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THE FOLLOWING MATERIALS ARE ESSENTIAL FOR USE WITH THIS RESOURCE:

 BACKGROUND INFORMATION

 ● Eulenberg score of the Requiem K.626 by Mozart

 ● Recording of the Mozart Requiem

 ● Preparatory information work with class regarding:

• the musical and stylistic conventions of the Classical era 

• Mozart’s musical style

• an analysis of the first four movements required for study, i.e. Requiem (Introitus + 

 Kyrie), Dies Irae, Tuba Mirum and Rex Tremendae 

These notes are intended to assist music teachers in their preparation and delivery 

of the set work. They are offered as outline guidance, and contain suggestions as to 

the necessary musical content and background for study, but are not meant to be an 

exhaustive resource. The information provided for teachers should be used alongside 

the worksheets for learners, and some additional questions and assignments have been 

included to support further research and extended understanding.

The Classical / Early Romantic Era:  

• refers to an approximate time between 1750–1830

• began to emerge during the last few years of the previous Baroque era



WJEC : AS Set Work  |  TEACHERS NOTES

Mozart Requiem 

WJEC : AS Set work Mozart Requiem Teachers’ Notes

THE MAIN STYLISTIC CHARACTERISTICS OF CLASSICAL MUSIC :

Since the beginning of the complex movement known as the ‘Enlightenment’ – a humanitarian and 
cosmopolitan age that began as “a revolt against supernatural religion and the church, in favour of 
natural religion and practical morality” (D.J. Grout) – music was recognised as a universal language. 
There began a process whereby music and the arts became increasingly popular to the general 
public in many kinds of ways.

The music of the Classical era represented these ideals: 

• Less complex than Baroque music, with a lighter, clearer texture, including clarity of phrases and less 
 ornamentation.
• Emphasised grace (style galant) rather than the grandeur and seriousness of much of Baroque music. 
• Encased in formal structures which were held in proportion: melodies tended to be shorter, more evenly 
 balanced and punctuated with clearly marked cadences, and the regularity and balance of phrase  
 structures brought clarity to the music (at times, it was the mixture of regular / irregular phrases and 
 rhythms which brought a sense of individuality to a composer’s personal style).
• Larger, stronger structures predominated by three and four movements shaped the musical elements 
 into a broader unified whole, with unified variety and refined contrasts of keys being the guiding 
 principles.
• Sonata form was recognised as the main structure used to build up movements (mainly first movements, 
 but sometimes other movements as well).
• Increased harmonic effectiveness within these structures was attained through simpler chords and more 
 efficient progressions, with clarification of key relationships and modulation ensuring a ‘functional’ 
 harmonic process.
• Textures were mainly homophonic and melodic with a chordal accompaniment, though still including 
 many examples of contrapuntal writing.
• The overall style was more varied and flexible, with contrasts evident in the music (dynamics; mood; 
 instrumental sonorities; rhythms and thematic material; tempo and keys).
• Increasing importance given to instrumental music such as divertimenti, trios and the emerging string 
 quartet, with the Baroque trio sonata evolving into the Classical sonata, and the Italian overture growing 
 into the new Classical symphony. The concerto was still very popular, though solo concerti more so than 
 the older Baroque concerto grosso.
• Orchestra increases in range and size, with woodwind section becoming increasingly important; less 
 reliant on the harpsichord for ‘filling in’.
• Piano(forte) gradually replaces the harpsichord and the basso continuo falls out of use.
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THE MAIN STYLISTIC CHARACTERISTICS OF CLASSICAL MUSIC :

• Composers no longer wrote just for the court or church, or were exclusively employed by these 
 institutions; now they wrote for concert-going audiences. 
• New forms and styles were also emerging within opera, song and church music (Gluck, Mozart, comic 
 opera, the singspiel, the German Lied).
• In church music, sacred music was less distinctive; the main trend was to introduce the musical 
 idioms and forms of opera into the genre, e.g. da capo arias, orchestral accompaniments and recitativo 
 accompagnato.
• The oratorio was almost indistinguishable from opera, staged and acted with costumes.
• The religious works of Haydn and Mozart were found in a situation of musical compromise between 
 conservative methods and modern elements of composition.
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Wolfgang  
Amadeus  
Mozart

•    Dates: 1756–1791
•    Has been described as the most naturally gifted musician in the 
     history of classical music.
•    Along with Haydn and Beethoven (the three ‘Great’ Classical co 
     posers), brought the Viennese Classical school to the height of its 
     achievement.
•    His works covered the period from the style galant to one that e 
     compassed the musical features at the height of the Classical per 
     od, while still incorporating some of the contrapuntal complexities 
     of the late Baroque style. His own development closely paralleled 
     the development of the Classical style as a whole. 
•    Was regarded as a childhood prodigy in music, supported by his  
     family as he toured all over Europe.
•    By 1762, he was a virtuoso on the clavier, and also played the violin 
     and the organ.
•    When he was 6 years old, he composed his first minuets; his first 
     symphony just before he was 9; his first oratorio before he was 11 
     and his first opera at age 12.
•    He was affected by all the different types of music that he  
     encoutered during his travels; on his tours as a young performer he 
     absorbed many different national styles, and was influenced by 
     many musical composers and works.
•    His work must be seen as a synthesis of eighteenth-century ideals, 
     and his outcome was prolific – composing came easily to him, and 
     in his work he fused Italian and German styles in every aspect of 
     music.
•    He was influenced by the great Baroque composers, particularly    
      J.S. Bach and Handel, but also Schobert; J.C. Bach; San Mart 
     ni and Haydn, who once told Mozart’s father: “Before God and as an 
     honest man I tell you that your son is the greatest composer known 
     to me . . . he has taste and, what is more, the most profound know 
     edge of composition.”
•    Like many other composers, he often sketched his ideas.

MOZART AND HIS MUSICAL STYLE
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Wolfgang  
Amadeus  
Mozart

•    He used a piano to compose, and demonstrated a real talent for 
     improvisation – and continued to do so as an adult. It was said that 
     he sometimes met deadlines by improvising before the audience, 
     not having had time to write down the music.

Output His musical output was amazing in such a short life. As an extremely 
accomplished young composer, he left behind a legacy of works that 
are regarded as masterpieces, written to accommodate the audiences; 
his status as an innovative classical composer grew from his 
exploration and experimentation with all types of musical genres.

As well as symphonies, Mozart wrote and excelled in almost every 
genre: chamber music; serenades; concertos; operas, and vocal music. 
The religious music included about 20 or so masses and movements 
for the mass; 7 liturgies and services; 25 miscellaneous shorter works, 
with some oratorios and sacred cantatas.

Religious  
Choral Music 
in the Classical 
era

‘The Classical style is at its most problematic in religious music.’
                                                                 Charles Rosen

Throughout the eighteenth century, the Catholic church had not kept 
a favourable attitude towards instrumental music; indeed, the uneasy 
relationship between art and religion was not confined to the eighteenth 
century. Also, there was a conflict of opinion as to the underlying 
purpose of religious music. Was the music there to glorify the mass 
or illustrate and support the meaning of the sacred words? Was the 
function of the music expressive or celebrative?
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Religious  
Choral Music 
in the Classical 
era

This topic includes study of religious music in what undoubtedly was a 
secular age. For the first time, musicians were not as dedicated to the 
church, and their secular music was becoming more important. Though 
there are exceptions, generally the artistic ambition and achievement of 
sacred music was at a lower level than the secular works. The sacred 
music certainly held on to a more conservative musical style. Many of 
the church traditions rejected instrumental music, or only allowed the 
organ, and even where instrumental groups were allowed, there were 
no sacred styles to really support the opportunity; instead the operatic 
/ symphonic style was imported, to co-exist (rather uneasily) alongside 
the older musical traditions associated with contrapuntal composition. 
The church still employed musicians, and the taste for the operatic 
invested itself in the oratorio.

In Catholic Austria, the Classical church music achieved a modern 
synthesis as the ‘symphonic mass’. This manifested itself in norms 
of musical structures which composers could use without fear of 
alienating the church authorities or the congregation. Such works can 
be seen, for example, in the output of Joseph Haydn, Michael Haydn, 
Cherubini and Mozart. The mass – once the foundation of the liturgy – 
survived as a kind of oratorio.

