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FAST FACTS

•  A Requiem is a mass for the dead; the name comes from the first words of the text, ‘Requiem aeternam 
dona eis Domine’ (Rest eternal grant unto them, O Lord). Unlike the regular Mass, which has a fixed set 
of texts for which a composer is expected to write music, the Requiem is more flexible, and different 
composers have chosen different parts of the text for their musical settings. Fauré’s selection deliberately 
chooses the gentler texts, and omits most of the references to judgment and damnation. 

•  Though he spent the first 25 years of his professional career as a church organist, Fauré was not a 
particularly religious man, and seems to have had little sympathy with the forms and rituals of formal 
Christian worship. (He was dismissed from his first job for turning up one Sunday morning still in evening 
wear, from the night before.) According to his son, though, Fauré believed firmly in ‘a supreme leniency that 
could only be divine’, in which ‘the human soul dreams of being cradled like a child’.

•  Fauré’s musical language blends the clarity and poise of the great 18th-century French keyboard masters 
– Couperin, Rameau, Lully and so forth – with a forward-looking approach to harmony and musical colour 
that anticipates the Impressionism of Debussy and Ravel through its gentle dissonances and sometimes 
unexpected chords.

•  Fauré is best known for his more than 70 songs, which unfold in fluid, long-breathed arches of melody. He 
also wrote a good deal of piano music, especially nocturnes, barcarolles and waltzes, as well as chamber 
music and music for the stage.
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•  The British Empire celebrates Queen Victoria’s Golden Jubilee: the 50th year of her 
reign. She would go on to rule for another 13 years.

•  Sherlock Holmes makes his first appearance, in Arthur Conan Doyle’s detective novel A 
Study in Scarlet, published in Beeton’s Christmas Annual.

•  Vincent van Gogh begins his first series of ‘Sunflowers’ paintings.

•  In the US, Emile Berliner patents the Gramophone machine, which plays flat, circular 
discs – ‘records’ – instead of the cylinders of Thomas Edison’s phonograph.

•  Construction begins on the Eiffel Tower.

•  And Gabriel Fauré, choirmaster at the Madeleine church in Paris, begins work on  
his Requiem.
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Fauré’s Requiem

Many listeners might be astonished to discover that Gabriel Fauré’s reasons for writing what is now his most 
famous work were quite casual, even insouciant, especially for as considerable and serious a work as a Messe 
de Requiem. ‘My Requiem wasn’t written for anything … for pleasure, if I may call it that,’ he claimed, going on 
to say that he directed its first performance ‘at the funeral of some parishioner or other’.

Immediately after this funeral – which was at Paris’s fashionable church of the Madeleine, where Fauré 
worked as choirmaster and later organist – the Vicar called Fauré over and asked what that new Requiem was. 
Fauré replied that it was one from his own pen. The Vicar went on, ‘Monsieur Fauré, we don’t need all these 
novelties; the Madeleine’s repertoire is quite rich enough, just content yourself with that.’

Nevertheless, despite this initial reception and the composer’s own nonchalance, the work, since its publication 
in 1900, has become a firm favourite with audiences the world over. Fauré was caught by surprise at the 
piece’s unusually rapid circulation. ‘My Requiem is being played in Brussels, Nancy, Marseilles and at the Paris 
Conservatoire! Just wait, I will soon be a famous composer!’ he wrote to the critic Willy in October 1900.

Undoubtedly a masterpiece, the Requiem is written in what might be termed Fauré’s ecclesiastical style – more 
examples of which are the other works he composed for the Madeleine, such as the motets Tantum	ergo, Op. 
65, and Salve	Regina, Op. 67 – and was intended at least originally for church rather than concert performance. 
While unmistakably fauréen, the Requiem does not fully utilise the advanced modulations and harmonies that 
were already a hallmark of his style, especially in the songs and chamber music. In short, the Requiem was 
written to be appreciated without difficulty.

And so it has been, to the point that the literature on the Requiem abounds in appreciations rather than 
analyses, set forth in flowery and sentimental language. Malcolm Boyd’s words, written in 1963, unfortunately 
still ring true today: ‘Much of what has so far been written about Fauré’s Requiem, both for and against, has 
stressed the emotional impact which it makes on the listener, and those who value the work highly can  
now best serve Fauré’s cause by drawing attention to many subtleties in its construction which have passed 
largely unnoticed.’ 

Schematically, the pivot of the work is the fourth movement, Pie	Jesu. Around it are symmetrically placed two 
groups of three movements, each group in turn symmetrically composed of a chorus-and-baritone movement 
flanked by two chorus-only movements. However, although it may appear symmetrical on the surface, the work 
is actually more subtly constructed than that. The two groups of movements, in fact, are analogous rather than 
symmetrical. Each movement of a group has a corresponding movement in the other group.

