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 Let us journey back to the early part of this century totalk about the life of Maurice Duruflé.

It was Easter Sunday, 1912, and young Maurice Du-
ruflé and his father were traveling from their home town
of Louviers to the great city of Rouen. It was the most
exciting trip the ten-year old boy had ever taken.  One
can almost imagine the young boy’s eyes bulging as he
and his father arrived in that great metropolis and came
upon the huge and ancient Gothic cathedral. What a day
he must have had, getting the grand tour, including a
visit to the boychoir school and a talk with its director. 

But his excitement at all this was dashed at the end of
the day when his father informed him that he wouldn’t
be returning home, but, starting that very night, living
there for the next several years! In Duruflé’s words, “I
needn’t say what was my reaction. That night in the dor-
mitory I sobbed on my bed.”

Fortunately, the kind choirmaster of the cathedral
heard the boy crying, and raised his spirits by telling
him of all the exciting things in store for him — how he
would get to study music all the time, be a part of the
great High Masses and ceremonies of the cathedral, and
one day play the organ. Duruflé said of this turning
point in his life, “A great page opened in front of me.”

And what a page it was! His life for the next six years

was centered around one of the glories of France, the
Cathedral of Rouen. Built in the 1200s, the magnificent
cathedral had attracted countless visitors through the
centuries. One famous visitor, Claude Monet, was paint-
ing his celebrated Rouen Cathedral series not long before
Duruflé arrived.

Although life at the choir school was strict (up at 6:00
every morning, no heat in the dormitories, prayers at
6:30, studies and rehearsals all day), young Maurice was
thrilled by all the musical activity and overwhelmed by
the great liturgies of the cathedral. His years there were
to have an extraordinary influence on him, arguably the
single strongest artistic influence of his life. For the spe-
cial world of the Gregorian chant — its melodies, modal
harmonies, the rise and fall and supple contours of its
lines, its spiritual and mystical aesthetic — remained at
the core of his artistic soul for his entire career.

Every morning of the week the choirboys would
study and rehearse the chants for the upcoming Sunday.
There were evening rehearsals as well, when the boys
would be joined by tenors and basses. On Sundays they
sang at the High Mass in the morning and Vespers in the
afternoon. At the end of the Vesper service was the
liturgy of the Benediction of the Most Holy Sacrament,
for which the Rouen townspeople packed their ancient
cathedral week after week. Duruflé described the grand
procession as follows: led by two Swiss men in specially
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designed uniforms, the boychoir entered, then fifty sem-
inarians, dozens of canons and clergy of the cathedral,
all dressed in white and gray ermine, and finally a large
velvet canopy under which processed the Archbishop
carrying the Holy Sacrament. Directly in front of the
canopy were eight thurifers — men carrying pots of in-
cense which they waved regularly, creating great clouds
of smoke.

This was the kind of ceremony Duruflé lived with
every week during this part of his life. And it is impor-
tant to remember that the central musical component of
this and all other liturgies was Gregorian chant.

In 1918 World War I was over and it was time for Du-
ruflé to move on. That meant Paris and its famed Con-
servatoire. So Duruflé, now sixteen years old, moved to
Paris to study with the great Tournemire, who would
prepare him for his entrance examination.

Charles Tournemire and Louis Vierne were the two
most important French organist-composers of the day.
Born the same year (1870), they were classmates in
César Franck’s organ class. Duruflé was to study with
both of them.

First it was the impulsive, temperamental, brilliant
Tournemire, organist at Ste. Clothilde, where Franck had
played. Particularly celebrated as an improvisor, Tourne-
mire would fill each week’s Mass with inspired improvi-
sations that heightened the liturgical drama. Most of the

improvisations were based on the Gregorian chants of
the day. The impulsive emotion, the color, the mysticism
and drama of the liturgy were the cornerstones of his art. 

After a year of lessons, Tournemire felt Duruflé was
ready for the conservatory and told him to go spread his
wings and fly on his own. 

Duruflé, ever modest and self-effacing, wanted more
preparation, so he began his studies with Louis Vierne. A
total contrast to Tournemire, Vierne was a charming, culti-
vated man. And instead of improvising personal, mystical
statements at a parish church, Vierne presided over the
Grand Organ of Notre Dame Cathedral, the most impor-
tant post in France, where state occasions were common-
place. With Vierne, Duruflé learned impeccable structure
and architecture, a far more rigorous and disciplined com-
positional style. It was Duruflé’s greatness that he was
able to incorporate Tournemire’s exceptional imagination
and Vierne’s formal compositional techniques into his
own style, ultimately surpassing his two masters.

When Duruflé finally auditioned for the Paris Con-
servatoire in 1920, he impressed the jury so strongly that
they predicted he would be a first-prize winner. In fact,
he won five first-prizes — in organ, harmony, accompa-
niment, counterpoint and fugue, and composition. Du-
ruflé was in the organ class of Eugène Gigout and in
Paul Dukas’s composition class, where he learned much
about orchestration. (A classmate of his in Dukas’s class



was the young Olivier Messiaen.)
Duruflé’s student years in Paris came at the end of the

Impressionist era. Most of the Impressionist painters had
died several years before; and Claude Debussy, who was
a colossal influence on virtually all twentieth-century
French composers, died in 1918. The more classical, tradi-
tional musical influence, Gabriel Fauré, retired as director
of the Paris Conservatory just as Duruflé entered.

During his student years Duruflé was named assistant
organist to Tournemire at Ste. Clothilde and later to
Vierne at Notre Dame. After he graduated, his career pro-
gressed brilliantly. He quickly became a popular concert
organist and was appointed titular organist at St. Étienne-
du-Mont in Paris, a post he held for the rest of his life. In
addition, he became a highly respected composer whose
works, published by the prestigious firm Durand & Cie.,
were performed by major performers and ensembles.

In 1939 he gave the world premiere of Poulenc’s
Organ Concerto and advised Poulenc on the organ regis-
trations. Duruflé’s recording of the work (with George
Prêtre conducting) is still the classic performance. During
much of Duruflé’s career he played with orchestras, and
was considered the orchestral organist par excellence. 