(For a suggested listening list, refer to the WJEC Guidance for 
Teaching.)
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Mozart – the 
Religious 
Choral Music

Mozart was composing for the church from a very young age (his 
father was employed at the archiepiscopal chapel). However, though 
he wrote a great deal of religious music – apart from a few exceptions, 
his output in this genre is not generally recognised as being of his best. 
Most of his church music was written for the Archbishop of Salzburg, 
and breaks no new ground, as it is rather conventional in style. It was 
described by David Hurwitz as “. . . perfunctory, just plain, uninteresting 
work”. This author explains that composing for the church was Mozart’s 
main job in Salzburg when he was very young, or in the service of 
Archbishop Colloredo, and because of the fact that these two loathed 
each other “. . . writing liturgical music was for Mozart quite literally 
a penance”. Furthermore, Mozart was essentially a composer with 
a flair for the dramatic, and sacred music was meant to be spiritual, 
not theatrical. This was the reason why, despite all the developments 
noted in instrumental and operatic genres of the time, religious music 
continued to depend upon the old forms and styles.
 
Mozart’s early religious works show how quickly he grasped the 
techniques of choral writing, as well as displaying a penchant for the 
theatrical element.
 
His masses were in the ‘symphonic come operatic’ idiom, including 
examples of counterpoint (as was customary), with the working for 
soloists and choir in alternation, with orchestral accompaniment.

Haydn was one composer who notably blended the symphonic stylistic 
developments with the requirements of the Catholic church, and Mozart 
was heading towards a similar musical synthesis. Two of his greatest 
religious works were left incomplete: the C minor Mass (because he left 
his position of work), and the Requiem (because of his untimely death). 
The    C minor Mass is an individual re-creation of the Baroque, with its 
influence of Bach and the Neapolitan cantata; it is both symphonic and 
dramatic.

Aside from the Requiem, some other examples of Mozart’s religious 
works include:
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Mozart – the 
Religious 
Choral Music

C minor Mass, K.427
Coronation Mass, K.317
Missa Brevis in F, K.192 
Missa Brevis in C major, K.220 and K.259
Missa Brevis in B flat, K.275
Exsultate, jubilate, K.165
Vesperae solennes de confessore, K.339
Ave Verum Corpus, K.618
Regina Coeli in C, K.108

Musical Style

Mozart is remembered and recognised as an innovative classical composer that 
explored and experimented in all genres: in some ways he was a child of his time, 
but in other ways he looked to the future.  

His method of composition was interesting. He used a piano to compose – and, as 
has already been mentioned, from a young age demonstrated an amazing talent for 
extemporisation and improvisation. By his own admission, he could ‘more or less 
adopt or imitate any kind and any style of composition’.

In the premiere of his Prague Symphony, he finished the performance with an 
improvisation that lasted for half an hour! The level of adulation accorded Mozart on 
this occasion by the musical public of Prague was unprecedented for any eighteenth-
century musician being recognized simultaneously as both a composer and a 
performer (as pointed out by          Daniel E. Freeman). 

It is undeniable that Mozart does employ the musical formulae current during the 
Classical period, i.e. the decorative scales and arpeggios, the Alberti-bass figuration, 
the embellishments and trills. But in deeper analysis, there is more complex and 
carefully cultivated working which should not be ignored.

Mozart wrote to his father:

“You know that I immerse myself in music . . .  
I like experimenting – studying – reflecting.”
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Structure

•     Forms are distinguished by clarity and an individual approach
•     Sections are clearly delineated 
•     Much care and thought was directed towards balance and proportion, though he 
      frequently surprised in his work
•     Masterful use of sonata form, and used formal structures such as sonata form in 
      his operas
•     Mozart combined the older ritornello form with the highly contrasted thematic 
      groups typical of symphonic writing
•     He contributed a number of solutions to the challenge of combining forms, e.g. 
      the rondo and the sonata form, or incorporating fugal elements into the sonata

Melody

•     He is known as a master of melody, and placed a high value on the art of melody 
      writing; he said: “Melody is the essence of music”
•     His gifted lyrical talent is evident in all works, but perhaps particularly so in his 
      operas
•     The shape and appeal of his melodies may be due to their charming simplicity – 
      though they always impart real meaning and are marked by emotion
•     He exploited diverse melodic material, e.g. in sonata form, Mozart often 
      introduced    3, 4 or even more distinctive melodies in the exposition; his 
      melodies are complete in themselves, so he is more inclined to contrast them
•     Mozart was the master of building melodic ideas from smaller motifs, and 
      constantly assembled and re-assembled his basic melodic material in new ways 
      and new shapes to drive the music forward
•     He was the master of musical portraiture through melodic means
•     He has been described as one of the greatest creators of spontaneous melody
•     He is inclined to introduce chromatic elements into his themes and subjects
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Textures

•     He achieved effective outcomes through simple means
•     He reflected the style galant in many of his works
•     He used sophisticated textures
•     The inner parts of his textures were full and interesting
•     He showed the ability to write complex music in contrapuntal terms and in later 
      life, particularly, began to incorporate some of the contrapuntal complexities of 
      the late Baroque style into his music – he used canons, stretto and fugal 
      passages 
•     He took every opportunity to develop his ideas, with variations; manipulation and 
      extensions, and he was always pushing forward

Harmony

•     He expressed his ideas through a wide range of keys, both major and minor
•     As a composer, he kept an important focus on the harmony in his works; look out 
      for subtle dissonances and poignant harmonies
•     He included chromatic elements in his harmonic working, and during his final 
      years as a composer, he explores chromatic harmony to a degree rare at the time
•     His use of harmony was often bold; dissonant and complex, but also simple and 
      uncomplicated at times
•     He sometimes includes dramatic contrasts of tonalities
•     He used dissonance for special effect

Instrumentation

•     He worked fluently and with total understanding when writing for all types and 
      combinations of instruments and voices
•     He was sensitive to the needs of the performer
•     Increasingly, he showed sophisticated use of the orchestra and was thoughtful 
      about the use of the instruments, always achieving a depth of expression 
•     He could draw out the individual colours of the instruments of the orchestra and 
      his working demonstrated refinement
•     He had a penchant for giving greater prominence to wind instruments
•     The orchestration of his operas were dramatic in their presentation of material, 
      always enhancing the importance of the voices
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“It is the economy with which he achieves his effects that is so impressive; the 
famous criticism made by the Emperor, ‘Too many notes, Mozart, too many notes’, 
was singularly inapposite, for if we compare Mozart with those who came after him, 
we find he could express everything that they wished to ‘say’ but with less rhetoric 

and fewer notes.”
                                                                                            (Antony Hopkins)

The WJEC specification includes a compulsory component which is based on The 

Western Classical Tradition – specifically, Religious Choral Music, 1730–1830.

This has been presented as Area of Study A, and it focuses on the development of 

religious choral music through the Classical era to the early Romantic era. 
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MOZART’S REQUIEM:

OUTLINE ANALYSIS OF THE REQUIRED MOVEMENTS

BACKGROUND 

A Requiem is a Mass for the dead. In 1791, when Mozart was working on The Magic 

Flute, he received a commission from a Count Walsegg to compose a requiem mass 

apparently as a memorial for his wife (though the Count was known for passing off such 

commissions as his own work). However, this has not been verified.

Mozart apparently said on the day of his death: 

“Did I never tell you that I was composing this Requiem for myself?”

Mozart saw this as an opportunity to write his own requiem, saying:

“Who can it be that is so earnest on this ghastly funeral theme? Certainly a messenger 

from the ether world, and he foretells my death.”

It was possible that Mozart would have been grateful for the opportunity to write for the 

liturgical repertoire; it would mark a return to his ‘favourite form of composition’. The text 

of the Mass gave many opportunities for expressing his darker emotions, and with his 

operatic experience, this was something that he probably welcomed. 

After spells of ill health, historical accounts tell of his working hard on the Requiem as 

he returned home from Prague. He was confined to his bed at the end of November, 

1791, though at the beginning of December felt sufficiently well to sing over parts of the 

unfinished Requiem with some friends. However, two days later, he died. Besides the 

Ave Verum Corpus, this Requiem was his first religious work since the unfinished C minor 

mass.

