’s presence—now in the percussion—and 

Stravinsky’s harp intrusions return at the end of the Agnus Dei . 

Pitch sets from Messiaen’s The Quartet for the End of Time are meant to mirror 

Messiaen’s philosophical design. While the tenor sings, “—When I die, I will see the 

lining of the world,” an awareness of timelessness, much as its purpose in the Messiaen, 

is evoked by the fabric of harp and glockenspiel and chimes. The section is derived from 

cello’s six-note pitch set from the first movement of the quartet, Liturgie de cristal. It 

uses both the inversion and the prime form of the pitch set (see Figures 22 and 23).  

 

 

Figure 22. Cello part from 1. Liturgie de cristal from  
Messiaen Quatuor pour la Fin du Temps 
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Figure 23. Tonal fabric derived from Messian Quatuor pour la Fin du Temps 

 

Anyone making a close analysis of this section will need to be aware that the lines in the 

harp part are sometimes crossed in order to allow for more convenient pedaling for the 

two harpists. 

Schoenberg’s signature hexachord pair and the pitch set of the solo trumpet from 

The Unanswered Question—(01246), (01356), and combined (012356)—form the 

foundation of the opening musical fabric of the Introit. The harmonic backdrop created 

by the Ives pitch sets sustain under the opening solo contra-bassoon and bass clarinet, 

whose lines are derived from the Schoenberg hexachords. This opening harmonic 

background, set off by a fortissimo chord comprised of these same pitch sets, symbolizes 

the basic premise and questioning attitude of the Requiem; the ambiguity of war, the 

search for its meaning and the inquiry into the meaning of death. The sustained harmonic  



  32 
 

background in the strings and clarinets is the opposite in the actual work by Ives, where a 

tonal background played by the strings is performed beneath the questioning call of the 

solo trumpet. In the final movement of the Requiem, this string texture is quoted with 

some minor modifications. As mentioned earlier, the point of this dichotomy is to create 

the impression of resolution—if only on a subliminal level—by delaying the expectation 

of hearing the original form of Ives’s Unanswered Question until the final moments of 

the work. See Chapter 6 for further discussion about the impression of closure and 

redemption in the Kyrie. 

On the smaller dimension, the final note of the Schoenberg hexachord pair is also 

delayed. The purpose is to link significant musical gestures. It is completed by the 

English horn’s concert B flat in measure eight. As shown in Figure 24, this English horn 

gesture descends a minor ninth, the first statement of an interval that as mentioned earlier, 

is one of two intervals central to the work. This interval of a minor ninth is also 

prominent in the opening solo soprano line of the Absolution and Burial, and reappears in 

the final movement, Kyrie/In paradisum with a specific import that will be discussed in 

Chapter 6. 
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                   Figure 24. Opening solo woodwinds of Introit (score in C)  

 

Starting in measure seventeen of the Introit, the Schoenberg sets are now heard in 

retrograde, sharply defined in pizzicato gestures of the cello and string bass (see Figure 

25). 
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Figure 25. Cello/Double Bass pizz. drawn from Schoenberg Hexachord pair 

 

The polarization of tonal and atonal features in the Introit reappears at the end of 

the movement. At measure 118, following the tonal chorale in measures 97- 117, the 

opening duet between the contrabassoon and bass clarinet, with its Ivesian harmonic 

background, returns to set off a startling injunction. Both the soprano and tenor soloists 

declare Milosz’s stringent question, “And if there is no lining to the world?” Acting as 

transition, the full chorus reiterates this gripping interrogation at the start of the 

Absolution and Burial.  

As can be seen, the association of these sets, central to twentieth century modes of 

expression, reflect in the choice of their settings, the questioning of war, its anguish, the 

torment of battle and the pain of death. This continues throughout the Requiem. As 

shown in Figure 26, the Ives pitch sets form the sixteenth note mantra in the chimes that 
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sets the stage for the opening of the Agnus Dei. The opening of the movement is 

meant to evoke a battlefield, the timpani recalling similar figures for timpani, bass drum 

and piano in Aaron Copland’s orchestral work, Billy the Kid. 

 

Figure 26. Chimes in opening of Agnus Dei 

These Schoenberg hexachord pitch sets reappear in the Absolution and Burial, forming a 

12-tone row in the soprano solo that proclaims the second stanza of Meaning (see Figure 

27).  

 

 

Figure 27. Soprano solo in Absolution and Burial 
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The pitch sets perform a similar function as the soprano solo sings the last stanza of 

Meaning towards the end of the Dies iræ (see Figure 28). 

 

           

Figure 28. Soprano solo with Schoenberg hexachord, end of Dies iræ 

 

The Schoenberg and Ives pitch sets return to open the final movement as illustrated in 

Figure 29. These pitch sets connect the two movements, recalling the Introit’s angry 

interrogation, as well as its fear, hopelessness, and the immensity of the lives lost, 

providing a crucial contrast to the eventual theme of redemption in the Kyrie.  
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Figure 29. Opening of Kyrie  

 

The tone row from Webern’s Op. 21 upholds as similar design. The row first 

appears in the Absolution and Burial. While taking several types of guises and 

manifestations as it progresses through the Mass, it imparts a dialogue between several 

movements, ending up in its most serialized form in the Dies iræ. Starting at the end of 

measure 152 in the Absolution and Burial, a simple, less abstract emergence of the row is 

initially given to the contrabassoon, bassoon and pizzicato lower strings. By measure 162 

the row is set to the stark, existential words of Rilke’s poem, sung by the divisi bass 

section of the chorus and doubled with the same earlier, austere orchestration (see Figure 

30). 
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  Figure 30. Webern, Op. 21 tone row in Absolution and Burial 
 

 
 
Later in the Absolution and Burial, at measure 190, a similar linear presentation of the 

Webern row, now in forms I5 and O11, are sung by the solo tenor voice. The tenor solo is 

juxtaposed against the Schoenberg pitch sets in the soprano solo and the hummed version 

of the actual Absolution and Burial plainchant. Using the technique of contrafactum in a 

duet between the solo tenor and solo soprano, the Latin and English texts fuse probing 

religious and philosophical queries (see Figure 31). 
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Figure 31. Soprano and tenor duet in Absolution and Burial derived from 
Webern, Op. 21 and 12-tone row and Schoenberg Hexachord pair pitch sets 
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The English translation of the Latin text at this point is “I have become a trembling 

wretch and I am in fear until the shaking asunder and anger have come, when the heavens 

and the Earth must move.” The duet juxtaposes the dread and terror of death, given in this 

spiritual context, with the bleak, perplexing musings of Milosz. Reminiscent of the past 

millennium, the solo lines are set over a haunting backdrop of the actual plainchant from 

the Absolution and Burial itself, hummed by the chorus and reinforced by the string 

section.  

Darkly hued transitional materials in solos strings beginning in measure 195 

underpin this despair and, using basic traditional 12-tone techniques, create a 

kaleidoscopic exploration of the possible tri-chords. Formed with rows I0, P0, P6, I5 and 

I11, the section contains a point of near chromatic saturation indicated between the 

brackets in Figure 32. 
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                  Figure 32. Solo Strings/Absolution and Burial  
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          Figure 32. Solo strings/Absolution and Burial (cont’d.) 
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         Figure 32. Solo Strings/Absolution and Burial (cont’d.) 

 

 The tone row from Webern’s Op. 21 figures largely in the Credo. A late addition 

to the liturgy, the Credo is not normally part of the Mass for the Dead. In the Mass for a 

Time of War, the displacement of the anguish, drive and force usually given to the Dies 

iræ is transferred to the Credo. The marking of Agitato for this movement references the 

Allegro agitato Verdi gives the Dies iræ in his Requiem Mass. This Credo represents 

several premises; the conflict over different religious values, the heresy of war, the 

question of belief itself. The Credo mirrors these conflicting attitudes with the inclusion  
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of several compositional tools and techniques extending the use of the tone row of 

Webern’s Op. 21. 

Conflicts over religious and political beliefs reverberate throughout the centuries. 

The recurrence of so many of these types of wars is represented by the use of echo 

effects. In addition to traditional echo effects, there is a technique of my own invention, 

what I have termed “rhythm resonances.” In these rhythmic resonances, there are twelve 

different rhythms or rhythmic motives, one for each note of the row represented below in 

Figure 33. 

 

 

 

                      Figure 33. Rhythms of Webern row in Credo 
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These rhythmic rows have five different versions, each based on different durational 

values as illustrated in Figure 34.                 

 

Figure 34. Versions of rhythmic row in Credo 

 

For practical reasons it was decided to avoid the version with the smallest 

duration value, the thirty-second note or version c, with the full orchestra. It is used later 

in a solo context with woodwinds. Using only I9, the rows begins at the same time, 
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moving from instrument to instrument. Each note and its rhythms are prolonged by 

subsequent augmentations, creating the effect of reverberation. 

 

 

 

                                         Figure 35. Original opening of Credo 
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The pitches overlap, creating a similar rotation through the possible pitch sets generated 

by this row as discussed in the solo string of the Absolution and Burial. Given the 

resulting cross rhythms and complexity, I substituted approximations of the larger 

quintuplets as shown in Figure 36. The same effect is heard making it less difficult for the 

performers.   