In the 1940s he was named Professor of Harmony at
the conservatory (“the best we ever had,” said Messiaen)
and assisted Marcel Dupré with his organ class. It was in
this organ class that he came to know a particularly at-

tractive and brilliantly gifted young organ student,
Marie-Madeleine Chevalier.  In 1953 they were married
and she became co-titulaire at St. Étienne-du-Mont. He
was twenty years older than she.

For many years the Duruflés toured widely, giving
joint organ recitals. They were received everywhere with
packed houses and exceptional enthusiasm from profes-
sionals and general public alike. In the late 1960s and
early 1970s the Duruflés were so highly regarded and in
such great demand that they could practically name
where they would perform.

Then, tragically, in 1975, they were critically injured
in a head-on auto collision in Southern France. Each of
them underwent a long and painful series of operations.
Mme. Duruflé eventually recovered enough to resume
playing at church services — her first was Christmas
Eve, 1976 — but during the next ten years, Maurice Du-
ruflé seldom left his bed in their apartment, across the
street from St. Étienne-du-Mont. He died in 1986.

I had the great opportunity to study organ with Mme.
Duruflé during the winter of 1977, soon after she had re-
sumed playing in church. I attended every Mass she
played and, week after week,  heard some of the most ex-
traordinary organ playing I have ever experienced. My
lessons, long and incredibly inspiring, took place either
at the Duruflés’ church or in their small apartment,
where they had a three-manual pipe organ. When I had



lessons at the apartment, Mme. Duruflé would help her
husband into the kitchen, where he would listen to my
lessons. Later she would pass on his comments.

In 1989, three years after her husband died, Mme.
Duruflé made a triumphal return to concert life at a Du-
ruflé festival I put on in New York City. (The New York
Times referred to her as the Clara Schumann of the
organ.) Since then she has toured the United States
twice, including a stupendous recital at our home base
in New York City, the Church of the Ascension on lower
Fifth Avenue. (She was present for our 1989 rehearsals of
the Requiem and helped in the organ registrations, which
we have used again for this recording.)

Everyone who has come to love Duruflé’s music has, at
one point or another, exclaimed, “Oh, I wish he had writ-
ten more!” Indeed, is there any other major composer
who has published only thirteen works? Of course, it is
because the quality of each and every one of these pieces
is so good that his place in music history is assured.

The principal reason he wrote so few works was his
exceptionally self-critical personality (he kept re-writing
and revising his works for years after they were com-
pleted). One wonders also if he was discouraged from
composing because his style would come to be viewed as
conservative. For as the decades passed and a multitude
of more modern musical styles came and went, Duruflé

continued to compose in a manner true to his own per-
sonal style, which just happened to be more representa-
tive of the first decades of the century than the later ones.

We see in his music the many musical influences of
his formative years. He absorbed into his artistic being
the styles of Tournemire and Vierne;  the elegant Classi-
cal French school represented by Gabriel Fauré;  the Im-
pressionist school of Debussy, Ravel and others; and the
world of the Church — the physical, spiritual, emotional
ambience of the buildings and the liturgies therein —
and its music:  the polyphonic Renaissance choral reper-
tory, and, above all, the Gregorian chants. All of these in-
fluences came together to form the musical style of
Maurice Duruflé.

Duruflé’s complete works consist of six organ pieces,
the Andante et Scherzo and Trois Danses for orchestra, a
chamber piece, and four choral compositions: the Quatre
Motets (two of which appear on our first recording, Mys-
teries Beyond, Delos 3138), and the three works which ap-
pear on this present recording, Notre Père, Messe “cum
jubilo,” and the Requiem.
Duruflé’s masterpiece, the Requiem, Op. 9, began as an
unfinished organ suite. Through the encouragement of
Marcel Dupré and his publishers, Durand, he trans-
formed it into his Requiem. Completed in 1947, it was
dedicated to the memory of the composer’s father.

Of the Requiem, Duruflé wrote,



“This Requiem is entirely composed on the Gregorian
themes of the Mass for the Dead. Sometimes the musical text
was completely respected, the orchestral part intervening only
to support or comment on it; sometimes I was simply inspired
by it or left it completely, for example in certain developments
suggested by the Latin text, notably in the Domine Jesu
Christe, the Sanctus, and the Libera. As a general rule, I
have above all sought to enter into the particular style of the
Gregorian Themes.

“Therefore, I have done my best to reconcile, as far as possi-
ble, the Gregorian rhythms, that which has been fixed by the
Benedictines of Solesmes, with the demands of modern meters.
The strictness of barline structure, with its strong beats and
weak beats returning at regular intervals, is in effect difficult to
reconcile with the variety and suppleness of the Gregorian line
where there is only a succession of impetus (rising) and falling.
The strong beats had to lose their dominant character to take the
same degree of intensity as the weak beats, in such a manner that
the rhythmic Gregorian accent of the stressed Latin syllables
could be placed freely on whichever beat of our modern meter.

“As to the musical form of each of the pieces composing
this Requiem, it was generally inspired by the same form set
forth by the liturgy. The organ has only an episodic role [in the
original orchestration]. It intervenes, not to support the
choirs, but only to underline certain accents or momentarily
to disguise the orchestral sonorities that sound too human. It
represents the idea of tranquility, faith, and hope.

“This Requiem is not an ethereal work which sings de-
tached from worldly anxiety. It reflects, in the unchangeable
form of the Christian prayer, the anguish of man facing the
mystery of his last ending. It is often dramatic, or filled with
resignation, or hope, or terror, like the same words of the scrip-
ture used in the liturgy. It tries to translate the human feeling
in front of their terrifying, inexplicable or consoling destiny…
[and in the] In Paradisum, the ultimate response of faith to
all the questions, by the flight of the soul toward Paradise.”

Duruflé scored three different accompaniments of
this work:  the original version for large orchestra, a ver-
sion for solo organ accompaniment, and a second or-
chestral version (three trumpets, timpani, harp, strings,
and a major organ part). It is this final version that we
have chosen for this recording.

