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Fauré – Requiem and other choral works   Gabriel Urbain Fauré (1845-1924) was the youngest of six children in an upper middleclass family. His special musical gifts were revealed at an early age, which led his father to request a scholarship from the ministry dealing with religious matters for his son to attend the Ecole de musique classique et religieuse. This was also known as the Ecole Niedermeyer, named after its founder and principal. The nine-year-old boy was admitted in 1854. Following 11 years of study with teachers including Saint-Saëns, who was still young at the time, he graduated from the Niedermeyer School in 1865, with the composition Cantique de Jean Racine, Op. 11 for choir and piano, dating from 1864. Immediately following his studies, Fauré was appointed organist of the Saint-Saveur in Rennes. One year later, the dedication of the new organ of this church was celebrated with a performance of his Cantique de Jean Racine in a version for harmonium and string quintet. Many years later, in 1905, Fauré arranged his Cantique for a larger orchestra. He remained devoted to this early work for more than forty years, and justly so. The reason for its reputation becomes apparent immediately upon first hearing: both Racine’s text and Fauré’s music are simple and noble, with the secular song and the religious motet combined beautifully, as in many of the composer’s vocal works. Throughout his entire life, Fauré set great store by exalted and noble simplicity in his practical approach to music: both as organist in Rennes and Paris – where he received his appointment at in the Saint-Sulpice in 1871 and at the Madeleine in 1877 – and as a teacher (mainly at the Conservatoire, where he taught composition from 1896 onwards, and was principal from 1905 to 1920). His most famous pupil there was Maurice Ravel, with whom he shared a great enthusiasm for the elegant and polished virtuosity of SaintSaëns’ music. And with his friend and colleague of many years, Saint-Saëns, he shared not only a love of Wagner’s operas, but also the role of pioneer in propagating a typically French style of music. This resulted in 1871 in his founding of the Société Nationale de Musique, together with composers such as César Franck, Jules Massenet and Henri Duparc. Even more than Franck, Saint-Saëns or even Debussy, Fauré’s



music is representative of the culture of France: apparent simplicity and a strict, clear design result in a predominantly restrained and suppressed passion and elegant melancholy. This is equally valid with regard to both Fauré’s piano works and chambermusic compositions (such as his sonatas for violin and cello, his piano quartets and piano quintets), and to his liturgical and religious music, which he wrote as a matter of course during his career as organist. Fauré’s best-known religious composition is his Requiem, Op. 48, on which he began work during the course of 1886. During his years at the Madeleine, he also wrote many shorter works to be performed during the service: such as the Tantum ergo, Op. 55 for soprano or tenor solo and choir, with accompanying harp, organ and double-basses, which dates from 1890; and the Ave verum, Op. 65:1 for two female voices or a choir consisting of sopranos and altos with organ, dating from 1894. The latter work was specially orchestrated by Leo Samama for this SA-CD. The simplicity in both short works is also characteristic of large parts of the Requiem. Apparently, Fauré began writing the first sketches for a requiem shortly after the death of his father in 1885. However, it was not until January 16, 1888 that a first version of the work was performed at the Madeleine, a few weeks after the death of his mother. The Requiem consisted at the time of five parts (“Introït et Kyrie”, “Sanctus”, “Pie Jesu”, “Agnus Dei”, and “In Paradisum”). It was scored for male choir, solo soprano, a small string orchestra (without violins), harp, timpani, organ, and a solo violin in the Sanctus. The following year, in 1889, Fauré added two more sections to the Requiem: the “Offertoire” and “Libera me”, which he had written back in 1877 for baritone and organ. He then orchestrated the composition and added a mixed choir. In 1893, this longer version was given its première at the Madeleine, on which occasion the orchestra was also expanded by means of horns, trumpets and trombones. Seven years later, the version for symphony orchestra was performed at the Trocadéro. Fauré had prepared this at the request of his publisher – however, it is generally accepted that this task was carried out by one of his pupils. This is the most suitable version for the concert hall, whereas the 1893 version is preferable for performance in church.



Comparing Fauré’s Requiem to other requiems from the same period, it becomes apparent that Fauré was not particularly interested in a dramatic or theatrical vision of death, as provided, for example, by Verdi in the “Dies Irae” and “Rex tremendae” in his Requiem: neither is the lamentation of a “Lacrymosa” to be heard. Fauré considered death more of a happy occasion, a journey to everlasting bliss. He shares his cheerful, serious, yet equally heartrending approach to death with another contemporary, namely Brahms in his Deutsches Requiem. Therefore, Fauré avoided composing a “Dies Irae” and only his “Libera me” makes a short reference to the Day of Judgement. The entire Requiem possesses an unusual, indeed almost unearthly lightness and modesty. Throughout almost the entire work, the music is marked as mezzoforte or softer, with the exception of the “Libera me”. For Fauré, the extreme confidence in the eternal rest of death is the pivotal point. As he wrote to his colleague, Eugène Ysaÿe, in 1900: “The [Requiem] is of as gentle a character as I am myself.” As one of the most important French song composers, Fauré naturally also wrote a number of secular choral works, of which Les Djinns, Op. 12 is the most surprising. The work dates from 1876. It was Saint-Saëns who pointed out to Fauré the original poem by Victor Hugo (1802-1885) from his collection Les orientales (1828). Here, both poetically and graphically, Hugo follows the augmentation and decline of the action by extending and shortening the lines during each verse, which leads to a type of crescendo and diminuendo. This effect is recreated in masterly fashion by Fauré in his composition. The composer wrote his Madrigal, Op. 35, in 1883, and dedicated the chorus to his colleague, André Messager. The text by Armand Silvestre (1837-1901), taken from Les chansons des heures, poésies nouvelles (1878), is a somewhat ironic commentary on love. The atmosphere – as in a number of works by Fauré – is rather like a reverie of bygone times. Similarly, his Pavane, Op. 50, from 1888 is a type of reverie. This composition is best known in its original orchestral version dating from 1887. However, a friend of the composer, the Countess Greffuhle, advised him to add a libretto to the work, suggesting a text by



Count Robert de Montesquiou (1855-1921). This situated the Pavane more clearly as a courtly dance in a symbolic framework of ‘bygone times’, and as such, it was even performed with dancers in the Bois de Boulogne in 1891. Leo Samama, 2005 English translation: Fiona J. Stroker-Gale