This section from measure 632 through measure 655 acts as a kind of ritornello, 

returning after subsequent musical and philosophical queries at measures 700 - 712 and at 

measures 741 - 759.  In a further allusion to the Baroque concerto, the contrasting 

sections contain solo passages. At measures 656 - 665, while the Webern row recedes in 

importance, an alternative religious voice intrudes: the reworking of an Islamic morning 

prayer found on the Internet. The original chant is not used in its entirety. Instead, 

modified versions of various musical segments are presented in reverse order 

demonstrated by Figures 37 and 38. Heard as a bass clarinet solo, various instruments 

imitate the chant in a more traditional manner shown below in Figure 39. 
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Figure 36. Revised opening of the Credo 
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                    Figure 37. Approximate transcription of opening 
                             of original Islamic morning prayer 

 

 

        Figure 38. Bass clarinet solo version of Islamic morning prayer 

 

 

Figure 39. Islamic Chant in Credo as clarinet solo with imitation in alto flute, 
clarinet 1 and 2 and tuba. 
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Several of the other concertante like passages are derived from Webern’s Op. 21 row. 

Beginning at measure 665 through measure 699, rapid woodwind gestures erupt. The 

thirty-second note version c of the rhythmic row that was initially discarded in the 

opening rhythmic resonance, becomes a vital presence. It is surrounded by the augmented 

versions ‘a’ and ‘b’ of the rhythmic row (see Figure 40).

 

              Figure 40. Ivesian texture from middle of Credo 

 

The chaotic nature of the section, with a nod again to Ives’s Unanswered Question, is set 

under the poignant ruminations of a father who lost his son in the Iraqi war (Packer, 

2005). 

Why did we go? What justifies our remaining? . . . lives have been lost,  
    . . . precious lives, for what? Can something be achieved 
that is worthy of the sacrifice?   
And how much more sacrifice can be justified? And most of the time none 
of this matters to me. I want my son. My son.  (p. 52)   
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The subsequent concertante-like section, from measures 713 - 741, flaunts 

solos in the soprano, violin, and violoncello. Although the section is tonally colored, 

much of it is actually drawn from the Webern row and a series of rhythmic values, 

represented in Figure 41, that will first present themselves in opening of the Dies iræ.  

       

 

Figure 41. Rhythmic row used in Dies iræ 

 

These rows are subjected to a different kind of manipulation to create new rows of 

a more tonal basis. Using Mod 13, numbers 1 through 12 were assigned to the rhythmic 

values, using 1 for the value with only one sixteenth note, 2 for the two sixteenth notes 

(an eighth note) and so on. The pitches were assigned numbers 0 through 11, as is 

traditional in set theory. Also as in set theory, matrices—shown below in Figure 42 and 
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43—were formed for each numerical row, with the inversions in vertical rows and the 

prime forms horizontal rows. 

 

 
0 9 10 11 7 8 2 1 5 4 3 6 
3 0 1 2 10 11 5 4 8 7 6 9 
2 11 0 1 9 10 4 3 7 6 5 8 
1 10 11 0 8 9 3 2 6 5 4 7 
5 2 3 4 0 1 7 6 10 9 8 11 
4 1 2 3 11 0 6 5 9 8 7 10 
10 7 8 9 5 4 11 10 2 1 0 3 
11 8 9 10 6 7 1 0 4 3 2 5 
7 4 5 6 2 3 9 8 0 11 10 1 
8 5 6 7 3 4 10 9 1 0 11 2 
9 6 7 8 4 5 11 10 2 1 0 3 
6 3 4 5 1 2 8 7 11 10 9 0 

 
 

 Figure 42. Matrix of Webern row, Op. 21 
 
 

12 1 8 6 5 10 2 4 11 9 7 3 
1 8 6 5 10 2 4 11 9 7 3 12 
8 6 5 10 2 4 11 9 7 3 12 1 
6 5 10 2 4 11 9 7 3 12 1 8 
5 10 2 4 11 9 7 3 12 1 8 6 
10 2 4 11 9 7 3 12 1 8 6 5 
2 4 11 9 7 3 12 1 8 6 5 10 
4 11 9 7 3 12 1 8 6 5 10 2 
11 9 7 3 12 1 8 6 5 10 2 4 
9 7 3 12 1 8 6 5 10 2 4 11 
7 3 12 1 8 6 5 10 2 4 11 9 
3 12 1 8 6 5 10 2 4 11 9 7 

 
 Figure 43. Matrix of rhythmic row 

 
 

The two matrices were then multiplied using an online matrix multiplier, (see Figure 44).  
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408 374 344 374 384 389 458  389 309  317 275 335 
426 344 290 368  390 383  368  263 279 395 425 425 
372  374 296  362  444  341 350 329 321 413 395 359 
402        380 290  416  402 323  416  371 339 383 329  305 
378 332 350  320 282 323 380  359 399 419 389 425 
372  386 308 302 348 365 398  329 333  333  419 431 
324 386  416  398  416  377 362  401 381  353 347 263 
342  320  374 380 378 443 416  371 375 359 293 305 
342  356  386  320 342 383  296 395 423 299  389 425 
300 338 416  386 396 353 290  401 369 341 407 359 
282 368 482 440 366  347  296  347 411 359 341 317 
408 398 404  290 276 329 326  401 417 353 347  407 
 

Figure 44. Webern row matrix multiplied by rhythmic row matrix 
 

 
As shown below in Figure 45, by reducing the numerical values to mod 12, only two 

rows of numbers were produced. Transcribed, one row uses only the six notes, C, D, F, 

B, A flat, A natural. The other row used only the six notes, D, E flat, F natural, F sharp, A 

flat and B. 

     
 

0 2 8 2 0 5 2 5 9 5 11 11 
6 8 2 8 6 11 8 11 3 11 5 5 
0 2 8 2 0 5 2 5 9 5 11 11 
6 8 2 8 6 11 8 11 3 11 5 5 
6 8 2 8 6 11 8 11 3 11 5 5 
0 2 8 2 0 5 2 5 9 5 11 11 
0 2 8 2 0 5 2 5 9 5 11 11 
6 8 2 8 6 11 8 11 3 11 5 5 

                                                                        etc. 
 

Figure 45. Reduction of numerical values of matrix 
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Pitch sets and the inversion from the first row became the focus of the section from 

measure 713 through measure 741.  

 

         

Figure 46. Pitch set or ‘row’ from multiplied matrices 

 

 

Given the repetition of pitches, the rows of twelve pitches are not technically an atonal 

row. Nonetheless, the pitches were engaged, in a rudimentary way as a 12-tone row as 

illustrated above in Figure 46. Beginning in measure 713, the chimes, oboe and solo 

soprano—with the chorus outlining the solo soprano—uses the prime form of the pitch 

set or ‘row,’ while the violin engages the inversion (see Figure 47).  

 When exploring various possibilities, both the Webern row’s matrix and the 

rhythmic row were squared using the matrix multiplier. The results of these 

multiplications were not useful. The square of the Webern row produced only two pitches 

a tritone apart, and the rhythmic row squared produced only a few rows, each pentatonic. 
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Figure 47.  Solo lines in Credo using rows of notes derived from matrix multiplication 
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In the Dies iræ, another linear presentation of the row appears. In this instance 

it is in a mocking, childlike round, menacingly recalling Rilke’s admonishment (see 

Figure 48).  

               

Figure 48. Round using Webern Op. 21 tone row in Dies iræ 

 

Gradual submersion of Webern’s Op. 21 row occurs in the Dies iræ. The row is also 

present in the total serialist section towards the end of the movement.  Chapter 6 

thoroughly discusses this complex development.  
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 As this chapter demonstrates, a large collection of musical styles and examples 

assist to illuminate the narrative of the Mass for a Time of War, and provide the stimulus 

for much of the composition of its seven movements. The works are not used 

indiscriminately or at whim. Schoenberg’s Hexachord pair, Ives’s Unanswered Question 

and the 12–tone row from Webern’s Op. 21 figure significantly in grounding and 

unifying the narrative surrounding the horrors of war, the question of its existence, as 

well as the question of belief, the terror of death and the knowledge for all of our 

impending death. Use of resources from the music of Messiaen and Stravinsky help 

support those themes. Religious chant, both Christian and Muslim, heighten the 

principles surrounding conflicting ideologies. The composition draws on plainchant, the 

harmonies of Liszt and themes for Haydn’s Paukenmasse to deepen feelings of 

redemption and solace. Chapter 6 will clarify the use of the latter in the Kyrie. Both texts 

and the musical subtexts connect the various movements, forming a larger structural basis 

for the work. This will be explored in the following chapter.
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CHAPTER 4 

LARGER STRUCTURAL BASIS 

 

A preferred form of many twentieth-century composers, most notably Béla Bartók 

in such works as his Music for Strings, Percussion and Celesta, and Concerto for 

Orchestra, is the arch form.  With the Sanctus as fulcrum, the movements of the Mass for 

a Time of War creates a similar structure with the other movements acting in balance and 

relating in pairs as outlined below in Figure 49. 

 

Sanctus 

Agnus dei   ↔  Credo 

Absolution and Burial  ↔   Dies iræ 

Introit        ↔          Kyrie/In Paradisum 

 

Figure 49. Structure of Mass for a Time of War 

 

The Sanctus stands alone, untouched by direct influences or quotes of Webern, Ives, 

Schoenberg or any other composers save for one reference in the French Horns to the 

opening soprano solo of the opening Introit. This is shown below in Figure 50. 
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Figure 50. French horn call in Sanctus derived from opening soprano solo of Introit 

 

Its few connections to other movements are through the texts; the Mass for the Dead and 

several lines from Rilke’s The Ninth Duino Elegy. Compared to the other movements, it 

is the simplest in its musical construction. The Sanctus mirrors the form of the Mass, 

itself in a modified arch form (see Figure 51). 

 

A  B  C  B  A’ 
    m. 351 – m. 393            m. 394. – m. 417    m. 418 – m. 545              m.  546 – m. 573          m. 575 – m. 632 
 

Figure 51. Form of Sanctus 

 

The opening of the movement sets the few bittersweet lines of Rilke’s, “ But to have 

been/this once, completely, even if only once;/to have been at one with the earth, . . .” 

using several diatonic melodic motives shown below in Figure 52. 