The Introït	et	Kyrie and the Agnus	Dei are corresponding movements, as they have a common passage: the 
opening of the Introït recurs at the end of the Agnus	Dei. No other movement has this passage, nor indeed is 
there any other recurring passage anywhere in the Requiem. The significance of this recurrence is discussed 
later with reference to Fauré’s choice of text.

The Offertoire and the Libera	me are corresponding movements in that they are the two with solo baritone. The 
baritone soloist is not required anywhere else in the Requiem. Interestingly, the original version of the Requiem 
consisted of only five movements: the Offertoire and Libera	me were not yet included. These two movements 
were added as a pair at a point no later than about 1893–94. Clearly the analogous structure of the work was 
already present in the five-movement version, and in expanding it Fauré had to add a pair of corresponding 
movements in order to retain this scheme.

The Sanctus and In	Paradisum are corresponding movements in that they share texture and mood – both are 
tranquil pieces, the texture a homogeneous one consisting of a floating melody line, sung by a single voice part 
at a time, over an accompaniment of rippling semiquaver arpeggios. This is not a texture used anywhere else 
in the Requiem. These two movements might also be considered analogous as they are the only ones to utilise 
solo string instruments: a solo violin is featured in the Sanctus, and a solo viola in In	Paradisum.

This idea of the Requiem comprising two analogous groups of movements is reinforced by the presence of a 
recurring motif in the work. This motif is found only in the first group: in the Introït	et	Kyrie (in the soprano line 

at the words ‘Te decet hymnus, Deus in Sion), the Offertoire (in the baritone solo, at ‘Fac eas Domine de morte 
transire’) and the Sanctus (in the solo violin line). There is no such motif in the second group. It is interesting to 
note that even though the Offertoire was a late addition to the Requiem, Fauré took care to include the motif in 
this movement to preserve the scheme he had already created in the five-movement version.

Many writers have commented on, and criticised, Fauré’s choice of text in setting his Requiem, particularly 
the omission of the most apocalyptic passages such as the Sequence Dies	irae. Fauré in fact disliked Berlioz’s 
Requiem of 1837 for its bombast, especially in the Dies	irae setting, and he politely made this clear in an 
article for Le	Figaro: Berlioz’s was a piece ‘in which [those with] a taste for large-scale dramatic effects and an 
indifference towards religious music […] may find equal satisfaction.’ In an interview from 1902, Fauré stated: 
‘People have said [my Requiem] did not express the terror of death, someone called it a lullaby of death. But 
that is how I feel death: a happy deliverance, a yearning for the happiness of the beyond, rather than as a 
distressing transition.’

Fauré’s choice of text led him to not only omit the Dies	irae and Benedictus but also add two prayers which do 
not belong to the Requiem Mass: the Libera	me and In	Paradisum are in fact from the Rite of Burial that takes 
place after the Mass, before the body is laid in the grave.

This leads to the explanation for the shared passage between the Introït	et	Kyrie and the Agnus	Dei, referred to 
above. The two occurrences of the passage mark the beginning and end of the texts from the Requiem proper: 
what comes after are the texts from the Rite of Burial. Fauré’s Agnus	Dei movement is in fact not a pure 
Agnus Dei but includes the Communion Lux	aeterna appended to it. Fauré takes advantage of the fact that the 
opening lines of the Introit – ‘Requiem aeternam dona eis, Domine, et lux perpetua luceat eis’ – recur verbatim 
in the Lux aeterna, allowing him to reprise the musical passage from the Introït	et	Kyrie. However, in order for 
this passage to signify the end of the Mass text in his Requiem, he needed to omit the lines ‘Cum sanctis tuis 
in aeternum, quia pius es’ which would normally have been repeated at that point.

Considered together, all of these nuances in the structure of the Requiem argue that Fauré, for all his 
protestations that his Requiem was written ‘just for pleasure’, invested a considerable amount of thought into 
its composition, from aspects of structural schemata to a judicious and unusual choice of text. This work, which 
has been so celebrated for the emotional impact it makes, is thus also capable of making an equally impressive 
cerebral impact on sensitive listeners.

As already mentioned, the Requiem exists in more than one version. The one recorded here is the version of 
approximately 1893, an intermediate one of the three major versions and probably the one closest to Fauré’s 
novel intentions. The gestation of the Requiem was a long one, from the earliest sketches of 1887 to the first 
published version of 1900–01.

