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Hymnus Paradisi (1938), a large-scale choral and orchestral work, is well-known 

as an elegiac masterpiece written by Herbert Howells in response to the sudden loss of 

his young son in 1935. The composition of this work, as noted by the composer himself 

and those close to him, successfully served as a means of working through his grief 

during the difficult years that followed Michael's death. In this dissertation, I provide 

linear analyses for Howells' Hymnus Paradisi as well as its predecessor, Howells' 

Requiem (1932), which was adapted and greatly expanded in the creation of Hymnus 

Paradisi. These analyses and accompanying explanations are intended to provide 

insight into the intricate contrapuntal style in which Howells writes, showing that an often 

complex musical surface is underpinned by traditional linear and harmonic patterns on 

the deeper structural levels. In addition to examining the middleground and background 

structural levels within each movement, I also demonstrate how Howells creates large-

scale musical continuity and shapes the overall composition through the use of large-

scale linear connections, shown through the meta-Ursatz (an Ursatz which extends 

across multiple movements creating multi-movement unity). Finally, in my interpretation 

of these analyses, I discuss specific motives in Hymnus Paradisi which, I hypothesize, 

musically represent the crisis of Michael's death. These motives are initially introduced 

in the "Preludio," composed out on multiple structural levels as Hymnus Paradisi 

unfolds, and, finally, I argue, are transformed as a representation of the process of 

healing, and ultimately, catharsis. 
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CHAPTER 1 

INTRODUCTION 

1.1 Historical Context 

Herbert Norman Howells (b. Lydney, Gloscestershire Oct. 17, 1892 d. London 

Feb. 23, 1983) was an English composer who, along with his teachers, friends, and 

colleagues, belonged to a veritable “who’s who” of British choral music in an important 

period of its revitalization. Patrick Russill (head of choral conducting at the Royal 

Academy of Music) names Howells “as the most important composer for the Latin rite in 

England between Samuel Wesley and Vaughan Williams (and I don’t forget Elgar).”1 

Richard Lloyd further notes that “Howells wrote church music throughout his life. He set 

Magnificat and Nunc Dimittis no fewer than twenty times and these settings represent 

the most significant contribution to the Anglican repertoire of the 20th century.”2 

A composer of international stature, although perhaps better known in Europe, 

he studied at the Royal College of Music (hereafter referred to as RCM) under Charles 

Villiers Stanford (1852–1924), a vital force in the renaissance’ of British music.3 During 

this time period, composers such as Ralph Vaughan Williams infused elements of Tudor 

music with contemporary harmony; Vaughan Williams’ Fantasia on a Theme of Thomas 

Tallis is one well-known example of this style and was tremendously influential for 

1 Christopher Palmer, Herbert Howells: A Centenary Celebration  (London: Thames Publishing, 1992), 
166.  Russill wrote to Palmer regarding his research on Howells’ 1912-18 music which was composed for 
Westminster Cathedral). 
2 http://www.howellstrust.org.uk/howells.html 
3 Jeremy Dibble, "Stanford, Sir Charles Villiers," Grove Music Online. Oxford Music Online. Oxford 
University Press, http://www.oxfordmusiconline.com/subscriber/article/grove/music/26549. He also 
studied harmony and counterpoint with Charles Wood, although not much is said about their personal 
relationship. 
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Howells, who heard it for the first time at age 17. In reference to this formative musical 

experience, Spicer shares:  

What Howells was witnessing was no less than one of the defining moments in 
the process of the birth of the English musical renaissance. The two new 
influences which broke the hold of nineteenth-century German and Italian music 
over the entire establishment at the time were English folk-song and Tudor 
polyphony…. Frank Howes, in his penetrating analysis of the roots of the English 
musical renaissance, isolates three men: Hubert Parry, Charles Stanford and 
Alexander Mackenzie, as being the visionary teachers who were responsible for 
rehabilitating English music, and creating the environment in which it could 
flourish on its own terms and not as a pale imitation of another tradition.4   
 

And, as Christopher Palmer indicates, Stanford engaged his pupil in this burgeoning 

musical culture, for:  

It was Stanford who packed young Howells off to Westminster Cathedral to hear 
the pioneering performances of Renaissance Latin Polyphony directed by Dr 
(later Sir) Richard Terry at the new Catholic cathedral. As Patrick Russill points 
out, Terry rehabilitated the great Tudor masters together with their Continental 
contemporaries, thereby transforming national perceptions of our musical history 
and heritage. At the same time Terry encouraged ‘new’ composers to supply new 
settings of the Latin liturgy for unaccompanied voices. Howells was one. His 
Mass in the Dorian Mode (1912) was his first contribution….5 
  

This mass, on Stanford’s recommendation, was later performed in Westminster 

Cathedral – Howells’ first professionally performed work.6  

In the midst of England’s musical rebirth, the First World War decisively shaped 

the musical climate in a different way. Howells, unable to enlist due to ill health, was 

forced to watch from the sidelines as many musical contemporaries and friends fought 

or died in the trenches. As related by Kate Kennedy, some composers responded to the 

war through music during or soon after the conflict, such as Delius with his 1916 

                                            
4 Paul Spicer, Herbert Howells (Wales: Poetry Wales Press Ltd, 1998), 23.  
5 Palmer, A Centenary Celebration, 167.  
6 Paul Andrews, "Howells, Herbert," Grove Music Online. Oxford Music Online. Oxford University Press, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/13436. See also Spicer, 36.  

http://www.oxfordmusiconline.com/subscriber/article/grove/music/13436
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Requiem dedicated “to the memory of all young artists fallen in the war" and Vaughan 

Williams through his A Pastoral Symphony (1922). In a letter to Ursula Wood (October 

1938), Vaughan Williams reveals the wartime connotations behind this work. “I’m glad 

you liked the symph. I did rather myself after many years. It is really war time music – a 

great deal of it incubated when I used to go up night after night in the ambulance wagon 

at Ecoiv[r]es & we went up a steep hill & there was a wonderful Corot-like landscape in 

the sunset – its not really Lambkins frisking at all as most people take for granted.”7 

Howells himself composed an Elegy for viola solo, string quartet and string orchestra 

(1917) for a fellow student at the RCM with whom he had shared a deeply close bond, 

Francis Purcell Warren.8 In a program note from the 1947 Three Choirs Festival 

Concert, Howells writes: “He was a Viola Scholar, and composer; and also one of the 

circle of young musicians that included Gurney, Eugene Goossens, Arthur Benjamin, 

Arthur Bliss and the present writer himself – all fellow-students at one time. Purcell 

Warren was killed in the 1914-1918 War, and this Elegy was composed soon after his 

death. It is not in the least ‘heroic’: it was entirely dominated (in my mind) by the 

personality of my friend.”9 

Many more war-inspired pieces by other composers continued to appear in later 

years, even by a decade or so.10 Kennedy notes: 

There are a number of reasons for this late flourishing of testimonials, a decade 
after the conflict. Historian Samuel Hynes suggests that ‘the past takes time in 

                                            
7 Hugh Cobbe, Letters of Ralph Vaughan Williams 1895-1958 (New York: Oxford University Press, 2008), 
265. 
8 Spicer, 63. Spicer notes that Warren’s nickname was “Bunny” and was one of “the B’s” featured in his 
1914 Suite “The B’s” for orchestra, op.13.  
9 Palmer, A Centenary Celebration, 404. 
10 Kate Kennedy, “‘A music of grief’: classical music and the First World War,” International Affairs, 90 
(2014), 10.   

https://www.amazon.com/s/ref=rdr_ext_aut?_encoding=UTF8&index=books&field-author=Hugh%20Cobbe
https://www.amazon.com/dp/0199587647/ref=rdr_ext_tmb
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becoming history, and that in the case of the First World War ten years was the 
necessary gestation period. Or that the horrors of the war had to be distanced in 
time before they could merge into narrative shape and become a story.’21 He 
goes on to argue ‘that it is only after the passage of years that recollection can 
become an act of exorcism’. Ivor Gurney foresaw this, writing from the trenches 
in 1916: ‘Someday all this experience may be crystallized and glorified in me; 
and men shall learn by chance fragments in a string quartet or a symphony, what 
thoughts haunted the minds of men who watched the darkness grimly in desolate 
places.’22 11  
 
Kennedy points out a radical shift in cultural perspective in the years following the 

war – moving from programs featuring trench songs, for those that served, to a more 

inclusive and intimate program deemed appropriate for remembrance. 

The rapid changes in programming of the festival concerts reflected the radically 
altering perspectives during the 1920s and 1930s on the appropriate ways in 
which music might be used to mourn. While the concerts of trench song provided 
an intensely emotional experience for those involved, as the 1930s progressed 
they came increasingly to be seen by excluded civilians as something of a 
subversive threat. A need was identified for a universally accessible music of 
remembrance for the postwar era that was not exclusively the property of ex-
combatants. This need was partly veiled during the conflict by the emotional role 
of the more sentimental popular songs, but gained prevalence in the years after 
its end as the focus moved from fighting and endurance to the continuing need to 
mourn. In this climate, classical music came into its own, being ideally suited for 
remembrance, and the Albert Hall programmes began to reflect the changes in 
attitude. 12  
 
In particular, as Kennedy notes, there was a rise in the use of the requiem as a 

vehicle for this need, although many composers personalized the texts as part of their 

social and personal commentary on the war. 

In both literature and music, the war divided those who continued to write in their 
prewar styles and idioms irrespective of current events, and others who 
questioned whether it was possible to write without reference to the war. [….] 
Each form has connotations and none exists without a history. Both the form and 
the religious content of the requiem are called into question by the war. Delius 
wrote his Requiem at the beginning of the conflict, removing any religious 
connotations by setting a pantheistic text. Finzi dedicated his Requiem da 

                                            
11 Kennedy, 10. 
12 Kennedy, 9. 
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camera (1925) to his teacher Ernest Farrar, who was killed in France. It consists 
of an orchestral prelude, followed by settings of John Masefield’s sonnet ‘August 
1914’, Hardy’s ‘The breaking of nations’ and ‘Lament’ by Wilfred Gibson. 
Sceptical towards orthodox religion, Finzi expressed his grief at the loss of 
friends and relatives through the grief of the poets he chose, and represented the 
progress of the war by his positioning of the three texts. Herbert Howells’s deeply 
moving Requiem [1932] reflected its composer’s religious beliefs, but like the 
others it too could not limit itself to the traditional requiem mass; it has an 
eclectic, personally chosen text.1613 
 
As is discussed in further detail in Chapter 3, Howells’ choice of text for his 

Requiem is not entirely an original choice as Kennedy seems to suggest here, although 

certainly one that had personal meaning; he used the majority of the texts and their 

ordering found in Walford Davies’ 1915 Short Requiem in D Major, in memory of those 

fallen in the war.14 

In keeping with Kennedy’s observation of a post-war shift in programming from 

trench songs to more inclusive vehicles of remembrance, Joseph Sargent argues that 

Howells removed the most overt wartime and liturgical associations found in Davies’ 

Requiem, thus making Howells’ Requiem broader in appeal and accessible for a wider 

variety of programs.15 As is well documented, Howells’ Requiem was written originally 

for King’s College, Cambridge, although there is no record of Howells actually sending 

the manuscript. The manuscript lay dormant for many years, finally receiving a premiere 

in November, 1980.16 Although contrary to Kennedy’s notion that composers were 

personalizing their requiem texts, Sargent’s ‘depersonalisation’ of Howells’ Requiem 

does coincide with the shift noted by Kennedy toward a “universally accessible music of 

                                            
13 Kennedy, 7. 
14 Palmer, A Centenary Celebration, 60-61. 
15 Joseph Sargent, “Howells’s depersonalised Requiem,” The Musical Times 158 (Autumn, 2017).   
16 Sargent, 65. 
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remembrance” in the 1920’s to 1930’s. 17 Despite Howells’ stripping of wartime markers 

from Davies’ work, I would argue the broadened context of wartime remembrance 

remains.  

Howells would see the resulting devastation of more than one world war in his 

lifetime; in September of 1940, the Howells’ house “was blitzed and bashed and ruined 

one awful night.....”18 Fortunately, all the occupants were away when the bombing 

occurred although Howells’ manuscripts, books, scores, and original material were 

eradicated.19 In his oeuvre, there are a number of works that arose in response to loss 

of life whether as a result of wartime, natural causes, or other types of tragedy (e.g., the 

assassination of John F. Kennedy). Furthermore, many writers note the elegiac quality 

which, in general, pervades much of his music.  

An overview of Howells’ body of works reveals eighty sacred choral anthems 

(such as “A Spotless Rose” or “My Eyes for Beauty Pine”), forty-eight secular choral 

works, thirty-eight solo songs, and a number of other compositions for orchestra (Puck’s 

Minuet for orchestra was received at its premiere with delight and is often performed at 

BBC Proms).20 Works for chamber groups, piano, clavichord, and organ also abound 

(Master Tallis’s Testament written in 1940 for organ is an obvious tribute to Vaughan 

Williams and the impact of Fantasia). The Psalm Preludes for organ have proven 

                                            
17 Kennedy, 9. 
18 Spicer, 118. From a letter Howells wrote to Julius Harrison, a composer and conductor, in December of 
1941. 
19 Spicer, 118. 
20 Puck’s Minuet, commissioned by Howells’ former piano teacher Herbert Brewer and dedicated to his 
daughter, apparently so charmed its audience at the first London performance (March, 1919) that it was, 
atypically, played once more right then and there! (Spicer, 61) 
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particularly enduring and appeared in BBC Proms programming in 1980 (set 2) and in 

2000 (set 1).  

Most of Howells’ major choral works are now available on CD and on YouTube, a 

modern day tribute to the growing interest and enduring popularity of his compositions.21 

Notably, Howells has written fourteen works for chorus and orchestra, which include his 

elegiac masterpiece, Hymnus Paradisi (1938), which is the focus of this dissertation; 

this composition is dedicated to his son, Michael, who was stricken with polio and died 

at the age of nine.22  

Howells wrote two other large scale choral-orchestral works after his Hymnus 

Paradisi: the Missa Sabrinensis (1954) and Stabat Mater (1963). Of these three choral-

orchestral works, the Hymnus Paradisi is the most often performed and was 

programmed in recent years by BBC Symphony Orchestra and Rotterdam Symphony 

Chorus (November 2015), University of California, Davis Dept. of Music (Mar 2015), 

BBC Proms (2012) and the Three Choirs Festival in 2007 (Gloucester Cathedral), 

where Hymnus Paradisi was originally premiered in 1950.  

 

1.2 The Purpose of this Dissertation 

The purpose of this dissertation is three-fold: 1) to provide a Schenkerian voice-

leading analysis of Howells’ Requiem and Hymnus Paradisi, revealing stylistic 

                                            
21 For example, performances of Requiem, Missa Sabrinensis, Stabat Mater, and Hymnus Paradisi are all 
currently on YouTube (in addition to other works by Howells, i.e. Elegy for Viola, String Quartet and String 
Orchestra). 
22 A video of a live performance of Hymnus Paradisi from November 2015 is also available for online 
viewing currently. It was filmed at Sint-Janskathedraal (Roman Catholic Cathedral of St. John) in the 
Netherlands (city of 's-Hertogenbosch). The BBC Symphony Orchestra and Rotterdam Symphony Chorus 
are led by conductor Martyn Brabbins, soloists are Andrew Staples and Sarah-Jane Brandon. 
https://www.gramophone.co.uk/feature/video-of-the-day-howells-hymnus-paradisi  
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characteristics and Howellsian paradigms that could be applied to his other mature 

works or to similar twentieth- or twenty-first century works by different composers, 2) 

through this voice-leading analysis, to show multi-movement coherence in both the 

Requiem and in the Hymnus Paradisi with, arguably, a shared meta-Urlinie which 

stretches across the entire work and is recomposed in the coda, and, 3) to present a 

narrative and dramatic interpretation of Hymnus Paradisi which reflects the primary 

compositional impetus behind the work (as a means of dealing with the grief resulting 

from the premature death of Howells’ nine-year-old son Michael).  

Before approaching the actual analysis, I have already endeavored to situate 

Howells within a short historical context, which is now followed by a section on my 

analytical and interpretative methodologies and supporting research. In Chapter 2, I 

present a biographical overview of the composer that highlights events that potentially 

led to the composition of Hymnus Paradisi or informed the work in other ways. Chapter 

3 is dedicated to an examination of the choral work that is the precursor to Hymnus 

Paradisi – Howells’ Requiem for SATB unaccompanied (1932). Given the close 

compositional connection of the Hymnus Paradisi to this earlier work, the genesis for 

the Requiem as well as a movement by movement voice-leading analysis is included in 

Chapter 3. Middleground graphs are the primary medium for explaining the voice-

leading, with score excerpts and foreground graphs provided to illustrate important 

concepts or when the surface of the music is particularly complex. Chapter 4 contains 

the analysis for part one of Hymnus Paradisi (including the first, second and third 

movements), with the analysis for the final three movements, constituting part two, 

provided in Chapter 5. Given the large scope of Howells’ Hymnus Paradisi, 
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middleground graphs are also the primary vehicle for clarifying the voice leading, and 

highlighting the structural pitches which appear on the background and multi-movement 

graphs. A cohesive narrative and dramatic interpretation is then presented in Chapter 6, 

which draws together the previously discussed harmonic and motivic representations of 

the “crisis” (caused by the untimely loss of the composer’s son) initiated in the narrative 

of the “Preludio,” subsequently composed out within and across other movements, and 

ultimately transformed, I hypothesize, as a musical-symbolic representation of the 

composer having achieved “catharsis” at the conclusion of Hymnus Paradisi. Chapter 7, 

then, closes this dissertation with a few final thoughts. 

 

1.3 Supporting Research and Methodology 

One might wonder how Howells’ music may be categorized within the larger 

scope of twentieth-century repertoire. Is it primarily tonal, atonal, or should it be 

considered post-tonal? Although there are numerous functional harmonic relationships 

and voice-leading motions associated with tonal music in both the Requiem and the 

Hymnus Paradisi, I conjecture that it would be misleading to simply call Howells’ music 

tonal, which, primarily evokes the major-minor repertory found in the common practice 

period. In a sense, these two works by Howells are pre-tonal (with strong modal/Tudor 

influences), tonal, and also post-tonal. For clarification, I am not suggesting that 

Howells’ music is at all atonal, rather, there is a great deal of contrapuntal and harmonic 

complexity and, as with many compositions of the twentieth (and twenty-first centuries), 

Howells’ musical language is a hybrid of styles and techniques, and therefore does not 

fit neatly into any one category.  
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Therefore, I propose that these choral works by Howells, along with his other 

works in a similar style (such as the Missa Sabrinensis and the Stabat Mater), be 

considered as belonging to a triadic subset within the larger post-tonal repertoire of the 

twentieth and twenty-first centuries. The idea of both triadic and non-triadic 

compositions existing together within the larger scope of the post-tonal repertory is put 

forth by David Forrest as he examines prolongation in the choral music of Benjamin 

Britten. In the opening paragraph of the article, Forrest states: “Much of the debate over 

post-tonal prolongation has focused on the non-triadic music of the Second Viennese 

School, Stravinsky, and Bartók.3 Less has been said about triadic post-tonal music, a 

repertory which, because it borrows techniques from both tonal and post-tonal 

traditions, fits comfortably into neither category.”23 This difficulty in categorization 

applies equally to Howells, which, in addition to its tonal building blocks, is layered with 

many modal as well as a few post-tonal elements.  