The Requiem was left unfinished.
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THE MUSIC OF THE REQUIEM

The Requiem is full of tension and impassioned writing, and there is certainly a strained 

quality to the music. As he got older, he incorporated more of the old Baroque styles into 

his music and these can be plainly identified in the Requiem. The music demonstrated 

enhanced harmonic refinement, obvious contrapuntalism, and boldness in the formal 

design. All his previous studies in fugue, canon and counterpoint manifested themselves 

in this work, even the Handelian double counterpoint. He blended the old, strict style with 

the new lyricism of the classical music era – flowing melodies; symmetrical construction 

of the movements, and blending of different textures. Here, the ‘old-style’ church music is 

effectively presented with the drama of serious opera.

He did not go back as far as the polyphony of the Palestrina tradition for his influences 

of this style; in fact, he looked no further back than Bach and Handel. Abbé Stadler, 

an Austrian composer and musicologist of the time, was the first to note that Mozart 

modelled some of his ideas on Handel’s work; he said: “. . . in the last years of his life, 

Mozart still had such respect for the great masters that he preferred their ideas to his 

own . . .” There is also no getting away from the fact that the type of contrapuntal working 

evident in the Requiem also owes much to Bach, both in the fugal passages and in the 

sections which include elaborate contrapuntal working.

It has been well noted that this work also contains the musical features associated with 

Mozart’s Masonic style (use of particular keys, some chorale-type settings and the dark 

orchestration of basset horns, bassoons and trombones). Mozart would have been 

familiar with oratorio and sacred music generally, while other possible influences for this 

requiem have been speculated as Michael Haydn’s Requiem (1771), Gossec’s Messe 

des morts (1760), and Florian Gassman’s unfinished C minor Requiem (1774).
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Mozart’s Requiem is undoubtedly operatic by nature, and he developed the use of 

subtle changes in instrumentation, orchestration, and tone colour to express or highlight 

psychological or emotional states and dramatic shifts. This was a style very typical of his 

later operatic works as he concentrated on expressing human emotion and psychology 

through his music.

The quality of the material is unquestionable. Mozart took every opportunity to develop 

his ideas, with variations, manipulation through a variety of textures and extensions of the 

initial material. 

After his death, Mozart’s wife Constanze gave the score to Joseph Ebler to finish, but 

he only added orchestral parts to some of the sketches. As noted above, the score was 

eventually completed by Süssmayer, who had assisted Mozart in the completion of other 

works, e.g. La Clemenza di Tito and Die Zauberflöte. The part written by Mozart had been 

performed just a short time after he was buried. The only completed part was the Introit, 

but apparently the Kyrie was performed as well. 

Whoever completed the work – and there has been much speculation regarding this – it is 

the study of Requiem Aeternam / Kyrie, Dies Irae, Tuba Mirum and Rex Tremendae that 

must be scrutinised for the purpose of preparing for the AS examination in Music.

OUTLINE ANALYSIS

The Mass has always been considered one of the most important religious services. It is 

the central act of Catholic worship. The name ‘Mass’ comes from the final blessing said 

by the priest in Latin, i.e. ‘Ite missa est’ meaning “to send out” or “Go, it is finished”, as 

Jesus sent his disciples out to the world to take his teaching to them. It was an important 

musical form for composers of the Classical period, and such masses involved the 

orchestra, soloists, and choir in a fully integrated work, utilizing organizational principles 

derived from instrumental forms.
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A Requiem is a Mass for the Dead.

Before beginning the set work analysis, students will need to familiarise themselves with 

the art of score-reading (possibly starting with the choral score before attempting the 

orchestral score). Teachers must also explain the situation of transposing instruments 

and the use of the viola clef / movable C clef; furthermore, they need to be aware of the 

fact that there were still some limitations in the development of individual instruments, i.e. 

the limited restriction of pitches to brass instruments still without valves.

Remember: only the Introitus and the Kyrie were left in Mozart’s own hand; complete and 

fully scored. It is thought that he completed half of the remaining work in vocal score – so, 

for the remaining three sections for study in the specification, he would have completed 

the complete vocal parts and partly scored the orchestral parts.

Choice of instruments for the Requiem was rather unusual for the time. Mozart avoids 

the higher woodwind: there are no flutes or oboes, and clarinets are replaced by basset 

horns. The strings are frequently used in their lower range. The rest of the orchestra 

includes: 2 bassoons; 2 trumpets; 3 trombones; timps and an organ. No other masses 

by Mozart were scored in a similar way. This was a relatively small ensemble. The 

trumpets and timps added the solemn dignity necessary for such a work. The trumpets 

he uses mainly in their lower and middle notes. There are no horns. The basset horns 

are an unusual touch, and their timbre is enhanced by obbligato bassoons. The continuo 

group consisted of an organ, cello and double bass.  The orchestra is treated as an 

accompanying ensemble, and only in the Tiba Mirum is there a short instrumental solo for 

trombone.

Mozart used trombones sparingly, usually employed for special effects, e.g. the statue 

music in Don Giovanni. Their inclusion in this score is, therefore, noteworthy.
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Note:  The transposing instruments in this score are, therefore, the basset horns (in F)  

    and trumpets (appropriately, in D). At this time, there were no valves on the brass 

    instruments, so they were limited to the notes of the harmonic series. This clearly 

    limited their melodic ability as far as composers were concerned. 

Basset Horns (Corno di Bassetto)

These were longer than the clarinet, curved 

towards the mouthpiece. 

They sounds a fifth lower than concert pitch, i.e. 

the note C sounds an F. Mozart used them in his 

last two operas, Don Giovanni, The Magic Flute 

and the Requiem. 

The basset horn is a member of the clarinet 

family, lower in pitch, in F rather than B♭, with a 

darker and reedier timbre. It was one of Mozart’s 

favourite instruments! The instrument is now 

almost obsolete, so nowadays the part is often 

played by clarinets.
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Students need to be familiar with the alto clef (always used by the viola), the tenor clef 

(sometimes used by the cellos and bassoons) and, obviously, the treble and bass clefs.

One noteworthy element is in the actual use of the instruments, from colla parte (bar 

7 onwards for the basset horns and trombones in the Introitus), to strict obbligato 

accompaniment, e.g. strings from bar 20 onwards.

[Colla parte: this was a directive to the musician (normally the accompanist) to perform 

the indicated passage in a free manner, following the tempo and style of the performer(s). 

Obbligato: a distinctive solo instrumental part which has been added to a performance.]

The secondary, accompanying role for instruments is also noted when Mozart does not 

bother to write an orchestral introduction to the section / vocal work, e.g. at the start of 

the Dies Irae. The strings are used to support and develop the vocal writing; the wind 

instruments play a largely supporting role. The role of the orchestra, apart from giving 

support to the voices, is to also reinforce the content by adding tone colour and a further 

rhythmic dimension. For example, the string accompaniment in the Dies Irae (with 

tremelando-like, accented notes) adds to the intensity of the musical outcome at that 

point. Sometimes, the instruments make an independent contribution without affecting 

the choral work, simply by pre-empting the choir entry: for example, the instrumental 

introduction at the start of the Requiem; the solo trombone at the start of the Tuba Mirum, 

and the contrasting ideas in the Rex Tremendae. Overall, the orchestration reinforces the 

seriousness of the work and creates and supports a dark and mysterious atmosphere.

Generally, Mozart makes no demands for virtuosity in the instrumental writing, except for 

the tenor trombone conforming to the text ‘the wondrous trumpet sounds’. The scoring 

also includes an alto and a bass trombone, which reflects the traditional scoring for three 

trombones in church music, where the trombone has its origins. The trombones in the 

requiem serve to reinforce the vocal lines. At times, trumpets fill out the instrumentation to 

give the work a solemn dignity.
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Only the opening movement (in the fragment written by Mozart) contains the details of 

the instrumentation in full, but there were areas of doubt, i.e. when exactly the brass 

instruments were to take part, and how? The role of the woodwind instruments was also 

inconsistent.