Limburg Symphony Orchestra   The Limburg Symphony Orchestra (= orig. Limburgs Symphonie Orkest) was originally called the Maastrichts Stedelijk Orkest, which was founded in 1883, making it one of the oldest professional symphony orchestras in the Netherlands. As of 1955, it has been called the Limburg Symphony Orchestra. Since August 2001, Ed Spanjaard has been Chief Conductor and Artistic Advisor of the LSO. He conducts the orchestra in a highly diversified repertoire, ranging from Baroque to contemporary music. Theodora Geraets and Gil Sharon are the leaders of the LSO. With over 100 concerts per year, the orchestra has carved out its own niche in the rich cultural life of Limburg: it supplies a complete symphonic repertoire, and an important part of its work includes providing the accompaniment to music-dramatic productions (Opera Zuid) and choirs, as well as offering a highly varied educational programme. Outside the Netherlands, the LSO performs regularly in Belgium and Germany. In July 1998, the orchestra completed a successful tour of Japan. In association with various other organizations, the LSO has begun to organize an increasing amount of special productions and cross-over projects. These include, for instance, projects in collaboration with Belgian Limburg; the Brand - Carnival concerts; special concerts for schools, families and young people; the “wensconcerten” (= concerts where programmes are compiled at request); the “componistendagen” (= composers’ days) in association with the Theater aan het Vrijthof in Maastricht; participation in the Musica Sacra festival; the Nederlandse Dansdagen (= Dutch Dancing Days); and tours with well-known singers, such as the Dutch singer Boudewijn de Groot.



The LSO is strongly supported by the association “Vrienden van het LSO” (= Friends of the LSO). This association consists of over 4,000 members and aims to stimulate contact between the LSO and its audiences. The Limburg Symphony Orchestra is subsidized by the Dutch ministry of education, cultural affairs and science, the province of Limburg and the city of Maastricht. The LSO also maintains a good relationship with a large number of sponsors, making it possible to develop special projects. For more information: www.lso.nl English translation: Fiona J. Stroker-Gale



Nederlands Kamerkoor   The Nederlands Kamerkoor’s repertoire consists primarily of works for a cappella choir, from early medieval to contemporary music. The conductor Stephen Layton, a native of Great Britain, was appointed chief conductor of the Nederlands Kamerkoor beginning 2002. The Belgian early music specialist Paul Van Nevel is the principal guest conductor. Other conductors making regular guest appearances include the doyen of choral music, the Swedish conductor Eric Ericson, the Estonian Tonu Kaljuste, the German Uwe Gronostay, the Dutch conductor Ed Spanjaard and the Dane Bo Holten.   Each season the Nederlands Kamerkoor offers its own a cappella concert series in ten cities across the Netherlands. In addition the choir frequently appears in other venues, both in the Netherlands and abroad. In recent years the ensemble has performed in Europe, Israel, Japan, Singapore and the United States.   The Nederlands Kamerkoor also regularly joins forces with a variety of instrumental ensembles, such as the Schoenberg Ensemble under conductor Reinbert de Leeuw and the Orchestra of the 18th Century under Frans Brüggen. Established orchestras with which the Nederlands Kamerkoor frequently collaborates include the Royal Concertgebouw Orchestra, the Netherlands Radio Chamber Orchestra and the Rotterdam Philharmonic Orchestra.   While most symphony orchestras are autonomous organizations, this is generally not the case with professional choirs, which are usually linked to an opera house or a radio broadcasting company. The Nederlands Kamerkoor is unique in this regard, being an autonomous and full-time vocal ensemble enjoying full financial support of the Dutch government. Founded in 1937, the choir consists of 26 singers, who, in addition to being accomplished soloists, give particular priority to ensemble singing and the performance of a cappella repertoire. The Nederlands Kamerkoor discography includes over 60 compact discs, with repertoire ranging from early music to contemporary compositions For more information: www.nederlandskamerkoor.nl



Christiane Oelze   My voice is my boss! A voice who decides what to do ? Yes ! It is sometimes not easy to live with her, as a partner, although I couldn’t imagine a life without her. The sounds of my soul are passed through my voice with words of poetry and drama to my audience. She makes my soul audible because everything that touches me as a singer I can impart with my voice. In one aspect many emotions are expressed through the poetry of my song. Moreover, in a opera role I portray a character with such authentisity and convincing theatrical brillance that the audience completely believe they have seen, listen to and even known the character before. For me singing is an expression of all human happiness and suffering – whether it be blues, chanson, song or aria. In conversation with my voice she communicates to me how she feels and that she needs to rest from time to time – and I must show consideration for her needs. Nevertheless, she simultaneously reveals her curiosity for music together with sensitive pianists, outstanding ensembles and orchestras with their conductors. And if you were to ask if my voice is my boss then of course, the answer would be: Yes!”



Harry Peeters The Dutch bass Harry Peeters studied voice at the conservatoires in Maastricht and Vienna. In 1983, while still only 23 years old, he won first prize at the International Belvedere Competition in Vienna, as well as the Verdi Prize, the Publikumspreis (audience award) and the Opernwelt-Preis: immediately afterwards, he was invited to join the Vienna Volksoper. In 1985, he made his début at the Bregenz Festival in a new production (Jerome Savary) of Mozart’s Die Zauberflöte. He had a major success stepping in