The Requiem begins with the Introït’s gentle-running
sixteenth notes in the violas and organ, which seem as if
they have been flowing on for centuries. On top of this,
one measure later, Duruflé gently places the ancient Gre-
gorian melody — so familiar to the faithful, so comfort-
ing. Thus the timeless ritual begins, the procession of
generations, the souls who have moved on since the be-
ginning of time and are now at peace, and those on earth
and yet unborn who will one day join them.

This is one of the great openings in music. It is also
an example of Duruflé’s art at its best. Duruflé was one
of those rare composers who could express a lot with



simple means, and here he has evoked so much for us in
the briefest time. These measures also show his trade-
mark gift of combining the beautiful impressionist or-
chestral background with the ancient Gregorian chants.
These two elements fuse in a unity that is at once luxuri-
ously beautiful in a worldly sense and profoundly spiri-
tual. Duruflé portrays in his music a loving theology
where one element does not negate the other.

The Gregorian melody unfolds, one phrase at a time,
punctuated by the “ahs” of the women’s voices. The first
real crescendo occurs on the words luceat eis (“let perpet-
ual light shine upon them!”)

A brief second section provides contrast. Here the
chant is intoned first by sopranos, then altos, to a very
simple organ accompaniment. 

The running notes of the violas and organ return for
the third section. This time the chant melody is given to
the first and second violins, in canon, one note apart, as
the choir comments: first, the tenors and sopranos with
repeated C pedal points followed by a simple downward
melody, then the full choir in harmony (for the first time)
with a large crescendo, again on the words “let perpetual
light shine on them!” The movement concludes quietly,
as the running sixteenth notes slow down, little by little,
and lead us straight to the next movement.

The Kyrie represents some of the most inspired
music Duruflé ever composed. It is written in the tradi-

tional three parts of a Kyrie, ABA. The first and third
parts are composed in a style evoked by Renaissance
contrapuntal motets. Duruflé had so absorbed the Ren-
aissance idiom and had developed such a mastery of
counterpoint that he was able to compose in this antique
style with complete naturalness. And, rather than using
Renaissance harmonies, he spoke with his own har-
monic language, thus creating music that was both an-
cient and twentieth century.

The first section begins very simply with only voices
and organ. The Gregorian melody is heard in the bass
and alto voice parts, with commentary melodies sung by
the sopranos and tenors. After all four parts are going,
Duruflé superimposes the chant melody (played by
trumpets) in cantus firmus style, one slow note at a time.
In this and the similarly composed third section, Duruflé
follows in the line of other great composers who chose
the most formal, rigid musical forms to express their
most profound musical thoughts.

The middle section is freer, more personal. The so-
pranos’ and altos’ pleas for mercy are intertwined, ac-
companied by very expressive string writing.

With great emotion, the women build up to the stun-
ning re-entry of the basses and tenors. Then the sopra-
nos and altos enter again and the entire orchestral
ensemble, representing the whole community, sings to
God from the very depths of their souls, with all the feel-



ing they can express. As this movement concludes in a
profoundly touching, prayerful way, we are aware that
we have experienced one of the great moments in music.

The compositional formality of the Kyrie is contrasted
to the freer, highly imaginative Domine Jesu Christe. In-
tended for the Offertory of the Mass, it is by far the
longest movement of the piece. It travels through a vari-
ety of imaginative terrain and is practically an epic jour-
ney in itself. Much of this movement is reminiscent of the
impulsive, highly charged, dramatic music of Tournemire.

It begins in a dark, mystical world, conjured up first
by the organ, and then by the deep tones of the bass and
celli. The altos enter with a rich chantlike melody (“De-
liver the souls of the faithful”). Suddenly the entire en-
semble bursts forth: “Save them from the lion’s mouth!”
What follows is one of the most dramatic sections of the
whole work. As the chorus cries out that the souls of the
departed be saved from the horrors of hell, the orchestra
is heard in fast, jagged, flamboyant music. After a fero-
cious peak, the music subsides, and eventually enters a
new world, ethereal, distant, mystical. Here the pure
tones of the sopranos are cushioned on soft string
chords. (The chords are off-beat and irregular, producing
a nebulous effect.)  A variety of delicate instrumental col-
ors accent the section: an organ oboe stop, trumpet
chords played with mutes on, a solitary flute note on the
organ. The section is concluded by the comforting Quam

olim Abrahæ of the sopranos and altos.
The next section is highly imaginative. It begins with

the violas playing two notes pianissimo, with a very fast
tremolo “près du chevalet.” Duruflé has asked them to
move their bows back and forth as fast as possible in
tiny little strokes at the spot where the viola strings meet
the bridge. This produces an eerie, nervous effect. An
organ stop is then heard, obscure, unsettling. The men
enter, mysteriously, in unison. Suddenly, the entire string
section opens up with a giant crescendo — all of them in
a wild tremolo. The men soar up to the highest notes.
This too subsides, in a most misteriosomanner. The sec-
tion and the whole movement conclude with the com-
forting refrain of the women, Quam olim Abrahæ.

After the dark mysteries of the third movement, the
effervescence of the famous Sanctus is most appealing.
Against the rippling organ ostinato the chant melody is
heard in three part chords, in the violins and violas and
in the women’s voices. The bass and celli pizzicati
(plucked notes) add to the buoyancy. For me, this
music has always conjured up the picture of a choir of
angels singing — angels who have had a bit of cham-
pagne — like the famous sculpture, “The Smiling
Angel,” on the façade of Reims Cathedral (in the capi-
tal of the Champagne district).

The Holy, Holy, Holy is sung three times: piano,
mezzo-forte, forte. Then the music quiets down and the



celebrated build-up begins. Against a jazzy rhythmic
background of plucked instruments and the rippling
organ part, the first hushed Hosanna is sung by the
altos. The sopranos enter, a bit higher but still pianis-
simo. The tenors can’t wait any longer. They charge in,
mezzo-forte, in another key with a whole new accompa-
niment. Then the basses, second violins, and trumpets.
Then the altos, timpani, harp, first violins, sopranos. A
trumpet fanfare. A gigantic crescendo. And, as the bass
line plummets to the bottom, the rest of the ensemble ex-
plodes into the stratosphere in one of the most extraordi-
nary climaxes in twentieth-century music.