           

 

Figure 52. Motives of Sanctus (A and A’) 
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The Sanctus text itself is set to a simple rising and descending third in section “B”. 

This contrasts with repeated minor seconds consisting of F and E natural that serve as a 

backdrop for a simple melodic setting the next two lines of the liturgical text (see Figure 

53). 

 

 

Figure 53. Additional theme of Sanctus (C) 

 

Although all the other movements are performed contiguously, the Sanctus is not. It 

stands alone and acts as a turning point in the composition in its demand for the 

sacredness of life itself; the text of the Latin Sanctus used ååas metaphor. 

Strong connections between the Agnus Dei and Credo include their consideration 

of the conditions of war; the former representing the battleground itself and the musings 

of soldiers, while the later questions the rationale and justification of war, as well as faith 

and belief in a supreme being. In the Agnus Dei, texts from The Red Badge of Courage 

and Filkin’s The Forever War disclose the ponderings and ruminations of soldiers before 

setting off for war.  Additional texts from Filkin’s The Forever War examine the soldier’s 

experiences and ambivalent feelings during conflict. Selections from Mourning Becomes 

Electra reveal startling truths following the aftermath of war. In the Credo, the searing 

acknowledgment of the pain of a father’s loss, speaks to the immense cost of such 

conflicts, and the difficulty in finding the rationale for war’s existence.  As discussed in 
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Chapter 3, these texts are spoken by narrators, some of which are drawn from within 

the chorus. In both movements the narrators speak over a variety of musical textures 

referencing nineteenth and twentieth century sources and idioms.   

Compositionally, the Agnus Dei and Credo mirror each other in the use of 

resonance. The Agnus Dei replicates the resonance of a cathedral as voices hold on to 

pitches as they sing the Latin text (see Figure 55). The vocal line is not an actual 

plainchant, but as mentioned earlier, an imitation as shown in Figure 2. The idea for this 

was not my own, but came from the Offertorium by Marc-André Dalbavie, a movement 

from the The Requiem of Reconciliation. 

                  

      Figure 54. Use of resonance in the Agnus Dei 
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The various facets of the Credo’s replication of resonance, described as rhythmic 

resonance, as well as its more traditional use of imitation, was discussed in Chapter 3.  

The terror of death and its anguish link the Absolution and Burial and Dies iræ. 

As discussed earlier, the text for the Absolution and Burial—“that fearful day when the 

heavens and Earth must move, when Thou will shalt come to judge the world by fire”—

acts as allegory for the trauma of war itself, the trauma for those living, and 

metaphorically speaks to deliverance from the sorrow of death and the horror of war. 

Martial conflicts could be described as “[a] day of wrath, that day . . . dissolve[d] the 

world in glowing ashes,” How many soldiers must feel that they are “. . . seized with  

trembling and . . . [are] . . . afraid . . . ” The former quote is a translation from the Dies 

iræ, the latter, a quote from the Absolution and Burial. 

The two movements rely heavily on late twentieth century pitch sets, in particular 

the 12-tone row of Webern’s Op. 21 and Schoenberg’s hexachord pair. As observed in 

Chapter 3, the first linear presentation of Webern’s row occurs in the Absolution and 

Burial, and is transformed towards the end of the movement using simple 12-tone 

techniques in the solo strings. The expansion of serialist techniques using this same row 

continues in the Dies iræ where it leads inexorably to total serialization. Note the use of 

the Webern row in the Credo is only of a more rudimentary, linear presentation that does 

not adhere to the rules of dodecophony. 

In each of these movements, soprano solos for the final two stanzas of Czeslaw 

Milosz’s poem Meaning employ the pitch sets from Schoenberg’s hexachord pairs. These 

two solos, the second stanza in the Absolution and Burial and the final stanza in the Dies 

iræ, are shown in Figures 27 and 28. This pairing of text and pitch sets provides a 



  63 
structural unification on the larger dimension.  To make the final stanza of the poem 

comprehendible in the Dies iræ, the second stanza is again presented, this time narrated 

by the soprano. A musical setting of that stanza was avoided, as it would have drawn 

away from the impact of the third stanza’s searing line and its association with the 

Absolution and Burial. 

The Introit and Kyrie call attention to personal loss. The largest and more 

traditionally tonal choral sections— measures 97 through measure 116 in the Introit and 

sections starting at measures 929, 945, and 971 in the Kyrie—are meant to convey the 

mood of deliverance, consolation and a call for forgiveness and pity. These balance the 

less tonal musings that occur in the two movements. The tensions surrounding the use of 

tonal and atonal sections, most obvious in larger structure of the Introit and Kyrie, but 

also throughout the Mass, symbolizes the debate between tonality and atonality as 

articulated by Leonard Bernstein, in his Harvard Norton Lectures, 1972. They mirror the 

questions of war and death initially articulated by the Introit, and left unanswered in the 

utterance of the final movement of the Mass.  

There are also important relationships in the use of texts. Texts from the Introit, 

Requiem æternam dona eis, Domine, and the names of the victims of Iraqi war, are 

revisited in the Kyrie. In the Introit, the victim’s names are presented at the end of a 

clattering and disjointed section that began with a fracturing of the Latin texts.  

Influenced by Luciano Berio’s choral writing in works such as Sinfonia and O’ King, the 

syllables of the prior intact Requiem text are torn apart and repeated in short melodic 

motives symbolizing the lives and families torn and shattered by death or experiences of 

war (see Figure 55). 
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                  Figure 55. Syllabic breakdown of Requiem text in the Introit 

 

A shouted reiteration by the chorus of the opening Iliad text in English translation, 

follows. A few measures later, the names of both American and Iraqi victims are 

interspersed with the Iliad’s angry and forceful declaration, as illustrated below in Figure 

56.    
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Figure 56. First presentation in the Introit of the names 
of American and Iraqi victims of the Iraqi conflict  

 
 

On the contrary, in the Kyrie, the victim’s names end the movement in grace. Individual 

members of the orchestra and chorus gradually speak the victim’s names, symbolizing 

the solitary, personal nature of such grief and loss. Redemption and comfort are given 

through the settings of the Kyrie and return of the Requiem texts. These specifics will be 

discussed in Chapter 6. 

The above examples demonstrate that the arch form in Mass for a Time of War is 

dependent not only on direct relationships of thematic material. Texts and the ideas 

surrounding the movements, as well as several compositional techniques and musical 

devices create an equilibrium between the movements vital for the composition’s stability 

and cohesion. The relationship between the final two movements, the Dies iræ and Kyrie, 

facilitate the conclusion of the Mass.  A more comprehensive analysis of these 

movements, as well as their correlation will be examined in the following two chapters.
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CHAPTER 5 

THE MECHANISMS OF FATE AS REPRESENTED BY THE DIES IRÆ 

 

For many composers the Dies iræ—that day of wrath, the Day of Judgment—

accentuates the mood of suffering, of distress, of turmoil in their Requiems. One need 

only to look at Mozart’s driving rhythmic line of the chorus that begins his Dies iræ (see 

Figure 57): 

 

 

         

                     Figure 57. Mozart Requiem, Dies iræ 
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Figure 57. Mozart Requiem, Dies iræ (cont’d.) 

 

Or, as can be observed in Figure 58, Verdi’s’ powerful, insistent g minor chords and 

descending 16ths in the upper woodwinds that open the second movement of his Messa 

da Requiem.   

My Dies iræ, instead, takes as a point of departure the Dies iræ in the Requiem of 

Reconciliation by German composer Paul Heinz-Dittrich. Dittrich’s Dies iræ begins with 

a striking introduction by the percussion section, and uses the technique of total 

serialization. The idea of total serialization captivated me as a symbolic gesture for this  
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Figure 58. Verdi Messa da Requiem, Dies iræ  

 

movement. The apparent lack of control of our fate, both in death and in war is given 

over to influences and powers not necessarily divine,—though some could read that into 

this if they wish— yet not known to us.  

For me, “the day of wrath that day will dissolve the world in ashes,” is metaphor 

for our own world that has dissolved in ashes, whether it is a fear of our own death, the 

death of a loved one, or the terror of war.  The complexity of what constitutes fate, those 

minute, seemingly insignificant mechanisms that permeate our daily existence; the 

choices made by ourselves and others and chance workings of inanimate forces such as 
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climate and other environmental circumstances are perhaps what drive our destiny and 

are even more pronounced in war, where daily choices can mean the difference between 

life or death. Such feelings permeate written texts on war such as those in David Finkel’s 

The Good Soldier (2009): 

 
“. . . and if they knew anything by now, it was that whatever happened in the next 
few seconds was the province of God, or luck, or whatever they believed in, 
rather than of them. 
Really how else to explain Steen’s split lip? Or what happened to a captain named 
Al Walsh when a mortar hit outside his door early one morning as he slept? In 
came a piece of shrapnel, moving so slowly that before he could wake up and take 
cover, it had sliced through his wooden door, sliced through the metal frame of 
his bed, sliced through a 280 page book called Learning to Eat Soup with a Knife, 
sliced through a 272 page book called Buddhism is Not What You Think, sliced 
through a 128-page book called On Guerrilla Warfare, sliced through a 360 page 
book called Tactics of the Crescent Moon, sliced through a 176-page Calvin and 
Hobbes collection, sliced through the rear of a metal cabinet holding these books, 
and finally was stopped by a concrete wall. And the only reason that Walsh 
wasn’t sliced was that he happened in that moment to be sleeping on his side 
rather than on his stomach or back as he usually did, which meant that the 
shrapnel passed cleanly through the spot where his head usually rested, missing 
him by an inch. Dazed, ears ringing, unsure of what had just happened, and 
spotted with a little blood from being nicked by the exploding metal fragments of 
the ruined bed frame, he stumbled out to the smoking courtyard and said to 
another soldier, ‘Is anything sticking out of my head? And the answer, thank 
whatever, was no.” (Finkel, p. 101, 102) 

 

The Mass for a Time of War begins as Paul Heinz-Dittrich’s Dies iræ, with an 

extensive display of percussion fireworks, meant to draw us into the devastating impact 

of this movement’s import. The choice of Emily Dickinson’s poem, sung by four soloists 

drawn from within the choir, forces the listener to confront the ultimatum of death.  Its 

first stanza is, by ironic contrast, presented in a simple, chorale-like hymn; the jarring 

major key a reference to Schubert’s use of the major key as reminiscence in many of his 

works.  I choose to set this poem to be sung by four soloists from the choir to emphasize 
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the individual commonality, yet unity of experience. This tone is underscored by 

setting it to a simple folk-like melody that rises after the bombastic opening by the 

percussion (see Figure 59).   