WRITING FOR VOICES

The vocal writing is divided into tutti and solos, with most of the material being sung by 

the chorus. There are no purely solo numbers, and only two movements are sung entirely 

by the soloists but, in both, all four soloists take part. In the Tuba Mirum, they sing in 

turn for the most part. Christoff Wolff identifies 3 main styles or textures that influenced 

Mozart: homophonic, cantabile and imitative – and this applies primarily to the voices.

The choral writing often has a compact block-like structure with a tendency to place the 

melody in the top line, even in those polyphonic passages modelled on Handel. Then 

there was the problem of the writing for the inner voices: in the opening movement, 

Mozart had written out the parts in full for large sections, but there were gaps, e.g. such 

as in the Kyrie fugue. From the work as it stands, however, Mozart seemed to want 

to avoid a cappella texture, though he sometimes gets very close to it by stopping the 

obbligato accompaniment, e.g. bars 20–22, ‘salva me’, at the end of the Rex Tremendae. 

WORDS AND MUSIC

It seems that Mozart was concerned to treat the writing for voices as the main substance 

of the work, reducing the instrumental element to a minimum. His work shows that writing 

for voices was at the centre of his planning and execution (as seen in the sketches). From 

the outset, he seemed to have distinguished between those sections that belonged to the 

regular mass (in this case, for AS, the Kyrie) and those which belonged to the ‘mass for 

the dead’ where the musical writing was more impassioned and fervent.
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His treatment of the text also seems to vary; at times, this is appropriate, according to 

motet styles, e.g. the Introitus. The musical structure of the Sequence, i.e. the Dies Irae, 

Tuba Mirum and Rex Tremendae in AS study, tends to be determined by the pattern of 

the text. This is noted in the verse-governed rhythm of the vocal writing and also in the 

imagery, as suggested by the text. Some examples of this may be seen in the use of 

semiquavers in the Dies Irae to suggest ‘tremor’, and in the word-painting, i.e. bars 41, 

45 and 49. The ‘mors stupebit’ in bar 18 of the Tuba Mirum includes the move to F minor 

with repeated quavers in the accompaniment to express ‘quaking’ in the face of death, 

and the sighing figure on ‘cum vix justus’ at the end of the movement, first in the soprano, 

then in the four parts, clearly is meant as an expression of the plea for mercy. The dotted 

rhythms in the Rex Tremendae conjure up the image of regality as in the ‘French overture’ 

of the Baroque era.

Note:  Syllabic text setting – when each syllable of the word is given a note.

           Non-syllabic / melismatic text setting – when a single syllable of text is 

    stretched over different musical pitches, or notes.

HARMONY

Mozart’s use of harmony in the Requiem is the element most typical of his late style, and 

newer than anything else in the work. The Dorian mode of the traditional Dies Irae theme 

must have had an influence on his choice of key for the whole work, i.e. D minor; but 

more importantly, we must note how the spectrum of D-related keys is used. He imposes 

restrictions on himself by excluding sharp-side tonalities (the only exception here is D 

major, the tonic major). Some of the harmonic progressions are quite dense, especially 

in view of the brevity of some of the movements. The abundance of modulations in his 

music is overwhelming, and they are developed almost entirely from the vocal writing.
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It may be of value for students to consider other works by Mozart in D minor:

• String quartets, K.173 and K.421

• Piano Concerto, K.466

• Electra’s aria (Act 1) and closing chorus (Act II) from Idomeneo

• Queen of the Night’s aria from Act II (Die Zauberflöte)

• Overture from Don Giovanni

• Kyrie, K.341

Wolfgang Amadeus Mozart

REQUIEM AETERNAM:

OUTLINE ANALYSIS

Introitus, bars 1–48 

Mozart once said:  

“. . . dissonance 

is a way by 

which emotion is 

expressed.”
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The words:

Requiem aeternam dona eis, Domine Grant them eternal rest, Lord

et lux perpetua, luceat eis and let perpetual light shine upon them

Te, decet hymnus, Deus in Sion You are praised, God in Zion,

et tibi redetur votum in Jerusalem and homage shall be paid to Thee in Jerusalem

Exaudi orationem meam Hear my prayer

Ad te omnis caro veniet. to You all flesh will come.

Requiem aeternam dona eis, Domine Grant them eternal rest, Lord,

et lux perpetua luceat eis. And let perpetual light shine on them.

 

Adagio: Orchestral Introduction, Bars 1–81

Bars 1–6: The home key is D minor. The orchestral introduction opens with fugal material, 

beginning immediately with the subject. The ‘mournful’ cantabile theme is played initially 

by the bassoon, answered by the basset horns, with imitative entries to follow. It is a short 

fugal passage in 4 parts.
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This is answered by the basset horns, a fifth higher. The texture is polyphonic, and during 

this 6-bar passage the principal theme is announced. This introductory passage sets the 

mood through the rich harmonic content, restless syncopations above the slow string 

notes and leaping octaves heard in the strings between the bass and the viola. Note 

immediately the various tonicisations and changing harmony in a short span: continuing 

from the above, note the tonicisation of C major (bar 52–3).

Bars 7–8: the dominant minor key is tonicised; A minor bar 71, then dim 7th on bar 72, 

i.e. incomplete V9 of D minor, then back to D minor 1st inversion by the third beat of the 

bar. The orchestral introduction ends with a V 4/3 →i cadence in D minor as the three 

trombones played forte to prepare for the entry of the choir. This is the only time the 

trombones play in this movement.

1st choral section, bars 8–20

(This is the Exposition / Section A: Theme 1a: 8–14; theme 1b: 15–18; orchestral 
bridge: 19–20)

Theme 1a: The voices enter in bar 8, surprisingly forte, also in imitative style as each part 

sings the fugal subject:

This subject (described on occasion as Handelian1 in style) is heard in the bass, back in 

the tonic key. The subject is answered by the tenors (a 5th higher, starting on the dominant 

note of A), followed by the female voices: the altos repeat the bass entry in the tonic an 

octave higher, and the sopranos echo the tenor entry on the dominant.
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The now jagged rhythm of the accompaniment is noteworthy as the leaping, syncopated 

octaves in violins suggest a restless and somewhat agitated mood. This is a dramatic 

effect, as the composer utilises his symphonic expertise; he uses various modulatory 

sequences and seventh intervals, which also supports the feeling of tension and 

unease. The imitative contrapuntal style is also very like that of Bach. In terms of the 

harmony, note the interrupted cadence in bar 102–3, and the tonicisation of G minor (the 

subdominant minor of the home key) in the next bar, i.e. bar 112–3.

Bar 14: the passage comes to a close on the third beat of this bar with V of D minor, i.e. 

an imperfect cadence. It is quite well marked structurally, as this is a Phrygian cadence 

– ivb – V in a minor key, i.e. D minor, bar 142–3. The end of section is marked also by the 

homophonic texture of the choral parts in bars 13–14. The chord of v6 in D minor, i.e. the 

dominant minor in first inversion, on the last beat of bar 13 becomes a pivot chord, now 

acting as the top 3 notes of Fmaj7, resolving onto a chord of Bb7 in bar 14. The chorus 

sing, ‘Dona eis, Domine’ (all in the same rhythms / homorhythmically), followed by the 

accompaniment emphasizing a quick twist of key into F major.

Theme 1b: bars 15–18: The music moves seamlessly into this next section.

The vocal texture continues in a chordal style (homophonic texture) as the chorus 

sings, ‘Et lux perpetua luceat eis’. The harmony here is uncomplicated, feeling much 

clearer after the previous section, and beginning the phrase unaccompanied. The vocal 

phrases are interspersed with orchestral arpeggios in strings as the accompaniment style 

changes. There is effective word painting here, as the clear, homophonic texture and 

major tonality reflects the meaning of the words, ‘Eternal  light shine upon them’. The 

soprano line helps underline this plea by stressing the 5th, 7th and then 9th of the chord at 

each successive utterance. This short section ends in bar 19 with a perfect cadence, with 

4–3 suspension, 18–19, to Bb major, with the dynamic now at piano.
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Bars 19–26: At this point, the orchestral link makes reference back to the opening 

material by giving an imitation once more of the main subject in the basset horns (now in 

the key of Bb major). At bar 20, Mozart introduces a new idea (possibly a second subject 

– the 2nd ‘Handelian theme’), clearly intended to work with the first subject in double 

counterpoint. At its first hearing, it is played by the violins and bassoons:

 

The text is calm and the music reflects this. The tension and development derive mainly 

from the movement in between the homophony and polyphony.