at short notice to replace Cesare Siepi. That year, he also took on the bass role in a performance of Verdi’s Requiem during the Vienna Festival, with colleagues Katia Ricciarelli, Elena Obraszova and Luis Lima, under conductor Gianandrea Gavazzeni. New invitations soon followed to perform at the Vienna Musikverein and the Konzerthaus, where his appearances included roles in Mozart’s Requiem and also in Franz von Suppé’s Requiem. In the latter hall, he later joined Katia Ricciarelli and Jose Carreras in a performance of Donizetti’s Poliuto. At the end of 1985, the Paris Opera invited Harry Peeters to sing in a number of performances of Rossini’s L’assedio di Corinto. During the 1986 Salzburg Festival, he joined Dietrich Fischer-Dieskau, Christa Ludwig and Peter Schreier in a concertante performance of Frank Martin’s Golgotha. At the end of the 1988/89 season, he received a permanent appointment at the Deutsche Oper am Rhein in Dusseldorf, where he is still regularly invited for guest appearances. Further highlights in his career include: Beethoven’s Symphony No. 9 with Carlo Maria Giulini in Berlin, Wagner’s Das Rheingold with Giuseppe Sinopoli in Rome and with Edo de Waart at the Royal Concertgebouw, Amsterdam, and the role of Gurnemanz in Robert Wilson’s production of Wagner’s Parsifal at the Houston Grand Opera. He has appeared in several productions at the Grand Théâtre de Génève (including Verdi’s Simone Boccanegra, Monteverdi’s L’incoronazione di Poppea, and Offenbach’s Les contes d’Hoffmann). The Théâtre Châtelet invited him to Paris to sing in Offenbach’s Les contes d’Hoffmann. During the 1991 Salzburg Festival, he sang the bass role in Mozart’s Requiem and was immediately re-invited for 1992, when he performed in Janácek’s From the House of the Dead under Claudio Abbado, as well as in several concerts. In 1992, he joined Jessye Norman in Japan to sing in Oedipus Rex (concerts, CD and Video) under Seiji Ozawa. Following a production of Monteverdi’s L’incoronazione di Poppea (in which he sang Seneca) at the Schwetzinger Festival and Cologne Opera, he accepted a guest contract (1995-2000) at the Cologne Opera, where he sang the following roles: Escamillo (Bizet’s Carmen), Orest (Strauss’ Elektra), Sarastro (Mozart’s Die Zauberflõte), Ariodate (Handel’s Xerxes), and Prince Gremin (Tchaikovsky’s Eugen Onegin). In 1994, he recorded a CD with title theme “Tod, Auferstehung, Schicksal, Liebe” (= death, resurrection, destiny, love, with Lieder by Wolf, Rachmaninoff and Brahms). In



1995, performances included Rossini’s Il barbiere di Siviglia in Japan and Verdi’s Macbeth in Enschede (Holland). Under conductor John Eliot Gardiner, he performed Mozart’s Die Zauberflöte in Parma, Ferrara, Lisbon, London, Amsterdam and Ludwigsburg. In 2000, Harry Peeters performed in Strauss’ Salome in Berlin, and from April – June that year, in Janácek’s The Makropoulos Case in Cologne. In the summer of 2000, he was again invited to Seattle to sing in Wagner’s Die Walküre and Das Rheingold. In February 2001, he sang the role of Zaccaria in Verdi’s Nabucco in Rotterdam. That year, he was also invited to Tokio to sing Wotan in Wagner’s Rheingold. In summer 2002, he performed the role of chief of police in Peter Eötvos’ The Balcony at the Festival Aix-en-Provence. This production was staged again in Amsterdam in May/June 2003 and in Toulouse in January 2004. Furthermore, he sang the role of the Herald in Gluck’s Alceste at the Dresden Festival. In 2003, he performed in Zimmermann’s Die Soldaten and Mozart’s Die Zauberflöte in Amsterdam. He sang the role of Silvano in Cavalli’s Calisto in Luxembourg under Rene Jacobs and in January 2004 he performed in Puccini’s Gianni Schicchi. In 2004, he also sang the role of Don Pizarro in Beethoven’s Fidelio in Cologne. Future engagements include invitations to Toulouse, Paris, Barcelona, Amsterdam, Cologne, Enschede, Costa Rica, Seattle, Perth, Brussels, Antwerp and Luxembourg. English translation: Fiona J. Stroker-Gale



Ed Spanjaard Conductor Ed Spanjaard was born in Haarlem, and studied conducting and piano at the conservatoires in Amsterdam and London. He was assistant conductor to Bernard Haitink, Sir Georg Solti and Herbert von Karajan, and for some time also held permanent positions at the Glyndebourne Opera and the Royal Opera House, Covent Garden. Ed Spanjaard is a versatile conductor who is comfortable with the comprehensive classical concert repertoire, as well as with opera and contemporary repertoire (for instance, his work with the New Ensemble [= orig. Nieuw Ensemble]). In 2001 and 2003, Ed Spanjaard conducted the Royal Concertgebouw Orchestra, Amsterdam in a number of successful performances, and was re-invited to conduct this orchestra in future seasons.



Since September 2001, the Limburg Symphony Orchestra has enjoyed Ed Spanjaard’s inspiring leadership. Chief conductor Spanjaard has led the orchestra in many daring original programmes and exemplary performances. Works he has conducted with the Limburg Symphony Orchestra include: Debussy’s Pelléas et Mélisande; Poulenc’s La voix humaine and L’histoire de Babar; Shostakovich’s Symphony No. 14; Bach’s Matthäus Passion; and Mozart’s Piano Concerto No. 17 in G, K. 453, in which he also performed as soloist. Other works he has programmed and conducted include Sibelius’ Symphony No. 2; Beethoven’s Symphonies Nos. 6, 7, and 9, as well as his Missa solemnis; Szymanovsky’s Violin Concerto No. 1; Debussy’s La mer; Rachmaninoff’s Symphonic Dances; Stravinsky’s Petrouchka; Bruckner’s Symphonies Nos. 6 and 9; and Tchaikovsky’s Symphonies Nos. 5 and 6. The New Ensemble, famous for its many world premières, has been one of the leading contemporary music ensembles for many years now, under its permanent conductor Ed Spanjaard. Furthermore, Ed Spanjaard regularly conducts almost all Dutch orchestras, including the Rotterdam Philharmonic Orchestra, the Residentie Orchestra, the Radio Symphony Orchestra, the Radio Philharmonic Orchestra and the Orchestra of the East (= orig. Orkest van het Oosten). He has also been conductor of various foreign orchestras and ensembles, including the Staatskapelle Weimar, the Danish National Symphony Orchestra, the Ensemble Modern and the Klangforum Wien. His CDs with the Dutch Chamber Choir – with works by Rudolf Esscher and Ton de Leeuw – have twice received an Edison. The Dutch Chamber Choir is generally considered to be one of the best chamber choirs in Europe; furthermore, it is one of the few choirs that dedicates most of the year to a cappella music, ranging from the middle ages to the present day. To this end, the choir works with specialists such as Paul van Nevel, Reinbert de Leeuw, Marcus Creed, Tõnu Kaljuste, Stephen Layton and Ed Spanjaard. Under the latter conductor, the choir not only performed during the marriage ceremony of Princess Maxima and the Dutch Crown Prince Willem-Alexander, but also gave a number of successful Christmas concerts in Zagreb in December 2003. In 2005, Ed Spanjaard will tour the United States with the choir.