Since there is a large body of research supporting the application of linear 

techniques to tonal music, I have not included a list of sources dedicated to this 

particular style. Rather, this review of literature primarily focuses on precedents for the 

application of linear analysis to both the modal and post-tonal aspects of Howells’ 

music, as these areas are not as heavily researched and are still in the process of 

gaining widespread acceptance in academic circles. A growing number of analysts have 

adapted Schenkerian analytical methodologies for application to contemporaries of 

Howells (such as Holst and Vaughan Williams),24 and other British composers such as 

                                            
23 Forrest, 1. 
24 Timothy P. Francis, “Modal Prolongational Structure in Selected Sacred Choral Compositions by 
Gustav Holst and Ralph Vaughan Williams,” (Ph.D. diss., University of Oregon, 2013).  
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Benjamin Britten,25 although, I have not yet come across any writers who analyze 

Howells’ music from a primarily linear perspective. There are, however, many other 

writings to draw upon that provide support for the application of Schenkerian analysis to 

the wide range of compositional techniques Howells employs.  

In his introduction to “Elucidations of Post-Tonal Free Composition,” Timothy L. 

Jackson writes: 

Indeed, the language of virtually all twentieth-century music is a ‘mixed’ language 
such that tonal and post-tonal elements are superimposed to varying degrees, 
but that linear-contrapuntal logic is never abandoned. Furthermore, this 
admixture does not imply that tonal elements are purely vestigial; rather, they 
may be as integral to the structure as the post-tonal. As Wilhelm Furtwängler 
(who did much to promote new music) observed, “In practice, the dividing line 
between tonality and atonality is rarely so clearly defined” (Furtwängler [1948] 
1977, 94).26  
 
With this idea of a ‘mixed’ language based upon “linear-contrapuntal logic,” 

Jackson could well be describing the Requiem and the Hymnus Paradisi, in addition to 

Howells’ later large-scale choral works such as the Missa Sabrinensis (1954) and the 

Stabat Mater (1963). Many of his ideas on post-tonal linear analysis are laid out in a 

systematic method in this article; in my own analyses, I have incorporated some of 

these ideas, such as (but not limited to) “overlapping or superimposed Ursätze,”27 

“linear convergence” (which points towards a particular tone receiving a greater 

structural weight),28 and the notion of “irreducible chromaticism” which offers a “friendly 

                                            
25 David Forrest, “Prolongation in the Choral Music of Benjamin Britten,” Music Theory Spectrum 32 
(2010).  
26Timothy L. Jackson, “Elucidations of Post-Tonal Free Composition,” Journal of  

Schenkerian Studies 10 (2017), 23.  
27 Jackson, Elucidations, 24. 
28 Jackson, Elucidations, 29. Jackson defines convergence as occurring “when two (or more) lines move 
toward and unite on a goal tone, simultaneously approaching it at the same or different speeds from 
above and below.” 
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amendment to Schenker’s claim… that only diatonic tones can be found at the deepest 

structural level in tonal music.”29 For instance, the notion of convergence is particularly 

helpful in locating structurally weighted tones in Howells’ writing, particularly with the 

presence of both modal linear patterns which, at times, conflicts with the harmonic 

contexts. (For example, a linear two-voice Phrygian cadence which closes on E might 

not necessarily indicate E Phrygian as the governing force; rather, the E may be 

harmonized as a chord tone within a different tonal context, such as the fifth of an A 

minor chord. This idea is brought forth by Anthony Carver in his article “Bruckner and 

the Phrygian Mode,” discussed shortly.) As Jackson argues, the convergence on a 

particular pitch in this way can draw attention to this tone as structurally important; in 

Example 112, for example, a convergence on F♯ closes out a large-scale prolongation 

of F♯ from the opening of the fourth movement. 

Some other contributions to the literature which offer support for the validity of a 

linear approach to the post-tonal elements within Howells’ music include Colin Davis’s 

“Toward a Unified Whole: Allan Pettersson's Symphony No. 5” (2007).30 David Huff’s 

“Prolongation in Post-Tonal Music: A Survey of Analytical Techniques and Theoretical 

Concepts with an Analysis of Alban Berg’s Op. 2, No. 4, Warm Die Lüfte” (2010) is also 

worth citing here, as Huff provides a comprehensive survey of the theoretical writings on 

post-tonal prolongation.31  

                                            
29 Jackson, Elucidations, 24. 
30 Colin Davis, “Toward a Unified Whole: Allan Pettersson's Symphony No. 5” (2007) (M.M.Thesis, 
University of North Texas, 2007). 
31 David Huff, “Prolongation in Post-Tonal Music: A Survey of Analytical Techniques and Theoretical 
Concepts with an Analysis of Alban Berg’s Op. 2, No. 4, Warm Die Lüfte” (M.M. Thesis, University of 
North Texas, 2010). 
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In terms of pre-tonal precedents, the three comparative analyses from Sinn und 

Wesen discussed in “From ‘Sinn und Wesen’ to ‘Structural Hearing’: The development 

of Felix Salzer's ideas in interwar Vienna and their transmission in postwar United 

States” provide examples of how linear analysis can be effectively applied to early 

music repertoire from a history of theory perspective, offering precedence for my linear 

analysis of the early music elements found in Howells’ music.32  Given the inclusion of 

modal elements in Howells’ Requiem and his Hymnus Paradisi, "Melodic Function and 

Modal Process in Gregorian Chant” by Richard Porterfield provides a strong argument 

for the validity of applying an Urlinie to a modal melody. According to Porterfield, “in the 

modal process… we may find a rational basis for the obligatory linear descent which 

Schenker discerned in triadic tonality.33 This idea applies not only to the movements in 

this dissertation which feature prominent chant-like melodies, such as Howells’ setting 

of “Psalm 23,” but also to other modally-inflected descending third and fifth Urlinies 

found in Hymnus Paradisi, such as the 3̂–♭ 2̂ –1̂  descent over A in the bass, as shown 

in Example 73. This descending third progression (C–B♭–A) over the A prolongation in 

the bass correlates with Porterfield’s representation of the Ursatz of the Deuterus Plagal 

mode, as shown in his Example 3.22: the Modes of Gregorian Chant.34  

                                            
32 John Charles Koslovsky, “From "Sinn und Wesen" to "Structural Hearing": The development of Felix 
Salzer's ideas in interwar Vienna and their transmission in postwar United States” (Ph.D. diss., University 
of Rochester, Eastman School of Music, 2010.) 
33 Richard Porterfield, "Melodic Function and Modal Process in Gregorian Chant" (Ph.D. diss., City 
University of New York, 2014), 181. 
34 Porterfield, 180.  
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In an examination of modality in a nineteenth-century setting, Anthony Carver 

discusses the use of the Phrygian mode in the music of Bruckner.35 The cadential 

discourse in this article applies to this dissertation with, in particular, the inclusion of the 

sixteenth-century Phrygian cadence with plagal bassizans (which is discussed in 

correlation with Example 17). As previously noted, Carver also makes an important 

general observation about the coexistence of mode and tonality. “Example 2(a) shows 

that in relation to sixteenth-century music, what we have come to think of as tonic 

harmony may need to be distinguished from the linear expression of mode. As we shall 

see below, in Bruckner's Sixth Symphony linear elements of the Phrygian mode on E 

are expressed in the harmonic context of an A tonic.”36 In his Requiem and Hymnus 

Paradisi, Howells also includes linear, modal patterns which, at times, must be 

reinterpreted within the context of a separate ‘tonic.’  

In general, Howells’ frequent inclusion of contrapuntal modality often leads to 

functional harmonic multivalence, and the reader will note numerous instances of the 

minor dominant chord in my analyses of the Requiem and the Hymnus Paradisi, 

specifically with regard to E minor as the minor dominant of A. Although E minor, in the 

context of the global key of D major, naturally functions as the supertonic with its 

associated minor quality, there are numerous instances where a prolongation of A 

(through a move from A to E minor and back to A) points to the function of E minor as a 

modally-influenced dominant of A. For instance, Example 73 provides a clear instance 

                                            
35 Anthony F. Carver, “Bruckner and the Phrygian Mode,” Music & Letters 86, (2005). 
36 Carver, 77. 
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of E minor functioning as a minor dominant key area within a large-scale A minor 

prolongation.  

Prolongations of E minor and B minor are frequently found in the Requiem and 

the Hymnus Paradisi, and given the historical connection of “the E modes and their 

rapport with death,” as discussed by William Kimmel in his article, “The Phrygian 

Inflection and the Appearances of Death in Music,” one could hypothesize that the 

emphasis on E and B minor could be connected to the lower and upper Phrygian 

tetrachords. Kimmel theorizes that “a composer who is sensitive to the tonal system as 

a whole and to its development from the archetypal scales mentioned at the beginning 

of this article, origins still preserved in the notational system, such a composer might, in 

spite of the radical relativization of keys, still preserve an intuitive sense of the special 

character of the tone e (and correspondingly of the b of the upper Phrygian 

tetrachord).”37 Although the Requiem and the Hymnus Paradisi are both grounded in D 

major, there are notable prolongations and musical emphasis on these two key areas, E 

and B (minor primarily, with some mixture), as is noted in the forthcoming analytical 

discussions. Motivic elements, such as the (♭) 6̂– 5̂  gesture and Neapolitan and 

augmented sixth chords, are elucidated in relation to the Phrygian mode, as discussed 

by Kimmel in his article on Phrygian inflections. Kimmel’s article discusses the many 

configurations of the “Phrygian Inflection” as “gestures through which death manifests 

itself in music,” and is studied more thoroughly in Section 3.2 as it relates to the analysis 

of the opening movement of the Requiem.38  

                                            
37 William Kimmel, “The Phrygian Inflection and the Appearances of Death in Music,” College Music 
Symposium, 20 (1980), 71. 
38 Kimmel, 45. 
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With regard to the idea of multi-movement coherence, there are still conflicting 

opinions on the matter. Not all scholars embrace the type of large-scale analysis that I 

employ in this study, showing linear connections and Ursätze that span multiple 

movements and even encompass entire works. In a seminar paper titled “Connecting 

the Dots: A Survey and Commentary on Multi-movement Coherence,” Lance Russell 

surveyed the literature available on this subject and cited several authors who posit 

long-range connections in their analyses.39 Referring to Carl Schachter’s essay “E 

Pluribus Unum: Large-Scale Connections in the Opening Scenes of Don Giovanni,” 

Russell cites Schachter’s analysis “of the initial sections of Mozart’s Don Giovanni, in 

which he shows a Bassbrechung extending from the overture to the first duet of Donna 

Anna and Don Ottavio” although Russell notes that Schachter is careful to point out 

there is not a unified Ursatz present.40 Russell also discusses Arthur Komar as a 

supporter of multi-movement coherence for Schumann’s Dichterliebe, as Komar 

believes all the songs in this cycle are “interdependent ‘movements’ governed by a 

single key.”41 Among a number of other authors who have written about large-scale 

coherence in the song cycles of Schumann and Schubert, David Neumeyer, criticizing 

Komar’s analysis for considering “tonal and harmonic patterns alone,” finds stronger 

evidence for multi-movement coherence by considering the poetic connections across 

                                            
39  Lance Russell, “Connecting the Dots: A Survey and Commentary on Multi-movement Coherence,” 
(Seminar Paper, University of North Texas, 2013). 
40 Russell, 2-3. Citing: Carl Schachter, “E Pluribus Unum: Large-Scale Connections in the Opening 
Scenes of Don Giovanni,” In Essays from the Fourth International Schenker Symposium (1), ed. Allen 
Cadwallader (New York: Georg Olms Verlag, 2008). 
41 Russell, 5-8. Citing: Arthur Komar, Dichterliebe (New York: Norton & Company, 1971), 66. 
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movements along with Komar’s more limited criteria.42 Patrick McCreless also argues 

for large-scale coherence in Schumann’s ‘Liederkreis,’ and lays out several “factors of 

ordering” that provide the conditions for multi-movement connections in this song 

cycle.43 All three of these factors (text-music relationships, a tonal plan, and abstract 

design) are arguably present in Howells’ Requiem and even more strongly evident in his 

Hymnus Paradisi. In particular, in Hymnus Paradisi, the motivic evolution from what I 

have named the “crisis” motive to the “healing motive,” and finally to the “catharsis 

motive,” demonstrates an ordered progression which develops throughout the entire 

work and coincides with my narrative interpretation. As I demonstrate in later 

discussions, the crisis motive as a descending semitone (F♯ –F♮) is introduced in the 

first movement (the “Preludio”) and is prevalent throughout part one (the first three 

movements). As part two begins (with the fourth movement), the healing motive is 

introduced; this motive is an ascending semitone, F– F♯, which I consider a 

transformation of the crisis motive. In the final movement (“Holy is the true light”) the 

healing motive is expanded into F– F♯–G to become what I call the catharsis motive. In 

terms of text-music relationships, the composer refers to an increase in light beginning 

with part two, which coincides with my noted appearance of the healing motive at the 

opening of part two. Furthermore, the textual theme of light continues to increase as the 

work progresses, concluding with the text “Holy is the true light”; I hypothesize that the 

catharis motive F– F♯–G is composed out across this final movement.  Finally, the 

                                            
42 Russell, 7-8. Citing: Neumeyer, David. “Organic Structure and the Song Cycle: Another Look at 
Schumann’s Dichterliebe.” Music Theory Spectrum, 4 (1982), 96-97. 
43 Patrick McCreless, “Song Order in the Song Cycle: Schumann’s ‘Liederkreis’, Op. 39” Music Analysis, 5 
(1986), 8. 
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Requiem and Hymnus Paradisi both contain a clear overarching tonal plan, based in D 

major, with Hymnus Paradisi moving beyond the D major goal (achieved at the 

conclusion of the fifth movement) to the key of the final movement (the coda of the 

whole work), E♭major.  

Jackson has demonstrated multi-movement coherence in the music of 

composers such as Tchaikovsky, Bruckner, and Sibelius. For instance, in his analysis of 

Tchaikovsky’s Symphony No. 6, Jackson presents a view of this entire symphony as a 

large-scale sonata form, saying “the formal displacement of the development in the first 

movement converts the symphony’s normative four-movement macro-symphonic form 

into a super-sonata symphonic form encompassing the entire symphony: the first 

movement occupies exposition space, the Scherzo and Andante development space, 

and the Finale recapitulation space.”44  

In particular, Jackson’s ideas regarding the “strife-to-victory ‘redemption’ 

paradigm (which could be played out within a movement-long sonata form or across a 

multi-movement form), also described as per aspera ad astra (‘through adversity to the 

stars’),” is certainly applicable to my notion of “from crisis to catharsis” within Hymnus 

Paradisi.45  Most notably, Hymnus Paradisi is also, as Jackson calls it, “end-weighted” 

and shares with Tchaikovsky’s Symphony No. 6 (Pathétique) the deferment of “the 

achievement of redemption until the Finale, or until the last possible moment in the 

musical discourse, i.e. until the Finale’s coda.”46 (In the case of Hymnus Paradisi, I refer 

                                            
44 Timothy L. Jackson, Tchaikovsky: Symphony No. 6 (Pathétique), (Cambridge, Cambridge University 
Press, 1999), 27. 
45 Jackson, Tchaikovsky: Symphony No. 6 (Pathétique), 24. 
46 Jackson, Tchaikovsky: Symphony No. 6 (Pathétique), 24. 
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to this moment in the coda as the “catharsis.”) Jackson further notes that this 

nineteenth-century symphonic paradigm is found in a number of other symphonies by 

Tchaikovsky (such as his First, Second, Fourth, Fifth, and Manfred Symphonies), 

although a comparison of these works to Hymnus Paradisi lies beyond the scope of this 

dissertation.47 

Further discussion of large-scale formal ideas, including the meta-Ursatz (an 

Ursatz which extends across multiple movements creating multi-movement unity) and 

large-scale auxiliary cadences can be found in another article by Jackson, titled “‘A 

Heart of Ice:’ Crystallization in Sibelius’s Pohjola’s Daughter and Other Works.”48 Both 

of these concepts have been applied to the analyses in this dissertation. For example, 

as is discussed in more detail in upcoming chapters, many of the movements in 

Howells’ Requiem and Hymnus Paradisi begin with auxiliary cadences, and some of the 

Hymnus Paradisi movements, such as the fifth and the sixth movements, compose out 

notably large-scale auxiliary cadences. Additionally, the idea of a meta-Ursatz as it 

applies to Hymnus Paradisi shows not only the multi-movement unity of the work, it also 

reveals a composing out of the same large-scale Urlinie which I show in the meta-

Ursatz of the Requiem (F♯–F♮–E– D), thus, arguably unveiling a deep structural 

connection between these two compositions.49  

                                            
47 Jackson, Tchaikovsky: Symphony No. 6 (Pathétique), 24. 
48 Timothy L. Jackson, “‘A Heart of Ice:’ Crystallization in Sibelius’s Pohjola’s Daughter and Other Works,” 
Conference Report of the Second International Sibelius Conference in Helsinki, November 1995, ed. Eero 
Taarasti, 1998, pp. 100-123. 
49 The meta-Ursatz of Requiem is shown in Example 2 and the meta-Ursatz of Hymnus Paradisi in 
Example 142. 
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Although (as Neumeyer and others note) Schenker himself generally avoided 

multi-movement structures, this idea has still been taken up by a number of writers 

including (but not limited to) Schachter, Komar, Neumeyer, and Jackson who seek 

evidence of organic unity across large-scale works.50 In regard to a methodology for this 

type of coherence, Neumeyer states:   

In other words, when the closed analytic system–in our case, Schenker's method 
applied to single movements–is confronted with a situation outside its capacities– 
here, the problem organic structure in multimovement forms–the way to proceed 
is to add other pertinent structural criteria and develop an expanded, but again 
closed methodology. Thus, for the song cycle and other expanded vocal works 
(including opera?), we need to add to Schenker's harmonic-tonal and voice-
leading model as expressed in the Ursatz the narrative or dramatic criteria, and 
from this develop a broader analytic system which can treat these two as co-
equal structural determinants. The multipart vocal work, then, is understood as 
organically unified on a higher plane, as it were, since the combination of the 
harmonic-tonal with narrative-dramatic aspects should potentially allow an 
adequate interpretation of organic structure which either aspect alone could not 
achieve. Only in this way, suggest, can we hope to deal with the song cycle 
within the confines of a theory based on the principle of organic unity.51    
 
As it pertains to my own methodology of interpretive analysis, (following 

Neumeyer’s suggestion), I have broadened the analytical system based on an 

extension of harmonic-tonal and voice-leading Ursatz models across movements, 

justified by narrative or dramatic criteria. I thereby take into account both the explicit 

texts of the work and the deeper-level program that narrates the composer’s journey 

from the crisis of Michael’s death to its healing and catharsis. For example, in my 

analysis of the Requiem, I demonstrate how the third, fourth, and fifth movements are 

linked through harmonic-tonal means as well as through the organization of the text, 

creating a three-movement long, large-scale ternary form. Furthermore, strong evidence 

                                            
50 Neumeyer, 93. 
51 Neumeyer, 97. 
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for my hypothesis of multi-movement coherence for the first three movements of 

Hymnus Paradisi is provided by the composer himself in a note written for the first 

performance, saying: “Hymnus Paradisi comprises two parts. Part one (Movements I, II, 

and III) is unbroken, and is mainly contemplative.” My large-scale analysis reflects this 

synthesis, further extending this concept to other multi-movement groupings within the 

Hymnus Paradisi and to both the Requiem and the Hymnus Paradisi as a whole.52 

An initial survey of the general literature on Howells and his music reveals a 

plethora of biographical books, stylistic analyses, and poetic descriptions of his music 

which are rich in visual imagery. Books such as Herbert Howells by Paul Spicer, a pupil 

of the composer, provide an excellent sense of the man behind the music and discuss 

the impact of life events on his music. Christopher Palmer, in his book Herbert Howells: 

A Study by Christopher Palmer, is more analytical than Spicer but, although the 

mellifluous wording is rich in imagery, this type of descriptive analysis fails to explain 

how Howells’ music “works” from a technical perspective.53 A later book by Palmer, 

Herbert Howells: A Centenary Celebration, provides excellent biographical insight as 

well as an extended account of the genesis of Hymnus Paradisi. Ample diary entries, 

personal recollections, and writings by Howells himself all combine to provide a 

thorough, and engaging, picture of the man behind the music.54  

                                            
52 Palmer, A Centenary Celebration, 416. 
53 For instance, here is a small excerpt from Palmer’s description of Hymnus Paradisi (in Herbert Howells: 
a study): “The very first bars [of movement VI] are riveting – contrabassi (playing tremolo), organ pedals 
and other inhabitors of the nether regions pin down a shuddering B flat pedal-point, suggesting a ‘dark-
glowing refulgence’(Howes), a luminosity as yet dimly-perceived but gaining steadily in intensity, while 
etched against the eastern skyline a lone trumpeter (soon to be joined by two comrades) sounds a poetic 
last post of rising pentatonic fourths which is also a reveille – for this is the first ray of the sunrise 
penetrating a darkened cathedral, the first light of dawn in high summer.” Christopher Palmer, Herbert 
Howells: A study by Christopher Palmer (Kent: Novello, 1978), 50-51. 
54 Palmer, A Centenary Celebration. 
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As noted previously, there is a lack of in-depth voice-leading analyses available 

on Howells’ music. The most recent theses and dissertations on Howells are typically 

written from a performer’s or conductor’s perspective, and therefore tend to focus on the 

musical surface: they discuss general aspects of Howells’ style or provide thematic and 

motivic descriptions of a work.55 For example, in his dissertation Edgar Louis Ferlazzo 

Jr. addresses “Howells' style characteristics, specifically the harmony, melody, rhythm, 

texture, dynamics, organ, and word painting in his Service music.”56 Although these 

stylistic elements are certainly important components of the music, notably absent from 

the literature is an approach to Howells’ choral music that takes into account the 

governing principle of his music – counterpoint. 