The first version with five movements occupied Fauré between October 1887 and January 1888, the 
orchestration barely finished in time for the funeral. The instrumentation is sombre and original, using an 
orchestra consisting of strings but without violins (except for a single one in the Sanctus), and harp, timpani and 
organ. The organ was evidently to fill in for brass parts that Fauré had planned for but not yet written. (By the 
time of a concert on 4 May 1888 at the Madeleine, Fauré had added two horn and two trumpet parts.)

It appears Fauré always intended for the Requiem to have an Offertorium movement, set at least to the 
Hostias verse if not the Offertorium in its entirety. As early as 1887 – while at work on the first version of the 
Requiem – he had sketched out the Hostias as a baritone solo, but this was not completed until 1889, and 
the two choral sections on the text of ‘O Domine’ were not composed until even later. By about 1893–94, the 
seven-movement Requiem had come into being, still scored for an unconventional orchestra without violins 
or woodwinds. Fauré now considered the Requiem complete and offered it to his publisher, Hamelle. But a 
publication did not emerge until 1900 (a vocal score) and 1901 (a full score), and the intervening years are a 
mystery because they are not well documented by either correspondence or manuscript evidence.

Hamelle must have expressed concern at the unusual instrumentation, which did not make the work appealing 
to normal orchestras. There is a letter to Hamelle in which Fauré promised to put the Requiem into a ‘fit 
state for publication’ by the beginning of December 1898, presumably meaning to make conventional its 
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orchestration. In this same letter, Fauré asked that the task of making a piano reduction be given to someone 
else. Jean-Jacques Roger-Ducasse was given this responsibility, and many scholars believe he was also 
responsible for creating the symphonic version of the Requiem that Hamelle published in 1901. Certainly Fauré, 
as he became increasingly busy with teaching and administrative duties, did delegate orchestration tasks to his 
pupils at this time, including Roger-Ducasse for Prométhée and Charles Koechlin for Pelléas	et	Mélisande.

Sadly, the manuscript for this version is completely missing, which is unusual as autograph manuscripts of all 
of Fauré’s other orchestral works survive. Also, Fauré’s original manuscript of 1887 shows that he had started 
revising the instrumentation himself after 1894, but these changes do not correspond to the published ones. 
Nonetheless, if the Requiem was reorchestrated by another hand, it was undoubtedly done in consultation with 
him, and he approved of the result; at any rate it was this symphonic version that was played around Europe and 
brought him his sudden fame outside France.

The symphonic version varies in many small details from one with chamber orchestra, but the general 
effect is, as one expects, a loss of subtlety. For the most part the added violins and woodwinds have no 
independent parts to play but double what is already there (moreover, the flutes and clarinets play a total of 
twelve measures, all in the Pie	Jesu). If Fauré was fearful that he could not comply with Hamelle’s wishes for 
an expanded orchestration of the Requiem without marring the work, this fear, it seems, was justified. The 
version recorded here is a reconstruction, based on all extant material, made by Jean-Michel Nectoux and the 
musicologist Roger Delage of the most advanced version of the Requiem before it underwent its symphonic 
reorchestration.


La	Naissance	de	Vénus is probably the most underestimated of Fauré’s large-scale works. Called a ‘scène 
mythologique’, it is a setting of a dramatic poem on the birth of Venus; the result of a commission in 1882 
by the Société chorale d’amateurs, its premiere took place under the Société’s founder and director Antonin 
Guillot de Sainbris on 8 March 1883. The text – most likely chosen for, rather than by, Fauré – is by Paul Collin, 
a wealthy poet whose love of music led him to write many poems, cantatas and ‘scènes lyriques’ for musical 
setting by, amongst others, Gounod and Massenet.

This enticing work’s neglect must be due in no small part to the round disapproval it has received from Fauré’s 
biographers, beginning with Charles Koechlin, who dismissively stated, ‘One page of [Fauré’s setting of de 
Lisle’s poem] La	Rose tells us more, and suggests more of the life and beauty of Aphrodite emerging from the 
briny wave, than all the musical commentaries accompanying the poem of Paul Collin.’ Modern biographers 
despair of the Collin text, finding it ‘empty, repetitive … a wealth of platitudes’ (Nectoux), even ‘banal and 
overblown’ (Orledge), and the text is blamed for eking an academic and pedestrian work from Fauré. Sadly, the 
public has not been able to judge for itself, as few performers have been brave enough to assemble the large 
forces needed for a work not just unknown but also judged to be poor, and so Vénus has been passed over in 
favour of others of Fauré’s choral works from this early period, namely Les	Djinns (to the famous Victor Hugo 
text from Les	Orientales) and Le	Ruisseau (to an anonymous text).