Ed Spanjaard has conducted a good many operas with various opera companies, such as the Dutch Opera (= orig. Nederlandse Opera ), l `Opera National de Lyon, the National Travelling Opera (= orig. Nationale Reisopera ) and Opera in Ahoy, performing works such as La traviata, Der Freischütz, Peter Grimes, and La bohème. In December 2003, he conducted Leós Janaçek’s Jenufa at Opera Zuid (= Opera South) with the Limburg Symphony Orchestra. In February/March 2004, he conducted Debussy’s Pelléas et Mélisande at the Opéra National de Lyon to great success, in a widely praised production by the renowned director Peter Stein, and in June 2005 he will again conduct Pelléas with the National Travelling Opera. He has conducted many interesting premières with a number of ensembles, such as the Ensemble Intercontemporain Paris, the Klangforum Wien and the Ensemble Modern from Germany. With the New Ensemble, of which he has been Chief Conductor since 1982, he has given concerts in Paris, Edinburgh and Berlin, among others. Premières he has given with this ensemble include the Chinese Chamber Opera’s production of Wolf Cub Village and Night Banquet by composer Guo Wenjing, The Death of Oedipus by Qu Xiaosong, a new production of Der Kaiser von Atlantis (= The Emperor of Atlantis) by Viktor Ullmann (1995), Robert Heppener’s Een ziel van hout (= A Wooden Soul; at the Holland Festival 1998) and Franco Donatoni’s Alfred Alfred. English translation: Fiona J. Stroker-Gale Biographien auf Deutsch und Französisch finden Sie auf unserer Webseite. Pour les versions allemande et française des biographies, veuillez consulter notre site. www.pentatonemusic.com



Fauré – Requiem und andere Chorwerke



  Gabriel Urbain Fauré (1845-1924) war das jüngste von sechs Kindern und wuchs in einer bürgerlichen Familie auf. Bereits im frühen Kindesalter zeigte sich seine außergewöhnliche musikalische Begabung. Deswegen beantragte sein Vater ein Stipendium für die École de musique classique et religieuse, auch bekannt als École Niedermeyer, benannt nach ihrem Gründer und Direktor. 1854 wurde der Neunjährige dort zugelassen. Elf Jahre später schloss er sein Studium bei Niedermeyer und dem jungen Saint-Saëns mit Cantique de Jean Racine op.11 für Chor und Klavier aus dem Jahr 1864 ab. Sofort nach Studienende erhielt Fauré eine Anstellung als Organist an Saint-Saveur in Rennes. Im Jahr darauf wurde die neue Orgel der Basilika mit Cantique de Jean Racine in einer Fassung für Hermonium und Streichquintett eingeweiht. 1905 setzte Fauré die Cantique schließlich für Orchester. So blieb er diesem Jugendwerk mehr als vierzig Jahre sehr verbunden. Und das zu Recht. Hier wird deutlich, worauf Faurés Ruf beruht: auf der Einfachheit und dem edlen Charakter, der sowohl den Racinschen Worte als auch der Fauréschen Musik innewohnt. Weltliches Lied und religiöse Motette bilden wie in vielen seiner Vokalwerke eine Einheit. Sein ganzes Leben lang sollte eine edle und gehobene Einfachheit hoch im kompositorischen Kurs des eher praktisch ausgerichteten Musikantentums Faurés stehen: als Organist in Rennes und in Paris, wo er ab 1871 an Saint-Sulpice und ab 1877 an der Madeleine angestellt war, aber auch als Pädagoge am Pariser Konservatorium, wo er seit 1896 Komposition lehrte und von 1905-1920 den Posten des Direktors innehatte. Sein bekanntester Schüler war Maurice Ravel, mit dem er die Leidenschaft für die elegante und oberflächenpolierte Virtuosität eines Saint-Saëns teilte. Mit diesem langjährigen Freund und Kollegen wiederum teilte er nicht nur die Liebe für die Opern Richard Wagners, sondern auch die Vorreiterrolle für eine durch und durch französische Musik, die sich schließlich in der Gründung der Société Nationale de Musique zusammen mit César Franck, Jules Massenet und Henri Duparc manifestierte. Stärker noch als Franck, Saint-Saëns oder gar Debussy stand die Musik eines Fauré sinnbildlich für die französische Kultur: scheinbare Einfachheit und eine strenge, klare Formgebung führen zu einer überwiegend zurückhaltenden und gezügelten Leidenschaft sowie eleganter Melancholie. Dies gilt sowohl für Klavierwerke, die Kammermusik mit