 

 
Great streets of silence led away 
To neighborhoods of pause; 
Here was no notice, no dissent, 
No universe, no laws 

 
By clocks 't was morning, and for night 
The bells at distance called; 
But epoch had no basis here, 
For period exhaled. 
 

     

 
                        Figure 59. Setting of Dickinson’s poem LXXVI 

 
 
 

Dickinson is clear there are no options. No notice: we are not given notice of 

when death will occur. No dissent: we cannot dissent, we have no choice in the matter 

and no laws govern this neighborhood. But beyond this—these terms are also metaphor 

for war: war gives no notice, has no universe, has no laws, time stands still, i.e. normal 

life does not exist here. The choice of hymn-like music, is natural, given the  
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rhythms of her text, but it has further meaning. According to Carolyn Lindley Cooley in 

Chapter 4 of The Music of Emily Dickinson’s and Letters, a Study of Imagery and Form, 

Dickinson was creating “a new medium of poetic expression, one based on the metric 

forms familiar to her from childhood, ” and that “the formal influence in all of 

Dickinson’s poetry is the hymn. When music is considered along with the hymn texts, 

that influence is seen as pervasive” (p. 70,71).  

The movement is gradually drawn towards chaos, or the unknown mechanisms 

that govern fate. This is represented by progressively using more and more elements that 

further it to the total serialist and then aleatoric ending. The “bells at distance calling” are 

the F sharp in the chimes, heard in the distance off to the side of the stage. The chimes 

are the first presentation of a rhythmic row that will eventually become the rhythmic row 

in the total serialist section. It is presented first in its original form and then in retrograde.   

Surrounding the chimes, the rest of the orchestral fabric takes up the F sharp in a 

klangfarben melody, similar to the seventh etude of Elliot Carter’s 8 Etudes and a 

Fantasy for Wind Quartet. Just as the chimes presented the rhythmic row, the order of the 

instrumental appearance, is the row that again will be part of the total serialist section. 

Along with the chimes, the rhythms and the order of rest of the orchestra are also 

presented in retrograde following its original form. This creates another palindrome. 

These palindromes unify this section in the spirit of the Webern Op. 21 tone row itself, a 

well-known palindrome. As mentioned in Chapter 3, Webern’s row is first heard in its 

complete form in this movement starting in measure 818 as it accompanies the haunting 

Rilke text: “Once for each thing. Just once; no more. And we too,/just once. And never  
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again.” This is illustrated above in Figure 48. The rhythmic outline of this canon imitates 

the children’s nursery rhyme, Humpty Dumpty. The reasons for this allusion to this 

nursery rhyme are personal. My father, a prominent Freudian Psychoanalyst, thought the 

verse to be an allegory for death and dying; “all the kings horses and all the kings men, 

couldn’t put humpty dumpty together again.” The simple rhyme was a way for children 

to come to terms with the idea of death. The presentation of the row, sung in a round by 

soprano and alto soloists, outlined by the strings gives way in measure 821 to forceful 12-

tone clusters in the tutti orchestra.  

By measure 853, more serial control over the lines continues to intrude into the 

music. The Webern row is combined with the rhythmic row to form the solo celli lines.  

Pitch and rhythmic structures from the Tre Modere, measures 57-64 of Boulez’s 

Structures 1a, create a specter from the past, urging the continued encroachment of this 

mid-twentieth century procedure. The registrations are condensed to enable the line to be 

performed by the English horn and tenor soloist (see Figures 60 and 61). 
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Figure 60. Boulez Structures 1a                                                                                                                         
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                             Figure 60. Boulez Structures 1a (cont’d.) 

 

 

Figure 61. Tenor line, Dies iræ, mm. 101-112 (condensed) 

 

 By measure 878 and continuing to measure 889, the total serialization is 

complete. The 12 rows, of pitch, rhythm, instruments and the derivations of their rows 

that control this twelve-measure long section emulate choice. The consequence of their 

intersection is determined by the chance of their order. Varying interpretations of each 

row’s order represent the difference that one change in a series of chance mechanisms 

makes on the ultimate outcome. 
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As mentioned earlier, the instrumental row was created by the order of 

instrumental entrances. It is first presented on the note F sharp, starting in measure 790.  

As there are more than 12 instruments, the creation of the row of instruments involved 

grouping somewhat by instrumental color. For example, one instrumental group was 

piccolo or flute, another any pitched percussion, and yet another cello or string bass, as 

demonstrated below in Figure 62. To create the various rows other than Prime 0, the 

instrument or instrumental group in the first position of the row was moved to the end, 

while the rest of the instrumental groups shifted forward by one. This is a similar 

procedure as followed by Boulez in his rhythmic rows. The matrix in Example 63 

illustrates all twelve of these prime rows.  

 

1. Piccolo/Flute 
2. Oboe 
3. Clarinet 
4. Bassoon 
5. French Horn 
6. Trumpet 
7. Trombone (Tbn.) 
8. Tuba 
9. Pitched Percussion (Percus.) 
10. Violin 
11. Viola 
12.  Cello/Contrabass (C.B.) 
 
 
 

                  Figure 62. Numerical values of instruments for instrumental row 
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Figure 63. Matrix for primes of instrumental row 

 
 

The inversion was determined using a similar procedure as Boulez used for 

dynamics and note values. As can be noted above in Figure 62, each instrument or group 

of instrumental color was assigned a numerical value between 1 and 12, given its 

placement on the staff. Inversions followed a similar procedure as inversions for 

intervals; 12 as an inversion of 1, 3 of 11 etc. For example, the prime of the instrumental 

row is: (1) Piccolo-Flute/(9) Pitched Percussion/(10) Violin/(11) Viola/(12) Cello-

Contrabass/(8) Tuba/(6) Trumpet/(5) French Horn/(2) Oboe/(3) Clarinet/(7) 

Trombone/(4) Bassoon. Its inversion is: (12) Cello-Contrabass/(4) Bassoon /(3) Clarinet 

/(2) Oboe /(1) Piccolo-Flute /(5) French Horn/(7) Trombone/(8) Tuba/(11) Viola/(10) 
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Violin/(6) Trumpet/(9) Pitched Percussion. The various rows of inversions are 

configured using the same method as for the prime rows.  

For pragmatic reasons, the rhythmic row as shown in Figure 64, is based on 

sixteenths rather than the thirty-seconds Boulez used in Structures 1a. 

 

 
 

Figure 64. Rhythmic row 

 

To allow for shifting planes in pitch density sets, the choice of 12- tone rows reflects 

three groups of five and seven notes as shown below in Figure 65. This avoids chromatic 

saturation and allows for more variety of tonal color.  

 

I4  C# - E - D# -  D F# - F -  B -  C  G# - A -  A# -  G 

06  D# - C - C# - D A# - B - F -  E  G# - G -  F# -  A 

O7  E  -  C# - D - D# B - C  - F # - F  A  - G# - G  -  A#  

 

Figure 65. Choices of pitch sets reflecting shifting pitch sets 
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The choice of the rows for instrumentation created two to four-note long segments that 

could be performed by a single instrument (see Figure 66). 

 

 I5  Piccolo/Horn/Trombone/Tuba/Viola/Violin/Trumpet  etc 

 O1 Piccolo/Pitched/Percussion/Violin/Viola/Contrabass/Tuba/Trumpet etc 

 O7 Violin/Pitched Percussion/Piccolo/Bassoon /Trombone /Clarinet/Tuba etc 

 

 

Figure 66. Segments created through total serialism of Dies iræ 

 

At measure 897, the total serialization dissolves into the conclusion of the 

movement where instruments play in random order such musical segments as above. 

These segments are derived from the total serialized music as well as from additional 

motives from the Mass, including phrases from Rilke’s round shown in Figure 48. This 

aleatoric section mirrors the randomness of death, death in war and the arbitrary reasons 

for war. Yet ironically, this seemingly random music has as much of sources, the tightly 

controlled serialized music. Furthermore, what may seem random is not entirely, as the 
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choices of the individual instrumental players again represent the choices that we make 

in our lives that shape the final outcome of this seemingly chaos of fate. At the apex of 

the end of the section, the quote from Boulez Structures 1a makes another appearance, 

heard in the trumpet starting in measure 918. This acts as a phantom of the past, of 

manipulation and of cerebral compulsion.  

As mentioned earlier, the final lines of Milosz’s poem, Meaning are set to 

Schoenberg’s hexachord pair in a vocal line that soars through both the total serialized 

and aleatoric stages of this movement.  

—Even if that is so, there will remain 
A word wakened by lips that perish, 
A tireless messenger who runs and runs 
Through interstellar fields, through the revolving galaxies, 
And calls out, protests, screams. 

This strengthens the movement’s central scheme surrounding the opposing forces of 

humankind and their fate, as the soprano soloist sings a remonstration against destiny.    