Yet Vénus’s negative reception is contradicted by Fauré’s own high regard for the work. He was undoubtedly 
fond of it, calling it his ‘blue grey pearl’. Following its premiere by the amateur society – accompanied on 
three pianos, one of which was played by César Franck – Vénus was performed professionally at the Société 
nationale de musique three years later. Then, 13 years after it was written, Fauré returned to the work in order 
to orchestrate it, and this version was premiered on 1 December 1895 conducted by Édouard Colonne. Fauré 
himself conducted a performance of Vénus with a massive choir of 400 at the 10th Leeds Festival in October 
1898, using an English translation by his friend Adela Maddison. Finally and significantly, when he was asked to 
choose a work to represent him in the French music festival at the Théâtre des Champs-Elysée in April 1913, 
he chose Vénus out of all his pieces from that intervening 31 years.

It has to be understood that La	Naissance	de	Vénus is a scena, not an abstract poem or formal cantata, and 
the text is sung not by undefined or arbitrary voices but actual characters such as Jupiter, the king of gods, and 
the mermaids (or sea nymphs) who witness Venus’s miraculous birth. Odd as they might seem now, works 
like this were a common species in 19th-century France, thanks to the very specific rules of the coveted Prix 

de Rome. Composers admitted to the competition’s Concours	définitif, or final round, were sequestered and 
required to compose an operatic scene, variously called ‘scène lyrique’ or, misleadingly, ‘cantate’, for voice or 
voices and orchestra, to a text chosen for them by the judges. While not written for the Prix, La	Naissance	de	
Vénus is precisely of this genre.

Seen as an operatic scene rather than a pure concert piece, Collin’s text contains no more longueurs than,  
say, Wagner’s text for his own Parsifal, with its extensive narratives for Gurnemanz. In fact, Vénus was  
written towards the end of what are considered Fauré’s ‘Wagner years’, and it has many passages where the 
Wagner influence is distinctively felt – take, for example, the orchestral passage leading up to the mermaids 
witnessing Venus’s birth, and, after Jupiter’s monologue, the orchestral accompaniment to the mermaids 
hailing ‘the blond goddess’.

Fauré’s affection for La	Naissance	de	Vénus is not hard to understand. It is a work of lovely transparency and 
simplicity, with moments of ecstasy and extroversion rare for the sobriety Fauré normally exercised, but such 
as are found in La	Bonne	Chanson. Opening with an orchestral prelude that depicts the calmly undulating 
waves of the ocean, a mermaid notices that their watery home is now touched by a tender new breeze. The 
chorus (her sister mermaids) senses a miracle is about to happen as the sky, wave and earth fill with signs; 
there follows an interlude – which even Robert Orledge calls ‘undoubtedly one of Fauré’s finest orchestral 
passages’ – depicting the world’s magical transformation. The chorus returns, heralding the appearance not 
only of Venus but also of Jupiter, who then declares Venus as the goddess of love, extolling her beauty 
and bestowing on her a power to fill the world with passion and banish unhappiness. Jupiter’s monologue 
begins as a ‘récitatif accompagné’ and grows to a magnificent arioso. The chorus returns, this time with 
a vocal quartet, to hail Venus as queen and to implore her to grace the world with her favours. Containing 
some of Fauré’s most intensely joyful music, this extended final section is like a musical equivalent of that 
most influential of French Venus paintings, Alexandre Cabanel’s La	Naissance	de	Vénus – a tableau that is at 
once dramatically static yet internally complex and dynamic. It brings Fauré’s attractive scena to a tastefully 
tempered, rousing finish.


In the Cantique	de	Jean	Racine, we once again encounter Fauré’s affection for his early works. There is an 
amusing postscript in a letter that he sent to the house of Hamelle, his publisher, in 1914. Evidently an Abbé 
had wanted to perform the Cantique but wanted to replace the text. Fauré wrote, graciously but firmly, ‘I do not 
wish to change the text. That would render it banal. Racine will do because Racine inspired the work. Please 
give my thanks to the Abbé for his good intentions.’ Perhaps the Abbé was still scandalised by the philandering 
ways of Jean Racine (1639–1699). A man of the theatre, Racine had built up a reputation for seducing young 
actresses, beginning with one belonging to the troupe of his friend Molière. In 1679, Racine was even accused 
of poisoning his leading actress (and mistress), the Marquise du Parc.

Racine’s canticle, which Fauré would have found in the writer’s collection of Cantiques	spirituels (1694) that he 
wrote for use at the young girls’ school of Saint Cyr, is a fervent and eloquent prayer that produced from Fauré 
not only his first mature work, but also one of his very finest. With the Cantique	de	Jean	Racine, Fauré was 
awarded a Premier	Prix for composition in 1865 at the École Niedermeyer where he studied for eleven years. 
The École’s emphasis on the classics no doubt played a role in bringing Racine to Fauré’s attention. 