Middle section, bars 21–32 (Section B: 21–31; orchestral bridge 32–33)

Section B, bar 21: This is a short soprano solo, beginning on the words ‘Te decet 

hymnus’:
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The melody is very simple, of less than an octave in range. It is based on Gregorian 

chant (9th psalm tone). This is meant to be ‘hymn-like’ and, appropriately, slow and simple 

in rhythm and note values, in order to accommodate the flowing semiquavers heard 

in the accompaniment. Here, the semiquaver subject from bar 20 is now inverted, as 

each string instrument follows another, giving a canonic effect to the whole section. The 

orchestral accompaniment is certainly as interesting as the vocal line, as it also forms a 

canon which is answered by the second violins in contrary motion and at a bar’s distance 

by the cellos. This is an example of an extension of a melodic idea through contrapuntal 

means. Harmonically, the passage begins in Bb major, and passes through G minor (bar 

22); back to Bb major (bar 23); F major (bar 243); G minor (bar 252).

Bars 26–32: Then, following the lovely solo, the voices drift apart again into independent 

lines again. Now, there is a significant contrast in the style of the accompaniment, as the 

semiquavers give way to a distinctive leaping dotted figure which establishes a strong 

texture through the imitation and antiphony. The sopranos of the chorus repeat the 

soloist’s melody, hovering between B flat and G minor (with some interesting colourings) 

while the accompaniment continues in the same style, coming to a conclusion in G minor 

with a cadential 6/4 → V7 progression in bar 32.

Bars 32–34: A two-bar orchestral link confirms G minor to bar 341, over which the bass 

sing the 1st subject at original pitch. A quick twist of harmony sees the orchestra turn back 

towards the tonic too, and by bar 351, the music is back in the tonic key of D minor. The 

orchestral link uses a combination of the first and second subject ideas as before (see 

bars 19–20).
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Closing choral section, bars 34–48 (Recapitulation / A1; theme 1a with 
countersubject: 34–42; theme 1b: 43–48)

Recapitulation: At this point, Mozart re-introduces material from the opening. The 

syncopated octaves are now heard in the upper strings, and the bass enters with the 

original first subject back in D minor. The semiquaver 2nd subject is sung by the altos as a 

countermelody to this. All four voices use both subjects, producing a passage of double 

counterpoint. This is a development of the main subject and the countersubject.

Note the tonicisation of the following keys in this passage: D minor (bars 34–35);  A minor            

(bars 36–37); G minor (bars 38–39); F major (bars 40–41); and Bb major (bars 42–43). 

There is a feeling of the tension rising as the sopranos climb to gradually reach top A in 

bar 41, as the basses move down sequentially singing the 2nd subject:

 

In bar 43, there is a repeat of the previous homophonic section, ‘Et lux perpetua’. 

However, this time the sopranos lead, followed by the lower voices, in antiphonal / 

echoing manner over triadic, fanfare-like accompaniment. This begins in Bb major (Bb 

in the bass), moving sequentially through the chord of D minor in bar 44 (A in the bass, 

i.e. 6/4 position, second inversion), downwards further in bar 45 to land on a G# in the 

bass which creates a dissonant yet effective diminished 7th chord, to bring an imperfect 

cadence in D minor at the start of bar 46. The final phrase quietens down towards the 

end, concluding with another imperfect cadence in D minor with effective throbbing 

timpani rhythm added.
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Note

1 Christoff Wolff in his book Mozart’s Requiem states:

 “The first movement of the Requiem is the only one where the reference to an older 

 musical model is both concrete and significant, for a large part of the musical material of 

 the Introit comes from the opening chorus of Handel’s ‘Funeral Anthem for Queen 

 Caroline’ (The Ways of Zion do Mourn) – 1737 – transposed from the original G minor 

 to D minor. This includes the instrumental introduction . . . the main theme of the Requiem 

 aeternam . . . and the orchestral counterpoint [sic].”

Kyrie, bars 1–52

The words: 

Kyrie Eleison Lord, have mercy

Christe Eleison Christ, have mercy

The words are Greek, and not the usual Latin; traditionally, each line would be set three 

times. However, it is a common section in any mass and a common prayer in any Christian 

liturgy. Mozart has set this as a double fugue, giving the first very noble subject to the words 

‘Kyrie Eleison’, and the second, more ‘humanised’ subject to the words ‘Christe Eleison’. 
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Fugue

The word means ‘flight’ – illustrating the way that the voices ‘flee’ away from each other as they enter 
with the subject or the answer.

In music, a fugue is a piece of music in contrapuntal texture which is mainly based on one theme, 
called the subject. It is a ‘free’ kind of form; some would prefer to describe it as a texture than a 
structure; in reality, a fugue is style of composition rather than a fixed structure, as such.

A fugue can be in two or more voices / instrumental parts; usually written for three or four voices, but 
could be more. It is a very complex structure, and one where it is often difficult for the listener to identify 
all the separate melodic strands and work out exactly what is going on.w

Since the 17th century, the term fugue has described what is commonly regarded as the most fully 
developed and complex type of imitative counterpoint.

There is some necessary terminology when considering fugal analysis, and it is important for the 
students to understand the meaning of the following words in this context.

Basically, it is divided into three sections:

The EXPOSITION The MIDDLE SECTION The FINAL SECTION

This establishes the tonic 
key. 

The voices can enter in 
any order, and the section 
ends when all the voices 
have either entered with the 
SUBJECT or the ANSWER.

This passage is modulatory, 
and moves away from the 
tonic. This included further 
entries of the subject in 
related keys.

This re-establishes the tonic 
key.

It is often followed by a CODA.

N.B: These divisions correspond to contrasts of key rather than of theme.

In the consideration of fugal analysis, it will be important for all students to familiarise themselves with 
the following terminology.
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SUBJECT: 

ANSWER: 

REAL ANSWER: 

TONAL ANSWER: 

COUNTERSUBJECT: 

FREE PART: 

COUNTER EXPOSITION 

EPISODE: 

CODETTA:

CODA: 

STRETTO: 

DOUBLE FUGUE:

The subject is just another name for the musical theme.

This is when a second voice repeats the subject at a different pitch, usually 

a 5th higher or 4th lower, i.e. on the dominant.

This is when the answer is an exact transposition of the main subject.

This is when the answer has been modified in some way.

This is when a part has sung the subject or the answer and continues with 
different melodic material.

This is when a voice does not have the subject; answer, or countersubject. 
It presents ‘free’ material, but the ideas are usually based on the main 
thematic content.

(Redundant entry): This is said to take place if the voices enter with the 
subject and answer before moving into the modulatory middle section.

This is a musical passage which functions as a link between sections – a 
kind of connecting passage.

Sometimes, there is a little delay before the entry of the next voice with the 
subject or answer – where all the lines have a ‘free’ part. (This has quite 
a different meaning here than in sonata form). When this happens in the 
Exposition, it is described as a codetta.

This is a passage of music which is sometimes used to ‘finish off’ the fugue 
– after the last note of the last entry of the subject.

This is when one voice enters with the subject or the answer before the 
previous voice has finished.

This is when a fugue has two distinct subjects. They may be heard in 
combination, or have a separate exposition each, before being combined. 
The result is quite similar to a fugue with a countersubject.
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In the Kyrie, Mozart gives the first subject to the words ‘Kyrie Eleison’ and the second 

subject to the words ‘Christe Eleison’. The ‘Kyrie’ subject has apparently been used by Bach, 

Handel2 and Haydn in previous works.

In this section, the instrumental parts double the voices. The ‘Kyrie’ subject starts 

majestically with slower moving rhythms, while the ‘Christe’ subject is more complex at the 

start – faster moving rhythms, using running sequential semiquavers. It predictably follows 

the pattern of a choral fugue and formal stability is therefore assured. Mozart mingles the old 

with the new by enriching the polyphonic writing with subtle shades of tone colours.

EXPOSITION SECTION: Bars 1–15

This begins with the ‘Kyrie’ subject in the bass (on the note A, continuing on from the 

previous section which had concluded on chord V of D minor). This is followed in the next 

bar by the ‘Christe’ subject, delivered by the altos.