The happy angels conclude the movement as it began.
The Pie Jesu,which comes in the center of this Re-

quiem, is the only solo movement of the work. Origi-
nally Duruflé had intended for a baritone soloist to sing
the “Hostias” section of Movement III and a short pas-
sage (“Tremens factus sum ego”) in Movement VIII.
Later, he decided that he preferred those passages sung
by all the men in the choir. This is not only preferable for
those sections, it also reinforces the architectural position
of this one solo movement. (This instruction was told to
me by Mme. Duruflé. It also appears in the last printed
copies of the score.)

Actually, the Pie Jesu is a solo for two musicians, a
mezzo-soprano or contralto and a cello. Some conduc-
tors have recently misunderstood Duruflé’s wishes in re-

gard to the baritone solos, thinking he meant for the Pie
Jesu to similarly be sung by all the altos of the chorus.
This is not the case.

The first time many people hear the Duruflé Requiem,
they are reminded of Fauré’s. Of course, the more they
get to know the Duruflé, the less similar the two Re-
quiems appear. They are, in fact, completely different,
and no more so than in their Pie Jesus. Fauré’s, written for
soprano — and probably sung by a boy — is profound.
But there is a purity, almost an innocence to it. Duruflé’s
Pie Jesu, on the other hand, is the utterance of a mature
person who has experienced the joys and sorrows of life.
It is intense, very deeply felt, and very personal, perhaps
the expression of a mother who has lost a child. There is
deep sorrow and loss, but also consolation, as she knows
the child is in peace. As the movement accelerates sud-
denly, she cries out with a mixture of deep grief and per-
haps uncertainty at the fate of the loved one. Finally,
there is resignation and ultimate belief in the peace.

The Agnus Dei is testament to Duruflé’s gift of bal-
ance. After the stark intensity of the Pie Jesu, we are
given here a beautiful quietude. We have been through
so many strong emotions thus far in the Requiem, that
we need now some moments of prayerful meditation.
Duruflé achieves this with slow instrumental themes
that provide wonderful counterparts to the vocal chant
melodies, with soft undulations of the harp and organ,



and with a slow rate of harmonic change. Sometimes,
there are entire measures where nothing occurs except
one chord, gently undulating.

Against this background, Duruflé presents the haunt-
ing Agnus Dei chant in various voices and in various
keys, sometimes accompanied by newly composed, very
beautiful string melodies. Unlike many Agnus Deis that
beg for mercy, this one is imbued with an inner serenity,
luminous and loving.

The Lux Aeterna goes even further in the meditative
vein. It is personal and intimate, incredibly understated,
and deeply touching. It begins with a beautiful, simple
organ solo followed by an a cappella (unaccompanied)
choral section. The sopranos’ melody rests on top of
chords sung on “oo” by the rest of the choir. Another
organ solo follows, this time a bit higher. Then the choir
again, a fifth higher with the soprano melody played in
canon on the organ flute stop.

Then Duruflé’s master hand appears. Soft octave Cs
appear in the strings, sustained for several measures,
while the organ plays a chordal melody in an ancient
fauxbourdon style and the sopranos and tenors intone,
on a single note, the words “Give them rest and perpet-
ual light.” With such simplicity he turns our personal,
private meditation into a timeless, universal prayer.

The organ music appears again, more extended this
final time, followed by a short abbreviation of the a cappella

choral material. Then the timeless music reappears, now in
a lower, more touching key for the altos and basses.
The Libera Me (“Deliver me from eternal death”) pro-
vides the last great dramatic moments of the Requiem. It
begins with a surprising trumpet note, low and almost
ugly (the “last trumpets” of the Judgment Day, no
doubt). The basses sing a plaintive melody, with an un-
derpinning of urgency and uncertainty in the strings.
The tenors enter, and the world is more anxious and
confused. Next the altos and then the sopranos. The
music becomes still more frantic and chaotic until it
spews forth in a brief fortissimo.

A smoldering, swirling, agitated string undercurrent
continues, while the men sing a rather desperate cry,
Tremens factus (“I am trembling.”) Sudden string attacks
announce the Day of Wrath (Dies Iræ), at first sung only
by the men, then by the whole chorus with the tutti of
the orchestra rumbling underneath. 

This music eventually calms down and we find our-
selves in a new, ethereal world. Pure soprano tones sing
the chant, Requiem æterna, accompanied by the soft céleste
stop (undulating strings) of the organ. After a brief or-
chestral interlude, the full chorus sings the principal Lib-
eramelody, in octaves, with great feeling. The movement
concludes with seriousness and resignation.

As soon as we hear the first organ chord and gentle
harp notes of the In Paradisum, we know we are in an-



other world. We have left the turmoil of earthly life. In
what may be the finest setting ever composed for this
text, Duruflé has created an extraordinary world, lumi-
nous, universal, timeless. 

The sopranos enter with the ancient chant, the chant
that has been sung at Requiem Masses for centuries. At
first their accompaniment is just organ and harp. Then a
shimmering string halo appears. The final phrases of the
chant are given to a flute stop on the instrument of the
Church, the pipe organ. The chorus finishes the text in a
ritualistic manner. As the voices fade away, lower and
lower, the strings ascend, disappearing into the heavens.
The centuries-old ritual is once again ended, as the souls
move on to their eternal Paradise.

Duruflé’s Messe “cum jubilo,” Op. 11, was completed in
1966 and received its first performance in Paris at the Salle
Pleyel in 1967. It is dedicated to Marie-Madeleine Duruflé.

The name “cum jubilo” comes from the Gregorian
chant Mass on which it was based: Mass IX from the Liber
Usualis, the “Cum Jubilo” Mass, designed for use on the
Feast of the Blessed Virgin Mary. (Three of the original
Gregorian chants can be heard on our recording Voices of
Ascension – From Chant to Renaissance, Delos 3174.)

For this work Duruflé has provided three versions,
just as he did for the Requiem: full orchestra, organ solo,
and reduced orchestra. We have chosen again the third
version, with one change:  I have used the French horn
part of version 1 for the two beautiful solos (in the Sanc-

tus and the Agnus Dei), which, in version 3 were given to
an organ stop.