Many writers have pointed out the importance of counterpoint in Howells’ music. 

Lionel Pike in Chapter 2 of The Music of Herbert Howells “Howells and Counterpoint” 

writes: “The music of Herbert Howells is inseparable from counterpoint…” 57 and Paul 

Spicer notes: “Howells, whose ear was legendary, and who was capable of writing the 

most complex counterpoint in the middle of a crowded hotel lobby, wrote the whole 

piece [Puck’s Minuet, 1917] in one three-hour sitting in Reading Station waiting room 

                                            
55 Several examples: J. S. Wilson, “The Anthems of Herbert Howells (1892-1983),” (Ph.D. diss., 
University of Illinois at Urbana-Champaign, 1996). Benjamin C. Blozan, “Herbert Howells' A Garland for 
de la Mare Twelve Songs for Voice and Piano: Contexts for performance,” (DMA, The University of North 
Carolina at Greensboro, 2013). Heather Zosel, “Four part-songs by Herbert Howells (1892-1983),” (DMA, 
The University of Arizona, 2012). 
56 Edgar Louis Ferlazzo, Jr., abstract to "The Shorter Sacred Choral Works of Herbert Norman Howells" 
(Ph.D. diss., Southwestern Baptist Theological Seminary, 1997). 
57 Lionel Pike, “Howells and Counterpoint,” in The Music of Herbert Howells, eds. Phillip A. Cooke and 
David Maw (Woodbridge: The Boydell Press, 2013), 22. 

http://libproxy.library.unt.edu:2087/pqdtglobal/indexinglinkhandler/sng/au/Blozan,+Benjamin+C./$N?accountid=7113
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whilst waiting for his train to Gloucester. The work was written straight out in full 

score.”58  

In Chapter 5, “A ‘Wholly New Chapter’ in Service Music,” Phillip Cooke makes 

this insightful observation: 

A lot of the dissonances in these works [Collegium Regale and the Gloucester 
Service] result from the highly contrapuntal, polyphonic nature of Howell’s vocal 
music: the linear flow of the music, the highly melismatic word-setting (especially 
in the Gloucester Service) and the ambiguous dissonances created by the 
collision of these polyphonic lines help to enhance in the quality of ‘otherness’: it 
is challenging music (aurally and practically) but it somehow manages to be both 
traditional yet progressive - there is plenty of dissonant music, but it is never too 
dissonant to disrupt the continuum of tradition to which Howells felt very much 
connected [emphases mine]. 59 
 
Howell’s music is indeed “traditional yet progressive” and Cooke’s observation 

that the “ambiguous dissonances” are “created by the collision of these polyphonic 

lines” is accurate. Familiar linear patterns from a wide span of music history (i.e. voice 

exchange, parallel tenths or sixths [including, but not limited to, references to 

fauxbourdon], 5–6 or 6–5 motions, pedal [or neighboring] 64 chords, antiquated linear 

cadential patterns [i.e., modified Middle Age and Renaissance two-voice cadence – a 

major sixth to an octave,60 Phrygian cadence, sixteenth-century Phrygian cadence with 

plagal bassizans], and augmented sixth chord resolutions, etc…) are often utilized in a 

progressive Howellsian manner, resulting in what Cooke calls “ambiguous dissonances” 

on the surface. Furthermore, register shifts, superposition, and frequent metrical 

                                            
58 Spicer, 61. 
59 Phillip Cooke, “A ‘Wholly New Chapter’ in Service Music,” in The Music of Herbert Howells, eds. Phillip 
A. Cooke and David Maw (Woodbridge: The Boydell Press, 2013), 97. 
60 When Howells employs this cadential gesture, the interval of a sixth is typically minor rather than major. 
Howells often avoids the use of a leading tone in his harmonic progressions as well, preferring the minor 
dominant over a major or dominant seventh.  
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displacement all combine to create an even more complex surface. Once the underlying 

contrapuntal structure of the passage has been explained, the way in which striking 

dissonances arise becomes unambiguous.  

This complexity of the foreground, particularly in Howells’ large-scale later works 

can, at times, be a barrier to understanding their structure and organization. Of the 

Missa Sabrinensis, Nick Strimple writes, “The longest of the three works, it seems to be 

an examination of emotional extremes in an undisciplined structure, and it is seldom 

performed” [emphasis mine].61 Pace Strimple, I argue that there is likely a very 

disciplined structure in place, as is demonstrated through my analysis of Hymnus 

Paradisi. As I discuss in Chapter 3, the cohesive fabric of the Requiem (with foreground 

motivic ideas composed out on the deeper voice-leading levels), with its deep structural 

connections to Hymnus Paradisi, points toward the likeliness of a similar well-organized 

unity to be found within each of Howells’ later large-scale choral works. Furthermore, 

one might argue that given Charles Villiers Stanford’s teaching approach, Howells was 

accustomed to justifying even the smallest detail in his music whereby every chord, 

every note, had to be subservient to the greater musical purpose. In Music and Letters 

(July 1924), Howells writes of his RCM teacher Charles Villiers Stanford:  

Against compromise with dubious material or workmanship Stanford stubbornly 
set his face. None of us lived in the easy atmosphere of neutrality when we took 
lessons with him. Mastery of subject carried with it, in him, a very definite sense 
of where he stood; and that definition ill accorded with vagueness of attitude in 
others. By methods in which long practice taught him to believe he brought his 
pupils themselves to know where, and for what, they stood. Whatever else one 
might have become under his shrewd guidance, it never could have been a 
wobbler, a neutral, a befogged practitioner. It was often his way to make a 
student fight hard in defence of a point of view, an expression, or a mere chord. 

                                            
61 Nick Strimple, Choral Music of the Twentieth Century, (New Jersey: Amadeus Press, LLC, 2002), 86-
87. 
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Failure in this was apt to bring trouble upon the pupil. But that the defence 
generally prevailed, and brought self-reliance – as Stanford, in his wisdom, 
always hoped it would – ought to be clear to anyone who observes the 
remarkable degree to which most of his pupils have established their own 
particular identities in composition.62  
 
Unlike Strimple, Paul Spicer and Alan Ridout (both students of Howells from the 

RCM) recognize a larger structure in Howells’ music, citing his gift for “composing in 

large paragraphs” and his “ability to make a large continuous structure.”63 The linear 

analytical approach I have adopted for this dissertation takes into account counterpoint 

as a governing force and shows, through the voice leading, how Howells keeps the 

music flowing from moment to moment, section to section, and movement to movement 

– thus shaping the whole work into one continuous flow, as shown through the meta-

Ursätz in Example 2 (the Requiem) and Example 142 (the Hymnus Paradisi).  

Regarding terminology, in this dissertation I have created a few non-traditional 

labels. For instance, when an augmented sixth chord contains the additional 

characteristic tones of both the “French” and “German” augmented sixths, I refer to it as 

a “full” augmented sixth chord to designate this particular sonority as distinct from those 

that are individually named. Additionally, Howells sometimes includes extra tones above 

and beyond this “full” sonority which is noted as added tones.  

In this repertoire, as one of the post-tonal influences of Howells’ music, 

augmented sixth chords do not always resolve in a traditional pre-dominant fashion; the 

augmented sixth or diminished third interval is capable of resolving to any chord tone 

(for instance, the root, the third, or the fifth). To show the voice-leading resolutions of 

                                            
62 Herbert Howells et al., “Charles Villiers Stanford,” Music & Letters 5 (1924): 199. 
63 Spicer, 79. 
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the augmented sixth interval, I employ the following notation which shows the interval at 

hand (+6 for the augmented sixth and -3 for the diminished third), the primary direction 

of resolution (using “greater than” or “less than” symbols), and the chord tone to which 

resolution of this interval occurs (1 for root, 3 for third, 5 for fifth, 7 for seventh). If an 

augmented sixth chord resolved in a tradition fashion, with the interval of the augmented 

sixth resolving outwards to double the root of the dominant chord, the notation would 

look like this: +6<R.  

I also occasionally employ this notation to notate other linear resolutions, such as 

the minor or major sixth moving to the octave; when a minor sixth resolves outward to 

an octave, as the root of the chord, this motion would be expressed as 6-8<R. A major 

sixth resolving outward to the fifth of a chord (with the half step at the top) would be 

notated as M6-8<5. A major sixth resolving outward to the fifth of a chord in which the 

half step descent is on the bottom of the two-voice framework occurs in a Phrygian 

cadence, to be notated as P6-8<5. This type of notation is particularly useful for 

representing tonal, as well as modal and post-tonal resolutions, as is demonstrated in 

the analysis of Hymnus Paradisi. For instance, a traditional Phrygian modal close onto 

the root of a triadic harmony, with a falling half step in the lower voice and a rising whole 

step in the upper voice, would be notated as P6-8<R (as shown in Example 42, the 

middleground graph from the sixth movement of the Requiem). Additionally, in Example 

98 (which includes mm. 87-89 from the fourth movement of Hymnus Paradisi) there is a 

major sixth resolving out to the octave (the fifth of the chord), which can be visually 

represented as M6-8<5. This voice-leading motion is actually paired with another 

distinctive element, a semitonal descent in the bass (typically associated with the 
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augmented sixth chord, or a Phrygian cadence), creating a striking amalgam of voice-

leading motions. I refer to this combinatorial voice leading as a “hybrid 6-8.”  

I have also coined the term ‘Lydmix’ to refer to a pitch collection which appears 

prominently in the fourth movement of Hymnus Paradisi (“He shall not suffer thy foot to 

be moved.”)64 Howells includes both the raised fourth and lowered seventh scale 

degrees, two distinctive elements from the Lydian and Mixolydian scale respectively, 

within the C major tonic, creating a hybrid modal scale (C, D, E, F♯, G, A, B♭, C) which 

is even included as a vertical construct (at an important juncture in the fourth movement 

of Hymnus Paradisi (as indicated in Example 145).  

The reader will notice references in the texts and musical examples that, at 

times, include a measure number followed by a letter (a or b). Occasionally, I include an 

‘a’ after the measure number to point to the beginning section of a measure or, more 

often, notate ‘b’ following the measure number to indicate a placement within the 

measure (rather than at the beginning). For instance, if a musical example starts with a 

partial measure, rather than on the first beat of that measure, I would indicate m. 78b to 

show that the beginning of the graph or score excerpt was not from the beginning of the 

measure. Lastly, to help the reader follow the discussion of the graphs more easily, at 

times I employ the Scientific Pitch Notation system to designate pitches whereby middle 

C is designated as C4.   

                                            
64 Hymnus Paradisi, fourth movement, see mm. 89-115. 
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CHAPTER 2 

BACKGROUND 

2.1 Biography 

Since several excellent biographical accounts exist of Howells, only a brief 

biography of the composer is provided here. For a more comprehensive view, I would 

refer you to either Paul Spicer’s book Herbert Howells or Christopher Palmer’s chapter 

“A Biographical Conspectus” from which much of what follows is derived.65  

Howells was raised in a large family (five brothers and two sisters) which, 

although extremely poor, was apparently a happy one. His father, Oliver, played the 

organ at a local Baptist Church and imparted musical talent to many of the children, 

although Herbert at a young age showed unusually bright promise. After some time as 

choirboy and assistant organist at the Parish church, in 1905 Howells’ talent was 

noticed by Charles Bathurst, First Viscount Bledisloe of Lydney). He provided the 

finances needed for Howells to study piano weekly with Herbert Brewer at Gloucester 

Cathedral, an important stepping-stone for Howells. During this time of study, Howells 

became close to a fellow student named Ivor Gurney who was a strong influence on 

him, particularly in the area of literature and poetry. He later followed Gurney to London 

to study at the RCM which Howells entered on an Open Scholarship in Composition in 

1912 hoping, above all, to study with Sir Charles Villiers Stanford.  

During his time at the RCM, Howells developed deep and meaningful 

relationships with several influential figures. The director of the RCM, Sir Hubert Parry, 

was a fatherly figure to Howells and, as seen from their letter correspondence, they 

65 Palmer, A Centenary Celebration, see Chapter 1.  
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shared a close bond. When Parry passed away, late in 1918, a close friend of Howells, 

Plunket Greene, wrote a letter to Howells saying: “Yes, we have had an irreparable loss, 

you and I and all of us. He was the foundation of our musical life, and no-one can 

express what we all owe to him [….] You yourself are a shining example of the man he 

helped to make, and that will be to the credit of his memory as long as we are all 

here.”66 

When Howells became ill in 1915, it was Parry who encouraged Howells to see a 

doctor and offered to “gladly provide for any expense entailed.”67 With a diagnosis of 

Graves disease, Howells’ future suddenly seemed short-lived. Given the grim situation, 

radium injections (then a new experimental treatment) were administered over the next 

two years.68 He was forced to relinquish his assistant organist position at Salisbury – 

newly obtained after graduating from the RCM.69 During his long period of recovery, 

Howells continued to compose (apparently against doctor’s orders to reduce his 

workload) and earned a salary of 150 pounds a year by working with Dr. Terry in the 

editing of Tudor and Elizabethan manuscripts, thus deepening his knowledge of the 

music of this period; the salary was provided by Carnegie Trust after an appeal on 

Howells’ behalf was made by Dr. Henry Hadow.70  

Another strong influence on Howells at the RCM was Stanford, his composition 

teacher; Stanford was fond of Howells, calling him his ‘son in music’ and, in fact, later 

                                            
66 Palmer, A Centenary Celebration, 21. 
67 Spicer, 43. Spicer further notes that Parry generously provided for all of Howells’ medical bills during 
this time.  
68 Spicer, 44. 
69 Andrews (Grove Music Online). 
70 Spicer, 55-75. 
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bequeathed his signet ring, a historic piece, to Howells.71 Stanford’s focus on teaching 

strict modal counterpoint in the style of Palestrina became a strong foundation for 

Howells’ style – as is seen in the later analytical discussions of the Requiem and the 

Hymnus Paradisi. In terms of textbooks, both Stanford’s Musical Composition treatise 

and R. O. Morris’ Contrapuntal Technique in the 16th Century informed Howells’ 

contrapuntal writing to a great degree. Knowledge of Stanford’s music certainly sparked 

inventions of his own and Palmer further notes that (coincidentally?) “three of the 

Hymnus Paradisi texts were also set by Stanford (Requiem Aeternam, The Lord is my 

Shepherd, [and] I heard a voice from heaven).”72  

Stanford was also integral in helping Howells attain recognition outside the RCM. 

As told by Spicer:  

The Quartet was the real start of Howells’ celebrity. Stanford was insistent that it 
be submitted for consideration by the trustees of the newly founded Carnegie 
Trust Fund Musical Works Scheme who funded the publication of a number of 
major new works. Initially, Howells felt that there was little point in his competing 
as all the major British composers of the day were submitting manuscripts. 
Stanford himself sent up his opera The Travelling Companion. In the event, 
Howells posted Stanford’s work and Stanford insisted on doing the same for 
Howells’s Piano Quartet. It was a typically generous gesture.73 
 
After receiving the wonderful news that his Quartet had been accepted for 

publication, in April of 1917, Howells said, “There I was rubbing shoulders with names 

that were household words – Stanford himself, VW [Vaughan Williams], Bridge, Holst, 

                                            
71 Palmer, A Centenary Celebration, 51. 
72 Palmer, A Centenary Celebration, 58. 
73 Spicer, 48. 
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Rutland Boughton and so on – and it was largely due to this happy stroke of fortune that 

I became known” (BBC/Prizeman).74 

In 1920, Howells married Dorothy Dawe; Dorothy, a mezzo-soprano whom 

Howells had met nine years earlier, was the muse behind his Opus 2 “Cycle of Five 

Songs.” As “the story goes,” as told by Palmer, “it all began when Herbert stepped in to 

replace her regular accompanist, who was indisposed. She replaced – in fact 

permanently displaced – the girl [Kathleen Smale] who was the particular object of his 

attentions at the time.”75 In this same year, Howells began teaching at the RCM, where 

he would remain until 1979.76  

On September 17th, 1922 Dorothy and Herbert’s first child was born – a daughter 

– whom they named Ursula Mary.77 Ursula was educated at St. Paul’s Girls’ School, 

Hammersmith, where her father served as the director of music from 1936 to 1962 

(Holst held the position previously).78 Ursula grew up to become a well-respected 

character actress, appearing in numerous films and television shows. The Howells’ 

second child, Michael Kendrick, was born on Monday April 12, 1926 and sadly, would 

not live to see his tenth birthday.79  

Howells’ teaching appointment to the RCM produced demands on his time which 

curtailed his compositional productivity. Two works of note during this time are Sine 

Nomine, A Phantasy which was commissioned for the 1922 Gloucester Festival with 

                                            
74 Spicer, 48. 
75 Palmer, A Centenary Celebration, 14. 
76 Spicer, 182. 
77 Palmer, A Centenary Celebration, 89. 
78 Andrews (Grove Music Online). 
79 Spicer, 82.  
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help from Elgar. Composed for a large orchestra with a wordless chorus and two 

wordless soloists, Sine Nomine was programmed to appear before an audience waiting 

to hear Elijah.80  The lackluster reception (from the performers and the critics) was 

discouraging for the composer and following criticism of another major orchestral 

commission three years later, his Second Piano Concerto (1925), Howells withdrew the 

concerto and did not produce much more between the years of 1925 and 1935.81 

Following the completion of Hymnus Paradisi in 1938, however, he continued to 

compose regularly until his eighties. Another notable composition from 1938 is the 

Concerto for String Orchestra, which was followed by several other large-scale choral 

works: Missa Sabrinensis (1954), An English Mass (1955) and, lastly, the Stabat Mater 

of 1963.82 

 

2.2 Grief and Musical Catharsis 

The healing power of music was sought after by many composers both during 

and following wartime. Arthur Bliss served throughout World War I and, most notably, in 

one of the largest and bloodiest battles of World War I – the Battle of the Somme. After 

his brother Kennard was killed in this gruesome battle, Bliss finally achieved a sense of 

peace in 1930 through the composition of a choral symphony called Morning Heroes 

dedicated “To the Memory of my brother Francis Kennard Bliss and all other Comrades 

                                            
80 Spicer, 75. 
81 Andrews (Grove Music Online). 
82 http://www.howellstrust.org.uk/howells.html 
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killed in battle.”83  In his autobiography, just prior to a discussion of Morning Heroes, 

Bliss writes:  

Although the war had been over for more than ten years, I was still troubled by 
frequent nightmares; they all took the same form. I was still there in the trenches 
with a few men; we knew the armistice had been signed, but we had been 
forgotten; so had a section of the Germans opposite. It was as though we were 
both doomed to fight on till extinction. I used to wake with horror. 
I was now at last decisively to exorcise this fear. If sublimation, the externalizing 
of an obsession, can be thought of as a cure, then in my case I have proved its 
efficacy.84 
 
In regard to the weight Bliss places on the healing nature of writing Morning 

Heroes, Kennedy notes: “Such a work, created partly as tribute, partly as a therapeutic 

act, is a genre specific to the aftermath of the trauma of the war.”85 Howells did not 

serve in the war, but was keenly aware of his good fortunes compared to his comrades 

such as Gurney, with whom he continued to correspond. Howells was affected by the 

war, no doubt, but at this point in time perhaps in a more tangential way than those that 

served and saw wartime horrors firsthand, such as Bliss. Howells brought forth Elegy 

and the Requiem in these earlier years, but his true elegiac masterpiece, Hymnus 

Paradisi, was still to come.  