The original version is for four-part mixed chorus and organ accompaniment, but as with the Requiem and La	
Naissance	de	Vénus, Fauré returned to revise the instrumentation. He created a version with string quintet 
and harmonium in 1866; long thought lost, this has been discovered by Jean-Michel Nectoux. A version with 
orchestra was created in 1905. The one recorded here is the prize-winning original version of 1865. 

Lyle	Chan	
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	 Requiem
 Introït	et	Kyrie
1 Requiem aeternam dona eis, Domine, 	 Grant	them	eternal	rest,	Lord,
 et lux perpetua luceat eis.  and	may	perpetual	light	shine	on	them.
 Te decet hymnus, Deus, To	you,	O	God,	hymns	of	praise 
 in Sion, are	sung	in	Sion,
 et tibi reddetur votum and	unto	you	shall	vows	be	performed 
 in Jerusalem: in	Jerusalem:
 exaudi orationem meam, 	 hear	my	prayer;
 ad te omnis caro veniet.  all	flesh	shall	come	to	you.

	 Kyrie eleison.  Lord	have	mercy.
 Christe eleison.  Christ	have	mercy.
 Kyrie eleison.  Lord	have	mercy.

 Offertoire
2 O Domine Jesu Christe, Rex gloriae, 	 O	Lord	Jesus	Christ,	king	of	glory,
 libera animas defunctorum 	 free	the	departed	souls
 de poenis inferni et de profundo lacu,  from	the	pains	of	hell	and	from	the	deep	pit,
 de ore leonis,  from	the	jaws	of	the	lion;
 ne absorbeat tartarus:  let	them	not	be	swallowed	up,
 ne cadant in obscurum. 	 nor	fall	into	darkness.
 Hostias et preces tibi, Domine,  Our	sacrifice	and	prayers,	Lord,
 laudis offerimus:  we	offer	to	you	with	praise:
 tu suscipe pro animabus illis,  receive	them	on	behalf	of	the	souls
 quarum hodie memoriam facimus: 	 whom	we	remember	today.
 fac eas, Domine, de morte transire ad vitam. 	 Make	them,	Lord,	pass	from	death	to	life,
 Quam olim Abrahae promisisti et semini ejus. 	 as	you	promised	Abraham	and	his	seed.
 Amen.  Amen.

 Sanctus
3 Sanctus, Sanctus, Sanctus 	 Holy,	holy,	holy
 Dominus Deus Sabaoth. 	 Lord	God	of	hosts.
 Pleni sunt coeli et terra gloria tua.  Heaven	and	earth	are	full	of	your	glory.
 Hosanna in excelsis.  Hosanna	in	the	highest.

 Pie	Jesu
4 Pie Jesu, Domine,  Gentle	Lord	Jesus,
 dona eis requiem, sempiternam requiem. 	 grant	them	rest,	eternal	rest.

 Agnus	Dei
5 Agnus Dei,  Lamb	of	God,
 qui tollis peccata mundi,  who	takes	away	the	sins	of	the	world,
 dona eis requiem.  grant	them	rest.
 Agnus Dei,  Lamb	of	God,
 qui tollis peccata mundi,  who	takes	away	the	sins	of	the	world,
 dona eis requiem, sempiternam requiem. 	 grant	them	rest,	eternal	rest.
 Lux aeterna luceat eis, Domine.  May	perpetual	light	shine	on	them,	Lord,
 Cum sanctis tuis in aeternum,  with	your	saints	throughout	eternity,
 quia pius es.  for	you	are	kind	and	good.
 Requiem aeternam dona eis, Domine, 	 Grant	them	eternal	rest,	Lord,
 et lux perpetua luceat eis.  and	may	perpetual	light	shine	on	them.

 Libera	me
6 Libera me, Domine, de morte aeterna,  Deliver	me,	Lord,	from	eternal	death,
 in die illa tremenda,  on	that	terrible	day
 quando coeli movendi sunt et terra;  when	earth	and	heaven	are	shaken;
 dum veneris judicare saeculum per ignem.  when	you	come	to	judge	all	things	by	fire.

 Tremens factus sum ego, et timeo, 	 I	am	trembling	and	afraid,
 dum discussio venerit, atque ventura ira. 	 until	the	trial	comes,	and	the	wrath.
 Dies illa, dies irae, calamitatis et miseriae,  That	day	of	wrath,	calamity	and	misery,
 dies magna et amara valde.  greatest	and	most	bitter	day.
 Requiem aeternam dona eis, Domine, 	 Grant	them	eternal	rest,	Lord,
 et lux perpetua luceat eis.  and	may	perpetual	light	shine	on	them.