The Kyrie is a wonderful example of Duruflé’s art.
Cloaked in a sensuous musical garb, the movement is
imbued with an exceptionally beautiful internal life, one
that is deeply personal and touching — filled with love
and spiritual adoration.

The movement is in the traditional three parts of a
Kyrie, the first and third sections with strings, the mid-
dle section with organ and harp. The work begins with
the chant heard straight away in the first violins. The
men sing a newly composed melody that sounds and
feels so much like chant that we ask the question that
often comes to mind when listening to Duruflé’s music,
“Which is the real chant and which is Duruflé?”

Throughout this movement, and the whole Mass, the
Gregorian chants are used in a variety of ways: some-
times direct, unaltered quotes, other times variants of
the chant, other times merely a fragment sewn onto
newly composed material.

The Gloria is the longest movement of this Mass and,
along with the Sanctus, the only time the full orchestral
ensemble is used. It is in three large sections, ABC.

The first section is in three parts, the first part of
which begins with some of the most extravagant, flam-
boyant music Duruflé ever composed. Fabulous splashes
of color erupt from the orchestra. The men sing the chant
“Glory to God in the highest!” in the uppermost reaches
of their voices — this against a glittering orchestral back-



ground of high string tremolos, organ and trumpet
chords, and cascading harp figurations. This is followed
by a dozen measures where the chant is heard canoni-
cally, first in the organ, then the voices, then the violins,
then voices — each chant melody following the other in a
fast, joyous pursuit. The flamboyant opening material is
then repeated, taking us to the next part — a calmer, lyri-
cal section which gradually builds to a strong climax.

The middle section of the Gloria is slower and scored
for only seven musicians: five string players (one violin,
two violas, two  celli) and two singers (a baritone and
tenor). Four of these are soloists (cello I, viola I, and the
singers). The section begins gently, the chant in the cello.
Little by little the expression intensifies, increasing in
emotion and mounting to higher and higher registers.
As it does, the cello’s melody is taken over by the viola,
and the baritone’s by the tenor. With other composers,
this section of Gloria text (“Thou that takest away the
sins of the world, have mercy”) is usually filled with
angst, and strong pleas for mercy. Duruflé’s setting here
seems more an intense outpouring of gratitude for the
forgiveness he knows has already been granted.

The Gloria’s third section begins with an impressionis-
tic orchestral accompaniment, quiet and excited. The men
enter, piano, with the chant, and the music swells up ex-
pansively, little by little. Finally, we reach the concluding
pages (Cum Sancto Spiritu) — all festive and jubilant.
Here Duruflé combines the irregular rhythms inherent in
the chant — which seem jazzy here — with rapid-fire

melodic dialogues between the men, the organ, the trum-
pets, and the strings, to create a joyous dance of praise.

It is interesting to compare Duruflé’s two settings of
the Sanctus. For his serious Requiem he composed a bril-
liant, joyous Sanctus; for the more happy Messe, a Sanc-
tus of conflicting emotions.

This Sanctus begins with great mystery. The rich
organ chords sit on top of an ostinato bass line which de-
picts the tune of a great carillon. Against that back-
ground sits the Gregorian chant, as sung by the men.
When heard by itself, the chant is serene and lofty. But
Duruflé sets it here in an atmosphere of mystery, which
he has achieved not only with the nature of the accom-
paniment itself, but by setting the chant in E major and
the accompaniment in C. Immediately there is conflict.

After the first few phrases of the chant are heard, unal-
tered, the chant is taken by the French horn. Then, the
heavy pedal (32-foot pipes!) of the organ drops out and is
replaced with a gentle pillow of string tones (Pleni sunt
cœli.) Here the organ provides a delicate, flowing roulade.

The build-up slowly begins. After each few measures
the music modulates to new keys. The Pleni sunt cœli
theme repeats, higher and higher. All the orchestral parts
are churning up, swelling in volume. Finally the music
arrives, fortissimo, at the beginning material: the organ
carillon in C (the bass line doubled by timpani) and the
chant in E major, now played full-out by all the violins
and violas. “Hosanna in the Highest!” cry out the men, to
trumpet fanfares. But this climax is not the glittering cele-



bration of the Requiem’s Sanctus. This is more of a parting
of the clouds to reveal a great vision:  regal, majestic,
with splendor, but also encompassing a world of suffer-
ing, much like a Palm Sunday vision of Christ entering
Jerusalem on the donkey. There are cheers of Hosanna,
but the final days of the Passion are present as well.

The movement ends in the mystery with which it
began.

The Benedictus comes directly out of the world of the
Sanctus. The second violins pick up the “E” from the
final chord of the Sanctus and continue to sustain it for
the entire movement. Duruflé creates a world com-
pletely suspended in time — mystical and opaque.

A series of organ chords are followed by suspended,
unresolved string chords. The baritone sings his simple,
poignant chant. Again the organ passage, more string
chords, and the final, sublime phrase of chant.

The brief mystical vision is over.
The Agnus Dei is also in the three traditional sections.

A plaintive organ melody opens the movement with a
feeling of uneasiness. This mood is carried further by the
first phrases of the chant, sung by the men. Duruflé has
created a troubled, anxious feeling with his string har-
monies, and with a transposed, harmonically altered
version of the chant.

The second section follows with the organ music now
more animated and nervous. The strings and the men
come in, passionate and troubled, with an outburst of
doubt: “Lamb of God, have mercy!” That gives way to a

sense of resignation, and one final emotional string phrase.
And now we arrive at the magnificent final page of

the work. Played Adagio (slowly) and set against the lu-
minous major chords on the organ, the Gregorian chant
is finally heard in its pure, unaltered form in the beauti-
ful tones of the French horn. The men sing a counter-
melody which concludes by joining the horn for the last
phrase of the chant. The work ends with a feeling of pro-
found peace.

When I was studying in Paris in 1977, Duruflé’s Notre
Père was just being published. I brought back a copy to
the United States and gave its first performances here.

The Notre Pèrewas Duruflé’s last composition. Dedi-
cated to his wife, it was originally written for voice (or
voices in unison) and organ accompaniment. No doubt
it was intended for congregational use in French-speak-
ing churches. Later he made a version for four-part cho-
rus. I much prefer the unison version, for it seems
simpler, less cultivated, more direct.