Violin- und Violoncello-Sonaten, Klavierquartetten und Klavierquintetten, ebenso wie für die liturgische und religiöse Musik, die Fauré zu seinen Zeiten als Organist mit großer Selbstverständlichkeit komponierte. Das bekannteste liturgische Werk aus Faurés Feder ist sein Requiem op. 48, das er im Laufe des Jahres 1886 zu komponieren begann. Während seiner Arbeit an der Madeleine komponierte er darüber hinaus zahlreiche andere kurze Werke für die Aufführung im Gottesdienst. Dazu zählen das Tantum ergo op. 55 für Sopran oder Tenor, Chor, Harfe, Orgel und Kontrabässe aus dem Jahr 1890 und das Ave verum op. 65, 1 für zwei Frauenstimmen oder Frauenchor und Orgel aus dem Jahr 1894. Das letztgenannte Werk wurde für diese SACD von Leo Samama instrumentiert. Die Einfachheit beider Werke kennzeichnet auch große Abschnitte des Requiems. Es scheint, dass Fauré kurz nach dem Tod seines Vaters im Jahre 1885 erste Teile der Totenmesse skizzierte. Nichtsdestoweniger wurde eine erste Fassung erst am 16. Januar 1888 in der Madeleine aufgeführt – einige Wochen nach dem Tod seiner Mutter. Das Requiem bestand aus fünf Teilen (Introït et Kyrie, Sanctus, Pie Jesu, Agnus Die und In Paradisum) und war wie folgt besetzt: Männerchor, Sopran-Solo, kleines Streichorchester (ohne Bratschen), Harfe, Pauken, Orgel und Violin-Solo im Sanctus. 1889 ergänzte Fauré das Werk um ein Offertoire und ein Libera me, das bereits 1877 für Bariton und Orgel entstanden war und nun orchestriert und um einen gemischten Chor erweitert wurde. 1893 wurde diese längere Fassung erstmals in der Madeleine aufgeführt und das Orchester gleichzeitig um Hörner, Trompeten und Posaunen aufgestockt. Sieben Jahre später fand im Trocadéro die Aufführung einer Fassung für Symphonieorchester statt, die Fauré auf Bitten seines Verlegers hatte anfertigen lassen (man nimmt an, dass einer seiner Schüler diese Aufgabe für ihn durchführte). Für den Konzertsaal ist diese Version am besten geeignet, für eine kirchliche Aufführung hingegen die Fassung von 1893. Wenn wir das Requiem von Fauré mit anderen Totenmessen in zeitlicher Nähe vergleichen, so fällt auf, dass Fauré kaum Interesse an einer dramatischen oder gar theatralischen Sicht auf den Tod hatte – wie sie Verdi im Dies irae und dem Rex tremendae in seinem Requiem einnahm. Auch der Klagegesang des Lacrymosa fehlt bei Fauré. Er betrachtete den Tod eher als ein frohes Ereignis, als eine Reise zur Glückseligkeit. Diese sicher frohsinnig-ernsthafte, aber ebenso schmerzliche



Annäherung an den Tod teilt Fauré mit einem anderen Zeitgenossen, nämlich mit Brahms in dessen Deutschem Requiem. Fauré vermied es auch, ein Dies irae zu komponieren, ausschließlich das Libera me verweist kurz und knapp auf den Tag des Jüngsten Gerichts. Weiterhin ist das ganze Requiem von einer ungewohnten, ja nahezu jenseitigen Leichtigkeit und Besinnlichkeit erfüllt. Mit Ausnahme des Libera me bleibt nahezu das ganze Werk in Lautstärkesphären, die über ein mezzoforte nicht hinausgehen. Bei Fauré dreht sich alles um das tiefe Vertrauen in die ewige Ruhe des Todes. „Das [Requiem] ist genauso sanftmütig wie ich selbst“, schrieb Fauré 1900 an seinen Kollegen Eugène Ysaÿe. Als einer der wichtigsten französischen Liedkomponisten hat Fauré selbstverständlich auch einige weltliche Chorwerke geschrieben, unter denen Les Djinns op. 12 wohl das überraschendste ist. Das Werk datiert aus dem Jahr 1876. Saint-Saëns hatte Fauré auf das Gedicht von Victor Hugo (1802-1885) aus der Sammlung Les orientales (1828) aufmerksam gemacht. Hier hatte Hugo die sich erst steigernde und dann wieder abnehmende Handlungsintensität poetisch und auch druckgrafisch dadurch verdeutlicht, dass er die Zeilen pro Strophe erst verlängerte und dann wieder verkürzte, woraus sich eine Art Crescendo und Decrescendo entwickelte. Fauré setzt diesen Effekt in seiner Komposition meisterhaft um. Das Chorlied Madrigal op. 35 komponierte Fauré 1883 und widmete es seinem Kollegen André Messenger. Der Text van Armand Silvestre (1837-1901) aus Les chansons des heures, poésies nouvelles (1878) ist ein ironischer Kommentar auf die Liebe. Wie in einigen anderen Werken Faurés wird auch hier eine träumerische Atmosphäre evoziert, die an schon lang versunkene Zeiten denken lässt. Auch die Pavane op. 50 (1888) ist eine derartige Träumerei. Diese Komposition ist vor allem in der Originalfassung für Orchester von 1887 bekannt. Die mit Fauré befreundete Gräfin Greffuhle riet ihm jedoch, der Komposition einen Text von Robert de Montesquiou (1855-1921) zu unterlegen. Dadurch erhielt die Pavane als alter höfischer Tanz einen noch stärken symbolischen Bezug zum Rahmen der „versunkenen Zeiten“ und aus diesem Verständnis heraus wurde das Werk auch 1891 mit Tänzern im Bois de Boulogne aufgeführt. Leo Samama, 2005 Übersetzung: Franz Steiger



Fauré – Requiem et autres œuvres chorales Gabriel Urbain Fauré (1845-1924) était le benjamin d’une famille de six enfants appartenant à la haute bourgeoisie. Dès son plus jeune âge, il manifesta un talent particulier pour la musique. Son père décida alors de demander une bourse par le biais du ministère des affaires religieuses, afin que son fils puisse étudier à l’École de musique classique et religieuse, également connue sous le nom d’École Niedermeyer, du nom de son fondateur et directeur. Le garçonnet fut admis à cette école en 1854, alors qu’il était âgé de neuf ans. Il termina onze ans plus tard (en 1865) ses études auprès de Niedermeyer et de Saint-Saëns (qui était encore jeune, lui aussi), après avoir composé le Cantique deJean Racine, opus 11 pour chœur et piano, qui date de 1864. Ses études achevées, Fauré fut aussitôt nommé au poste d’organiste de la basilique Saint-Sauveur à Rennes. Un an plus tard, à l’occasion de la bénédiction de l’orgue de cette basilique, le Cantique de Jean Racine fut interprété dans une version pour harmonium et quintette à cordes. De nombreuses années plus tard, en 1905, Fauré orchestra le Cantique pour un ensemble de plus grande envergure. Pendant plus de quarante ans, il demeura – à juste titre - très attaché à cette œuvre de jeunesse. Le morceau illustre parfaitement ce à quoi Fauré doit sa réputation : les mots de Racine et la musique de Fauré ont en commun leur caractère simple et noble. Comme dans beaucoup des œuvres vocales du compositeur, chanson profane et motet religieux se confondent. Musicien pragmatique, Fauré prôna toute sa vie durant la simplicité noble et élevée. C’est ce qu’il fit lorsqu’il était organiste à Rennes et à Paris, où il fut nommé à SaintSulpice en 1871, puis à la Madeleine en 1877, mais également lorsqu’il fut devenu professeur, notamment au Conservatoire où il enseigna la composition à partir de 1896, avant d’en devenir le directeur de 1905 à 1920. Son élève le plus célèbre fut Maurice Ravel. Fauré partageait avec lui un grand enthousiasme pour la virtuosité élégante et raffinée de la musique de Saint-Saëns. Avec ce dernier, qui était son ami et collègue de longue date, il partageait l’amour des opéras de Wagner, mais aussi son rôle de promoteur de la musique française « nationale », qui atteint son apogée avec la création, en 1871, de la Société Nationale de Musique avec entre autres César Franck, Jules Massenet et Henri Duparc.