On September 6, 1935 at 10:40 pm, when polio swiftly took the life of nine-year-

old Michael Kendrick Howells, ‘Mick’ as he was affectionately called, Herbert Howells 

was lost in grief.86 As he wrote in a letter to Diana Oldridge twelve days after Michael’s 

death “…I feel too frozen up to write – at any rate yet – [….] Keep us in mind for a long 

                                            
83 G. H., “Morning Heroes,” The Musical Times 71 (Oct, 1930). 
84 Arthur Bliss, As I Remember (London: Thames Publishing, 1989), 96. 
85 Kennedy, 13. 
86 Palmer, A Centenary Celebration, 93-94 (as noted in the diary entries Palmer provides). Michael died 
on September 6, 1935 at 10:40 pm. 
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time.”87 And in his personal diary, he seemed to remain “frozen” as blank pages fill the 

remainder of the year with “hardly anything” entered until December 30th.88 Even as 

diary entries resumed at the dawning of a new year, it is clear that thoughts of Michael 

never strayed far from his father’s mind.  

Death and the idea of a musical catharsis was not foreign to Howells since he 

had lost a number of friends and RCM classmates during World War I and composed 

the beautiful Elegy for Warren.89 Also, in April of 1920, about seven months after his 

own father’s death, Howells had created a motet (although left unfinished) in his father’s 

memory for double choir with soprano solo, a cappella, featuring a text that would 

appear in his 1932 Requiem and again later in the fourth movement of Hymnus 

Paradisi: “Blessed are the dead that die in the Lord.”90 In 1934, Howells had begun 

another major work (Concerto for String Orchestra) in response to the death of Sir 

Edward Elgar. (Despite a rough start to their acquaintance – Howells finally lost his 

temper after Elgar pretended on multiple occasions to not know him – they developed a 

friendship which endured through the final fifteen years of Elgar’s life.91) Of this work 

Howells writes: “Under circumstances especially personal to me it was sketched a short 

time after Sir Edward Elgar’s death and at a still shorter interval after the loss of an only 

                                            
87 Palmer, A Centenary Celebration, 94. A side note: Diana Awdry Oldridge (her maiden name is 
sometimes spelled Awdrey) was an adopted ‘niece’ of Vaughan Williams and sought his council on her 
Stinchcombe Music Festival programs. She was also in correspondence with Finzi as well. She is 
mentioned briefly on page 166 in Gerald Finzi: His Life and Music by Diana McVeagh (Boydell & Brewer, 
2010) and also in Letters of Ralph Vaughan Williams, 1895-1958 (Oxford, 2010 ed. Hugh Cobbe).  
88 Palmer, A Centenary Celebration, 94. 
89 Spicer, 63. Spicer points out that Elegy may have newly composed in Warren’s memory or possibly 
could also have been adapted and then removed from a Suite for Strings that Howells was recently 
working on. 
90 Palmer, A Centenary Celebration, 97. Howells’ father passed away on September 21, 1919. 
91 Spicer, 75. 
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son, Michael Kendrick Howells, a loss specifically and more extensively related to 

Hymnus Paradisi, written in the same years as the Concerto. For these and other 

reasons the slow movement of the Concerto is dedicatory in origin and nature. It bears 

the note: ‘In memorian E. E. (1934) and M. K. H. (1935)’.”92  

According to Paul Spicer, after Michael’s death “it was Ursula, as young as she 

was, and seeing her inconsolable father, who suggested that he should write about 

Michael in music.”93 Spicer suggests that Herbert, within the grieving family, at least 

“had the ability to assuage his grief through the cathartic process of writing music.”94 As 

Palmer suggests, Howells experienced a compositional catharsis as well as a personal 

one through Hymnus Paradisi:  

I passed a South London News placard outside a newspaper shop: its 
announcement read: ‘MICK’S THE BOSS NOW!’ I have no idea who ‘Mick’ was, 
nor what he’d just assumed control of; but it occurred to me that HH would have 
liked that, would have been the first to appreciate its bizarre, almost surrealistic 
relevance. For in a sense after his death Mick was the boss: his father was never 
the same composer again. He was vastly changed – deeply, richly and strangely 
– for the better. Not that Hymnus or all the music which came after it contains in 
essence anything not in evidence before: but all is transmuted, transfigured, 
transubstantiated – trans everything, raised to a higher power.”95 
 
And in a passage which caught Howells’ eye in his copy of Poetry for You, ‘A 

Book for Boys and Girls on the Enjoyment of Poetry,’ (a book he acquired a number of 

                                            
92 Palmer, A Centenary Celebration, 402. From a program note on April 4, 1974 (LPO concert). 
93 Paul Spicer, Herbert Howells (Wales: Poetry Wales Press Ltd, 1998), 100. Palmer also comments on 
Ursula as providing an impetus to composition (fn, p. 115).   
94 Spicer, 100.  
95 Palmer, A Centenary Celebration, 124. 
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years after completing Hymnus Paradisi), C. Day Lewis speaks to the transformational 

power of the elegy: 96 

[Elegies] are sad, in places at any rate, because they were inspired by the death 
of some one the poet loved. Yet they do not make us feel sad. When we read 
Milton’s Lycidas or Shelley’s Adonais, or Tennyson’s In Memoriam, we realize 
that the poet has translated his own grief into something quite different: what 
started as a lament turns out to be almost a hymn of triumph [….] Even when the 
poet has not yet reconciled himself to his friend’s death […] the emotion that he 
communicates to us through his poem is not pure grief or despair: it is the 
general emotion created by every work of art – a feeling that we are in the 
presence of something greater than ourselves, something immortal [….]”97 
 
Howells himself, in a BBC talk recorded in 1968, confirms the cathartic power this 

immensely personal composition had for him. “The sudden loss, in 1935, of an only son 

– a loss essentially profound and in its very nature, beyond argument – might at any 

time be of such impact as to impel a composer, after a time, to seek release and 

consolation in language and terms nearest and most personal to him. Music might well 

have power beyond any other medium to offer that release and comfort. It did so in my 

case.”98 

With such a powerful and tangible impetus behind this composition, the notion 

that concrete evidence of this transformation might be present in the musical details is 

certainly compelling. It is with this idea in mind that I have created an interpretive 

analysis which seeks to narrate this emotional journey, beginning with the crisis of 

Michael’s death (elements of which, I believe, are musically represented in the 

“Preludio” of Hymnus Paradisi), through a length of time during which healing begins 

                                            
96 Palmer, A Centenary Celebration, 125. Palmer notes that Howells not only read, but also marked this 
particular passage.  
97 Palmer, A Centenary Celebration, 125-127.  
98 Palmer, A Centenary Celebration, 414. 
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(starting, in earnest, with part two), to the critical moment of catharsis in the final 

movement (with the shift to the key of E♭major in the coda).  

As the Hymnus Paradisi is an adaptation and expansion of Howells’ Requiem, 

the analysis I provide in Chapter 3 is important to the understanding of the voice 

leading, harmonic, and motivic decisions made in creating the analysis and 

interpretation of the later, and much more complex, Hymnus Paradisi. Although the 

Requiem was written three years prior to Michael’s untimely passing, the pall of death is 

still undeniably present given the choice of genre, texts closely associated with that 

genre, and in the musical details (such as Howells’ choice to open the first movement, 

“Salvator mundi” in D Phrygian). In a previously mentioned article by William Kimmel, 

relating the Phrygian mode with representations of death in music, the author writes: 

Issuing from the lines of query suggested by Heidegger and Guiomar - that only 
in the light of their rapprochement with death is the truth of being and of beings 
fully and authentically disclosed – the immediate question to which the following 
study is a response is: In what manner does death make its appearance in the 
experience of music?99  
 
Kimmel goes on to provide numerous examples in which composers have used a 

select group of 1) melodic, 2) harmonic, and 3) structural configurations of the Phrygian 

mode “which almost universally appear in contexts of death.”100 Many of the motives 

and harmonies of which I make note of in my analysis (such as the descending 

semitone as the “crisis motive,” the Neapolitan chord, ♭ 4̂  and ♭IV, and the 

augmented sixth chord) are discussed by Kimmel, and can be arguably interpreted as 

manifestations of Michael’s death in Hymnus Paradisi and the crisis experienced by the 

                                            
99 Kimmel, 43. 
100 Kimmel, 74-75.  
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composer in the wake of this loss. These motives and their relationship to the Phrygian 

mode are all discussed in more detail as part of the sections that focus on the analysis. 

In my interpretation, the descending semitone which I refer to as the “crisis 

motive” (and also as the “collapse” of F♯ to F♮) is important and appears often as a 

descent from ♯ 3̂  –♮ 3̂ . Precedence for assigning an extra-musical meaning to this 

interval can be found not only in the semitonal Phrygian relationships explicated in 

Kimmel’s article (one might consider this interval to be an enharmonic representation of 

the upper semitone in a diminished Phrygian tetrachord G♭–F–E♭–D), but also in 

Deryck Cooke's The Language of Music, where Cooke notes that this falling semitone is 

usually contextualized in tonal music as a ( 5̂ )–♭ 6̂– 5̂  motion. Cooke writes: “The chief 

and almost only expressive function of the minor sixth is to act as an appoggiatura on 

the dominant, giving the effect of a burst of anguish. This is the most widely used of all 

terms of musical language: one can hardly find a page of ‘grief’ music by any tonal 

composer of any period without encountering it several times.”101 This ♭ 6̂– 5̂  motion 

appears prominently in the melody (a cappella initially) at the opening of the sixth 

movement of Howells’ Requiem (“I heard a voice from heaven”) and, as I show in 

Example 37, is an important part of the middleground and background structure of this 

movement as well. Given the requiem genre and general elegiac qualities of both 

works, I argue that the descending semitone as a recurring motive in the Requiem and 

the Hymnus Paradisi retains this long-time association as a manifestation of death in 

music (as set forth by Kimmel), and therefore can function motivically in a manner 

                                            
101 Deryck Cooke, The Language of Music (London: Oxford University Press, 1962), 146. 
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representing grief (as seen in countless compositions such as J.S. Bach’s Cantata BWV 

12 ("Weinen, Klagen, Sorgen, Zagen”).  

In regard to the possible meaning behind the frequent inclusion of modal mixture 

on the third scale degree in particular (which relates to the ♯ 3̂–♮ 3̂  crisis motive as well), 

Cooke notes “the gloomy relationship between the tonic and minor third” in his 

description of the 1̂– 2̂ – 3̂– 2̂  motion in the minor mode. He goes on to list “three 

outstanding examples which give it the status of a basic term in musical language,” 

citing three specific examples from literature. One of these well-known examples is from 

the opening of Dido’s Lament (“When I am laid in earth”) and another is found at the 

opening of Beethoven’s Sonata in C Minor Opus 13 (Pathétique).102 As I discuss in 

relation to the analysis of the third movement of the Requiem, the melody in mm. 1-2 

(“Requiem aeternam”) has a similarly “gloomy” quality as it ascends E–F♯–G–F♯–E, 

which I believe is related to the E minor melodic emphasis in these opening measures 

and affirmed harmonically in the prolongation of E minor as well.  

Furthermore, in the “Preludio,” as I discuss in more detail later, a D major 

instrumental statement of this melody (mm. 14-15) which establishes the Kopfton is 

immediately followed by a minor statement of this melody (in mm. 16-17). This shift from 

the major third to the minor third, layered with the quotation from the “Requiem 

aeternam (1)” movement from the Requiem (which reappears as part of the “Requiem 

aeternam” movement in the Hymnus Paradisi), draws attention to this shift from major to 

                                            
102 Cooke, 151. Two of the examples Cooke lists include the opening of the slow movement from 
Beethoven’s  



40 
 

minor and provides some support, I believe, for my interpretation of this descending F♯–

F♮ motive.  

With such strong associations of lament in the descending half-step motive, I 

theorize that the reversal of this motive can thus be thought of as representative of the 

composer’s healing (in its ascending form, F♮–F♯). I label an extended presentation of 

this motive (shown in Example 142 as F♮–F♯–G) as the “catharsis motive” which, I show 

as being composed out in the top voice in the sixth, and final, movement of Hymnus 

Paradisi.  Further discussions of these interpretive motives and ideas are interspersed 

within the analytical details for both the Requiem and, in particular, for the Hymnus 

Paradisi. Then, in Chapter 6 of this dissertation, I draw together all of these interpretive 

ideas together into one final coherent discussion on the “crisis and catharsis” of Hymnus 

Paradisi.  

Before moving into the analysis of the Requiem, I would like to quickly discuss 

one last thing, a remarkable large-scale connection between Howells’ Requiem and 

Hymnus Paradisi. Their multi-movement overviews are shown in Example 1.  

I assert that these two works (which, arguably, share the same global key of D 

major), also share the same chromatic descent (F♯–F♮–E–D)  in the upper voice of the 

background, which is composed out across the entire work in the top voice, and then 

presented once again in the coda. 

Notice the F♯–F♮–E–D descent in the upper voice for the Requiem (shown with 

open noteheads) where F♯4 and F♮4 are supported by D3 in the bass throughout the 

first two movements. The E4 arrives in the third movement, harmonically supported by 

A2 during the tri-movement prolongation of the dominant (across the third, fourth, and 
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fifth movements). In my reading, the structural tonic, D, is reached in the upper and 

lower voice at the very opening of the sixth movement, and therefore I argue that the 

sixth movement can be understood as a coda. In this coda, the chromatic descending 

third progression F♯–F♮–E–D is composed out one final time (shown as subsidiary with 

filled-in noteheads), over D as the prolonged tonic (as shown in the final section of the 

Requiem graph). 

Example 1. Shared Meta-Urlinie in Howells’ Requiem and Hymnus Paradisi 
 

 

Multi-movement Overview of the Requiem  

Multi-movement Overview for the Hymnus Paradisi  
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Overall, the multi-movement background structure of the Requiem could be 

considered a meta-Ursatz with its descending third progression in the top voice 

supported harmonically by a tonic–dominant–tonic motion. For those analysts who 

believe the background should only contain diatonic tones, the F♮ could be considered 

a passing tone.  I show it here as structural because in the Requiem, F♮ is present 

throughout the entire second movement and in Hymnus Paradisi, part one concludes in 

F major thus creating a large-scale F♯–F♮ motion in the upper voice, as shown in the 

multi-movement view of Hymnus Paradisi.  Additionally, there are numerous times this 

chromatic descent is composed out in different key areas in Hymnus Paradisi, which 

seems to affirm a structural significance. 

In the multi-movement overview for Hymnus Paradisi, the F♯–F♮–E–D descent in 

the upper voice is a little harder to visually locate. This descent (shown with filled-in 

noteheads) takes place over the course of the first five movements, with the structural 

arrival on tonic at the conclusion of the fifth movement (rather than at the opening of the 

sixth, as was shown in the Requiem graph). This chromatic line descends over a 

prolonged D as the global tonic, rather than as part of a larger, harmonically-functional 

progression as seen in the Requiem. The opening F♯5 falls to F♮ at the conclusion of 

part one (as the tonic of F major, ♮III of D). The E, as 2̂ , is harmonically supported as 

the seventh of F♯ major in part two and resolves to the structural D in a 9-8 motion in 

the penultimate measure of the fifth movement.  

I believe it is extremely significant that the closing text here at the end of the fifth 

movement of Hymnus Paradisi, “they rest from their labours,” is the same text that 

closes the sixth and final movement of the Requiem. Thus, in this sense, the adaptation 
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of the Requiem (and the fundamental structure in D major) is complete at the closing of 

this fifth movement. What follows then, as the sixth movement, “Holy is the true light,” is 

extra and functions as a very large coda. Furthermore, it has been well documented that 

this particular movement was conceived separately with its orchestral basis and text 

which reflected the light motif, for which Howells searched long and hard.  

Referring back to the multi-movement graph of Hymnus Paradisi, in the section 

for the sixth movement (the coda), as in the Requiem, I read a recomposition of the F♯–

F♮–E–D descent in the upper voice here. Additionally, when the key change to E♭

major takes place at m. 123 (at what I have labeled the “catharsis chord”), the 

descending third progression is composed out once again in the context of this new key 

as G–G♭–F–E♭, and remarkably, E♭ is the Neapolitan key of D major!  As support 

for this final chromatic descent, the new tonic E♭chord is arpeggiated in the bass, 

moving from a second inversion chord to a first inversion (from B♭ to G).  Now that 

some of the large-scale structural connections between the Requiem and the Hymnus 

Paradisi have been shown, we now turn to a more detailed view of the Requiem, 

beginning with a discussion of its genesis followed by the analysis.  
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CHAPTER 3 

GENESIS AND ANALYSIS OF THE REQUIEM (1932) 

As Palmer points out, rightfully so, it would likely be a callous oversimplification to 

attribute the sole creative impetus behind Howells’ Hymnus Paradisi to Michael’s 

death.103 As he meticulously lays out in Chapter 2 of Herbert Howells: A Centenary 

Celebration (“The Story of Hymnus Paradisi”), the genesis of this work can be traced 

prior to Michael’s death back to, primarily, Howells’ 1932 Requiem, upon which the 

Hymnus Paradisi is based. Additionally, there is the even earlier affinity and connection 

with the text “Blessed are the dead that die in the Lord” from Howells’ 1919 motet. 