The deliberate intensity and complexity of this densely orchestrated movement was to 

strengthen the contrast with the theme of redemption in the subsequent and final 

movement, the Kyrie.  
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CHAPTER 6 

KYRIE/IN PARADISUM AS REDEMPTION 

 

Transformation of melodic and harmonic structural devices that move within the 

trajectory of the Mass as a whole find resolution in the final movement, Kyrie/In 

paradisum. Formally, the music represents a large-scale suspension and resolution, with 

the Dies iræ as the dissonance resolving to the consonant Kyrie/In paradisum.  Its tonal 

release represents redemption, not only for those who have died in war but for humanity 

and its attempt to make sense of aggression and its consequences. However, just as any 

solutions to war are at best complex and difficult, these musical equivalents are not 

straightforward as well. 

The Latin text, Kyrie elision, Christe elision, Kyrie elision, [Lord have mercy, 

Christ have mercy, Lord have mercy] is not intended to give the work religious meaning, 

although the composer would not mind if listeners were to find solace in its spiritual 

framework. The words are to be understood to represent solace for the living, mercy for 

us in the general manifestation of the word as we attempt to understand war, death and 

our position as human beings in this world. Answers to some questions taken up by the 

various texts through the Requiem find a place in the movement. The choice of the purity 

and simplicity of the classical style—in this instance the music of Haydn—inspired the 

settings of the Kyrie, and affords a kind of benediction.  

The first two phrases of the Kyrie from Haydn’s Paukenmesse provide a point of 

departure for the solo and choral presentation of the Kyrie text and return of the opening 

lines of Milosz’s poem (see Figures 67 and 69). 
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Figure 67. Kyrie from Haydn’s Mass in C major, Paukenmesse (Hob. XXII:9)  

 

The inclusion at this point of the chorale-like theme based on Haydn Paukenmasse 

suggests the idea of redemption and universal brotherhood achieved a similar inclusion of 
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chorus’s in Beethoven’s Ninth Symphony. Joseph Kerman and Alan Tyson (with Scott 

G. Burnham) in Groves online reflect that, 

 “Wagner always insisted, words and a choir with soloists to sing them seem to 
force their way into the symphony in order to make instrumental music fully articulate, to 
resolve the conflict of the earlier movements [emphasis added] with a consummation of 
unexampled ecstasy.”  

 
Although the comparison is not entirely apt, as the Mass for a Time of War is 

clearly not a symphonic work, there are few such chorale-like themes sung by the chorus 

and the tone and character of the theme is comparable to Beethoven’s.  These particulars 

create a similar impression of deliverance or salvation. An allusion to the famous review 

and rejection of prior themes in the opening of Beethoven’ s finale is observed in the 

Kyrie’s opening and strengthens the connection. This presentation of motives from prior 

movements of the Mass includes the opening trumpet, contrabassoon and bassoon 

melodic gestures discussed in Chapter 3. The chimes figure from the opening of the 

Agnus Dei, now in both the chimes and glockenspiel, the cello and bassoon triplet 

grumblings also from the Agnus Dei and the descending tritone figure from the soprano’s 

first phrase in the Introit, now played by the flute also return (see Figure 68).  
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                                                  Figure 68. Opening of Kyrie 
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       Figure 68. Opening of Kyrie (cont’d.) 
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The final note of several of the above interjections—in trumpet, oboe 1, Bassoon, English 

horn, flute 1—are subsequently taken up by the strings, forming the dissonant chord of B, 

F, A flat, A natural and C. This chord eventually resolves to the F major tonality of the 

first setting of the Kyrie. Over a backdrop of soli celli, the solo soprano and solo tenor 

impart the theme based on Haydn’s Paukenmasse. This underscores the intimacy of the 

experience in our search for redemption and need for solace. The later themes are 

strengthened by the return of the second and third line of Meaning, “. . . I will see the 

lining of the world./The other side, beyond bird, mountain, sunset.” While in this final 

movement the first line of the poem—“When I die”—is not spoken or sung, it is alluded 

to through a reference of its musical material from the Introit in measures 89 – 91 (see 

Figures 12 and 13), sung on ‘ah’ in the chorus starting in measure 930.  

The expansion of Haydn’s phrases are harmonized with the chromatic mediants of 

A flat Major and A Major, giving the chorale a neo-romantic cast. As seen in Figure 69, 

the phrases are irregular, helping to replicate someone singing to oneself who 

unintentionally extends various syllables of the text.  
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Figure 69. First Presentation of Kyrie in final movement 



  87 

 

 

         Figure 69. First Presentation of Kyrie in final movement (cont’d.) 
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Following the first presentation of the Kyrie, the strings and solo woodwinds, 

oboe, and clarinet play an almost exact replication of the opening tonal string texture 

from Charles Ives’s Unanswered Question. Pitched in C major, rather than in the 

original’s G Major, the quote is exact except for subtle changes in instrumentation. 

Quotes from the Agnus Dei in the chimes remind us of prior horrors (see Figure 70). As 

mentioned earlier, this quote of Ives provides a resolution, albeit if only on a 

subconscious level, of the opening trumpet question pitch sets from Unanswered 

Question that created the string and woodwind fabric in the opening of the Introit.  

The choice of tonal area for this quote of Ives has important harmonic 

consequences in the resolution of harmonic ambiguities as this final movement travels 

towards its closing tonality of C Major. Set in C major, it could be the dominant of the 

prior chorale’s F Major tonality. However, it could also be the tonic in C Major, the key 

of the second and final chorale setting of the Kyrie. The sub-dominant relationship in the 

middle dimension of this movement speaks in a musical metaphor to the harmonic 

progression, IV /I, the plagal cadence of Amen, an appropriate symbol for the 

movement’s tenor. It also serves a kind of musical pun, as the quote itself is set in the 

sub-dominant of its original. On the larger trajectory, the tritone relationship of the 

insistent F sharp klangfarbenmelodie that opens the Dies iræ, to the C Major that ends the 

work, also acts as a dominant that is finally resolved.     
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                           Figure 70. Ives quote in Kyrie                                                                                      
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Figure 70. Ives quote in Kyrie (cont’d.) 
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Another resolution occurs in the rising minor ninth. This interval is heard again in 

the second presentation of the Kyrie chorale theme, sung by the solo soprano on the text 

“The world beyond bird, mountain, sunset.”  As observed in Figure 71, the urgency and 

unresolved aspect of this interval’s prior presentation in the Libera me—“Deliver me 

Lord, from eternal death,”—is resolved by a half step in the soprano’s line in the Kyrie. 

This matches the import of the text and the dramatic bearing of the movement (see Figure 

72).  

 

Figure 71. Soprano solo with rising minor ninths in Absolution and Buria 

               

         Figure 72. Resolution of rising minor ninth in soprano solo in the Kyrie  
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          Figure 72. Resolution of rising minor ninth in soprano solo in the Kyrie (cont’d.) 

 

Note that to fit the musical line, it was necessary to alter the text of the Milosz poem, 

changing  “The other side, beyond bird, mountain, sunset.” to “[t]he world beyond bird, 

mountain, sunset.”   

Further resolution is present in the return of the Requiem quotes from the Introit. 

Sung by the full choir after the second presentation of the Kyrie, the first two lines of the 

Latin Introit return.  In its prior presentation in the Introit, as shown below in Figure 73, 

both phrases end in an harmonic augmented octave—or minor ninth—between the bass 

and alto parts in the choir.     
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             Figure 73. Harmonic minor ninth (as augmented octave) in Introit 

 

 

As can be observed in Figure 74, this dissonance is resolved, now ending in a major tenth 

between the bass and tenor parts of the choir. 
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                            Figure 74. Resolution of Minor Ninth in Kyrie 

 

In the smaller dimensions within the movements, the opening phrase of the Agnus Dei is 

more ambiguous. In its first setting, the Agnus Dei is resolved by the chimes (see Figure 

75). 
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                                            Figure 75. First phrase of Agnus Dei 

 

Towards the end of the Kyrie, the line is consonant, and the former resolution, now in the 

glockenspiel is a dissonant, pointed reference to the focus and heart of the themes in the 

Agnus Dei (see Figure 76). 
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                    Figure 76. Choral theme from Agnus Dei, as heard at end of Kyrie 

 

As the work continues towards its conclusion, the haunting descending ninth of 

the English Horn is resolved by the trumpet in measure 993 as observed in Figure 77. 

Starting in measure 996, the timpani solo as shown in Figure 78, is from the Agnus Dei 
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and returns over the backdrop of a recitation of the victims names, as the orchestra 

moves through the harmonic progression of bVI to i to I.   

      

            Figure 77. Descending minor ninth in English horn, resolved by trumpet 

 

            

                                    Figure 78. Timpani solo at end of the Kyrie 
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The names are passed from chorus member to chorus member and from orchestra 

member to orchestra member to reinforce the intimacy and solitary nature of the 

experience. Symbolizing that we are alone as we pass from this life into the unknown, the 

final E natural of C major tonality is held by solo violin to end the work. 
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CHAPTER 7 

THE SANCTITY OF LIFE 

 

 Kenneth N. Waltz in Man, the State and War, a theoretical analysis, remarks that 

“Peace, it is often said, is the problem of the twentieth century” (p. 11). Yet philosophers, 

political scientists and politicians for thousands of years, including Thucydides, Plato, 

Aristophanes, Kant, Machiavelli, Hobbes, Rousseau, Alexander Hamilton, Woodrow 

Wilson, Gandhi, Martin Luther King to Dwight D. Eisenhower and many others, all have 

had varying prescriptions as to how to achieve a more peaceful, non-violent world.  For 

most, it is or was felt that, “men must be changed, whether in their moral-intellectual 

outlook, or in their psychic-social behavior” (Waltz, p. 18). The Mass for a Time of War 

is not an attempt to shed any light on a problem as old as history itself. It is not meant as 

a declaration of political sentiments. Yet the list of the influences that governed this 

Requiem Mass, from plainchant, Haydn, Liszt, Messiaen, Webern, Ives, and Schoenberg 

to the texts of Homer, Emily Dickinson, Rainer Maria Rilke, Czeslaw Milosz as well as 

journalists of the twenty-first century, mirrors in scope, this survey of brilliant minds 

mentioned above and their analyses in trying to reckon with the issues surrounding war 

and aggression. Instead, the impetus for the Mass for a Time of War is driven by the need 

to delve into the emotional terrain of these tough, agonizing dilemmas that humankind 

has wrangled and grappled with since before the printed word. 