Plus encore que Franck, Saint-Saëns ou même Debussy, la musique de Fauré représente la culture française : une simplicité apparente et une forme claire et stricte générant une passion contenue et bridée, ainsi qu’une élégante mélancolie. Tout ceci vaut également pour ses œuvres pour piano et de musique de chambre – telles que ses sonates pour violon et violoncelle, et ses quatuors et quintettes pour piano – ainsi que pour la musique liturgique et religieuse que Fauré écrivit tout naturellement, dans le prolongement de ses activités d’organiste. La plus connue des œuvres religieuses de Fauré est le Requiem, opus 48, qu’il commença de composer dans le courant de 1886. Au cours de son mandat à la Madeleine, il composa également plusieurs œuvres plus courtes qui étaient interprétées pendant la messe, telles que le Tantum ergo, opus 55 pour soprano ou ténor solo et chœur, avec accompagnement à la harpe, à l’orgue et à la contrebasse, qui date de 1890, et l’Ave verum, opus 65:1 pour deux voix de femmes ou chœur de sopranos et d’altos avec orgue, qui date de 1894. Cette dernière œuvre a été spécialement instrumentée par Leo Samama pour ce SA-CD. La simplicité de ces deux brefs morceaux est également caractéristique de grandes parties du Requiem. Il semblerait qu’après le décès de son père, en 1885, Fauré ait entamé la composition d’une messe des morts. Une première version de cette œuvre ne fut toutefois interprétée que le 16 janvier 1888 à la Madeleine, quelques semaines après la mort de sa mère. Le Requiem qui comptait alors cinq parties (Introït et Kyrie, Sanctus, Pie Jesu, Agnus Dei et In Paradisum) était écrit pour choeur d’hommes, soprano solo, un petit orchestre à cordes (sans violon), harpe, timbales et orgue, et un violon solo dans le Sanctus. Un an plus tard, en 1889, Fauré y ajouta un Offertoire et un Libera me qu’il avait déjà composés en 1877 pour baryton et orgue, et qui fut orchestré et complété par un chœur mixte. En 1893, cette plus longue version fut jouée pour la première fois à la Madeleine et à ces fins, l’orchestre fut enrichi de cors, de trompettes et de trombones. Sept ans plus tard, la version pour orchestre symphonique, que Fauré avait fait réaliser sur la demande de son éditeur, fut exécutée au Trocadéro (il est généralement admis que l’un de ses élèves fut chargé de cette tâche). Cette version est celle qui est la plus appropriée pour les salles de concert, tandis que la version de 1893 se prête mieux aux églises. Lorsque nous comparons le Requiem de Fauré à d’autres messes des morts de la même époque, nous remarquons que Fauré était peu intéressé par une vision dramatique ou



théâtrale de la mort, comme celle donnée par Verdi dans le Dies Irae et le Rex tremendae de son Requiem. Les lamentations d’un Lacrymosa font également défaut. Pour Fauré, la mort était davantage un évènement heureux, un voyage vers la félicité. Fauré partage cette approche véritablement gravement joyeuse mais tout aussi tragique de la mort avec l’un de ces contemporains, Brahms (Requiem allemand). C’est pour cela que Fauré s’est abstenu d’un Dies Irae et que le Libera me ne fait que brièvement référence au Jugement dernier. Pour le reste, le Requiem est dans son ensemble d’une légèreté et d’une pudeur inhabituelles et presque intemporelles. La musique est presque entièrement Mezzo forte ou plus douce, à l’exception du Libera me. Chez Fauré, tout repose sur une profonde confiance dans un repos éternel après la mort. « Il [le Requiem] est aussi affable que moi », écrivit Fauré en 1900 à son collègue Eugène Ysaÿe. Fauré est l’un des principaux compositeurs français de chants et il a naturellement également écrit plusieurs œuvres chorales profanes, dont Les Djinns, opus 12 (1876) est la plus surprenante. C’est Saint-Saëns qui fit connaître à Fauré le poème original du recueil Les orientales (1828) de Victor Hugo (1802-1885), dans lequel l’effet d’une action qui enfle tout d’abord pour s’apaiser ensuite, est suivie tant poétiquement que graphiquement par Hugo en allongeant progressivement les vers, par couplet, puis en les raccourcissant de nouveau, créant ainsi un genre de crescendo et de diminuendo. Fauré rend magistralement cet effet dans sa composition. En 1883, Fauré composa son Madrigal, opus 35, un chant choral qu’il dédia à son collègue André Messager. Le texte d’Armand Silvestre (1837-1901) tiré de Chansons des heures, poésies nouvelles (1878) est un commentaire légèrement ironique sur l’amour. L’atmosphère – comme dans plusieurs des œuvres de Fauré – rappelle celle d’une rêverie sur un temps depuis longtemps révolu. La Pavane, opus 50 (1888), qui fait aussi partie de ce genre de rêveries, est surtout connue dans sa version originale pour orchestre, de 1887. Une amie du compositeur, la Comtesse Greffuhle, lui conseilla toutefois d’ajouter un texte, et notamment l’un de ceux du Comte Robert de Montesquiou (1855-1921). La Pavane vint ainsi se placer encore plus nettement dans un cadre symbolique de « temps révolu » et elle fut interprétée dans cette idée, dès 1891, avec les danseurs du Bois de Boulogne. Leo Samama, 2005 Traduction française : Brigitte Zwerver-Berrett
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REQUIEM Introitus



REQUIEM Introitus



Requiem aeternam dona eis, Domine, et lux perpetua luceat eis. Te decet hymnus, Deus, in Sion, et tibi reddetur votum in Jerusalem. Exaudi orationem meam; ad te omnis caro veniet.