 In	Paradisum
7 In Paradisum deducant Angeli:  May	angels	lead	you	into	Paradise:
 in tuo adventu suscipiant te Martyres,  may	you	be	received	by	the	martyrs,
 et perducant te in civitatem sanctam Jerusalem. 	and	brought	to	the	holy	city	of	Jerusalem.
 Chorus Angelorum te suscipiat,  May	choirs	of	angels	greet	you,
 et cum Lazaro quondam paupere  and	with	Lazarus,	who	was	once	a	beggar,
 aeternam habeas requiem.  may	you	find	eternal	rest.

 Cantique	de	Jean	Racine	 Canticle of Jean Racine
8 Verbe égal au Très-Haut, notre unique  Word	of	God,	the	equal	of	the	Most	High,
    espérance,     in	whom	alone	we	have	our	hope,
 Jour éternel de la terre et des cieux,  everlasting	light	of	heaven	and	earth,
 De la paisible nuit nous rompons le silence,  we	break	the	silence	of	the	peaceful	night;
 Divin Sauveur, jette sur nous les yeux!  Saviour	divine,	cast	thine	eyes	upon	us!

	 Répands sur nous le feu de ta grâce puissante 	 Pour	on	us	the	fire	of	thy	mighty	grace,
 Que tout l’enfer fuie au son de ta voix;  that	all	hell	may	flee	at	the	sound	of	thy	voice:
 Dissipe le sommeil d’une âme languissante, 	 banish	the	slumber	of	a	weary	soul,
 Qui la conduit à l’oubli de tes lois!  that	brings	forgetfulness	of	thy	laws!

	 Ô Christ, sois favorable à ce peuple fidèle 	 O	Christ,	look	with	favour	upon	thy	faithful 
 Pour te bénir maintenant rassemblé;  people,	now	gathered	here	to	bless	thee;
 Reçois les chants qu’il offre, à ta gloire 	 receive	the	hymns	they	offer	to	thy 
    immortelle, 	 			endless	glory,
 Et de tes dons qu’il retourne comblé!  and	may	they	go	forth	filled	with	thy	gifts!

	 La	Naissance	de	Vénus		 The Birth of Venus
9 Andante	[Orchestral]

 Une	Néréide:		 A	Mermaid:
0 Ô mes soeurs, blanches Néréides, 	 O	my	sisters,	pale	Nereids,
 jusqu’en nos demeures humides,  what	is	this	shiver	of	tenderness
 quel frisson de tendresse  which	suddenly	reaches
 est soudain parvenu?  to	our	watery	home?
 Pourquoi des mers les profondeurs placides 	 Why	have	the	calm	depths	of	the	seas
 ont-elles tressailli sous un souffle inconnu?  trembled	at	the	touch	of	an	unknown	breeze?

	 Chœur:	 Chorus:
 Jamais l’aurore Never	has	the	dawn 
 sur les flots bleus qu’elle colore  washing	the	blue	waves	with	colour
 n’a resplendi de si doux feux.  shone	with	such	sweet	light.
 Au libre espace des vastes cieux  To	the	boundless	expanse	of	the	heavens
 l’écho qui passe mélodieux, 	 the	melodious	echo
 dit à voix basse des mots d’amour voluptueux! 	 murmurs	voluptuous	words	of	love!
 Le ciel, l’onde et la terre dans un commun désir, 	 Sky,	wave	and	earth	with	one	accord
 annoncent un mystère de joie et de plaisir. 	 tell	forth	a	mystery	of	joy	and	delight.
 Un prodige s’apprête,  A	marvel	is	about	to	come	forth:
 que le monde charmé devine vaguement, 	 the	world,	enchanted,	feels	it	dimly,
 dont la nature en fête pressent l’avènement.  nature	in	festive	mood	senses	its	coming.
 Mais voyez!  But	see!
 Sous nos yeux le miracle s’opère:  Before	our	eyes	the	miracle	is	taking	place:
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 Neptune, notre père,  Our	father	Neptune
 fait surgir de ses flots doucement entrouverts 	 calls	forth	from	the	gently	parting	waves
 la beauté sans pareille,  beauty	without	peer;
 comme un rayon sa grâce éclaire l’univers, 	 her	grace	shining	forth	lights	up	the	universe.
 Ô merveille! 	 O	wonder!
 Faites silence, terre et cieux, 	 Be	silent,	earth	and	heaven,
 écoutez en tremblant la voix du roi	 tremble	to	hear	the	voice	of	the	king 
 des Dieux: of	the	Gods:

	 Jupiter:	 Jupiter:	
! Vénus, Vénus, c’est Jupiter lui-même 	 Venus,	Venus,	it	is	Jupiter	himself
 qui t’appelle sur le Trône d’azur de  who	calls	you	from	the	azure	throne	of
    l’Olympe sacré, 	 		holy	Olympus:
 ta place est dans les rangs des Dieux, 	 your	place	is	among	the	Gods,
 sois immortelle et qu’à l’égal du mien 	 be	immortal,	and	let	your	name
 ton nom soit adoré.  be	adored	no	less	than	mine.
 Fille de l’onde amère,  Daughter	of	the	bitter	waves,
 entre au divin séjour,  enter	into	the	divine	abode,
 toi qui seras la mère de l’amour.  you	who	will	be	the	mother	of	Love.
 A toi je donne sur la terre, 	 To	you	I	give	on	earth
 à toi je donne dans les cieux 	 and	in	the	heavens
 une puissance salutaire; 	 a	healing	power;
 tu séduiras les coeurs  you	will	win	over	hearts
 en séduisant les yeux! 	 by	captivating	eyes!
 Car tu verseras dans les âmes 	 For	you	will	pour	into	souls
 un impérissable transport; 	 an	undying	passion
 et ceux qu’auront touchés tes flammes 	 and	those	touched	by	your	flames
 béniront tes baisers brûlants 	 will	bless	your	burning	kisses 
 jusqu’à la mort. until	their	dying	moment.
 Tu donneras à la Jeunesse 	 You	will	give	Youth
 ses plus beaux rêves d’avenir,  its	most	beautiful	dreams	of	days	to	come;
 même en s’envolant ton ivresse  even	the	memory	of	your	intoxicating	rapture
 lui fera du bonheur avec un souvenir. 	 as	it	flies	away,	will	bring	it	happiness.
 Que ton oeuvre propice s’accomplisse, 	 Let	your	kindly	work	be	accomplished,
 que par toi tous les fronts redeviennent 	 that	through	you	every	brow	may	be 
    sereins.    smooth	again.
 Tu peux prêter des charmes même aux larmes.		 You	can	lend	charm	even	to	tears.
 Parais! à ton aspect s’enfuiront les chagrins.  Appear!	Griefs	shall	flee	before	your	face.
 Sur la terre où tu passes,  Wherever	you	pass	on	earth,
 prends pitié des humains.  have	pity	on	humankind.
 Dispense-leur tes grâces  Pour	out	your	graces	on	them
 à pleines mains!  by	the	handful!

	 Soli:	 Soloists:
@ Salut à toi, déesse blonde.  Hail,	blond	goddess.
 Reine du monde, salut à toi!  Queen	of	the	world,	hail!
 Reine du monde, gloire à toi!  Glory	be	to	you,	queen	of	the	world!
 Enseigne à tous les coeurs la douceur Teach	every	heart	the	sweetness 
    de ta loi.     of	your	law.
 Ton empire est béni car ta gloire est  Your	realm	is	blessed	for	your	glory	is 
    féconde.    heavy	with	life.

	 Soli	et	Chœur:		 Soloists	and	Choir:
 Ô Vénus, fais sur nous rayonner ton sourire,  O	Venus,	let	your	smile	shine	upon	us,
 plus frais que le Printemps, 	 fresher	than	Spring
 et plus doux que le miel.  and	sweeter	than	honey.
 C’est dans ton souffle pur que la terre respire,  The	earth	breathes	with	your	pure	breath,
 l’enivrement des délices du ciel.  with	the	intoxication	of	heavenly	delights.
 Ô Vénus, des grâces suivie,  O	Venus,	with	your	train	of	graces:
 à tes genoux implorant ta faveur,  ravished	humanity	on	bended	knee,
 l’humanité suppliante et ravie  imploring	and	entreating	your	favour,
 est prosternée et prie avec ferveur.  falls	down	before	you	in	fervent	prayer.
 Du plus humble la triste vie  The	sad	life	of	the	lowliest	of	beings
 peut devenir la plus digne d’envie  can	become	the	most	enviable
 si tu répands sur lui  if	it	is	blessed
 ta grâce et ta faveur.  with	your	grace	and	favour.

	 Paul	Collin		 English	translation	by	Natalie	Shea
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BAROQUE & BEFORE
1 GREGORIAN CHANT
2 MEDIEVAL CHORAL MUSIC
3 SACRED MUSIC OF THE RENAISSANCE
4 ENGLISH RENAISSANCE
5 ITALIAN BAROQUE
6 PURCELL 
7 BIBER Rosary Sonatas
8 A. SCARLATTI Cantatas
9 VIVALDI The Four Seasons
10 FRENCH BAROQUE
11 PERGOLESI Stabat Mater
12 BACH Brandenburg Concertos
13 BACH Music for Cello | Music for Violin
14 BACH Sacred Arias and Choruses
15 BACH Music for Keyboard
16 HANDEL Water Music | Music for the  
 Royal Fireworks
17 HANDEL Messiah
18 HANDEL Arias