Although the musical setting of the motet text is not the same music found in the fourth 

movement of Hymnus Paradisi, (or the Requiem, for that matter), Palmer notes that the 

texture, general style and mood nevertheless bear a resemblance.104 He explains the 

importance of this observation by saying: “Of this work – Hymnus Paradisi  - Howells 

said that its gestation was long, its inspiration deep. Even longer, perhaps, than we 

have realized heretofore: for its real beginnings probably go back to 1919 and the 

previous major bereavement in Howells’ life, namely the death of his father.”105  

It is feasible also to consider the possibility of an even earlier World War I 

association, given Kennedy’s observation regarding the requiem as a vehicle for 

remembrance of those who fought and died. In fact, others have considered this 

connection as well; for instance, in his article on Howells’ Requiem, Joseph Sargent 

writes that this notion was also put forth by Simon Lindley in his address at the 2001 

103 Palmer, A Centenary Celebration, 124-125. 
104 Palmer, A Centenary Celebration, 97.  
105 Palmer, A Centenary Celebration, 97. 
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Annual General Meeting of England’s Church Music Society.106 The genesis of Hymnus 

Paradisi is thus not only rooted in the death of Michael Kendrick Howells, it is also 

potentially informed by the loss of Howells’ father (and possibly other paternal figures 

such as Parry and Stanford), as well as colleagues and friends (such as Warren, other 

fallen soldiers, and Elgar who had only recently passed). Musically and textually, 

however, the Hymnus Paradisi, as an expansion and adaptation of Howells’ 1932 

Requiem, is directly indebted to Sir Walford Davies (who was still living at this time), for 

Howells based his 1932 Requiem on an earlier Requiem written by Davies. As noted by 

Paul Andrews: 

[Howells’ 1932 Requiem was] modelled on a little-known work, A Short Requiem 
in D major composed in 1915 by Walford Davies, one of Howells’ earliest 
teachers at the Royal College of Music, in memory of those killed in the war. 
Howells drew on this work first of all for its selection and ordering of texts, which 
he adopted almost without change. The only difference is that Davies set Psalm 
130 where Howells has Psalm 23. It is an unconventional and original structure 
drawing on the Burial Service in the Book of Common Prayer, the Latin Requiem 
Mass, and the Psalms.107 
 
Davies, with whom Howells studied Choral Technique at the RCM, was one of 

several highly influential teachers for Howells.108 Davies joined the staff of the RCM in 

1895 as a teacher of counterpoint and Palmer cites Davies as influential on Howells’ 

early compositional style – “particularly his ‘nursery’ music” and also in the area of BBC 

Schools broadcasting.109 Davies was, in a time where music talks at BBC were on the 

                                            
106 Sargent, 67.  
107 Paul Andrews (2012) as noted in the CD liner notes for “Herbert Howells (1892-1983) Requiem & 
other choral works,” Hyperion, Trinity College Choir Cambridge, Stephen Layton (conductor). 
http://www.hyperion-records.co.uk/dc.asp?dc=D_CDA67914. 
108 Palmer, A Centenary Celebration, 16. 
109 Palmer, A Centenary Celebration, 61. 

http://www.hyperion-records.co.uk/dc.asp?dc=D_CDA67914
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rise (in the 1930’s), a seminal figure in this arena having come into this field in 1924 at 

the “birth of broadcasting for schools.”110  

For the interested reader, the recent article (“Howells’s depersonalised 

Requiem”) by Sargent, as mentioned earlier in this study, examines the musical and 

textual elements from Davies’ Short Requiem in D Major, in memory of those fallen in 

the war which Howells notably omitted; these omissions are interesting in light of the 

many other tangible connections between these two works.111 Sargent theorizes that 

Howells deliberately ‘depersonalises’ his Requiem by stripping it of both wartime 

references and its most “overt liturgical markers,” thus broadening the performance 

possibilities.112 Palmer also provides a comparison of Howells’ and Davies’ requiems, 

noting that “the similarities between [Movement] nos 1, 3, 4, 5, and 6 in the two works 

are striking, particularly (in terms also of lay-out and phrase-structure) in ‘I heard a voice 

from heaven.’”113 He comments on an unusual coincidence, given the strong structural 

connection between these two works; Davies’ birthdate, September 6, is the same date 

on which Michael died.114 Perhaps when Howells was looking for an initial idea for his 

musical catharsis, he was aware of this connection. We know that dates were important 

to Howells and, in particular, that remembering and honoring the sixth of September 

was important from his regular diary entries. As Palmer shares, “Almost to the end of his 

life Howells noted the anniversary of Michael’s death in his diary. The last time was 

                                            
110 Lewis Foreman, From Parry to Britten: British Music in Letters 1900–1945 (London: B.T.  

Batsford Ltd, 1987), 186. 
111 Sargent, 70.  
112 Sargent, 76-78. 
113 Palmer, A Centenary Celebration, 60-61. 
114 Palmer, A Centenary Celebration, 61. 
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1979: he was nearly 87, and Dorothy had been dead for four years. September 6 1979: 

‘Mick’s 44th anniversary of leaving us. God rest him ever!’”115   

In summary, Howells’ Requiem is structurally indebted to Davies’ 1915 Short 

Requiem in D Major, in memory of those fallen in the war with numerous possible 

emotional influences ranging from personal loss to commemoration of fallen soldiers. 

An examination of Davies’ work is outside the scope of this paper, as the most 

important relationship for my purposes is the comparison of Howells’ Requiem to his 

Hymnus Paradisi. We now move into an analysis of Howells’ Requiem, which provides 

the foundation for the later analytical discussion of his Hymnus Paradisi. 

 

3.1 Analytical Overview of Howells’ Requiem 

Jeffrey Richard Carter describes the Requiem as “a microcosm of [Howells’] 

technique….In a sense this six-movement work is a summation of all Howells’s previous 

compositions and a precursor of those to come.”116 Thus, this analysis of the Requiem 

provides both a logical starting point for understanding Howells’ early sacred music style 

and a foundation from which to examine the later, and much more complex, Hymnus 

Paradisi. I give a brief overview of the entire Requiem first, and then discuss the voice 

leading within each individual movement.  The movement titles and tonality/modality for 

each movement are shown in Table 1. As with Davies’, Howells also set his Requiem in 

D Major. 

 

                                            
115 Palmer, A Centenary Celebration, 125.  
116 Jeffrey Richard Carter, “Consistency and Change in the Sacred Choral Anthems of Herbert  

Howells,” Choral Journal 42 (2002): 16-17. 
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Table 1. Howells’ Requiem, Movement Titles and Tonalities/Modalities 

 
Primary 
Tonality/ 
Modality  

Comments Key 
Signature 

Relationship 
to Hymnus 
Paradisi 

I. “Salvator 
Mundi”  
(O Saviour of the 
world) 

D 
Phrygian  

Additional harmonic and 
melodic elements of G minor 
are present with D as V/G 
locally. 

2 flats not included 

 II. “Psalm 23”  
(The Lord is 
my  shepherd) 

D minor  Dorian inflections No sharps 
or flats 

Adapted and 
expanded for 
Movement III 

 III. “Requiem 
aeternam (1)” 

Locally, 
D Major  
Globally, 
A as V/D 

This movement begins the 
prolongation of V (as shown in 
Example 36). V is prolonged 
through most of the movement 
(mm. 1-38). 
Background harmonic motion 
is an auxiliary cadence, V–I. 

2 sharps 

Becomes 
Movement II; 
combined with 
“Requiem 
aeternam (2)” 

 IV. “Psalm 121”  
(I will lift up mine 
eyes unto the 
hills) 

E minor Background harmonic motion 
is an auxiliary cadence: V–I6.  1 sharp 

Included in 
Movement IV; 
Juxtaposed 
with the 
Sanctus text 

 V. “Requiem 
aeternam (2)” A minor 

Opening is D Phrygian based, 
but D is subsidiary (within the 
larger voice exchange). 
Movement ends on A Major as 
V/D to complete the dominant 
prolongation begun in 
Movement III. 

No sharps 
or flats 

(merged with 
“Requiem 
aeternam (1)” 
to become 
Movement II) 

 VI. “I heard a 
voice from 
heaven” 

D major 

D Major (with an added sixth) 
as the structural tonic for the 
Requiem is reached at the 
opening of this movement. 
D major is prolonged 
throughout the movement. 

2 sharps 
Only slightly 
adapted; 
Movement V  

 

The far right column in Table 1 shows the relationship of the Requiem 

movements to the Hymnus Paradisi as well, which impacts the depth of the analytical 

discussion for particular movements in the Requiem. For instance, since the music or 

the text from the first movement of the Requiem does not appear in the Hymnus 
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Paradisi, I have limited my discussion of this movement to those aspects which relate 

most closely to the Hymnus Paradisi, such as the background structure (as part of the 

meta-Ursatz for the entire work) and the Phrygian connotations which carry over and 

apply, in my opinion, to the descending semitone motive (as the crisis motive). As 

shown in Table 2 (which lists the movement titles for both works side by side for easy 

comparison), “Salvatore mundi” is replaced by the instrumental “Preludio” as the 

opening movement in the Hymnus Paradisi, and is then followed by one large “Requiem 

aeternam” movement, a merging of the “Requiem aeternam (1)” and “Requiem 

aeternam (2)” from the third and fifth movements of this Requiem. My examination of 

the third movement of Requiem is, therefore, considerably lengthier than the discussion 

of the first movement, with a particularly detailed discussion of the opening thirty-three 

measures (which appears with minimal change at the beginning of the “Requiem 

aeternam” movement in the Hymnus Paradisi).  

Table 2. Movement Ordering and Correlations between Howells’ Requiem and Hymnus 
Paradisi 

 The Requiem Hymnus Paradisi 

I. “Salvator Mundi” (O Saviour of the 
world) Orchestral-only “Preludio” 

II.  “Psalm 23”  
(The Lord is my  shepherd) 

“Requiem aeternam” (merging of 
Movements III and V) 

III.  “Requiem aeternam (1)” “The Lord is my shepherd”  

IV.  “Psalm 121” (I will lift up mine eyes 
unto the hills) “Sanctus – I will lift up mine eyes” 

V.  “Requiem aeternam (2)” “I heard a voice from heaven” 

VI.   “I heard a voice from heaven” “Holy is the true light” 
 

As indicated in Table 2, the fourth movement in the Requiem remains in place as 

the fourth movement of Hymnus Paradisi (the beginning of part two), although it is 



50 
 

significantly expanded and is juxtaposed with the addition of the Sanctus text. Since the 

fifth movement in the Requiem is merged with the third movement, in order to create 

one cohesive “Requiem aeternam” movement in Hymnus Paradisi, the setting of “I 

heard a voice from heaven” naturally falls into place as the fifth movement in the 

Hymnus Paradisi. Therefore, the movement that previously ended the Requiem 

becomes the penultimate movement of Hymnus Paradisi, with the text and musical 

ideas for the sixth and final movement being drawn from a source independent of the 

Requiem.  

Despite much harmonic (and modal/tonal) complexity on the foreground level, a 

global focus on D as the centric pitch is maintained from the beginning to the end of 

Howells’ Requiem.  Example 2 illustrates this emphasis on D with a graph showing the 

Meta-Ursatz (an overarching background structure spanning the entire work).   

As seen in this multi-movement graph, the upper voice (spanning the entire work) 

descends ♯ 3̂–♮ 3̂– 2̂ –1̂  in D major, supported by a tonic–dominant–tonic harmonic 

progression. The first and second movements prolong tonic with the third, fourth and 

fifth movements prolonging the dominant. The definitive arrival on D (as  in the Meta-

Ursatz) is reached at the opening of the final movement, “I Heard a Voice from Heaven.” 

This final movement functions as a coda (as found in the Hymnus Paradisi as well), and 

over the final prolongation of D in the lower voice, the large-scale chromatic third 

progression from the upper voice in the background of the Requiem returns; this 

descending motion, F♯–F♮–E–D, is retraced in the upper voice over the course of the 

sixth and final movement.  

1̂
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Example 2. The Requiem, Meta-Ursatz 
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Regarding the dominant prolongation in the third, fourth and fifth movements, a 

brief word of explanation is required. The third movement, if examined as a standalone 

movement in the key of D major, contains a harmonic motion from A to D as V–I, with a 

long prolongation of the dominant preceding the arrival of tonic. However, rather than 

reading a structural return to tonic at the conclusion of the third movement, I have 

instead notated this arrival on D in m. 39 (at the end of the third movement) as a 

subsidiary motion to the subdominant of A, with the E minor of the fourth movement as 

the minor dominant of A (as shown in Example 2). The primary reason for this decision 

is based on a larger ternary structure formed by a textual relationship found between 

the third, fourth and fifth movements.  

In regard to this formal connection shared by these three movements, the 

composer’s note in the opening of the score states that “Items I, II, III, and VI may be 

performed separately as anthems or introits.”117 Therefore, the fourth and fifth 

movements are not designed to stand alone and must be in service to the larger picture. 

As shown in Table 3, when viewed as one larger formal entity, the third, fourth, and fifth 

movements are based upon the traditional Introit text (“Requiem aeternam”). However, 

instead of setting only one movement with the entire Introit text, both Howells and 

Davies set three separate movements by using the opening and closing text “Requiem 

aeternam” in the third and fifth movements with “Psalm 121” in the fourth movement 

substituting for the traditional B section text (“Te decet hymnus”).  

  

                                            
117 Herbert Howells, Requiem: for SATB unaccompanied, Novello & Company Limited (1981). 
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Table 3. Ternary Structure of Movements III, IV and V in the Requiem 

 Typical Divisions 
of Introit Text Davies’/Howells’ Variation 

A 

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

Mvmt. III  
“Requiem Aeternam (I)”: 

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

B 

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

Mvmt. IV 
“Psalm 121”: 

I will lift up mine eyes unto the hills: 
from whence cometh my help. 
My help cometh even from the Lord: 
who hath made heaven and earth. 
He will not suffer thy foot to be moved: 
and he that keepeth thee will not sleep. 
Behold, he that keepeth Israel: 
shall neither slumber nor sleep. 
The Lord himself is thy keeper: 
he is thy defence upon thy right hand. 
So that the sun shall not burn thee by day: 
neither the moon by night. 
The Lord shall preserve thee from all evil: 
yea, it is even he that shall keep thy soul. 
The Lord shall preserve thy going out, and thy 
coming in: from this time forth and for 
evermore. 

A 

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

Mvmt. V  
“Requiem Aeternam (2)”: 

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

 

This large-scale ternary structure within the Requiem also mirrors the smaller 

ternary forms found within the third and fifth movements individually, to be discussed in 

more detail shortly.  With such a strong sense of textual unity between these three 

internal movements, it is arguable that they are united in harmonic purpose as well. 

Therefore, as shown in Example 2, I believe the entire ternary structure (in the third, 

fourth and fifth movements) prolongs A (with mixture) as the dominant of D.  

This prolongation of A begins in the third movement and is picked back up again 

at the conclusion of the fifth movement, “Requiem aeternam (2),” on an A major chord 

as V of D, thus sustaining the structural  in the upper voice from the opening of the 2̂



54 
 

third movement to the conclusion of the fifth. The E4 ( 2̂ /D) is harmonically supported by 

a I–V–I motion within the context of A. The dominant chord of A, a modally-inflected E 

minor, appears in the fourth movement as a V6 chord (m. 15) preceded by its minor 

dominant, B minor, and is itself prolonged via a voice exchange that stretches into the 

fifth movement (m. 43). E minor is notably prolonged across the bar line between the 

fourth and fifth movements.  

This blurring of the formal boundaries (non-coordinating textual and harmonic 

returns) is typical of Howells (and many other composers, of course) and helps create 

the sense of a larger, cohesive whole that Ridout and Spicer noted as a particular “gift” 

of this composer.  It is important to mention here that, through this voice exchange, the 

D Phrygian opening of Movement V is revealed to be subsidiary – caught within the 

prolongation of E minor. E minor then moves back to A major in m. 44, to close out the 

large-scale dominant prolongation in D major. Therefore, in service to the overarching 

form of the Requiem, I argue that the harmonic goal of the fourth and fifth movements is 

to expand the prolongation of the dominant which was begun in the third movement. In 

the next section, each movement of the Requiem is examined individually beginning 

with the opening movement, “Salvatore mundi.” 

 

3.2 Movement I, Salvatore mundi 

Since this particular movement is omitted in the Hymnus Paradisi, the discussion 

and analysis of this movement is not as in-depth as some of the other movements in 

Requiem (as was previously noted).  It is important, at the very least, to examine my 

background structure for this movement, as the background structure provides support 
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for the multi-movement view of the meta-Ursatz for the Requiem, which has been 

already briefly presented in Example 1. As was shown in the large-scale graph of the 

Requiem, the meta-Urlinie composes out a chromatic descending third in the upper 

voice, F♯–F♮–E–D, of which the F♯ is represented by the top voice in this opening 

movement.  As a reminder, I show this descending third progression composed out 

again in the coda of the Requiem (“I heard a voice from heaven”) and in the meta-

background of Hymnus Paradisi as well (over the first five movements and in the coda). 

The text for the opening movement of the Requiem, “Salvatore mundi,” is derived 

from the Sarum Rite, a prayer to Jesus Christ as the “Saviour of the world.” This 

movement begins in four parts, SATB, with a split into two choirs taking place in m. 18. 

As shown in Example 3 (mm. 1-4), the key signature of two flats points toward a 

transposed Phrygian mode with a Phrygian cadence taking place in mm. 2-3.  

Example 3. Requiem I, Phrygian Cadence, Choral Parts (mm. 1-4)  
 

 

 
 
 

 

 

 

 

 

From mm. 2-3, the basses descend E♭–D as the tenors ascend C–D. (To the 

modern ear, the tonal-harmonic implications of this Phrygian cadence, harmonized with 
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a C minor chord in first inversion moving to D major, could lead to hearing this 

progression as IV6–V of G minor, with the prominent D major chord prolonged from mm. 

1-8, with mixture, as V of G minor.)   

Howells was well versed in sixteenth-century modal writing (as demonstrated by 

his Mass in the Dorian Mode from 1912 and additional compositions written in this 

style). Idiomatic sixteenth-century Phrygian cadences and melodic gestures abound in 

this particular movement; for instance, the melodic gestures in the soprano and bass 

from mm. 2-3 project what Kimmel refers to as a “gapped tetrachord” in the Phrygian 

mode (B♭–G–F♯ in the soprano and G–E♭–D in the bass).118 As previously 

mentioned, Kimmel’s article presents “gestures [related to the Phrygian mode] through 

which death manifests itself in music.”119 In regard to this particular movement, the 

death that is being directly represented (by the Phrygian mode and its melodic and 

harmonic configurations) is that of Jesus Christ, the “Savior of the world.” The text in 

mm.11-14, “Who by thy Cross and thy precious Blood hast redeemed us,” draws the 

listener’s attention directly to the crucifixion. The Phrygian modal connotations (i.e., 

prominent E♭ to D half-step motions in the bass line, mm. 2-3) and 32 time signature 

both refer to the historical tradition of the lament, in keeping with the pleading tone of 

the prayer, “Save us and help us” (as sung in mm. 17-20). Additionally, the “Phrygian 

inflections” in this movement, as Kimmel refers to them, could also be thought of as 

representing our own fears of death in this pleading prayer for redemption.  

                                            
118 Kimmel, 46. 
119 Kimmel, 45. 
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As shown in Example 4, the background structure of this movement outlines D 

major with mixture (rather than D Phrygian).120 The prominent F♯ in m. 1 immediately 

establishes itself as the Kopfton, as  of D major, and is harmonized as the third of the 

D major chord, a sonority which is prolonged from mm. 1-8 (although colored by the 

Phrygian modal landscape at the musical surface). 