Rest eternal grant them, O Lord, and let perpetual light shine on them. To thee praise is due, O God, in Zion, and to thee vows are recited in Jerusalem. Hear my prayer; unto thee all flesh shall come.



Kyrie



Kyrie



Kyrie eleison. Christe eleison. Kyrie eleison.



Lord, have mercy. Christ, have mercy. Lord, have mercy.



Offertorium



Offertorium



Domine Jesu Christe, Rex gloriae, libera animas defunctorum de poenis inferni, et de profundo lacu. Libera eas de ore leonis, ne absorbeat eas tartarus, ne cadant in obscurum. Hostias et preces tibi, Domine, laudis offerimus. Tu suscipe pro animabus illis quarum hodie memoriam facimus. Fac eas, Domine, de morte transire ad vitam, quam olim Abrahae promisisti, et semini eius.



Lord Jesus Christ, King of glory, deliver the souls of the dead from punishment in the inferno, and from the infernal lake. Deliver them from the mouth of the lion, lest the abyss swallow them up, lest they fall into the darkness. Sacrifices and prayers to thee, O Lord, we offer with praise. O receive them for the souls of those whom today we commemorate. Make them, O Lord, to pass from death to life, as thou of old hast promised Abraham and his seed.



Sanctus



Sanctus



Sanctus, sanctus, sanctus,



Holy, holy, holy,



Dominus Deus Sabaoth. Pleni sunt coeli et terra gloria tua. Hosanna in excelsis.



Lord God of hosts. The heavens and earth are filled with thy glory. Hosanna in the highest.



Pie Jesu



Pie Jesu



Pie Jesu Domine, dona eis requiem, requiem sempiternam.



Merciful Lord Jesus, grant them rest, rest everlasting.



Angus Dei



Angus Dei



Agnus Dei, qui tollis peccata mundi, dona eis requiem, requiem sempiternam. Lux aeterna luceat eis, Domine, cum sanctis tuis in aeternum, quia pius es. Requiem aeternam, dona eis, Domine, et lux perpetua luceat eis.



Lamb of God, who taketh away the sins of the world, Grant them rest, rest everlasting. Let light eternal shine on them, O Lord, with thy saints forever, for thou art merciful. Rest eternal grant them, O Lord, and let perpetual light shine on them.



Libera me



Libera me



Libera me, Domine, de morte aeterna, in die illa tremenda quando coeli movendi sunt et terra, dum veneris judicare saeculum per ignem Tremens factus sum ego, et timeo dum discussio venerit, atque ventura ira. Dies illa, dies irae, calamitatis et miseriae, dies magna et amara valde.



Deliver me, O Lord, from eternal death, on that fearful day when the heavens are moved and the earth when thou shalt come to judge the world through fire. I am made to tremble, and I fear, when the desolation shall come, and also the coming wrath. That day, the day of wrath, calamity, and misery, that terrible and exceedingly bitter day.



Requiem aeternam, dona eis, Domine, et lux perpetua luceat eis.



Rest eternal grant them, O Lord, and let perpetual light shine on them.



In paradisum



In paradisum



In paradisum deducant te angeli, in tuo adventu suscipiant te martyres, et perducant te in civitatem sanctam Jerusalem. Chorus angelorum te suscipiat, et cum Lazaro quondam paupere aeternam habeas requiem.



May the angels lead you into paradise, may the martyrs receive you in your coming, and may they guide you into the holy city, Jerusalem. May the chorus of angels receive you and with Lazarus once poor may you have eternal rest.



PAVANE



PAVANE



C’est Lindor! c’est Tircis ! et c’est tous nos vainqueurs ! Cest Myrtil! c’est Lydé ! Les reines de nos coeurs ! Comme ils sont provocants! Comme ils sont fiers toujours ! Comme on ose règner sur nos sorts et nos jours! Faites attention! Observez la mesure ! Ô la mortelle injure! La cadence est moins lente! Et la chute plus sûre ! Nous rabattrons bien leur caquets! Nous serons bientôt leurs laquais! Qu’ils sont laids! Chers minois ! Qu’ils sont fols! Airs coquets ! Et c’est toujours de même,



It is Lindor! It is Tircis! And all our conquerors! It is Myrtil! It is Lydé! The queens of our hearts! How provocative they are! How ever-proud! How they dare to reign Over our fate and our days! Pay attention! Keep to the beat! Ah, the mortal insult! The rhythm is not so slow! And the cadence steadier! We will bring them down a peg or two! We will soon be their lackeys! How ugly they are! Dear little faces! How mad they are! Flirtatious manners! And it is always the same,



et c’est ainsi toujours! On s’adore! on se hait ! On maudit ses amours ! Adieu Myrtil! Eglé ! Chloé ! démons moqueurs! Adieu donc et bons jours aux tyrans de nos coeurs! Et bons jours!



and thus it is still! We adore each other! We hate each other! We curse our loves! Farewell Myrtil! Eglé! Chloé! Mocking demons! Farewell then, and greetings to The tyrants of our hearts! Greetings!



MADRIGAL OPUS 35 (à 4 voix) Poème: Armand Silvestre 



MADRIGAL, OPUS 35 (for 4 voices) Poem: Armand Silvestre



Inhumaines qui, sans merci vous raillez de notre souci, aimez quand on vous aime. 



Heartless women, who mercilessly mock our cares, Love when you are loved.



Ingrats qui ne vous doutez pas des rêves éclos sur vos pas, aimez quand on vous aime. 



Ungrateful men, wo do not know the dreams which flower at your feet, Love when you are loved.



Sachez, ô cruelles beautés que les jours d’aimer sont comptés. Sachez, amoureux inconstants, que le bien d’aimer n’a qu’un temps! aimez quand on vous aime. 



Learn, cruel beauties, That the days of loving are numbered Learn, fickle lovers, That the gift of love comes only once! Love when you are loved.



Un même destin nous poursuit, et notre folie est la même: c’est celle d’aimer qui nous fuit, c’est celle de fuir qui nous aime. 



The same fate awaits us and our folly is the same, to love the one who shuns us To shun the one who loves us.



LES DJINNS 



LES DJINNS



Murs, ville et port, Asile de mort, Mer grise Où brise la brise Tout dort. Dans la plaine Naît un bruit. C’est l’haleine De la nuit. Elle brame Comme une âme Qu’une flamme Toujours suit. 