Choices of texts and musical impulses, both in their direct quotes and indirect 

influences are not arbitrary, not reasons in themselves, a formation or imitation of any 

musical style. Rather, they are meant to draw deep resonances to the past and place them 
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in varied expressive images while it takes the listener on a journey. A journey from 

the anger of Achilles, his questioning of war, from the despair of death in war, through 

the odd, contradictory thoughts and musings of the soldiers themselves, the questioning 

of faith itself and to the demoralizing and dreadfulness of the effect of war. The sanctity 

of life stands midpoint; a beacon of hope for the solace and need for redemption that ends 

the work, as we consider how our humanness fits into this most difficult of human 

exploits, that somehow we have not yet found a way to escape. 
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APPENDIX A 
 

TEXTS AND TRANSLATIONS 
 

 

Please note: pronunciation guides for the Ancient Greek transliterations and the Arabic 

names are inserted at the back of the full orchestral score of Mass for a Time of War. 

 

1. from The Iliad, Homer: Book One, The Rage of Achilles 

 

a. Ancient Greek: 

µῆνιν ἄειδε θεὰ Πηληϊάδεω Ἀχιλῆος 
οὐλοµένην, ἣ µυρί᾽ Ἀχαιοῖς ἄλγε᾽ ἔθηκε, 
πολλὰς δ᾽ ἰφθίµους ψυχὰς Ἄϊδι προΐαψεν 

ἡρώων, . . .  

τίς τ᾽ ἄρ σφωε θεῶν ἔριδι ξυνέηκε µάχεσθαι; 

b. Transliteration by Susannah Brower, University of Toronto. 
 

Menin aeide, thea, Peleïadeo Achileos 
oulomenen, he muri’ Achaiois alge’ etheke, 
pollas d’iphthimous psuchas Aïdi proïapsen heröon, … 

 
Tis t’ ar sphoe theon eridi xuneëke machesthai? 

 
c. Translation by Robert Fagels: 

Rage—Goddess, sing the rage of Peleus’ son Achilles, 
murderous, doomed, that cost the Achaeans countless losses, 
hurling down to the House of Death so many sturdy souls,… 

 
 

What god drove them to fight with such a fury? 
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2. Czeslaw Milosz Meaning, from Provinces: Poems 1987-1991 
 

—When I die, I will see the lining of the world. 
The other side, beyond bird, mountain, sunset. 
The true meaning, ready to be decoded. 
What never added up will add up, 
What was incomprehensible will be comprehended. 
 
—And if there is no lining to the world? 
If a thrush on a branch is not a sigh, 
But just a thrush on the branch? If night and day 
Make no sense following each other? 
And on this earth there is nothing except this earth? 
 
—Even if that is so, there will remain 
A word wakened by lips that perish, 
A tireless messenger who runs and runs 
Through interstellar fields, through the revolving galaxies, 

And calls out, protests, screams. 
 

 

 

2. excerpts from Rainer Maria Rilke’s The Ninth Duino Elegy, translated by Stephen 

Mitchell (1989) 

 

. . .  why then  
have to be human—and, escaping from fate 
keep longing for fate? . . . 

 
….because truly being here is so much; because everything here  
apparently needs us, this fleeting world which in some strange way 
keeps calling to us. Us, the most fleeing of all 

      Once, for each thing. Just once; no more. And we too, 
Just once. And never again.” But to have been 
this once, completely, even if only once; 
to have been at one with the earth, seems beyond undoing. 
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3. Complete poem 

 The Ninth Elegy 
 
 Why, if this interval of being can be spent serenely 
 in the form of a laurel, slightly darker than all 
 other green, with tiny waves on the edges 

of every leaf (like the smile of a breeze)—: why then 
have to be human—and, escaping from fate 
keep longing for fate? . . .  
 
    Oh, not because happiness exists, 
that too-hasty profit snatched from approaching loss. 

Not out of curiosity, not as practice for the heart, which would exist in the 
laurel too. . . . . .  

 
But because truly being here is so much; because everything here  
apparently needs us, this fleeting world which in some strange way 
keeps calling to us. Us, the most fleeing of all 

      Once, for each thing. Just once; no more. And we too, 
Just once. And never again.” But to have been 
this once, completely, even if only once; 
to have been at one with the earth, seems beyond undoing. 
 
And so we keep pressing on, trying to achieve it, 
trying to hold it firmly in out simple hands. 
in our overcrowded gaze, in our speechless heart. 
Trying to become it.—Whom can we give it to? We would 
hold on to it all forever . . . Ah , but what can we take along 
into that other realm? Not the art of looking, 
which is learned so slowly, and nothing that happened here. Nothing. 
The sufferings, then. And, above all, the heaviness, 
and the long experience of love,— just what is wholly 
unsayable. But later, among the stars, 
what good is it—they are better as they are: unsayable. 
For when the traveler returns from the mountain-slopes inot the valleys 
he brings, not a handful of earth, unsayable to others, but instead 
some word he has gained, some pure word, the yellow and the blue 
gentian. Perhaps we are here in order to say: house, 
bridge, fountain, gate, pitcher, fruit-tree, window— 
at most column, tower. . . . But to say them, you must understand, 
oh to say them more intensely than the Things themselves 
ever dreamed of existing. Isn’t the secret intent 
of this taciturn earth, when it forces lovers together, 
that inside their boundless emotion all things may shudder with joy? 
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Threshold: what it means for two lovers 
To be wearing down, imperceptibly, the ancient threshold of their door— 
They too, after the many who came before them 
And before those, to come. . . . , lightly. 
 
Here  is there time for the sayable, here is its homeland. 
Speak and bear witness. More than ever 
The Things that we might experience are vanishing, for 
What crowds them out and replaces them is an imageless act. 
An act under a shell, which easily cracks open as soon as 
The business inside outgrows it and seeks new limits. 
Between the hammers our heart 
Endures, just as the tongue does  
Between the teeth and, despite that, still is able to praise. 
 
Praise this world to the angel, not the unsayable one,  
you can’t impress him glorious emotion; in the universe 
where he feels more powerfully, you are a novice. So show him  
something simple which, formed over generation, 
lives as our own, near our hand and within our gaze. 
Tell him of Things. He will stand astonished; as you stood 
by the rope-maker in Rome or the potter along the Nile. 
Show him how happy a Thing can be, how innocent and ours, 
how even lamenting grief purely decides to take form,  
serves as a Thing, or dies into a Thing—, and blissfully 
escapes far beyond the violin.—And these Things, 
which live by perishing, know you are praising them; transient, 
they look to us for deliverance: us, the most transient of all. 
They want us to change them, utterly, in our invisible heart. 
within—oh endlessly—within us! Whoever we may be at last. 
 
Earth, isn’t this what you want: to arise within us, 
invisible? Isn’t it your dream 
to be wholly invisible someday?—O Earth: invisible! 
What, is not transformation,  is your urgent command? 
Earth, my dearest, I will. Oh believe me, you no longer 
need your springtimes to win me over—one of them,  
ah, even one is already too much for my blood. 
Unspeakably I have belonged to you, from the first. 
You were always right, and your holiest inspiration 
is our intimate companion, Death. 
 
Look, I am living. On what? Neither childhood nor future 
Grows any smaller . . . . . Superabundant being 
Wells up in my heart. 
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4.  from The Forever War, by Dexter Filkins: 

Oh God, creator of all things in the world, . . . please bind up my wounds. 
From a handwritten note on a small piece of paper blowing in the breeze found by 
the Filkins] . . .  

 
It’s a little sobering . . . when you’re training for this, you joke about it, you can’t 
wait for the real thing.  Then when you see it, when you see the real thing, you 
never want to see it again. [Uttered by a marine Captain, overheard by Filkins] 
(p. 93) 

 
5. Dexter Filkins, The Shrine Down the Hall. The New York Times Magazine, (March 
2010):  

. . . you feel as if you are in possession of a terrible secret, he's there on the 
ground, alive only a minute ago . . . you think about how . . . the word . . . will 
travel; . . . how it will . . . move across the ocean . . . and into the town where he 
lives, . . . and into the houses and hearts of the people who love him most in the 
world. (p. 35) 

6. The Red Badge of Courage, by Stephen Crane (1895/1983): 

He had read of marches, sieges, conflicts, and he had longed to see it all. His busy 
mind had drawn for him large pictures extravagant in color, lurid with breathless 
deeds. (p. 5) 

 
I've knet yeh eight pair of socks, Henry, and I've put in all yer best shirts, because 
I want my boy to be jest as warm and comf'able as anybody in the army. 
Whenever they get holes in 'em, I want yeh to send 'em right-away back to me, 
so's I kin dern 'em. (p. 7) 

 
7. Mourning Becomes Electra, by Eugene O’Neill (1954) 
 

Death was so common it didn't mean anything. That freed me to think of life. 
Queer isn't it? Death made me think of life (p. 308).  