THE CLASSICAL ERA
19 C.P.E. BACH
20 HAYDN Music for Orchestra
21 HAYDN Arias
22 MOZART Symphonies 40 & 41
23 MOZART Piano Concertos 
24 MOZART Arias
25 MOZART Requiem
26 MOZART Clarinet Concerto
27 BEETHOVEN String Quartets
28 BEETHOVEN Piano Sonatas
29 BEETHOVEN Symphonies 3 & 5
30 BEETHOVEN Symphony No. 9 ‘Choral’
31 BEETHOVEN Piano Concertos
32 HUMMEL 
33 ROSSINI Arias and Overtures

THE ROMANTIC ERA
34 SCHUBERT ‘Trout’ Quintet
35 SCHUBERT Symphony No. 8 ‘Unfinished’
36 BERLIOZ Symphonie fantastique 
37 MENDELSSOHN The Hebrides |  
 A Midsummer Night’s Dream
38 MENDELSSOHN Violin Concerto |  
 Piano Concerto No. 2
39 CHOPIN Nocturnes
40 SCHUMANN Music for Solo Piano
41 SCHUMANN Symphonies 3 & 4
42 LISZT Years of Pilgrimage
43 BIZET Arias and Overtures
44 BRAHMS A German Requiem
45 BRAHMS Piano Concerto No. 2
46 BRUCKNER Symphony No. 4
47 VIENNESE WALTZES
48 DVOŘÁK Cello Concerto 
49 DVOŘÁK Symphony No. 9 ‘From the New World’ 
50 GRIEG Music for Orchestra
51 GRIEG Piano Concerto | Music for Solo Piano
52 TCHAIKOVSKY The Nutcracker
53 TCHAIKOVSKY Violin Concerto |  
 Piano Concerto No. 1
54 WAGNER Arias
55 VERDI Arias, Choruses and Overtures
56 VERDI Requiem 
57 SAINT-SAËNS Carnival of the Animals |  
 Symphony No. 3 ‘Organ’
58 MUSSORGSKY Pictures at an Exhibition 
59 FAURÉ Requiem
60 PUCCINI Arias
61 MAHLER Symphony No. 4
62 MAHLER Symphony No. 5
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THE MODERN ERA
63 DEBUSSY Prélude à L’Après-midi d’un faune |  
 La Mer
64 DEBUSSY Preludes
65 ELGAR Cello Concerto | Sea Pictures
66 ELGAR Enigma Variations
67 HOLST The Planets
68 MUSIC OF SPAIN
69 R. STRAUSS Four Last Songs
70 SIBELIUS Violin Concerto
71 SIBELIUS Symphonies 2 & 7 | Finlandia
72 RACHMANINOFF Symphony No. 2
73 RACHMANINOFF Piano Concerto No. 2
74 SATIE Gymnopédies
75 RAVEL Bolero | Mother Goose 
76 RAVEL Chamber Music
77 RESPIGHI Pines of Rome
78 SCHOENBERG Pelleas und Melisande
79 BARTÓK Concerto for Orchestra |  
 Violin Concerto No. 2
80 STRAVINSKY The Rite of Spring 
81 PROKOFIEV Piano Concerto No. 3
82 CANTELOUBE Songs of the Auvergne
83 GRAINGER
84 ORFF Carmina burana
85 VAUGHAN WILLIAMS The Lark Ascending |  
 Fantasia on a Theme by Thomas Tallis
86 POULENC Organ Concerto | Music for Solo Piano
87 BRITTEN The Young Person’s Guide to the  
 Orchestra | Four Sea Interludes
88 COPLAND Appalachian Spring
89 RODRIGO Guitar Concertos
90 GERSHWIN | BERNSTEIN 
91 SHOSTAKOVICH Symphony No. 8
92 MESSIAEN Turangalîla-Symphonie

93 BARBER Adagio for Strings | Violin Concerto
94 MUSIC FROM THE MOVIES
95 SCULTHORPE The Fifth Continent
96 TAKEMITSU Music for Orchestra
97 GÓRECKI Symphony of Sorrowful Songs
98 GLASS | NYMAN Music for Solo Piano
99 MUSIC OF AUSTRALIA  
100 THE 21ST CENTURY
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Revolution, heroism and ambition – told in music through the 
virtuosic concertos of Chopin, Mendelssohn and Tchaikovsky, and  
the operas of Puccini, Verdi and Wagner.

THE MODERN ERA c.1900 TO THE PRESENT

A world of fragmentation and a flourishing of diversity – from 
music born out of World War I to 21st-century Australia, via French 
Impressionism, Eastern European minimalism and American classics.
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