Walls, town and harbour, resting-place of death, grey sea where the breeze breaks, All is asleep on the plain a sound springs up, it is the breathing of the night. It bellows like a soul constantly persued By a flame.



La voix plus haute Semble un grelot. D’un nain qui saute C’est le galop. Il fuit, s’élance, Puis en cadence Sur un pied danse Au bout d’un flot. 



Growing, the voice seems like a tinkling, it is the gallop of a leaping dwarf. It recedes, shoots up, then keeping time, dances on one leg on top of a wave.



La rumeur approche, L’écho la redit. C’est comme la cloche Comme un bruit de foule Qui tonne et qui roule Et tantôt s’écroule et tantôt grandit. Dieu! La voix sépulcrale des Djinns! 



The uproar comes closer, the echo repeats it, of an accursed monastery, like the noise of a crowd which booms and rumbles, sometimes fading, sometimes swelling, God! The sepulchral voice of the jinn!



Quel bruit ils font! 



What a noise they make,



(Choeur â 4 voix) Poème: Victor Hugo 



(four-part choir) Poem: Victor Hugo



Fuyons sous la spirale De l’escalier profond. Déjà s’éteint ma lampe, Et l’ombre de la rampe.. Qui le long du mur rampe, Monte jusqu’au plafond! 



let us hide beneath the spiral in the deep stairwell. Already my lamp is going out, and the shadow of the banister creeping up the wall Reaches to the ceiling!



Cris de l’enfer! voix qui hurle et qui pleure! L’horrible essaim, poussé par l’aquillon, Sans doute, o ciel! s’abat sur ma demeure. Le mur fléchit sous le noir bataillon. La maison crie et chancelle penchée, Et l’on dirait que, du sol arrachée, Ainsi qu’il chasse une feuille séchée, 



Shouts from hell! Voice which howls and weeps the dreadful swarm brought on the north wind must, o heavens, be invading my home, the wall gives way under the black battalion, the house shricks and sways, listing, and it is as if, unprooted, like a dry leaf chased by the wind, 



Le vent la roule avec leur tourbillon! 



it is blown around in the vortex 



Prophète! Si ta main me sauve De ces obscurs démons des soirs, J’irai prosterner mon front chauve Devant tes sacrés encensoirs! Fais que sur ces portes fidèles Meure leur souffle d’étincelles, Et qu’en vain l’ongle de leurs ailes Grince et crie à ces vitraux noirs! 



O Prophet, if your hand will save me from these dark demons of the dusk, I will go and prostrate my shaven brow before your sacred thuribles let these doors of faith smother their fiery blast and let not their taloned wings avail, Scratching and screaming at these dark panes!



De leurs ailes lointaines Le battement décroît. Si confus dans les plaines, Si faible, que l’on croit Ouïr la sauterelle Crier d’une voix grêle Ou pétiller la grêle Sur le plomb d’un vieux toit. Les Djinns funèbres, fils du trépas, 



Their far-off wings Are beating more faintly, so indistinctly on the plains so dimly that you think you hear the thrill voice of the grasshopper or the patter of hail on the lead of an ancient roof. The dismal djinn, children of death,



Dans les ténèbres pressent leur pas, Leur essaim gronde; Ainsi, profonde, Murmure une onde qu’on ne voit pas. Ce bruit vague Qui s’endort, C’est la vague Sur le bord; C’est la plaine Presque éteinte D’une sainte pour un mort. On doute, la nuit, J’écoute, tout fuit, Tout passe; L’espace efface Le bruit. 



press on into the gloom. The grow! Of their swarm is as deep As the roar of a wave out of sight. This vague sound going to sleep is a billow on the shore, it is the lament, almost beyond hearing, Of a saintly woman for one who has died. The night brings doubts. I listen, everything melts away, everything passes, the sound is lost In space.



TANTUM ERGO: Tantum ergo sacramentum Veneremur cernui; Et antiquum documentum Novo cedat ritui; Praestet fides supplementum  Sensuum defectui. 



Down in adoration falling, Lo! The Sacred Host we ail.   Lo! o’er ancient forms departing, Newer rites of Grace prevail Faith for all defects supplying, Where the feeble senses fail



Genitori genitoque Laus et jubilatio, Salus, honor, virtus quoque, Sit et benedictio; Procedenti ab utroque Compar sit laudatio. 



To The Everlasting Father And The Son Who reigns on high, With The Spirit blessed proceeding Forth, from Each eternally, Be salvation, honor, blessing, Might and endless majesty.



Amen. Amen.



AVE VERUM:



CANTIQUE DE JEAN RACINE OPUS 11



CANTICLE (JEAN RACINE), OPUS 11



Ave verum, corpus natum Hail true Body, de Maria virgine Born of Mary Virgin, Vere passum, immolatum Truly suffered and was sacrificed in cruce pro homine On the cross for mankind Cujus latus perforatum, Whose side was pierced unda fluxit cum sanguine From where flowed water and blood Esto nobis praegustatum Be for us a foretaste mortis in examine. During our final trial, O Jesu dulcis, O Jesu pie, O Jesu sweet, O Jesu merciful, O Jesu fili Mariae, O Jesu Son of Mary, Tu nobis miserere Have mercy on us. Amen. Amen.



Verbe égal au Très-Haut, notre unique espérance, jour Eternel de la terre et des cieux, de la paisible nuit nous rompons le silence: Divin Sauveur, jette sur nous les yeux!



Word equal to the Almighty, Our only hope, Eternal day of the earth and the heavens, We break the silence of the peaceful night: Divine Saviour, cast Your eyes upon us!



Répands sur nous le feu de ta grâce puissante que tout l’enfer fuie au son de ta voix; dissipe le sommeil d’une âme languissante, qui la conduit à l’oubli de tes lois!



Lavish upon us the fiery glow of Your mighty grace May all hell flee at the sound of Your voice; Dispel the sleep of a languishing heart, Which leads it to forget Your laws!



O Christ, sois favorable à ce peuple fidèle pour te bénir maintenant rassemblé; reçois les chants qu’il offre à ta gloire immortelle; et de tes dons qu’il retourne comblé!



O Christ, look in favour upon this faithful people Now gathered here to bless You; Receive the songs they offer To your ever-lasting glory; And may they return laden with Your gifts!
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