 
8. George Packer, The Home Front. The New Yorker, (2005, July 4)  
 

Why did we go . . . ? What justifies our remaining? . . . lives have been lost, . . . 
precious lives, for what? Can something be achieved that is worthy of the 
sacrifice? . . . And how much more sacrifice can be justified? . . . And most of the 
time none of this matters to me. I want my son. My son. (p. 52)   
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8. Emily Dickinson, LXXVI 
 
Great streets of silence led away 
To neighborhoods of pause; 
Here was no notice, no dissent, 
No universe, no laws. 

 
By clocks 't was morning, and for night 
The bells at distance called; 
But epoch had no basis here, 
For period exhaled. 

 
9. All Quiet on the Western Front, Erich Maria Remarcque. Translated by A.W. Green 
(1958) 
 

The evening benediction begins. Night comes, out of craters rise the mists . . .  
(p. 118) . . . The white vapour creeps painfully round before it ventures to steal 
away over the edge. (p. 119) . . .  

 
Then long streaks stretch from crater to crater. (p. 119) 

 
I dare not look again at the dark figure in the shell hole. The bullets hiss, they 
make a steel net, never ceasing, never ceasing. . . .  
Then I notice my bloody hand and suddenly feel nauseated. (p. 217) 

 
The silence spreads . . . I did not want to kill you . . . Forgive me . . . We always 
see it too late. . . . Why do they never tell us that you are poor devils like us, that 
your mothers are just as anxious as ours, . . . and that we have the same fear of 
death, and the same dying and the same agony. (p. 223) 
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10. MASS FOR THE DEAD 
 
INTRIOT  
 
Requiem æternam dona eis, Domine;   
et lux perpetuam luceat eis.   
 
Te decet hymnus, Deus, in Sion,   
et tibi reddetur votum in Ierusalem.   
Exaudi orationem meam;   
ad te omnis caro veniet. 
 
Requiem æternam dona eis, Domine;   
et lux perpetuam luceat eis.   
Kyrie eleison.   
Christe eleison. 
 
 

Rest eternal grant them, O Lord;   
and let light perpetual shine upon them.   
 
A hymn befits Thee, O God, in Zion;   
and to Thee shall be paid a vow in 
Jerusalem. Hear my prayer,   
to Thee all flesh shall come. 
 
Rest eternal grant them, O Lord;   
and let light perpetual shine upon them.   
Lord, have mercy upon us.   
Christ, have mercy upon us. 

 
 

 
ABSOLUTION AND BURIAL 
 
Liberame, Domine, de morte æterna in die  
illa tremenda, quando cæli movendi sunt et 
terra; Dum veneris judicare sæculum per 
ignem.  
 
Tremens factus sum ego, et timeo, dum 
discussioenerit atque ventura ira.  
 
 
Dies iræ, dies illa, calamitatis et miseriae, 
dies magna et amara valde. 
 
Requiem æternam dona eis, Domine;   
et lux perpetua luceat eis. 
 

Deliver me, O Lord, from everlasting death 
on that dread day, when the heavens and 
earth shall quake; when Thou shalt come to 
judge the world by fire. 
 
I am seized with trembling and I am afraid, 
until the day of reckoning shall arrive and 
the wrath to come.  
 
That day, a day of wrath, calamity and 
misery, the great day and most bitter.  
 
Rest eternal grant them, O Lord;    
and let light perpetual shine upon them. 
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AGNUS DEI 
 
 
 

 
 
 
 

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

Let eternal light shine upon them, O 
Lord, with Thy saints  
forever, for Thou art merciful.  
 
Rest eternal grant them, O Lord;   
and let light perpetual shine upon them. 

 
 

SANCTUS 
 
Sanctus, sanctus, sanctus,   
Dominus Deus Sabaoth,   
pleni sunt cæli et terra gloria tua.   
Hosanna in excelsis.  
 
Benedictus qui venit in nomine Domine.   
Hosanna in excelsis. 
 
 
 

Holy, holy, holy,   
Lord God of Sabaoth,   
heaven and earth are full of Thy glory.   
Hosanna in the highest.  
 
Blessed is he who cometh in the name of 
the Lord.   
Hosanna in the highest. 
 

 
 

CREDO 
 
Credo in unum Deum;  
Patrem omnipotentem,  
factorem cæli et terrae,  
visibilium omnium et invisibilium. 
 

I believe in one God;  
the Father almighty,  
maker of heaven and earth,  
and of all things visible and invisible. 
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DIES IRÆ 
 
 
Dies irae, dies illa    
solvet sæclum in favilla, 
teste David cum Sibylla.  
 
Quantus tremor est futurus,    
quando iudex est venturus,    
cuncta stricte discussurus?  
 
Tuba mirum spargens sonum,    
per sepulchra regionum,   
coget omnes ante thronum.  
 
Mors stupebit et natura,   
cum resurget creatura,   
iudicanti responsura.  
 
Liber scriptus proferetur   
in quo totum continetur,   
unde mundus iudicetur.  
 
Judex ergo cum sedebit,    
quidquid latet, apparebit;   
nil inultum remanebit.  
 
 
Quid sum miser tunc dicturus?   
Quem patronum rogaturus,    
cum vix iustus sit securus? 
 

 
A day of wrath; that day, it will dissolve the 
world into glowing ashes, as attested by 
David together with the Sibyl. 
 
What trembling will there be, when the 
Judge shall come  to examine everything in 
strict justice.  

The trumpet's wondrous call sounding 
abroad in tombs throughout the world shall 
drive everybody forward to the throne.  

Death and nature shall stand amazed when 
creation rises again to give answer to its 
Judge.  
 
A written book will be brought forth  in 
which everything is contained from which 
the world shall be judged.  

So when the Judge is seated, whatever is 
hidden will be made known: nothing shall 
go unpunished.  

What shall I, wretch, say at that time?   
What advocate shall I entreat (to plead for 
me) when scarcely the righteous shall be 
safe from damnation?   
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Rex tremendae maiestatis,    
qui salvandos salvas gratis,   
salva me, fons pietatis.  
 
Recordare, Jesu pie,  
quod sum causa tuae viae:    
ne me perdas illa die.  
 
Quærens me, sedisti lassus: 
Redemisti Crucem passus: 
Tantus labor non sit cassus. 
 
 
Juste iudex ultionis, 
Donum fac remissionis 
Ante diem rationis. 
 
Ingemisco, tamquam reus: 
Culpa rubet vultus meus: 
Supplicanti parce, Deus. 
 
Qui Mariam absolvisti, 
Et latronem exaudisti, 
Mihi quoque spem dedisti. 
 
Preces meæ non sunt dignæ: 
Sed tu bonus fac benigne 
Ne perenni cremer igne. 
 
Inter oves locum præsta, 
Et ab hædis me sequestra, 
Statuens in parte dextra. 
 
Confutatis maledictis, 
Flammis acribus addictis: 
Voca me cum benedictis. 
 
Lacrimosa dies illa, 
qua resurget ex favilla 
iudicandus homo reus. 
Huic ergo parce, Deus: 
Pie Iesu Domine, 
dona eis requiem. 
 
 

King of awesome majesty, who to grants 
salvation to those that are to be saved, save 
me, o fount of Pity.  

Remember, dear Jesus, that I am the reason 
for Thy journey (into this world):  do not 
cast me away on that day. 

Seeking me, Thou didst sit down weary,  
Thou didst redeem me, suffering the death 
on the Cross: let not such toil have been in 
vain.  

Just Judge of vengeance, grant me the gift of 
pardon before the day of reckoning.  

I groan like one condemned: my face 
blushes for my sins: spare a supplicant, O 
God.  

Thou who didst absolve Mary (Magdalen),  
and heard the robber, hast given me hope as 
well.  

My prayers are not worthy: but Thou, of 
Thy goodness, deal generously (with me),  
 that I burn not in the everlasting flame. 

Give me a place among the sheep, and 
separate me from the goats, setting me on 
Thy right hand.  

When the accursed have been confounded  
and sentenced to acrid flames, call me along 
with the blessed.  

That day will be one of weeping on which 
shall rise again from the embers the guilty 
man, to be judged. Therefore spare him, O 
God.   Merciful Lord Jesus, grant them rest. 
Amen. 
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KYRIE 
 
 

 
 
 
 

Kyrie eleison; 
Christe eleison; 
 

Lord, have mercy upon us.   
Christ, have mercy upon us. 

 
 
A note on the spelling of cæli versus cœli.  There has been much discussion on the 

pronunciation (German verses ecclesiastical Latin) of cœli, traditionally used in Masses 

of the 18th and 19th century. Given this confusion, I have chosen to use the Latin spelling 

of cæli, which corresponds more closely with the ecclesiastical Latin pronunciation that 

is the protocol today. Cæli is the old Latin spelling and as is shown when used in the 

italicized version of this font, the 'ae' can look a lot like 'oe': æ vs. œ. In Italy during the 

Baroque era the different spellings were used with no consistent geographical preference.  

In early editions of the Ave Maris Stella from the Monteverdi Vespers used three 

different spellings Latin words with æ. 

 

For more information see: http://www.choralnet.org/view/220276 or: Jeffers, Ron. 

Translations and Annotations of Choral Repertoire; Volume I: Sacred Latin Texts. 

Oregon: Earthsongs, 1988. 
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APPENDIX B 
 

PERMISSIONS 
 
 
 

 
 

 
 
 

sLL/ STERLTNG LORD LtrERtSTtC, tNC.
65 Bleecker street ' New York, NY 10012 . (2tz) 780-6050 ' FAX (212) 780-6095

contract' "'.1[Y,.It3?13The undersigned requests a non-exclusive license to reprint:
Title: M ILOSZ/VARIOUS TITLES/ "Meaning"

By: Czeslaw Milosz

Please supply specific details of material desired, with pages, chapter heads, opening and
closing lines or any other information necessary to precisely identify the material.