The ‘Kyrie’ subject is introduced by the bass:

This is the ‘Christe’ subject, introduced by the altos (note its fortspinnung style / use of 

melisma).
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These two subjects always appear as a pair throughout the movement:

BAR 1: SUBJECT 1 BASS TONIC

} So, 
every 
voice 
has 
both 
subjects
in 
the 
Exposition.

BAR 2: SUBJECT 2 ALTO Tonic

BAR 4: ANSWER 1 SOPRANO Dominant

BAR 5: ANSWER 2 TENOR Dominant 

BAR 8: SUBJECT 1 ALTO Tonic

BAR 9: SUBJECT 2 BASS Tonic

BAR 11: ANSWER 1 TENOR Dominant

BAR 12: ANSWER 2 SOPRANO Dominant

Bar 14–15: Orchestral Bridge / Link
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In bar 4, the ‘Kyrie’ subject is answered tonally in the soprano part as it is heard in the 

dominant key. Note that it starts on the 3rd beat of the bar in this instance. The tenors enter 

with the ‘Christe’ answer in bar 4; again a perfect 5th higher than the first entry, and again 

beginning a half bar later; now starting on the 2nd quaver of beat 3.

Harmonically, note the tonicisation of A minor (dominant minor) in bar 6, and C major by bar 

7, though the material soon shifts back to V of A minor which immediately becomes V of the 

tonic D minor for the 3rd pair of entries.

Bar 8: For the first time, all four vocal parts are heard together, coinciding with the alto entry 

of the ‘Kyrie’ subject – starting on an A (8ve higher than the first bass entry), as the tonality 

returns to D minor.

The exposition section continues with the next two pairs of entries in reverse order of voices 

as shown above, i.e. alto (b.8), followed by bass (b.9), and tenor (b.11), followed by soprano 

(b.1). This passage ends via a bridge / link passage / codetta, bars 15–16, in the key of G 

minor.

MIDDLE SECTION (Middle Entries): Bars 16–38

This follows a similar contrapuntal style, passing through the following keys: F major (16–17);            

G minor (20–22); C minor (23-25) and B♭ major (27–32). This could be viewed as Exposition 

2, as the two subjects continue to enter in pairs as in the Exposition, but now not just in the 

tonic and dominant:
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BAR 16: SUBJECT 1 SOPRANO F major

BAR 17: SUBJECT 2 BASS F major

BAR 20: SUBJECT 1 (A1) TENOR G minor

BAR 21: SUBJECT 2 (A2) SOPRANO G minor

BAR 23: SUBJECT 1 BASS C minor

BAR 24: SUBJECT 2 ALTO C minor

BAR 29: SUBJECT 1 (A1) BASS B♭ major

BAR 30: SUBJECT 2 (A2) TENOR B♭ major

BAR 32: SUBJECT 1 ALTO F minor

BAR 33: SUBJECT 2 BASS F minor

There are also numerous episodes in this middle section, i.e. entries in order to fill in the 

harmony, e.g. alto (bar 18), and tenor (bar 24).

It is noteworthy that the entries of the ‘Christe’ subject in this section are heard in stretto form 

(bar 34 onwards – tenor, alto, soprano and bass), this time presented at a bar’s distance. 

Including the bass entry of bar 33, these stretto entries of S2 form a reverse cycle of 5ths: 

C, G, D, A, E. These entries receive a chromatic alteration in the rising semiquavers, in 

preparation for the final section of the movement. In bar 38, some free cadential material is 

heard above the ‘Christe’ subject in the bass as this middle section ends with a tonicisation 

of A major, which acts as the V of the tonic key D minor, the key for the following Final 

Entries.

FINAL SECTION: Bars 39–52 (Abbreviated version of Exposition 1)

The music returns to D minor by bar 393 for S1 bass and S2, the ‘Christe’ entry in the 

soprano part working its way upward to reach a top B♭ in bar 413. Note the use of the ‘Kyrie’ 

subject approaching bar 43, as the detailed polyphonic working includes an interrupted 

cadence (bars 424–43), before resolving with a perfect cadence back into D minor, 

supporting the alto entry of the ‘Kyrie’ subject as the entries all need to remain in the tonic 

now:
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BAR 39: SUBJECT 1 BASS D MINOR (TONIC)

BAR 40: SUBJECT 2 SOPRANO D MINOR (TONIC)

BAR 42: FALSE ENTRY OF S1 IN ALTO

BAR 43: SUBJECT 1 ALTO D MINOR (TONIC)

BAR 44: SUBJECT 2 BASS D MINOR (TONIC)

This is followed by another passage in stretto, with the chromatically altered ‘Christe’ entries 

now heard in a different order, i.e. bass; soprano; alto and, finally, soprano.

In bar 49, the music arrives on the dominant chord in first inversion (V6), as the four parts join 

in a chordal texture to bring the intense polyphonic writing to a pause:

Bar 50: So, the movement comes to an end with an interrupted diminished 7th, followed by 

a paused crotchet rest. The fugue ends with two bars adagio (70 → V → i6/i → V → i) – a 

cadential, homophonic conclusion, and comes to rest on a semibreve D minor tonic chord, 

minus the 3rd of the chord (old Gothic combination). This open, ‘bare’ sound leaves us in 

anticipation and paves the way for the Dies Irae. 
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Note

1 Christoff Wolff in his book Mozart’s Requiem states:

 “The material of the Kyrie fugue comes from another work by Handel, the closing chorus 

 of the Dettingen Anthem . . . Mozart again borrows both the theme and the countersubject 

 . . . this time transposing the original D major modally to D minor . . . the fugal theme also 

 appears, in the key of F minor and without a countersubject, in Handel’s Messiah (No.22: 

 ‘And with His stripes we are healed’) . . . incidentally, the fugue ‘Cum Sanctis tuis’ in  

 Michael Haydn’s C-minor Requiem was also based on a variant of this . . . and Mozart 

 himself had also used it in a very similar fashion in the ‘Laudate pueri’ of his Vesperae 

 solennes de confessore K.339 [sic].”
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Dies Irae

The Dies Irae section came next, as Mozart omitted the Graduale and the Tract. This is 

a unique Latin hymn which describes the ‘Day of Judgement’. The first movement of the 

sequence uses the first two verses of the Dies Irae. His setting demonstrates an excellent 

command of word-painting and orchestration.

The words:

Dies Irae, dies illa Day of wrath, day of anger

Solvet saeclum in favilla will dissolve the world in ashes

teste David cum Sibylla as foretold by David and the Sibyl

Quantus tremor est futurus Great trembling there will be

quando judex est venturus when the Judge descends from heaven

cuncte stricte discussurus! to examine all things closely!

This is a movement of powerful character and content, providing a complete contrast to the 

previous chorus. The previous chorus, as has already been noted, finished on a D minor 

chord, without the 3rd, i.e. just the tonic and dominant notes of the chord. This left a very 

‘bare’ feeling to the conclusion, anticipating what was to happen next.

The beginning of the Dies Irae now leaves us in no doubt, starting as it does with a full chord 

of D minor, heard forte. It has been well documented that Mozart apparently associated this 

key with tragedy and seriousness. (One particular example of this may be found at the end 

of his opera Don Giovanni. The finale is terrifying as Mozart balances light and shade to 

provide a spine-chilling conclusion as the main character is banished to hell.) 
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The anger of this section in the Requiem is achieved though unrelenting string semiquavers, 

syncopated rhythms, and brass fanfares. It is delivered allegro assai, and mostly in a 

homophonic texture for the chorus. Note the rhythms in timps (which possibly suggest 

thunder?) - quavers in bars 2 and 4, also with semiquavers included in bars 24/5. To further 

enhance the necessary feeling of gravity and agitation, Mozart uses diminished harmonies 

and Neapolitan chords. 