Example 4. Requiem I, Background  
                

 

 

 

 

 

 

 

As shown in Table 4, a formal chart noting the primary subdivisions of text, mm. 

1-8 comprise the first section of this movement, and, in the second formal section, there 

is a harmonic motion to the subdominant in m. 9. 

  

                                            
120 One could also conceive of this Ursatz as being based in D minor with mixture, rather than in major. I 
discuss this idea further toward the end of this section. 

3̂
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Table 4. Requiem I, Formal outline 

 Text Harmony 

mm. 1-8 O Saviour of the world D major chord is prolonged as I 
of D.  

mm. 9-24 
O Saviour, who by thy Cross and thy 
precious Blood hast redeemed us,  
Save us and help us, 

IV7 is prolonged with V arriving in 
m. 24. 

mm. 25-30 we humbly beseech thee, O Lord. V is prolonged with I arriving in 
m. 29. 

 

There is an increased emphasis on G beginning in m. 9 as the root of the 

subdominant prolongation, shown in the background graph in Example 4. A new 

segment of the text (following the repetition of “O Savior”) coincides with the harmonic 

shift to the subdominant in m. 9, and the emphasis on G (as the root of this prolonged 

subdominant) is reinforced through a Phrygian G–A♭–G figure which is present 

throughout this section.121 The subdominant harmony as a IV7 chord is composed out 

from mm. 9-23 (as shown in Example 4) with the bass line moving from the root of the 

chord, G, up to B♮3 (which has been shifted down an octave from the B4 in m. 9). As 

seen in Example 4, in the upper voice, this B4 is the third of the G7 sonority; it begins an 

arpeggiation of a B minor triad (B–D–F♯) which I have notated in Example 4, as an 

upward extension of the subdominant chord.122 In the lower voice of this graph, the G3 

at m. 9 also moves to a B♮ (B♮3 at m. 16), descending to the A in m. 24 (at the 

                                            
121 This gesture is not shown here, although it can be found in mm. 9-10 of the score in the second 
soprano part, with additional embellished versions in m. 12 in the alto and mm. 11-12 in the bass. 
122 As a side note regarding the arpeggiated IV7 chord on the background level, although one could 
choose to place more weight on the B minor chord and show the motion to ♮VI of D in the background 
graph, I hear this B minor harmony (mm. 16-21) as the upper tones of the IV7 chord, anchored by the 
prominence of G in the bass from mm. 9-15. For instance, in m. 14 the basses descend dramatically from 
G3 (on the first beat of the measure) G3–F3–E♭3–D3 to G2 while the other three voices sustain a G 
major triad.  
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Phrygian cadence which concludes this center section). This B to A motion is echoed in 

an inner voice as B4 in m. 9, which also resolves down to A4 in m. 24.   

Through this arpeggiation of the G7 chord, the opening F♯4 as  of D is 

transferred up an octave to the climactic F♯5, which is the highest note in the movement 

so far, emphasized with a small crescendo leading up to it. This F♯5 coincides with the 

word “redeemed,” as part of the textual phrase shown in Table 4 (for this central section 

of the movement). The F♯5 occurs again in m. 21 at the climax of the movement, with 

the expanded texture of the double choir coming together in m. 21 following a short 

antiphonal call and response section between the two choirs in mm. 18-20.  

Following this climax, in mm. 22-23 the tessitura of all the choral parts descends, 

paired with a diminuendo and rallentendo which helps dissipate the energy of the climax 

as this section approaches its cadential conclusion. Harmonically, this section closes 

with a sixteenth-century Phrygian cadence on an A minor triad with a plagal bassizans. 

As described by Carver, “in practice the cadences of many sixteenth-century examples, 

especially when there are four or more voices, conclude with an A triad, either by 

combining Phrygian voice-leading in soprano and tenor with a plagal bassizans, as in 

Ex. 2(a), or by treating A as a quasi-Aeolian final (Ex. 2(b)).”123  Although embellished 

on the surface of the music from mm. 23-24, the essence of this cadential motion 

discussed by Carver is shown in Example 5.124  

                                            
123 Carver, 76. 
124 All of the details from the surface of the music are not included in the basic cadential structure shown 
here, however, Howells does include the familiar sixteenth-century 7-6 suspension in the soprano part 
(Choir I in m. 23). 

3̂
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Example 5. Phrygian Cadence with Plagal Bassizans (reduction of mm. 23-24 from 
Howells’ “Salvatore mundi”) 

 

This cadential gesture, one of many sixteenth century elements found in Howells’ 

music, contains the 6-8 two-voice Phrygian framework between the tenorizans and the 

cantizans. This Phrygian 6-8 motion (P6-8) resolves outward to the E as the fifth of the 

chord, represented by P6-8<5. The bassizans is a plagal motion which descends from 

D3 to A2, drawing the vocal ranges even lower to conclude this phrase. There is a 

remarkable descent, in particular, in the soprano line of Choir I, from G5 in m. 21 (as an 

upper neighbor to the structural F♯5 shown in the background graph) down to E4 in m. 

24. The bass of Choir II also descends a tenth over the course of these four measures, 

from C4 down to the A2 shown in the cadence in Example 5. Thus, with this Phrygian 

cadence, the structural dominant (A minor) arrives in m. 24.  

In the concluding section of this movement (mm. 25-30 as shown in the formal 

chart of Table 4), the final plea “we humbly beseech thee, O Lord” takes place in this 

lowered vocal range and softer dynamic (p). A minor as the minor dominant of D is 

prolonged from mm. 24-28 (mostly sustained with a few color tones in the contrapuntal 

fabric) and resolves to tonic in m. 29 on the final word of the movement, “Lord.” There is 

a clear resolution of an A minor seventh chord to D major in mm. 28-9, however, once 
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again, our modern ears might perceive the effect of a half-cadence, thus 

recontextualizing D briefly as V of G minor.125 The effect is negated however, as the F♯ 

is lowered to an F♮ in the implied D minor context of the next movement. 

Thus, in summary, the descending third progression shown in Example 4 begins 

on F♯4 (m. 1) in the top line and rises to F♯5 as part of the arpeggiation of G7, the 

subdominant of D. F♯5 then descends to E♮5 in m. 24, harmonized with an A minor 

chord (the minor dominant of D) and falls to D5 in m. 29 (the penultimate measure of 

the movement). This – –  descent in D major is supported by a I–V♮–I progression 

on the background, with the motion to the subdominant harmonizing the 3̂as the 

seventh of the IV7 chord beginning in m. 9. As previously mentioned, the harmonic 

changes in the structural background are closely matched to the discrete textual 

segments, as outlined in Table 4. I mention this point because clear formal boundaries 

are not always present in Howells’ music, as is seen in the examination of later 

movements and, in particular, in regard to the Hymnus Paradisi. 

In one final musing before moving on to the analysis of the second movement, 

considering the minor quality of the dominant here, one could (validly, I think) argue that 

the Ursatz for this movement is actually in D minor (rather than D major, as I just stated) 

with the F♯ substituting for the natural third (rather than D major with 2̂ harmonized with 

a minor dominant chord). However, as is seen in the context of the D major “Requiem 

aeternam” movement, A minor appears frequently as the minor dominant in a clearly D 

                                            
125 For example, the soprano part in Choir I (mm. 28-9) ascends E4–F♯4–G4–A in half notes and the alto 
part of Choir I likewise rises from C4–D4–E♮4–F♯ 4. The tenor of Choir I moves in quarter notes E3–F♯3–
G3–A3–B♮3–C4–D4.  

3̂ 2̂ 1̂
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major setting (with two sharps in the key signature). Furthermore, I believe the F♯ is 

structurally important throughout the movement with the D major sonority prolonged in 

mm. 1-8 and as the fifth of the ♮VI (B minor), which I show as belonging to the IV7 

chord). The subdominant G major chord is primarily major, with striking cross relations 

between the B and B♭ in m. 12 (at the first mention of the “Cross,” notably) and the B 

minor sonority (which would be shown as ♮VI on a more detailed foreground or 

middleground graph) also typically belongs to D major. However, in light of the D 

Phrygian key signature (as one of the modes in which the third is naturally minor), it 

would perhaps be more traditionally appropriate to label this movement as D minor with 

elements of modal mixture drawn from the major mode, although, I believe the F♯ is 

structurally very important (prominently placed at the outset of this movement in the 

soprano), and its descent on the meta-background level to F♮ in the following 

movement, I think, represents a conceptual shift from a D major structure in the first 

movement to D minor in the second movement. As is seen in many examples moving 

forward, this motion from F♯ to F♮ recurs notably, and often, in both the Requiem and 

the Hymnus Paradisi.    

 

3.3 Movement II, Psalm 23 

The second movement is a setting of the 23rd Psalm, musically shaped into a 

ternary form (A B A'). Table 5 shows a chart with these formal divisions not only for the 

purposes of this current discussion, but also in preparation for a later comparison with 

the third movement of Hymnus Paradisi (as the expansion and recomposition of this 

movement).  
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Table 5. Requiem II, Formal Outline 

 Form Text Additional Comments 

mm. 1-8 A The Lord is my shepherd … for his 
name’s sake. 

D minor as tonic is prolonged. 
The section ends on V (no third). 

mm. 9-17 
(mm. 9-11) 
(mm. 12-14) 
(m. 15) 
(mm. 16-17) 

B 

Yea, though I walk in the valley of the 
shadow of death, I will fear no evil: thy 
rod and thy staff comfort me. 

D minor is melodically outlined.  

 Thou shalt prepare a table before me 
against them that trouble me: 

A minor (within the D prolongation)  
 

Thou hast anointed my head with oil, D (with mixture)  

and my cup shall be full. The phrase concludes with a plagal 
cadence.  

mm. 18-21 A' 

But thy loving kindness and mercy shall 
follow me all the days of my life: and I 
will dwell in the house of the Lord 
forever. 

The varied return of the opening 
material. (I–V–I) 

 

Before a more detailed discussion of the voice leading commences, an overview 

of the movement is shown in Example 6 (a deep middleground graph).  

Example 6. Requiem II, Deep Middleground  
 

 

 

 

 

 

 

 

 

As indicated in this graph, the background structure of this second movement is 

comprised of a I-(V)-I motion in the bass, with the fundamental line influenced by a D-
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based minor mode (♮ – – ). There is no key signature for this movement, which 

might lead one to believe A minor is the key center. However, as previously noted, the 

setting is chant-like, reinforced by the composer’s remarks at the opening of the 

movement: “The pace to be moderate, the rhythm to approximate, for the most part, to 

speech-values.”126 Additionally, A4 is prolonged throughout this movement as a cover 

tone and receives melodic emphasis as the fifth of D (in the manner of a reciting tone), 

in keeping with the allusion to chant. The first phrase, shown in Example 7, shows this 

emphasis on A through a double neighbor figure, sung by a soprano soloist within the 

chorus.  

Example 7. Requiem II, mm. 1-2 
 

 

 

 

A is prolonged in the upper voice as the fifth of an implied D minor harmony and 

a Dorian inflection, the B♮ in m. 2, further seasons the melody with a modal flavor. With 

the chant-like melody and emphasis on A, in the manner of a reciting tone, D is implied 

in the bass at the outset, although literally picked up in m. 3 as a D4. This D4 can be 

seen in Example 8, which shows a middleground graph of the opening A section. 

 

  

                                            
126 Herbert Howells, Requiem, 6.  

3̂ 2̂ 1̂
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Example 8. Requiem II, Middleground Graph, A Section (mm. 1-8) 

 

In the A section for this movement (as notated in Example 8), following an 

arpeggiated Anstieg (A4-D5-F5), the third scale degree is reached mid-measure (m. 4) 

as an F5 over the aforementioned D4 in the lower voice. Harmonically speaking, D (with 

mixture) is prolonged throughout this A section and moves to the open fifth of the 

dominant (A and E) at the end of m. 8, a back-relating dominant. In terms of voice 

leading, A retains its melodic centricity as it opens and closes this section and recurs 

often on weighted syllables throughout. As part of the prolongation of D, from the end of 

m. 4 to m. 6, there is a voice exchange where the D4 in the lower voice is shifted into 

the upper voice at m. 6 and the ever-present A4 is briefly moved into the bass, although 

reappearing in the treble clef soon thereafter. This A section concludes, as previously 

mentioned, on the open fifth representing the dominant. 

It is worth taking a moment to note two contrapuntal devices in this graph, which 

appear often in Howells’ Requiem and Hymnus Paradisi. As shown in Example 8, in m. 

6 there is a decorated 6-5 motion with F4 descending to E4 over A3 in the lower voice. 

In general, 6-5 as well as 5-6 motions abound in these two compositions and are noted 
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often throughout this dissertation. Additionally, there is a short string of parallel tenths 

between the outer voices in m. 7 (with an implied B4 and D4 as indicated in the graph). 

As is noted in the analysis of both works, Howells frequently includes parallel tenths and 

sixths in his contrapuntal writing, to be found on all structural levels. The conclusion of 

the parallel motion often demarcates a prolongation or indicates a notable harmonic 

change or arrival. Here, the beginning of the string of tenths introduces modal mixture 

with F♯4 in an inner voice (m. 7). This F♯ is then shifted into the bass (as F♯3) at the 

conclusion of the parallel motion; in a larger sense, F♯ comes from the F♮ of m. 4 (♮ 3̂ ).  

Let us now examine the B section, as shown in the middleground graph of 

Example 9. 

Example 9. Requiem II, Middleground Graph, B Section (mm. 9-17)  

 

The opening text, “Yea, though I walk in the valley of the shadow of death,” is 

sung by the chorus in octaves on the pitch-class A, still in place as the reciting tone of D 

rather than as the root of the dominant chord. As was noted in Table 5, this B section 
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can be broken down into four smaller segments based upon text, voice leading, and 

harmonic delineations.  In the first small section, the melody at the opening of this 

section (mm. 9-11) outlines the tonic triad, delaying the arrival of the dominant until m. 

12. As indicated in Example 9, the third scale degree, F4, is still present in the top voice 

and completes a subsidiary third descent, F4 – E5 (m. 10) – D5 (m. 11), shown beamed 

for maximal clarity. 

In m. 12, as the chorus shifts back into parts at the second subsection of this B 

section, the bass line descends dramatically to an A2 on the first syllable of the word 

“comfort.” The choral parts for mm. 12-14 are provided in Example 10.  

Example 10. Requiem II, Text Painting and Tritone (mm. 12-14)  
 

 

 

 

 

 

 

 

In m. 12 of Example 10, A2 is sustained in the bass while the upper three parts 

alternate between 64 and 53 chords (as marked in the accompanying graph, Example 9). 

In m. 14, as text painting, chromaticism appears on the word “trouble” in the tenor and 

alto choral parts. In the tenor part, E walks up three semitones (F-F♯-G), but most 

notably, the altos ascend from D up to E♭ which creates an A–E♭ tritone with the 
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bass. This particular tritone is also an important motivic feature in the Hymnus Paradisi, 

which shall be discussed in later chapters. 

Turning back to the middleground graph in Example 9, the E♭4 in m. 14 

becomes part of a chromatic descending third progression in the inner voice, sinking 

from the F4 in m. 12 to E4, E♭4 (m. 14), and then D4 (m. 15). In m. 15, the third 

segment of text “thou hast anointed my head with oil” (from Table 5) is sung by the 

upper three parts while the bass sustains the word “cup” on a D3. The upper voice in m. 

15 (shown in Example 9) outlines the opening double neighbor figure, again prolonging 

A, and then ascends in fourths (D5–G5) before falling back down to A4. With the 

registral accent and included tenuto marking on the G5, this G stands out and becomes 

part of a rising third progression, beginning with the F4 in m. 12 and ascending to the 

A4 in m. 17 (F4–G5–A4), as beamed in the graph.  

In the final segment of the B section (mm. 16-17), a cross-relation between F♮ 

and F♯ appears with the F5 in m. 16 becoming F♯3 in m. 17 as the B section comes to a 

close with a plagal cadence. The subdominant functioning chord at the end of m. 15 to 

m. 16, which creates the plagal motion, could be thought of as either a supertonic 

seventh or as a subdominant with an added sixth, as I have indicated with both Roman 

numerals below the graph. 

The middleground graph of the final A' section is provided in Example 11.  
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Example 11. Requiem II, Middleground Graph, A' Section (mm. 18-21)  
 

 

 

 

 

 

 

 

The melody from the opening of the movement returns here, with the anacrusis 

to m. 18, and is sung to the final portion of the text (beginning with “but thy loving 

kindness and mercy”). All voice parts sing this opening figure together initially, A–G–B♭

–A–G–F, in octaves. In m. 18, the bass line (and alto line as well), following the double 

neighbor figure from the opening which prolongs A, continue to descend from the F 

down to E♭, creating a horizontal emphasis on the A3 to E♭3 tritone. Additionally, the 

soprano and tenor parts diverge from the double neighbor figure and ascend by third, 

from the F back up to A, creating a prolongation of A in the upper voice and providing a 

vertical realization of the A–E♭ tritone as well (as shown in Example 11).    

As notated in the middleground graph, the bass line in m. 18 arpeggiates the 

dominant chord with a lowered fifth. From A3 to the E♭, the lower voice continues to 

descend to C, the third of the dominant chord. C then leaps down a fourth to G in m. 19 

as the root of the minor subdominant chord, which is prolonged throughout m. 19 as G2 
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is transferred up an octave to G3 at the beginning of m. 20. The root and fifth from the 

tonic chord are arpeggiated in m. 20, D–A–D. 

The final textual statement of this movement is sung in octaves (mm. 20b-21). As 

at the opening of the movement, D theoretically remains in place in the lower voice and 

the melody is notated in the top voice of the graph. The third scale degree, F♮, is picked 

back up in the final measure and the structural third descent, F–E–D is completed in the 

upper voice. In the lower voice, an implied A is shown underneath E as 2̂  with both 

parts closing on tonic at the end of m. 21. 

 

3.4 Movement III, Requiem Aeternam (1) 

The third movement of Howells’ Requiem is a musical setting of the first two lines 

of the Introit from the Requiem Mass: “Requiem aeternam dona eis, Domine. Et lux 

perpetua luceat eis.” Howells shapes this movement into a ternary form, as shown in 

the formal chart of Table 6. 

Table 6. Requiem III, Formal Outline 

Form Text Harmony (Key of D Major) 

mm. 1-13 A Requiem aeternam dona eis, Am as V♮/D 

mm. 14-32 B Et lux perpetua luceat eis. Motion from A to E (with mixture) as V/A 
(mm. 16-22) and back to A (mm. 24-32). 

mm. 33-40 A' Requiem aeternam dona eis, 
Domine. V/D (mm. 33-38) to I/D (m. 39) 

 

The movement is written for two choirs, although the divisi does not take place 

until the opening of the B section (at the anacrusis to m. 14). In the B section, the 

broadening of texture through the choral divisi, the change of text, and the harmonic 

shift to E (with mixture) as the dominant of A (with mixture) all combine to create a 
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heightened contrast to the surrounding A sections. In the closing A' section, an 

abbreviated version of the opening theme returns (introduced by Choir I in m. 33 on the 

third beat), and the final addition of the word “Domine” poignantly caps the movement, 

having been withheld from the text in the opening A section.  

The first five measures of this movement are shown in Example 12, with an 

accompanying graph in Example 13.  