Permission is gronted for use of the copyrighted materiol obove in the work descrted

below.

This material wil l  appear in a publication entit led:

Publication media: Performance and audio recording of performance

To be published by: HeidiJacob

In consideration of the permission granted herein, the undersigned agrees to print the
following copyright notice in each and every copy of the publication concerned, and to
guarantee in all cases that the owner's copyright will be carried on the copyright page or a
continuation thereof, or on the page on which the selection appears:

Reprinted by permission of SLL/Sterling Lord Literistic, Inc. Copyright by Czeslaw Milosz

The undersigned agrees to pay to the above firm, as agents for the author, the fee of USD

$200.00 on publication, or within 60 days from the date of this agreement, whichever is earlier.

{1) The rights granted herein apply solely to the publication in the English language in the
following territories: Nonexclusive United States & Canada

(2) The right to reprint the material described above shall apply only to the issue or edition
named in the application, but this permission shall  also extend to special edit ions of the
work produced solely for the use of the handicapped by approved non-profit

organizations and to revised editions where changes in contents do not exceed one-
fourth of the original text.

(3) When no original or licensed edition is in print or ten years after the date of original
publication, whichever is earlier, all rights granted herein shall revert automatically to

the author and permission is cancelled.
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Approved

SLL/Sterl ing Lord Literistic, Inc.

be used as the t i t le of the publication,

be given greater prominence than the

@'efu
Applicant 's signature

//o 9a-/e Eorr-no(<
Address

(4) No deletions from, additions to, or changes in the text may be made without the written
approvalof the above firm.

(5) The t i t le of the mater iaf  f  icensed herein shal l  not

nor shal l  the name of the author of such mater ial

name of any other author in the publ icat ion.

(6) The publication of the material in the form approved herein does not permit quotations
there from in any other work.

(7) This permission shall extend to sub-licensing, without charge, of publication or
transcription into a Braille or large-type edition for the visually handicapped, only if such
edition is neither sold nor rented for a fee.

(8) In the event payment is not made as specified, or in the event copyright and
acknowledgement notices are not printed as specified, then all rights herein granted
shall immediately terminate without further notice and without prejudice to any monies
that may be due the author under the terms hereof.

(9) Two copies of the work containing the above-licensed material will sent free of charge
to the above firm on publication date.

(10) Special  Arrangements:

,f*4//4mor! P s ncr/
CJ Hauser

Date ?  t t {  l lo Dare ln /c,, Jz, dn / o
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FW: Copyright (for music) pemrission Dexter Filkins/The Forever war

Subjecfi FW: Copyright (for music) permission Dexter Filkins/The Forever war
From : " Schwartz, Alison " <aschwartz@ icmtalent.corn>
Date: Wed, ?A Mar 2OI0 16:54: 16 -04O0
To: "'hjacob@haverford.edu"' <hjacob@haverford.edu>

Dear Heidi,

We received your request your desire to use the following text from TIIE FOREVER WAR by Dexter
Filkins in a Requiem Mass you are composing:

uOh God, creator of all things inthe world, please bind up mry wounds.'

"It's e little sober@...whenyou're training for this,you joke about it,you can't waitfor the real
thing.

Thenwhenyou see it,whenyou see the real thing,you never want to see it again."

Permission on a non-exclusive, non-cofilmercial basis is granted for this use. An audio recording for
archival, non-commercial purposes only is also permitted. This permission shall continue,arntil
December 3l,2OII.

In the event that you intend to extend performances past this date, commercially publish sheet music,
and/or sell or license copies of the recording, additional permission is required.

In the event that the Mass is performed, you will notify ICM and Mr. Filkins. We request one (1) copy
of the program and a gratis copy of a recording, if any, made of the Mass.

ICM requires that your program include the following credit:

From THE FORWER WAR by Dexter Filkins.
(c) 2MS by Dexter Fitkins
P ermission courtesy of International Creative Management.

Please confirm these terms by responding to this email.

Yours,
ALISON SCHWARTZ

Alison Schwartz Office of Amanda Urban
INTERNATIONAL CREATIVE MANAGEMENT
825 Eighth Avenue, New York, NY 1m19
t: 212556i939

Flom: Heidi Jacob [mailto:hjacob@haverford.edu]
Sent: Wednesday, March 24,241011:02 AM
To: Urban, Amanda
Subjecfi Copyright (for music) permission Dexter Filkinsffhe Forever war

Dear Ms. Urban,

Bette Graber from Random House suggested I contact you concerning permission to use several
lines from Dexter Filkins book, The Forever War in a Requiem Mass for choir and orchestra I am

lofT 3l25ll0 12:12 PM
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Hrverford College Mail - Fwd: Fw: Permissions request/ Rainer Maria Rilke Poetry - hjacob@haverford.edu L0l6lLA 7:17 PM

hjacob@haverford.edu I Fi-ewl-fsbrily*f nbsx?gt I Settings I Help I Sign put

$earch Mail Search the Web

S&rrt Page Mail galendar Dgeuments- S.ttes

Move to Labels More actions

Fwd: FW: Permissions requesU Rainer Maria Rilke Poetry rnbox x

hide detAils 12'.38 PM (6 hours ago)

permissions X

Reply

(-Newel t7 of 2648,2 Older-r

New.window

Print all

Q"ollapse alJ

Fqrwatd.pll.

Stephe* fifiitchell

hjacob@haverford.edu

Wed, Oct 6, 2A1A at 12:38 PM

Fwd: FW: Permissions requesU
Rainer Maria Rilke Poetry

Dear Ms. |acob,
You may use the excerpt free of charge.

Best wishes,
Stephen Mitchell

From: Heidi Jacob [mailto;hjacob@haverfard.edu]
Sent: Sunday, October 03, 2010 7:LZ PM
To: KnopfFilmRights
Subjectr Permissions requesV Rainer Maria Rilke Poetry

To the Permissions Department/Random House

I am seeking permission to use several lines from Stephen Mitchell's translation

of The l,{inth Elegy by Rainer Maria Rilke (from The selected Poetry of Rainer Maria

Rilke, copyright March 1989, Vintage International Edition/Random HouseA-lew York,

ISBM A-679-72201-7), for use in a Requiem Mass that I am composing in memory of

the victims of the lraqi war. The text will be both spoken and sung over a musical

texfure, as well as sung.

I would liketo use lines 1l through 17 from The l{inth Elegy of the Duino

Elegies, page 199. I am enclosing a PDF scan of the page in question that contains the

quotes I would like to use.

The composition will be both in print (presently self published, as I have no

commercial publisher fbr the work as yet) and sung in public performance. The

performance date or dates are not yet set. I hope to complete the work sometime in the

next 2-3 months with possible performances starling no earlier than this spring,20l1.

This section of the poem, along with additional texts, (the Catholic Liturgical Mass

Missa pro defunctis [Mass for the deceased] selected quotes from Homer's lliad and

quotes from Dexter Filkin's Fo,rever War) will be sung by the chorus (Soprano. Alto,

Tenor and Bass) as well as tenor and soprano soloists. There will be an orchestral

accompaniment.

It is important for me to be granted the permission to set the texts before I

complete the composilion, in order to not have to re-write the work in the event of a

refusal of permission to set any of the texts.

If granted permission, I would include credit to Random House in the program

and in the printed score in the manner set forJh by you and send copies of the progpam

and score to you for your file(s) if you wish. I also seek permission for an audio

recording (non-commercial) of the performance(s), and if granted permission to do so,

and would gladly send a gratis copy of the recording.

Please let me know if you have additional questions or if you would prefer a hard
copy of this letter sent through the mail. Thank you very much for your assistance in this matter.

Sincerely,

Search" add, or lnvite

Heidi Jacob

cdivizio

Nancy Merriam

Joshua Bucheister

kfeldman

Matthew da Silva

mferrara

Tian Hui Ng

Tom Lloyd

abr{ac@temple.edu

Amy Rouse

Options Add contact

http: / I mai l.goog le.com I a I haverford.ed u l#i n box I 12b8269 L7 38 5d c2 2 Page 1 of ?
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GEORGES BORCHARDT, INC.

136 East 5lh Street
New York, NY 10022

Apri l  15,2010

Heidi C. Jacob
Associate Professor of Music

Director, The Haverford BrynMawr College Orchestra

Director, Instrumental Studies
Haverford College
370 Lancaster Avenue
Haverford, Pennsylvania 19041 -1392

Dear Heidi,

This will confirm that we are granting you the non-exclusive right to use lines l-5 anaiine q

from Book One of Robert Fagles' translation of The lliadby Homer in a Requiem Mass, in

memory of victims of the war in Iraq, which will include additional texts and sung by a chorus

and soloists with an orchestra.

Robert Fagles will be credited as the translator in the printed score, as well as any material

accompanying a recording or performances, as follows: From Ifte.I/ladby Homer. translated by

Fasles. Conyright e Robert Faeles, 1990. affansement with Geo

Borchardt. Inc. on behalf of the Estate of Robert Fagles. All rights reserved.

You agree to send two copies of the score and any ptograms and press clippings for our files and

to forward to the Estate of Robert Fagles, as well as one copy of the recording.

A1l other rights not granted herein which exist or come into existence, including the copyright in

the translation, remain the property of the Estate of Robert Fagles.

It is understood that the recordings and initial performances of your composition will be

non-commercial.

These rights are granted free of charge. However, if you plan any other usage other than outlined

herein, you must contact Georges Borchardt, Inc., in writing.

Sincerely,

Kate Johnson

5{-{'-!'* 
*n'{*e

Heidi C. Jacob

,f**, t.6 F*-*
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