Bars 1–8: This musical representation of ‘The Day of Wrath’, a reflection upon the final 

judgement, and the imitative writing from the Kyrie has been replaced with strong forceful 

chords sung by the chorus. Accompaniment figures in the orchestra, consisting of driving 

rhythmic patterning and syncopation. This creates a mood of anguish and despair, heard 

also in the dissonant and discordant harmonic content:

Note the V6/5 chord positioning in bar 3, with the 7th of the chord used as the pedal note – 

this resolves back to the tonic in bar 4 as the note values become shorter and more urgent 

in the choral parts. The remainder of the phrase is mainly based on tonic and dominant 

harmonies (including diminished chords on the dominant, e.g. bar 51), with a 4/2 chord 

bringing the subdominant minor chord in first inversion, bar 7. The phrase ends with an 

imperfect cadence, 1 6/4 → V in bar 8.

Bars 83–9: this is a very short link for orchestra before the next phrase. The pace is still 

restless and the musical content frantic, with repeated quavers on the dominant in the bass, 

syncopation on a repeated A in the violins, followed by chromatic movement in the melodic 

line and a rapid modulation from D minor to F major (via a V 4/3 in that key on the last 

quaver beat of bar 9).

Bar 10: Now we hear a 3 bar rising sequential figure in the soprano line starting in F major, 
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the relative major of the home key:

This is further intensified by the tenors delaying the crotchet movement of this theme by one 

bar, in contrast to the other parts, meaning that two sequential ideas are 

running concurrently

 

Bar 13: The sequential idea moves upwards by a tone now, to G major, and the idea is heard 

again in the soprano line, supported in other parts, as previously seen. Perhaps, predictably, 

this time the phrase finishes by modulation to A minor (dominant minor of the home key of 

the movement), and a tone up from the previous G major tonality. The minim movement 

reminds us of the style of the opening, and the passage finishes with a perfect cadence in A 

minor, bars 18–19.

Begins imitation of 

soprano line

Melodic notes are 

changed to fit with 

the underlying 

harmonies
1st bar in 

tenor – as 

soprano 

theme, but 

falling perfect 

5thsoprano 

line



WJEC : AS Set Work  |  TEACHERS NOTES

Mozart Requiem 

WJEC : AS Set work Mozart Requiem Teachers’ Notes

Bars 19–21: a three-bar orchestral link. The harmonic content in just a bar and a half here is 

complex, including diminished chords in the parallel movement which also includes the brief 

tonicisation of E major, before settling back in A minor, bar 21.

Bars 22–29: This is clearly based on the opening material. It is in the key of A minor 

(dominant minor of the home key). In bar 28, the inclusion of a B flat in the music, i.e. the 

flat submediant of the home key, descends to resolve via an imperfect cadence onto the 

dominant of A minor (bar 292). The next short orchestral link facilitates the tonicisation of C 

minor in the next section; based on bars 8–9, and using dim 7th → V7 of that key in bar 30. 

Once again, this must be acknowledged as an unusual and far-reaching change of key, i.e. 

that of the flattened leading note.

Bar 31: The beginning of ‘Quantus Tremor est futurus’ is similar to bar 10 in style, though 

without the tenors’ later entries. The earlier arpeggio idea is now reversed, and the 

sequential treatment has been varied by moving up a semitone, instead of a tone. Note the 

diminished chords in bars 33, 34, 35. In bar 36, chord V4/2 of D minor brings the return of 

the tonic key by the second beat of that bar. The shift to E flat major (Neapolitan 6th), moving 

to a diminished 7th halfway through the bar on the word ‘Cunc-te’ is a colourful touch. The 

ensuing descent of ideas in bars 38 and 39, both melodically and harmonically (in minim 

beats: G minor → F major → E♭ major → dim 7th) ensures that the section ends with an 

imperfect cadence, arriving on the dominant chord of D minor (bar 40).

Bar 40: Now we hear three distinct phrases of word-painting to illustrate the ‘great trembling’ 

and ‘evoke the quaking of dread’. The earlier orchestral link has been effectively replaced by 

a short monophonic idea sung in the bass and accompanied by the violins (in semiquavers), 

the viola, and the cello, the double bass and the organ of the basso continuo. This powerful 

unison line is based on continuous quavers, hovering around dominant of D minor, using the 

upper flat submediant and the lower sharpened subdominant, highlighting the interval of the 

semitone:
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The remaining voices answer in block chords (homophonic texture), with the same rhythms 

in all parts, and with all parts emphasizing the semitone interval:

This assumes the character of a double chorus as the ideas are heard independently, yet 

working with each other to create the unified outcome in antiphonal style. The nature of the 

accompaniment style has also changed to include further arpeggiaic quaver figuration:
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This dramatic outburst is exclaimed three times (with a slight re-arrangement of parts for the 

upper three voices and in the accompaniment). In bar 50, the basses drop the octave to a 

lower Bb at the end of the bar, as their phrase is harmonised and delivered in all parts, heard 

in a homorhythmic way and again utilising dim 7th chords, alternating this time with G minor 

chords in first inversion (bar 51), moving to A7 in bar 52 to complete the phrase.

This reiteration of the quaver idea in all parts is clearly word-painting, intended to illustrate 

the meaning of the words, i.e. the fear of the impending ‘tremendous disaster’, as the 

alternation between the two notes are meant to illustrate the ‘shake’ of the terror. In bar 

53, the chorus revert back to block crotchet harmonies, and the orchestra to semiquavers 

and syncopated movement. There is another imperfect cadence in D minor, ending on 

the dominant chord of A in bar 54, concluded with a rising semiquaver arpeggio in violins 

beneath a crotchet rest for the chorus. This short phrase is then repeated, re-arranged for 

the chorus, but still above the tonic and dominant harmonies of D minor.

Bars 57–65: in the final part of this section, the texture changes once again with an 

antiphonal section in the home key of D minor, led by the sopranos and altos and answered 

by the tenors and basses. This ‘Cuncte stricte’ section is slower and more deliberate in 

feeling, the texture and rhythm reflecting the meaning of the words. The phrase is repeated, 

including the tonicisation of Eb major (the flattened supertonic of the home key). This is a 

Neapolitan relationship, and the second time this shift has occurred in this movement to 

subtle effect and colouring. Mozart facilitates this via the flattened submediant of D minor 

which then becomes the dominant of the tonicised key, i.e. Bb major chord in bar 62 → 

Eb major chord in bar 63. The passage finishes with a perfect cadence in D minor for the 

chorus in bar 65, though again the 3rd of the chord is omitted on the first beat of the bar. The 

orchestra complete the movement, with a phrase reminiscent of bars 19–21. This is perhaps 

an appropriate move, as they have certainly been a driving force in portraying the inherent 

character of this movement.



WJEC : AS Set Work  |  TEACHERS NOTES

Mozart Requiem 

WJEC : AS Set work Mozart Requiem Teachers’ Notes

Tuba Mirum

The words:

Tuba mirum spargens sonum The trumpet will send its wondrous sound

per sepulchra regionem throughout earth’s sepulchres

coget omnes ante thronum. and gather all before the throne.

Mors stupebit et natura Death and Nature will be astounded

cum resurget creatura, when all creation rises again

judicanti responsura to answer the judgement.

Liber scriptus proferetur A book will be brought forth

in quo totum continetur in which all will be written

unde mundus judicetur. by which the whole world will be judged.

Judex ergo cum sedebit When the judge will take his seat

Quidquid latet apparebit what is hidden will be revealed

nil inultum remanebit nothing will remain unavenged.

Quid sum, miser tunc dicturus? What shall a wretch like me say?

Quem patronum rogaturus Who shall intercede for me

cum vix justus sit securus? when the just ones need mercy?

This movement is in B flat major and is labelled andante. It is a series of solos, culminating 

with a quartet. Each voice is heard separately (bass, tenor, alto, then soprano) before the 

chorus join in. This could be a direct response to the requirements of the text, which changes 

as we proceed throughout the movement. Mozart reflects this in the change of solo voices.

Bars 1–2: the movement begins with a trombone solo, using arpeggio-type material:
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This was quite unusual because, at the time, the trombone was rarely used in orchestral 

works, and then only for special effects. The trombone obbligato part in this section is the 

most prominent use of the trombone in Mozart’s entire catalogue.