Example 12. Requiem III, Opening Measures (mm. 1-5) 
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Example 13. Requiem III, Upper Middleground Graph (mm. 1-6)  
 

 
                                    
 
 
 
 

 

 

 

 

 

There are several important musical features in these first two phrases (mm. 1-5) 

that foreshadow larger-scale harmonic or voice-leading motions in both the Requiem 

and the later Hymnus Paradisi. To begin with, in m. 5, the V–I cadence in D major 

anticipates not only the harmonic resolution to D at the end of the movement, but also 

the conclusion of the Requiem as a whole.  Additionally, there is an emphasis on E 

minor as the minor dominant of A (as notated in Example 13) which, for example, is 

prolonged locally in mm. 1-2 through a voice exchange (in a motion from I to I6). This 

voice exchange could be considered as a remarkable foreshadowing of the large-scale 

voice exchange which extends from m. 15 in the fourth movement into the fifth 

movement (m. 43) of the Requiem (as discussed in relation to Example 2). 

Although E minor could also function as the supertonic of D here, as we see in 

both Howells’ Requiem and Hymnus Paradisi, E minor often appears within the context 

of a large-scale prolongation of A as its minor dominant. For instance, as shown in 
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Example 13, observe that the motion from A to E in these opening measures actually 

takes place within a larger prolongation of A. E minor as the dominant of A is also found 

at the opening of the B section in mm. 13-14 with a shift from A to E (albeit with mixture) 

and a return to A in m. 24 (as is demonstrated in Example 15). On an even larger scale, 

as was shown in Example 2 (the overarching background of the Requiem), there is 

another A–E–A motion as part of the dominant prolongation which stretches across the 

third, fourth, and fifth movements. This harmonic pattern of prolongation (I–V–I) is 

important to note, for it also relates to a large-scale dominant prolongation which 

appears in the second movement of Hymnus Paradisi and bleeds over into the third 

movement (as is discussed later in relation to Example 73).   

E is also highlighted in importance by the paired appearance of B minor, 

functioning as its own minor dominant. On the global scale of the Requiem, B minor 

plays an important role in this matrix of minor-dominant relationships, opening the fourth 

movement, where it is contextualized as V of E, prior to a large-scale voice exchange 

which prolongs E minor (E6–E). I suggest that this significance of B minor is also 

foreshadowed in the early measures of this third movement. For instance, as shown in 

Example 12, the anacrusis of “Requiem aeternam (I)” begins with an A minor chord 

which moves to E minor on the downbeat of the first measure. E minor then moves to B 

minor from mm. 3-4 (as part of the larger motion prolonging A). Additionally, in m. 2, the 

chorus briefly pauses to emphasize B minor on the third and fourth beats in a modal 

version of a half cadence. As Kimmel suggests, one could hypothesize that this 

emphasis on E and B minor could be connected to the lower and upper Phrygian 

tetrachords. Furthermore, the opening movement “Salvatore mundi” was dominated by 
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the Phrygian mode (although transposed to D Phrygian). The E and B throughout are 

contextualized within the global tonality of D major, although this context does not, I 

believe, negate the subtle Phrygian influence. 

Before turning to the systematic discussion of voice-leading details for the third 

movement, there is one more detail from these opening measures worth noting, a 

motivic fourth descent in the A section melody: G–F♯–E–D . Given the close 

connection of the musical material from the third and fifth movements of the Requiem to 

the “Requiem aeternam” movement in Hymnus Paradisi, this descending fourth gesture 

is relevant to both works and furthermore has, I hypothesize, a possible connection with 

the opening motive from John Dowland’s “Flow, my tears.” 

 This motive, shown in Example 14, appears for the first time in the soprano 

melody line, from mm. 1-2, as a stepwise descending fourth in the foreground, G–F♯–

E–D.  

Example 14. Requiem III, Descending Fourth “Falling Tear” Motive,  (mm. 1-2) 

 

Beginning with the G4 in the upper voice (the apex of this melody), the descent is 

embellished slightly as the line descends. In mm. 4-5, the melody containing this 

descending fourth motive is repeated with even greater embellishment (on the F♯) and 

reharmonized (as seen in Example 12).This falling fourth motive, – – –  is an 4̂ 3̂ 2̂ 1̂

                                       G –               F♯ –              
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intrinsic part of the A section melody, and as such, appears at the foreground level at 

both the beginning and ending of this movement (and also in the Hymnus Paradisi).  

Indeed, given the musical connections between Howells and Dowland that Lionel 

Pike uncovers in his article, “From Herbert to Ralph, with Affection,” I believe that this 

pervasive fourth descent could reference the opening motive of Dowland’s “Flow, my 

tears.”127 This motive “is the basis for [Dowland’s] entire piece: a stepwise descent 

through a fourth that suggests a falling tear and thus earned the pavane its name.” 128 

Additionally, the opening interval in the tenor descends a fourth, although from A–E, 

outlining the opening pitch levels of at least one manuscript version of Dowland’s 

stepwise descent as A–E. As shown in Example 2, on the deep middleground level this 

fourth descent of A to E appears in the upper voice at the closing of the E prolongation 

as well.  There is also a plagal influence at important formal junctures in this third 

movement that may be, arguably, connected to this fourth progression, as is discussed 

shortly. 

Now let us turn to the voice leading in this third movement, as illustrated by 

Example 15, the middleground graph of the entire movement. 

 

                                            
127 Pike, 12. In discussing “Ralph’s Pavane” from Howells’ Clavichord (1961), Pike points out not only 
stylistic similarities to Dowland’s Pavanes, but also a possible direct quotation from a Pavane by 
Dowland. 
128 J. Peter Burkholder and Claude V. Palisca, eds., Norton Anthology of Western Music I, fifth edition 
(NY: Norton, 2006), 342.  
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Example 15. Requiem III, Deep Middleground Graph 
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To facilitate understanding of the detailed discussion of the voice leading in 

relation to the form, the reader is encouraged to refer often to Example 15. A quick 

overview of this graph helps explain the somewhat unusual background structure. 

Although one might argue for a structural 3̂– –1̂  descent in D major (in mm. 37-39), 

given the tremendous weight of the dominant and the extended prolongation of E as  

in the upper voice, I find it more compelling to read 2̂  ascending to 3̂  as V moves to I at 

the close of the movement (mm. 38-39). In explanation, E4, locally the fifth of A and 

globally of D, is the first pitch in the soprano line and, at the background level, 

remains in place throughout the entire movement as of D until the final chord (D 

major). E4 is supported harmonically throughout the movement as the fifth of A (with 

mixture) and E (also with mixture) as the dominant of A. As it also pertains to the 

dominant prolongation, C♮ as 3̂  of A is shown in an inner voice with A3 in the lowest 

voice and C♮ generates a subsidiary three-line (C–B–A) in the final measures of this 

movement (in an inner voice). 

In the final measures of the movement, the ascent of the soprano parts from E up 

to F♯ is prominent (in Choir I and II both, in mm. 38-39) and is shown in Example 15 as 

the rising of the second scale degree, E, up to F♯ as the third scale degree.  On the 

deep middleground level, this motion connects with the beginning of the fourth 

movement; as shown in the overarching background view of the Requiem in Example 2, 

the voice leading ascends from the E4 prolonged in this third movement through F♯4 (at 

the opening of the fourth movement) on its way to G4 in a secondary rising third 

progression. In other words, at the closing of this movement, as shown in Example 15, 

2̂

2̂

2̂

2̂
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there is an ascending motion in the upper voice (from E up to F♯ as 3̂  of D) rather than 

a more traditional descending third or fifth progression to reach D as tonic.   

Moving now into a more systematic exploration of the voice leading, let us look 

again at the detailed middleground view of mm. 1-6 (the first two small melodic 

phrases), initially shown in Example 13 but reproduced here as Example 16 for easy 

reference.  

Example 16. Requiem III, Upper Middleground Graph (mm. 1-6)  

 
 

In a general overview of Example 16, as shown through the connection of the 

beams, there is a large-scale descending third progression which takes place over the 

course of mm. 1-6. The upper voice (E4) rises by third to G4 (m. 1) and then descends 

stepwise G – F♯ (m. 4) – E (m.6). The F♯ in m. 4 is embellished with a lower neighbor 

followed by an ancillary descending third progression into an inner voice, F♯–E–D. 

Looking more closely at the graph, the reader likely notices many smaller-scale 
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iterations of the G–F♯–E descent from mm. 1-6 as it occurs in m. 1 (into an inner voice), 

from mm. 1-3 (with the F♯ implied), and again in mm. 4-5 as well.  

The lower voice also falls a third in this passage, from E3 (m. 1) – D3 (m. 5) – C3 

(m. 6). Following the opening pitch, A3, the bottom voice descends to E3 (m. 1) and 

then, after the voice exchange, proceeds to B as the root of the minor dominant of E 

(initially supporting F♯ in the upper voice). From here, there is a series of falling fifth 

motions in the bass, B–E–A–D, leading to D (m. 5) as the upper third of B. This 

statement that D is the upper third of B requires clarification. On the surface, m. 5 

moves harmonically from A major to D major in the manner of a perfect authentic 

cadence. However, this arrival on D is illusory because as the music continues forward, 

D3 descends to C♮ in m. 6 and becomes recontextualized on the deeper 

middleground as a passing tone between E3 (mm. 1-3) and C♮3 (m. 6). Furthermore, as 

shown in the deeper middleground graph of Example 15, this E–D–C third progression 

accompanies the G–F♯–E motion in the upper voice and creates parallel tenths on the 

deep middleground level (mm. 4-6). 

The score excerpt for the third phrase (mm. 6-12) is presented in Example 17.  
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Example 17. Requiem III, Superimposed Line, Phrase 3 (mm. 6-12)  
 

 

 

 

 

 

 

 

 

 

 

Coming from the D of m. 5, C♮ in the bass immediately generates a sense of 

forward motion as this lowest voice continues to descend through B2 to A2 in m. 8. The 

A2 then rises an octave to A3 on the fourth beat of m. 8. As shown in the middleground 

graph (Example 15), this A2 descends a fifth (A – G [m. 9] – F♮ – E [m. 10] – D♯– D♮ 

[m. 11]).   

The voice leading in mm. 9-11 shown in Example 17 is really quite complex 

because the top voice in these measures functions as an inner voice, which is 

superimposed above the true structural upper voice; in other words, the soprano line 

rises above the structural top voice (coming from the E in m.6) with the scalar ascent of 

a sixth (E4–F♯4–G4–A4–B4–C♮5). At the apex of this line (m. 10), through a register 
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transfer, the C♮4 from the opening is picked up as a C♮5, which becomes part of a 

subsidiary third descent in m. 10-11(C5–B4–A4). 

As part of this discussion of voice leading, I would like to draw the reader’s 

attention to the augmented sixth chord in mm. 9-10 (Example 17) which is worth noting 

for several reasons. As discussed by Kimmel, the augmented sixth chord is a 

reharmonization of the half-step Phrygian descent in the bass line, and as such, can be 

interpreted as one possible manifestation of death. The text in this opening section, 

where the French augmented sixth chord is employed, is the Latin “Requiem aeternam 

dona eis,” a prayer requesting eternal rest for the dead. One can speculate on the 

person or persons for whom Howells may have originally intended this prayer, however, 

in his Hymnus Paradisi, there is a clear focus on Howell’s son Michael. Therefore, as I 

draw upon motivic and harmonic representations of the “crisis” of Michael’s death, the 

augmented sixth and Neapolitan chords play an important role in my narrative and 

dramatic interpretation of Hymnus Paradisi.  

The primary pitches found in this augmented sixth chord (F, A, D♯) function here 

within the harmonic-tonal context of A minor. Although this sonority is labeled a French 

augmented sixth, note the presence of C natural in the texture (in the superimposed top 

line). When D♯ is enharmonically reinterpreted as an E♭ (as is seen later in this 

movement in m. 26 and also in the Hymnus Paradisi), this sonority becomes 

reinterpreted as F, A, (C), E♭, the Neapolitan seventh chord of E (which appears often 

as the dominant of A in both works). These multiple manifestations of Michael’s death is 

discussed in more detail as they appear individually and then again in Chapter 6 as part 

of the focused crisis and catharsis discourse.  
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As shown in Example 18, a voice exchange delineates this augmented sixth 

chord (a French augmented sixth chord in A minor) in mm. 9-10.  

Example 18. Requiem III, Metrically Offset Two-voice structure (mm. 6-12)  
  
 

 

 

 

 

 

 

Notably, instead of progressing to a dominant functioning chord after the voice 

exchange, however, the bass backs up and “corrects” its chromaticism by returning to 

an F♮, in m. 11. From this F♮, the bass line moves directly to a D♮ through another quick 

voice exchange. A larger-scale chromatic voice exchange connects these two smaller 

voice exchanges, as shown in this graph.  

D♯ in the upper voice (m. 9) moves into the bass as a D♮ (m. 11) and the F♮ in 

the lower voice (m. 9) still moves to F♮ in m. 10, prolonged through m. 11. (In correlation 

with a later section of this movement, it is important to note that the D♯ 3 [between F♮–

D♮ in the lower voice] actually functions like an E♭ as it descends to D.) The voice 

leading on the middleground for mm. 6-12 can be summarized as a double neighbor 

figure in the structural upper voice (E–D♯–F♮–E) for the upper voice, with the lower 

voice moving from A (m. 8) to D (m. 11). 
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Removing the superimposed top voice facilitates an examination of the structural 

two-voice framework in more detail (of mm. 8-11 in Example 18) and provides a 

compelling illustration of how metrically offset contrapuntal layers add complexity to the 

surface of the music. This type of metrical displacement appears often in the Hymnus 

Paradisi as well, and is discussed even further as additional instances arise. In general, 

additional layers of contrapuntal complexity, which are produced by the metrical 

displacement of contrapuntal lines in the texture, increase the surface complexity of the 

harmony and create momentary “collisions” of sound as noted by Cooke.129 However, 

beneath the surface, as is demonstrated here, traditional contrapuntal and harmonic 

patterns (offset at the surface) can often be discovered and properly aligned at the 

middleground level to facilitate understanding of the meaning of a complex passage or 

progression.  

For instance, as previously noted, the pitches that coincide with the previously 

discussed voice exchanges and other linear motions are slightly metrically offset at the 

surface of the music. As seen in Example 17, the bass line is metrically straightforward, 

typically moving on strong beats. In the upper voice, however, the arrival of D#, which 

belongs with the F♮ in m. 9 as part of the French sixth, is delayed by a 7–6 suspension 

and the G (which would be consonant with the lower voice’s passing tone in the voice 

exchange in mm. 9-10) moves too quickly to F♯ on beat 2 in a syncopated gesture. The 

F♯ creates a brief cross-relational clash with the F♮ 3 in m. 9 and is revealed to be a 

passing tone on the way to F♮ after the bass lands sturdily on D♯ on beat 3 and 

completes the first, non-chromatic, voice exchange. In m. 11, the 7–6 gesture is 

                                            
129 Cooke, 97. 
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repeated as an offset 8–7–6 (the E is a passing tone this time) over the return to F♮ in 

the bass. In the analysis of Hymnus Paradisi (in subsequent chapters), the use of 

metrical offsets become even more pronounced, appearing more often and with greater 

distances between the structurally aligned pitches. Example 19 shows a normative 

aligning of these voice-leading patterns for comparison (without the metrical offsets). 

Example 19. Requiem III, Metrically Aligned Two-voice structure (mm. 6-12) 
 

 

 

 

 

 

 

 
Incidentally, this phrase closes with a second example of the sixteenth-century 

Phrygian cadence with a plagal bassizans on A minor. The first appearance of this 

cadence was noted in relation to Example 5 (mm. 23-24 of “Salvatore mundi”). As 

Carver notes, a close on A is typical for the Phrygian mode with more than four voices 

in the choral texture. The requisite sixteenth-century 7-6 cadential motion is present (not 

as a suspension, but rather as passing tone in m. 11 on the first beat, and this E–D 

motion reappears as a 9–8 motion in m. 11). 130 Thus the A section concludes with yet 

another reference to the Phrygian mode. 

                                            
130 Carver, 76. “In practice the cadences of many sixteenth-century examples, especially when there are 
four or more voices, conclude with an A triad, either by combining Phrygian voice leading in soprano and 
tenor with a plagal bassizans, as in Ex. 2(a), or by treating A as a quasi-Aeolian final (Ex. 2(b)).” 
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The B section of “Requiem Aeternam (1)” begins on the third beat of m. 13 as an 

anacrusis to m. 14. As may be seen in Example 15 (the middleground graph of the 

entire movement), the lower voice prolongs A throughout this central section. The 

familiar A–E–A prolongation pattern reappears with A3 of m. 12 moving to the E3 in m. 

20 and then back to A2 (m. 24). The motion from A3 in m. 12 to the E in m. 20 is filled in 

stepwise as the A picks up the G♯3 in m. 18 (stemming from a subsidiary descending 

third progression from the B3 in an inner voice), which continues to descend through F♯ 

and then to E3 (m. 24). This E3 descends to B2 and then lands on A in m. 24.  

Beginning in m. 13, in an inner voice, A3 ascends a major third (A3–B3–C♯4) 

with the culminating C♯ as a neighbor to the natural third scale degree of A minor (m. 

13) and also a neighbor tone to the B3 of m. 22, to which it resolves. In the upper voice 

at m. 13, E as 2̂ of D is picked back up (shown in octaves as E4 and E5 to visually draw 

attention to this ascending line, this line is literally present in a lower octave) and 

ascends a minor third to the G5 at m. 22. This G5 continues up to A4, and is 

subsequently prolonged until the return of the A' section in m. 32. Underneath this 

prolongation of A4 in the upper voice, an inner voice moves from C4 in m. 24 up to E♭ at 

m. 26, which creates a verticalization of the A–E♭ tritone. The tremendous motivic 

importance of this tritone is fully realized later, in the expansion of the Requiem into 

Hymnus Paradisi. Notice that this tritone is already present here in the Requiem as A 

and D♯ within the augmented sixth chord (mm. 9-10) and, as I discuss shortly, at the 

conclusion of the B section as part of a reharmonized Phrygian cadence (shown in 

Example 20). 
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Example 20. Requiem III, Reinterpretation of the Fr+6 in a Phrygian Half Cadence, 
Textual Conclusion of the B section (mm. 24-28) 

 

 
 

 

 

 

 
                 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
At this important formal juncture where the B section comes to a close, the D# 

from the previous F–E–D♯–D♮ motion in the bass (mm. 9-11) is notationally transformed 

into an E♭4 (m. 26, third beat), which resolves down to D♮ 4 (harmonized as the third 

of a B minor chord in m. 27, the minor dominant of E). Although this correlation may 
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seem arbitrary, a closer look at the rest of the chord on beats 3-4 of m. 26 reveals the 

presence of other pitches from the same augmented sixth chord [F♮–A–B–E♭/D♯] found 

near the close of the first A section (mm. 9-10).131 Additionally, the C♮ from the 

superimposed inner voice in m. 10 is now structurally present in the bass voice.  

Harmonically recontextualized as a Phrygian half-cadence closing on B minor, 

the traditional Phrygian pattern is present in m. 26-27 [C♮ resolves down by semitone to 

B in the bass against an embellished A to B motion in the soprano part – choir II.]132 The 

first chord in this cadential pattern, m. 26 beat 3, rather than the traditional minor 

subdominant chord in first inversion, is a Neapolitan with a lowered seventh in second 

inversion as shown in the analysis under the score (Example 20). The familiar linear 

resolution from the root of the Neapolitan to the leading tone of the dominant chord is 

now expressed as a single verticalization with F♮ and E♭ (enharmonic D♯) co-existing 

harmonically.  