Duruflé has here composed a sweet, lovely work that
never becomes cloying even upon repeated hearings.
That is because each phrase, each chord is flawlessly
handled and perfectly balanced. The organ accompani-
ment, which I have played literally hundreds of times,
never fails to amaze me. With the simplest of means, Du-
ruflé moved just one note this way or another note that
way, to create a truly beautiful work.

©1995 Dennis Keene



VOCAL TEXTS

REQUIEM, OP. 9

INTROÏT
Requiem æternam 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.
Eternal rest grant unto them, O Lord, and may
perpetual light shine upon them. A hymn be-
cometh Thee, O God, in Sion, and unto Thee
shall a vow be paid in Jerusalem. Listen to my
prayer, unto Thee all flesh shall come.

KYRIE
Kyrie eleison, Christe eleison, Kyrie eleison.
Lord, have mercy upon us. Christ have mercy
upon us. Lord have mercy upon us.

DOMINE JESU CHRISTE
O Domine Jesu Christe, Rex gloriæ, libera
animas omnium fidelium defunctorum de
pœnis inferni, et de profundo lacu; libera eas
de ore leonis, ne absorbeat eas tartarus, ne
cadant in obscurum. Sed signifer sanctus
Michael repræsentet eas in lucem sanctam.
Quam olim Abrahæ promisisti et semini
ejus. Hostias et preces tibi, Domine, laudis
offerimus; tu suscipe pro animabus illis,
quarum hodie memoriam facimus; fac eas,
Domine, de morte transire ad vitam.
Lord, Jesus Christ, King of Glory, deliver the
souls of all the faithful departed from infernal
suffering and from the bottomless abyss; de-
liver them from the lion’s mouth, that hell en-
gulf them not, that they sink not into darkness.
But let the standard-bearer Saint Michael lead
them quickly into the holy light, as of old Thou
didst promise to Abraham and his seed. Sacri-
fices and prayers of praise we offer to Thee, O
Lord; accept them for those souls of whom we

this day commemorate; cause them, O Lord, to
pass from death to life. 

SANCTUS
Sanctus, Sanctus, Sanctus Dominus Deus
Sabaoth, Pleni sunt cœli et terra gloria tua.
Hosanna in excelsis. Benedictus qui venit
in nomine Domine. Hosanna in excelsis.
Holy, Holy, Holy Lord God of Hosts. Heaven
and earth are full of Thy glory. Hosanna in the
highest. Blessed is he that cometh in the name
of the Lord. Hosanna in the highest. 

PIE JESU
Pie Jesu Domine, dona eis requiem. Dona
eis requiem sempiternam.
Blessed Jesus, O Lord, grant them rest. Grant
them rest everlasting.

AGNUS DEI
Agnus Dei, qui tollis peccata mundi, dona
eis requiem sempiternam. 
Lamb of God, who takest away the sins of the
world, grant them rest everlasting.

LUX ÆTERNA
Lux æterna lucceat eis, Domine, cum
sanctis tuis in æternum, quia pius es. Re-
quiem æternam dona eis, Domine; et lux
perpetua luceat eis.
May light eternal shine upon them, O Lord,
with Thy saints in eternity, because Thou art
merciful. Eternal rest grant unto them, O Lord;
and may perpetual light shine upon them.

LIBERA ME
Libera me, Domine, de morte æterna, in die
illa tremenda; Quando cœli movendi sunt et
terra: Dum veneris judicare sæculum per
ignem. Tremens factus sum ego, et timeo,
dum discussio venerit, atque ventura ira.

Dies illa, dies iræ, calamitatis et miseriæ,
dies magna et amara valde. Dum veneris ju-
dicare sæculum per ignen. Requiem æter-
nam dona eis, Domine, et lux perpetua
luceat eis.
Deliver me, O Lord, from eternal death upon
that terrible day: When the heavens and earth
shall be moved: When Thou shalt come to judge
the world by fire. Trembling has laid hold of me,
and I will fear until the judgment shall have
come, and the wrath will have been. When the
heavens and earth shall be moved. That day, day
of wrath, of disaster and misery, a great and ex-
ceedingly bitter day. When Thou shalt come to
judge the world by fire. Eternal rest grant unto
them, O Lord, and may perpetual light shine
upon them.

IN PARADISUM
In paradisum deducant te Angeli; in tuo ad-
ventu suscipiant te martyres, et perducant te
in civitatem sanctam Jerusalem. Chorus An-
gelorum te suscipiat, et cum Lazaro quon-
dam paupere æternam habeas requiem.
May the angels lead thee into Paradise; may the
martyrs receive thee at thy coming and lead thee
into the holy city of Jerusalem. May the choir of
angels receive thee, and with Lazarus, who once
was poor, mayest thou have eternal rest.

MESSE “CUM JUBILO,” OP. 11

KYRIE
Kyrie eleison, Christe eleison, Kyrie eleison.
Lord, have mercy upon us. Christ have mercy
upon us. Lord have mercy upon us.

GLORIA
Gloria in excelsis Deo, et in terra pax ho-
minibus bonæ voluntatis. Laudamus te,
benedicimus te, adoramus te, glorificamus

te. Gratias agimus tibi propter magnam
gloriam tuam. Domine Deus, Rex cœlestis,
Deus Pater omnipotens.
Glory be to God on high, and on earth, good
will towards men. We praise thee, we bless
thee, we worship thee, we glorify thee, we give
thanks to thee for thy great glory, O Lord God,
heavenly King, God the Father Almighty.

Domine Fili, unigenite, Jesu Christe.
Domine Deus, Agnus Dei, Filius Patris. 
Qui tollis peccata mundi, miserere nobis,
qui tollis peccata mundi, suscipe depreca-
tionem nostram, qui sedes ad dexteram
Patris, miserere nobis.
O Lord, the only-begotten Son, Jesus Christ; O
Lord God, Lamb of God, Son of the Father, that
takest away the sins of the world, have mercy
upon us. Thou that takest away the sins of the
world, receive our prayer. Thou that sittest at
the right hand of God the Father, have mercy
upon us.