Bar 3: This passage introduces the bass solo, echoing the music already heard, along with 

the addition of an extra cadenza at the end of the phrase. The held tonic of Bb in the voice is 

accompanied by quaver arpeggio-type figuration in the trombone which adds to the serious 

and sombre effect. The bass soloist continues with his slow-moving theme, heard above 

tonic and V7 harmony until bar 11. As the line utilises sequential dotted phrases and intervals 

of 8ves and 10ths, the harmony changes to that of the subdominant (chord IV) in bar 12 → 

vi  /V6 in bar 13, moving towards the tonicisation of F in bar 15. At this point, the trombone 

quavers begin again, shifting to the opposite mode of F minor in bar 16. The diminished 

chord on the last beat of bar 16 brings a I6/4 → V7 cadence in bar 17, resolving back in F 

minor in bar 18, as we hear the last note of the bass solo. However, halfway through the bar, 

the dominant of that key prepares us for the next section, and the last tonic note of the bass 

is heard against tonic minor harmony as the tenor enters with his solo.

Bar 18: The tenor solo now begins in the key of F minor, with the second and third verses of 

the text. There is a shift in the mood with faster strings and a minor mode. This is a mournful 

tune, characterised by the ‘weeping’ couplets in bars 20 and 27. The music is reminiscent 

of the opening of the work, and is a diminutive version of the previous bass solo. The 

accompaniment changes to continuous quavers, with emphasis given to holding notes in the 

bassoon. 
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In bar 24, following the G major chord of the previous bar, G minor is established, and in bar 

29, D minor is tonicised. The bassoon line delicately holds the interest in the middle of the 

harmonic texture, and clearly supports the meaningful appoggiatura figure in the tenor solo 

line. At bar 29, note the change of accompaniment style to detached quavers, led by cello / 

bass and heard off-beat in the violins and viola. This passage comes to an end in bar 34 with 

a perfect cadence, i6/4 →V7→i in the key of D minor.

Bar 34:  Now the alto solo begins. This is still in the key of D minor, and continues in the 

same style as the tenor solo. Note that there are more appoggiatura notes and sequences: 

D minor (bars 34–36) and C minor (bars 37–39), eventually concluding the passage with an 

inverted perfect cadence in bar 40, i.e. V65  → I in B flat major.

Bar 40: The soprano solo begins, still in B flat major:

This is a very expressive theme, becoming rather more broken from bar 44 onwards, 

interspersed with crotchet rests, and balanced by similar ideas in the accompaniment 

(strings and basso continuo). This is appropriate to illustrate the meaning of the words, ‘Cum 

vix justus sit securus’ – ‘When the just ones need mercy’. This gets stronger as the music 

continues. 
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Bars 51–62: In the last passage of this section, the final line of the text is repeated by all four 

soloists in four-part harmony, and the rest of the orchestra join in to produce one of the most 

meaningful and inspirational passages in the work. Harmonically, the music passes through 

C major (bar 52); G minor (via a diminished 7th chord in bars 53 and 56); F major and B flat 

are tonicised in bar 58, and finally back to B flat major (bar 60). The texture is homophonic, 

and the expressive melodic lines are heard in the violins. To conclude, the voices are first 

heard forte, then piano, then building in volume again to reach a conclusion of religious 

significance, with the echoing sounds of the accompaniment left to finish the movement, with 

a perfect cadence in B flat major, with chord V acting as an appoggiatura chord to the tonic 

in the final resolution.

Rex Tremendae

It has been said that “. . . no effect so great in music was ever so rapidly accomplished or by 

such means.” (Edward Holmes) The musical style has been compared to that of Handel, e.g. 

‘Behold the Lamb of God’ and ‘Worthy is the Lamb’ from the Messiah.

The words:

Rex tremendae majestatis King of tremendous majesty

Qui salvandos salvas gratis, who freely saves those worthy ones,

salve me, fons pietatis. save me, source of mercy.

This is a relatively short movement, lasting only 22 bars. However, the impression it gives is 

immediate – and it is one of majesty, as its intention is to illustrate the grandeur of God, 

followed by a more gentle request for salvation (a plea for mercy). Mozart achieves a feeling 

of terror and wonder at the opening, as the two-bar orchestral introduction establishes the 

key of G minor and sets the adagio tempo with forte chords and distinctive dotted rhythms, 

typical of a French overture, in unison with downwards scalic passages – it is bold and 

dramatic, as the feeling of dread needed to be powerful.
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Bars 3–5: The chorus enters on beat 2 with a homophonic section, continuing the French 

overture style as it punctuates the first line of the text and signifies royalty. The dramatic 

presentation of the text is exciting. The dramatic choral declamations in crotchets follow 

each orchestral idea on the 2nd beat of each bar and cadence, by the string orchestra which 

accompanies in unison. This arrives on chord i (tonic minor – bar 3), VI (submediant major 

– bar 4) and iv (subdominant minor – bar 5). The opening idea culminates with a fortissimo 

bar with all parts in rhythmic unison, a cohesive block of harmony in dotted notes, heard in 

voices and wind instruments:
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This ends with an imperfect cadence in bar 7, i → V in G minor.

Bars 7–16: There is a clear change in the textural style as this is a contrapuntal (imitative) 

section, with mixed note values. This is cleverly worked as a double canon, and also heard 

antiphonally. One canon starts in the female voices, with the alto beginning the idea, to be 

answered at the fourth by the soprano on the words, ‘Rex tremendae majestatis’:

Sop answers a 4th 

above

Dominant
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The 2nd canon is heard in the male voices, as the tenors start the idea only a beat later than 

the altos in bar 7, this time answered a 5th below by the bass. They use the words, ‘Qui 

salvandos salvas gratis’: 

Note that the accompanying instrumental parts are also canonic in style, resulting in a 

passage of music which, effectively, is in 8 real parts.

Harmony: The tonic chord is reached by bar 73, and bar 8 moves through chord iv (C min) 

which starts a cycle of 5ths as F → Bb (bar 91) → Eb (bar 93) → A dim (bar 101) → D major – V 

of the tonic of G minor, which returns at the start of bar 11.

The harmonic basis of this progression is a sequence of 7ths moving downwards, using 

different varieties of the chord, i.e. in bar 7, there is a 7th with a minor 9th, giving diminished 

harmonic flavours (D,F#, A, C, Eb); in bar 8 there is a 7th with a minor 3rd (C, Eb, G, Bb); in bar 

9 there is a 7th with a major 3rd, major 7th and 9th (Bb, D, F, A, C); and in bar 10 there is a 7th 

with a b9.

3rd of iv

Bass answers 5th below
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In bar 12, all parts join in rhythmic unison to finish with a perfect cadence to F major in bars 

11–12.

Bar 12: Another double canon now follows, this time with the parts inverted: the thematic 

subject previously heard in the alto and soprano parts is sung by the tenor and bass, and 

their lines are sung above at the higher pitch by the female voices. The suspension of the 7th 

chords is heard distinctively in the men’s voices, effectively held in strong positions:

Basset horns and bassoons double the chorus lines, but the independence of the chorus 

from the orchestral strings is clear. This produces a rich harmonic and textural outcome. This 

idea continues until bar 16, where there is an imperfect cadence in D minor.

Bar 16: A short homophonic section now follows, based on the repetition of the imperfect 

cadence. In bar 17, the short orchestral link played by the violins and violas starts on the 

dominant note, before descending via the same dotted rhythms, back to the home key.

Bar 18: A contrasting passage of simplicity now begins. This final line is quiet and slow – 

the plea for mercy. In reality, this is a prayer. The dotted rhythmic motif is still heard in the 

violin accompaniment, but it has been transformed into an elegant idea. Female voices sing 

‘Salve me’ (‘Save me’), in descending 6ths. This is echoed in the next bar by the tenors and 

bass – this time in   B flat major. The movement ends quietly, with all four parts of the chorus 

delivering the final line of the text:
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[**Alternatively, all three of the bars above could be analysed in D minor, in which case, 

bar 20 would be the Neapolitan 6th in that key – a chord Mozart has already used, so quite 

probable as a harmonic choice too].

This short homophonic phrase is accompanied by continuo and strings.

Dramatically, the key is that of the dominant minor, i.e. D minor (not the tonic of G minor) – 

nevertheless, providing a clear link to the beginning of the ‘Recordare’ which is in F major 

and, thus, sharing the same key signature.