Quoniam tu solus sanctus, tu solus Domi-
nus, tu solus altissimus, Jesu Christe, cum
Sancto Spiritu, in gloria Dei Patris. Amen.
For thou only art holy; thou only art the Lord;
thou only, O Christ, with the Holy Ghost, art
most high in the glory of God the Father.
Amen.

SANCTUS
Sanctus, Sanctus, Sanctus Dominus Deus
Sabaoth. Pleni sunt cœli et terra gloria tua.
Hosanna in excelsis.
Holy, Holy, Holy Lord God of Hosts. Heaven
and earth are full of Thy glory. Hosanna in the
highest.

BENEDICTUS
Benedictus qui venit in nomine Domine.



Hosanna in excelsis.
Blessed is he that cometh in the name of the
Lord.
Hosanna in the highest.

AGNUS DEI
Agnus Dei, qui tollis peccata mundi, mis-
erere nobis. Agnus Dei, qui tollis peccata
mundi, miserere nobis. Agnus Dei, qui tol-
lis peccata mundi, dona nobis pacem.
O Lamb of God, that takest away the sins of the
world, have mercy upon us. O Lamb of God,
that takest away the sins of the world, have
mercy upon us. O Lamb of God, that takest
away the sins of the world, grant us thy peace.

NOTRE PÈRE

Notre Père, qui es aux cieux, que ton nom
soit sanctifié, que ton règne vienne, que ta
volonté soit faite sur la terre comme au ciel.
Donne-nous aujourd’hui notre pain de ce
jour, pardonne-nous nos offenses comme
nous pardonnons aussi à ceux qui nous ont
offensés, et ne nous soumets pas à la tenta-
tion, mais délivre-nous du mal.
Our Father, who art in heaven, hallowed be thy
Name, thy kingdon come, thy will be done, on
earth as it is in heaven. Give us this day our daily
bread. And forgive us our trespasses, as we for-
give those who trespass against us. And lead us
not into temptation, but deliver us from evil.

SOPRANOS
Carolyn Braden *
Eileen Clark *
Eleanor Clark *
Judy Cope *
Gale Limansky *
Beverly Myers *
Rachel Rosales *
Kathy Theil *
Arlene Travis *
Alessandra Visconti *

ALTOS
Lorraine DiSimone *
Martha Dunn *
Denise Kelly *
Karen Krueger *
Phyllis Jo Kubey *
Mary Runyan Marathe *

Alexandra Montano *
Esther David Mullens *
Liz Norman *
Nancy Wertsch *

TENORS
Thom Baker †
James Bassi *
Mark Bleeke *
Rodne Brown *†
Martin Doner *†
Neil Farrell *†
James Fredericks †
James Gandre *†
Gregory Hostetler *
G. Jan Jones *†**
Daniel C. Smith †
Michael Steinberger *

BASSES
Michael Alhonte *†
Scott Altman †
Russell Ashley †
Richard Crist †
Tony Dillon *†
Mark Duer †
Aaron James †
Jeffrey Johnson †
Jeff Kensmoe †
Robert Kuehn *
Timothy Mount †
Frank Nemhauser *†
Richard Porterfield *†
Gregory Powell †
Gregory Purnhagen †
Bruce Rameker †
Alan Rasmussen *†
Mark Rehnstrom †

Walt Richardson *
Charles Robert 

Stephens *
Peter Stewart †
Jon Szabo †
Arizeder Urreiztieta *
Lawrence Curtis 

Streetman *
Mark Wagstrom *†

† = Missa “cum jubilo”
Personnel
* = Requiem Personnel
** = Choral
Librarian/Stage Man-
ager
Ascension Music is a
member of Chorus
America

VOICES OF ASCENSION

Voices of Ascension is one of the premier all-professional choral ensembles in the United
States today.
The group evolved from an outreach program of Church of the Ascension on lower Fifth

Avenue in New York City. In 1989 Dennis Keene and the Ascension choir produced a major
music festival: Tribute to Duruflé, the first complete retrospective of the music of French
composer Maurice Duruflé. The festival drew international attention and was later broad-
cast across the U.S. on American Public Radio.
The following season the group incorporated separately from the church and officially

became Ascension Music Chorus & Orchestra, Inc. The critical success of the ensemble was
immediate, and The New York Times picked the group’s second concert as one of the Ten Best
Bets for holiday concerts. A National Endowment grant was awarded after the first appli-
cation.
The number of singers in the ensemble varies according to the works performed, usu-

ally averaging around forty. The singers are among the finest and most skilled ensemble
singers in the United States, and most are active soloists as well.



ARTIST BIOGRAPHIES

Conductor Dennis Keene has dedicated a large part of his career to
the performance of the music of Maurice Duruflé. He has conducted
all of Duruflé’s choral works in performance, including the only

New York orchestral performances of the
Messe “cum jubilo”.  In 1989 he organized a
major music festival, Tribute to Duruflé —
The First Complete Retrospective, which re-
ceived enormous critical acclaim and was
later broadcast across the country three
times on American Public Radio. The com-
poser’s widow, Marie-Madeleine Duruflé,
has called Dennis Keene “Perfect interpreter
of my husband’s music.”

Maestro Keene began as an
organist at a very early age, holding his first
church organist position at the age of nine.
He received the BM, MM, and DMA degrees
from the Juilliard School, where he was the
recipient of the Gaston Dethier Organ Prize.

He spent the winter of 1977 in Paris, studying with Marie-
Madeleine Duruflé, André Marchal, and André Isoir. He was active
as a recitalist until interest in conducting led him to do serious stud-
ies in conducting (at the Pierre Monteux School for Orchestral Con-
ductors, with Charles Bruck in Paris, and John Nelson at Juilliard).
His love for professional choral music can be traced to his work
with Gregg Smith and Roger Wagner.
Dennis Keene is Artistic Director and Conductor of New York’s

Voices of Ascension. He is also Organist and Choirmaster of Church
of the Ascension and a member of the faculty at the Manhattan
School of Music. He is a member of the Board of Directors of Chorus
America and has served on the Choral Panel of the National En-

dowment for the Arts.
In 1993 he began a new musical role: that of recording artist, as he

and the Voices of Ascension began their association with Delos.

Mark Kruczek, conductor, organist, and vocal coach, began his mu-
sical training at DePaul University in Chicago with Arthur Becker,
the founder of the School of Music. He also did undergraduate and
graduate work at the Catholic University of America in Washington,
D.C. He received the MM degree at the Juilliard School and was
awarded the Gaston Dethier Organ Prize.
Mr. Kruczek has served on the faculty of Catholic University of

America and is currently an independent opera coach and accompa-
nist in New York City. For the past fourteen years he has held the
post of Director of Music at St. Joan of Arc Roman Catholic Church
in Jackson Heights, New York.
Nine years ago, Mr. Kruczek founded Chorus Angelorum of

Northwest Indiana, a professional chorus which performs the great
sacred choral repertoire.
Mr. Kruczek also serves as the organist and

accompanist for the Voices of Ascension,
where he has collaborated with Dennis Keene
for over 14 years.

A native of Eugene, Oregon, Patricia Spence
possesses that rarest of voices, a dramatic col-
oratura mezzo-soprano. Ms. Spence was
named 1994-95 “Artist of the Year” at the
Washington Opera for her performances there
of Juno/Ino in Handel’s Semele. After winning
the Il Cenacolo Award in the 1987 Merola
Opera Program at the San Francisco Opera

Dennis Keene
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Center, Ms. Spence made her San Francisco Opera debut as Anna in
L’Africaine. In 1988, she made her New York City Opera debut
singing Rosina in Il Barbiere di Siviglia.
She made her European debut in Verona as Edwige in Guglielmo

Tell. In 1992, she made her debut at La Scala as Malcolm in La donna
del lago under Riccardo Muti,  and has returned there every season
since.
She toured to St. Petersburg for Mozart’s Requiem under John Nel-

son before returning to the U.S. with outstanding success as Farnace
in Muni’s acclaimed production of Mozart’s Mitridate at Opera The-
atre of St. Louis.
Ms. Spence has also continued her very active career on the con-

cert platform, where she has already appeared with many of the
leading North American orchestras such as the San Francisco Sym-
phony, the Minnesota Orchestra, the Detroit Symphony, the Atlanta
Symphony, and the St. Louis Symphony. She has also appeared in
recital with the Göttingen and Halle Handel Festivals.
She is particularly admired for her Baroque singing and has a

long-standing association with Nicholas McGegan, with whom she
has recorded Handel’s La Risurrezione, Messiah, Judas Maccabeus and
Ottone. This recording is Ms. Spence’s first with Delos.

France’s celebrated baritone François Le Roux first came to the at-
tention of international audiences when he won the Rio de Janeiro

International Competition and the Maria
Canals International Competition in
Barcelona. He became a member of the Lyon
Opera company from 1980 until 1985, and he
remains associated with the Lyon Opera At-
elier where he teaches every season. Since
1985 Mr. Le Roux has been a guest artist
with all of the major opera houses, recital se-
ries and orchestras in Europe.
Mr. Le Roux made his British debut in 1987
at the Glyndebourne Festival (Ramiro in

L’Heure Espagnole), sang in the 1988 BBC Proms and in Manon, Die
Zauberflöte and La Cenerentolawith the Royal Opera House, Covent
Garden. Since that time he has sung a number of roles at the Royal
Opera — the title role in a revival of Birtwistle’s Gawain and the
Green Knight, Pelléas in Pelléas et Mélisande, Dandini in La Cenerentola
and Mercutio in Roméo et Juliette.  He sang Pelléaswith the Los An-
geles Music Center Opera and at La Fenice in Venice, and the title
role in a new production of Henze’s Der Prinz Von Homburg at the
Munich Opera, Wolfgang Sawallisch conducting (this production
was filmed for European television).
Other recent engagements include the role of John Ruskin in the

premiere of David Lang’s Modern Painters at the Santa Fe Opera,
concerts with the Swedish Radio Orchestra and Esa-Pekka Salonen,
le chat and l’horloge comtoise in Ravel’s L’Enfant et les Sortilègeswith
the London Symphony Orchestra and Kent Nagano at the BBC
“Proms,” Pelléaswith the Orchestre National de France and Charles
Dutoit in Paris, Berlioz’s Lélio (Le Brigand) with the Boston Sym-
phony and Seiji Ozawa in Boston, London and Paris. He
gives recitals throughout the world with Irwin Gage and has gained
a reputation as a distinguished interpreter of French song; his
recording of Duparc is regarded as a model of the genre.
Considered to be the foremost Pelléas in the world today, Mr. Le

Roux has recently recorded Pelléas et Mélisandewith Claudio Ab-
bado. This recording marks Mr. Le Roux’s Delos debut.

Mark Bleeke, tenor, sings music of many different styles and peri-
ods. He travels extensively around the world, singing such operatic
roles as Tamino, Don Ottavio, and Ferrando. Mr. Bleeke is very com-
fortable in the concert/recital repertoire as well, and particularly en-
joys singing Baroque and contemporary pieces. He has appeared
with the New York Philharmonic, the Philadelphia Orchestra, New
York’s Ensemble for Early Music, and, frequently, with Dennis
Keene and the Voices of Ascension.

François Le Roux



VOICES OF ASCENSION • From Chant
to Renaissance • Music of Palestrina,
Josquin Desprez, Hildegard of Bingen,
Dufay, Byrd, Tallis, Isaac, Farrant, Lotti,
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the smash-hit “BEYOND CHANT” •
Dolby Surround™ • recorded 20-bit •
DE 3174 (DDD)

BEYOND CHANT • Mysteries of the
Renaissance • Music of Palestrina, Victo-
ria, Josquin Desprez, Lassus, Byrd,
Sweelinck, Tallis, Gibbons, Schütz, Leo,
Tye, Hassler, Batten • A Billboard Chart-
topping success. • “a wonderfully satisfy-
ing cross section of Renaissance music”
USA Today • Dolby Surround™ •
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BERLIOZ: TE DEUM • Recorded live at
the Cathedral of St. John the Divine •
over 400 musicians • John Aler, tenor •
“…this splendid performance is radiant
…a smooth, illuminating, even inspiring
presentation. Enthusicastically recom-
mended.” Fanfare • Virtual Reality
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