To complete the voice-leading discussion of the B section (as shown in Example 

15), the bass line in mm. 24-27 ascends by fifth, from A2 to E3, with D as an incomplete 

neighbor. Next, the E descends by third to C♮, and the C♮ then descends to B♮, which is 

prolonged through m. 31. A striking B♮– B♭ cross-relation is created as this B♮ 2 is 

shifted up an octave to B♭ 3 (a lower neighbor which returns to B♮ in m. 30). There is 

                                            
131 The G in the soprano, choir II, could be considered an incomplete neighbor to the A and the D in tenor, 
choir I, an appoggiatura.  
132 C has the same linear resolution as in m. 10, soprano, but is recontextualized harmonically in mm. 26-
27. The embellishment referred to in the soprano line is G as an incomplete neighbor.  
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also a chromatic ascent in the bass clef inner voice in m. 24 from E3 (m. 24) through 

F♮3 (m. 26) to F♯3 (m. 27).  

Notice the blurring of the formal boundary lines between the end of the B section 

and the return of the A section material. The text from the A section returns at the 

anacrusis to m. 28, however, the melodic and true harmonic return occurs later in m. 33 

with the entrance of Choir I (although Choir II lands on A minor in m. 32). As seen in 

Example 20, in mm. 26-27 the poco rallentando and an indicated breath (the only one in 

the movement) for the singers after “eis” just before the return of the “Requiem” both 

help demarcate this moment as formally important. Notably, in the Hymnus Paradisi, 

when Howells presents this same material within the second movement titled “Requiem 

Aeternam” (mm. 28-29), he doubles the note values for “e-is” instead of employing the 

poco rallentando; the division of the text is made even more apparent (in comparison to 

this movement in the Requiem) by the addition of a quarter note rest in the chorus 

between “eis” and “Requiem.”  

In the reinterpretation of these particular pitches, from the augmented sixth chord 

of A to the Neapolitan of E, Kimmel’s manifestations of death continue to color the 

harmonic landscape of this “Requiem aeternam” movement. (Further connections with 

these pitches is shown and discussed in subsequent chapters in relation to the Hymnus 

Paradisi.) 

In the final section (A'), there is a large-scale harmonic motion of Am–Em6–AM–

DM. The A minor sonority returns first in Choir II beginning at m. 32, as shown in 

Example 15. Following the voice leading of the bottom voice first, the A2 in m. 32 is 

reached through a descending third progression, C♮3 (m. 26), B♮2 (m. 27) to A2 (m. 
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32). The A2 of m. 32 moves to the third of E minor (G2 in m. 36) and then rises to the 

fifth of the chord briefly (B2) before returning to A2 to complete the A prolongation (with 

mixture) in m. 38. Thus, once again, the E minor sonority is nestled between two A 

chords, pointing toward its function as a minor dominant of A. However, considering the 

forward motion of m. 36 to the end, this E6 chord also has predominant tendencies as 

well, driving to the A major dominant chord in m. 38 with A2 in the bass, which resolves 

to D major in m. 39 to conclude the movement.  

Looking back at m. 32 for a moment, the C♮4 in an inner voice splits into two 

conceptual parts. This type of bifurcation, where one note conceptually branches off into 

two different voice-leading lines, is particularly important to the later discussion of the 

“crisis” within Hymnus Paradisi. As this bifurcation occurs here in the third movement of 

the Requiem, the C♮4 in m. 32 theoretically splits into two voice-leading paths with one 

C♮4 leading to a subsidiary third descent C♮4–B3–A3, as 3̂– 2̂ –1̂  in A minor (mm. 32-

38). The second voice-leading strand generated from C♮4 winds its way chromatically 

upward to C♯4 (m. 38) as the leading tone of D major, whereby C♯ resolves, as 

expected, to D4 in m. 39.  

Now following the progress of the upper voice in this A' section, E♮ is structurally 

picked up as 2̂  of D in m. 32 (in the soprano of Choir II and reinforced as Choir I enters 

in the following measure). As seen in the opening A section, the E4 ascends to G4 here 

as well, and then descends by third to reach E again. This E4 is prolonged with D as a 

lower neighbor, and beginning in m. 36 the E re-ascends, E–F♯–G, to prepare for the 

final fourth descent from G down to D. There is a subsidiary descent from F♯–E–D as 3̂

– 2̂ –1̂  of D in mm. 37-39, but primarily, I would argue that this descent is secondary to 
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the ascent of E to F♯. Within the context of the extended dominant prolongation of this 

movement, the F♯ has consistently been relegated to a passing tone (see m. 5 and m. 

14) or a neighbor tone (m. 27). Therefore, a true sense of arrival on F♯ as 3̂  of D is only 

definitely achieved with this final resolution to D major as tonic in m. 39.  

Additionally, as is shown in the graph presented as Example 36 (a middleground 

graph of the dominant prolongation spanning the third, fourth, and fifth movements of 

the Requiem), this F♯ from the conclusion of the third movement connects with the 

opening of the fourth movement at the middleground level; the structural E4 from the 

opening of the third movement ascends to F♯4 on the middleground (as the fifth of a B 

minor harmony at the opening of the fourth movement) and, F♯ (as a passing tone 

again) continues up to G5 in m. 13 of the fourth movement.  

 

3.5 Movement IV, Psalm 121 

The fourth movement is a setting of Psalm 121, for SATB choir with two soloists 

and optional organ (to double the choral parts) beginning in m.8. Set in the key of E 

minor (with a one-sharp key signature), the background harmonic motion in this 

movement is comprised of a V♮–I6 auxiliary cadence in E minor as II or V/V of D major 

overall. Note the emphasis placed on E minor again (in connection to the Phrygian 

inflections discussed previously), despite the more hopeful turn of the text to “I will lift up 

mine eyes unto the hills: from whence cometh my help.” Although this text is also set in 

the fourth movement of Hymnus Paradisi, the two movements are extremely different. In 

the later work, the primary tonality is F♯ major and the Psalm text is juxtaposed with the 

Sanctus text (which opens the movement). Furthermore, the Hymnus Paradisi 
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movement is greatly expanded in terms of length and degree of complexity in 

comparison to this fourth movement in the Requiem. An outline of the form for “Psalm 

121” is included in Table 7.  

Table 7. Requiem IV, Formal Outline 

 Text (Psalm 121) Texture Harmony/ 
Voice leading 

mm.  
1-8a 

I will lift up mine eyes unto the hills: 
from whence cometh my help. My 
help cometh even from the Lord: who 
hath made heav’n and earth. He will 
not suffer thy foot to be moved: and 
he that keepeth thee will not sleep. 

Alternation between 
baritone soloist and 
SAT chorus 

Prolongation of B 
minor; B as V/E minor 

mm.  
8b-16 

Behold, he that keepeth Israel: shall 
neither slumber nor sleep. The Lord 
himself is thy keeper: he is thy 
defence upon thy right hand; So that 
the sun shall not burn thee by day: 
neither the moon by night. 

Texture change to 
full SATB chorus – 
no solo; mostly 
homophonic 
declamation 
 
Opt. organ as double 
could be added here 
(m. 9). 

local structural tonic 
reached in this section;  
upper line descends 3̂
– 2̂ –1̂  in E minor 
harmonized in parallel 
sixths with lower voice 

mm.  
17-22 

The Lord shall preserve thee from all 
evil: yea, it is even he that shall keep 
thy soul. The Lord shall preserve thy 
going out, and thy coming in: from this 
time forth and forevermore.  
Tenor solo: I will lift up mine eyes unto 
the hills: from whence cometh my 
help. 

Chorus; mostly 
homophonic 
declamation  
Tenor solo line is 
sung over the final 
sustained chorus 
syllable: “forever-
more” 

Em6 prolonged 
 
New melody for the 
text return which 
reflects the sustained 
Em6 harmony 

 

This movement is through-composed, although organized into three discrete 

musical sections with the opening line of text returning in the final measure. As noted in 

Table 7, in the first section of this movement, the text is presented through an 

alternation between the baritone soloist (who opens the movement a cappella) and the 

upper three voice parts of the chorus (SAT), who first appear in m. 3. B minor is 

prolonged at the outset, becoming B major for a brief shining moment at the end of this 

section, on the word “sleep” and to begin the next section with “Behold” (m. 8). The 
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change in texture at the opening of this section (m. 8ff.) to mostly homophonic 

declamation (until mm. 15-16) with the full SATB chorus sets this section apart from the 

previous one. Additionally, the first moment of silence within the movement appears in 

m. 8 as a sixteenth-note rest, separating these first two sections with the brief silence. 

(In the opening section, sound is ever-present with a constant dovetailing between the 

soloist and choral entries.)  

Harmonically, this central section moves toward E minor as the local tonic and 

concludes with an arrival on E minor (m. 16). The climax is reached in m. 13 with the 

arrival of G5 on the first beat in the soprano section; this G is the highest note of the 

movement and, notably, is the arrival of 3̂ in the top line which descends to 1̂  toward the 

end of this section (to be discussed in more detail shortly). The energy of the climax 

tapers off with a long diminuendo e rallentendo in mm. 14-15. At the conclusion of this 

section in m. 16, the fermata sustaining the E minor chord (p) and the subsequent 

eighth note rest which begins m. 17 both serve to distinguish these two groupings of 

measures as discrete sections.  

The final section shown in Table 7 (mm. 17-22) prolongs E minor in first 

inversion, as if a coda prolonging tonic. The homophonic declamatory style from the 

previous section continues, although this section carries a greatly reduced dynamic 

marking (p) in comparison with the f and ff of mm. 9-13 in the center section. With a 

restatement of the opening line of text, set to a new melody, a tenor soloist restates the 

opening line of text “I will lift up mine eyes unto the hills: from whence cometh my help,” 

while the chorus sustains the final E minor first inversion chord.  
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As previously discussed, this fourth movement of Howells’ Requiem is a 

substitution for the traditional B section of the Introit, and is located between the third 

and fifth movements, “Requiem Aeternam (1)” and “Requiem Aeternam (2).” Example 

21 shows the background voice leading for this movement which is comprised of a 

three-line descent in the upper voice supported by a contrapuntal framework of parallel 

sixths rather than a functional I–V–I harmonic pattern. 

Example 21. Requiem IV, Background  
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As shown in the background graph of Example 21, the upper line opens on an 

F♯3 (harmonized with a B minor chord, the minor dominant of E) which, when viewed 

within this tri-movement context, functions as an upper neighbor tone to E (from the 

opening of the third movement), and returns to E4 at the end of m. 15, harmonized with 

an E minor chord in first inversion (as V6 of A minor). This arrival on Em6 marks the 

beginning of a large-scale, multi-movement voice exchange within the A minor 

prolongation, moving from V6, in m. 13 of the fourth movement, to V, in m. 43 of the fifth 

movement.  

The voice leading in the background graph begins with the F♯3 rising to G5 (m. 

13) as 3̂  of E minor in a 5-6 exchange over a prolonged B in the lower voice. The G5 is 

also preceded by an arpeggiation of the E minor tonic, B4 and E5, in mm. 8-13. The 

upper voice descends G–F♯–E, as 3̂– 2̂ –1̂  of E minor, with the lower voice moving from 

B to A and then G, the third of the E minor chord. This three-line descent is harmonized 

as parallel sixths with the bass, which is just one example of how contrapuntal devices 

pervade this movement on the foreground and middleground levels.  

Following the structural arrival of E4 in the top voice with G2 in the bass in m. 15 

in the final two beats of the measure, the bass continues to descend by step and lands 

on an E2 in m. 16. Rather than this E2 being an arrival on a root position tonic, the 

lower voice immediately returns to G in m. 17 and is subsequently prolonged from mm. 

17-22 (i.e., to the end of the movement), placing more structural weight on the G than 

on the root, E, even though E is sustained at the conclusion of the phrase. For this 

reason, I do not read the E here as a root-position arrival but rather as an 
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embellishment of the first-inversion E chord based on G, which continues to be 

prolonged in mm. 17ff. 

A middleground graph for this movement is provided in Example 22.  

Example 22. Requiem IV, “Psalm 121” Middleground 
 
 

 

 

 

 

 

 

As shown in the middleground graph in Example 22, much of this movement is 

organized with harmonic entities prolonged by contrapuntal linear patterns. And, as 

previously discussed, surface complexity in Howells’ music can result from the vertical 

misalignment of these contrapuntal patterns as well, whereby one part may move more 

slowly with different rhythmic values and the parts may not quite sound together 

simultaneously, or the pattern may be pulled apart in time completely. This movement, 

in particular, provides several excellent examples of linear patterns, both aligned and 

pulled apart in time, a concept which prepares for the greater complexity of Hymnus 

Paradisi, discussed later in this dissertation.  

Although the prose in this paragraph is discussing the graph shown in Example 

22, mm. 1-8 of the score are provided in Example 23 for additional reference.  
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Example 23. Requiem IV (mm. 1-8) 

 

 

 

 

 

 

 

 

 

From the beginning of this movement to m. 8, Howells expands a basic 

progression centered on B [Bm–F♯m–BM]. The minor dominant (F♯ minor) is prolonged 

through an alternation of 64–53 motions beginning in m. 3; this familiar pattern can easily 

be understood as a cadential V64–V53 gesture, prolonging the dominant. The pattern 
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repeats twice more before the bass finally resolves to the local tonic, B, in m. 8 (on the 

word “sleep”) at the conclusion of the first section. The first-time listener may be 

surprised by the downbeat of m. 8 for the now familiar sound of B minor is suddenly 

made major by the presence of D♯ in the chorus second alto part. The transformed B 

major chord in m. 8 reveals its true nature as V of E, but the harmonic impetus of this 

dominant chord is dissipated as the D♯ returns to D♮ in m. 11 (producing a possible 

reference to the augmented-sixth passage from the third movement which was 

discussed in Section 3.4.)  

For the discussion of the second section of this movement, a foreground graph of 

mm. 8-13a is shown in Example 24.  

Example 24. Requiem IV, Foreground Graph (mm. 8-13a) 
 

 

 

 

 

 

 

 

 

The second section of this movement (mm. 8b-16) begins on the third beat of m. 

8 with a B major harmony (on the word “Behold”). In this graph, B4 in the upper voice is 

prolonged as the root of the dominant from mm. 8-11b. B3 in the lowest voice walks 

down to the fifth of the major dominant chord, F♯, at the beginning of m. 11 and returns 
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to B as the root of the dominant (now minor in quality). A passing subdominant seventh 

chord (with an implied A) appears briefly as the intermediary between the B major and B 

minor chords in m. 11a. In m. 11b, the upper voice ascends stepwise from B4 up to E5 

(m. 12) over a still-prolonged B3 in the lower voice. The harmony changes here as, in 

m. 12, the B3 becomes the fifth of an E minor seventh chord, a tonic chord in second-

inversion. The E5 in the upper voice is prolonged throughout m. 12 as the melody 

arpeggiates the E minor seventh chord (E–G–D–E) amidst some neighbor tones, as 

shown in the graph. E5 then rises to G5, which, as previously mentioned, occurs at the 

climax of this movement on the downbeat of m. 13. 

As indicated by a diagonal line in the graph, this G5 is paired structurally with the 

B3 in the lower voice, despite a degree of metric misalignment on the surface. The G5 

in m. 13a is part of the minor seventh chord harmony from m. 12 with B3 in the bass, 

and there is a G4 present in an inner voice which is registerally shifted up an octave to 

the G5 in m. 13 (the highest note in the movement). In the upper voice, from mm. 8-13a, 

G5 is reached by an arpeggiation of the E minor triad, B-E-G, as shown in both 

foreground and middleground graphs. However, when the G5 as 3̂of E is reached on 

the downbeat of m. 13, The B4 in the bass descends to A3 (which is then prolonged 

through m. 14), thus pulling the B–G interval of a sixth slightly apart in time. The A3 in 

the bass in m. 13, becomes an anticipation of the next structural sixth, with F♯4 in the 

upper voice (m. 14). The F♯4, as shown in the middleground graph of Example 22, 

resolves down to E4 in m. 15 (on the fourth beat) which arrives metrically paired with its 

sixth, G, in the bass.  
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In the concluding measures of this middle section, an example of metrically offset 

parallel sixths on the foreground is offered as further support for my reading of structural 

sixths in this movement. Example 25 shows a score excerpt from mm. 14-16, the final 

three measures of this particular section.  

Example 25. Requiem IV, Metrically Offset 6-6-6 (mm. 14-16)  

 

Leading up to this moment, the chorus has primarily been singing 

homophonically. As this section begins to come to a close, there is an increase in 

independence of the lines beginning in m. 14. In the second half of m. 15, as if 

belonging to the upper part of a fauxbourdon pattern, the soprano and the alto move in 

parallel fourths (at the words “nei-ther the”). The bass part, however, rather than 

accompanying this figure in exact alignment with the upper voices, takes a bit more time 

with only the first three pitches C♯–A–G, rather than the full fauxbourdon pattern aligned 
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with the upper voices as C♯–A–G–F♯. The G3 on the fourth beat of m. 15, when it does 

arrive, still coincides with the “correct” interval as it forms a sixth with the soprano (who 

is now singing an E on “moon”). This metrical offset between the bass and the upper 

two voices sets the stage for the offset 6-6-6-(6) pattern which occurs in a double 

neighbor figure in the foreground (mm. 15-16).  

In explanation, referring back to Example 25, the soprano begins the pattern with 

a double-neighbor figure at the end of m. 15 on the words “moon by night” (E–F♯–D–E). 

The word “moon” on an E is supported by a vertically aligned sixth in the bass on a G2, 

which sustains (along with the alto B3) through the sopranos’ completion of the double 

neighbor figure. After the soprano reaches and begins to sustain the word “night,” the 

alto and bass complete their harmonic portion of the contrapuntal pattern, 6-6-6-(6), in 

m. 16 while the soprano sustains the E from “night.”  

Example 26 shows what this pattern would look like without the metrical offset. If 

all parts follow the soprano in parallel sixths, the bass would end up on a G, shown in 

parentheses. Instead, the bass diverts from the parallel sixths pattern at the very end of 

the figure and rather than ascending to G, the F♯ resolves down to E.  

Example 26. Requiem IV, Aligned Contrapuntal Patterns (mm. 15-16) 

It is important to note that had these two parts (soprano and bass) been vertically 

aligned as shown in Example 26, the antiquated 6–8 cadential motion (even without the 

raised leading tone) would have placed a stronger emphasis on E, undermining the first 
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inversion emphasis on either side of this E in the bass. The time delay that actually 

exists in mm. 15-16 softens the arrival on E and allows the first inversion chord to retain 

structural prominence, as the Em6 chord is sustained for the final two beats of m. 15 

and tied to the first eighth note of m. 16. Additionally, the G is immediately picked back 

up in the opening of the next phrase in the bass and subsequently prolonged until the 

end of the movement.  

In the final section of this movement, mm. 17-22, the first inversion tonic chord is 

prolonged as a ninth chord, notable as a foreshadowing of extended tertian 

prolongations, prevalent in Howells’ later works such as the Hymnus Paradisi and the 

Stabat Mater. As shown in Example 27, a foreground graph of mm. 17-22, the 

arpeggiated chord tones of the E minor ninth [E-G-B-D-F♯] are prolonged or expanded 

within contrapuntal patterns such as the double neighbor tone, parallel tenths and 

parallel sixths (notice the metrically offset harmonization of the double neighbor tone in 

parallel sixths between mm. 17-18), and other contrapuntal patterns; for instance, note 

the 6–6–8–5 pattern between the outer voices found in m. 17b.  

Example 27. Requiem IV, Foreground Graph, Em Prolongation (mm. 17-22)  
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In summary, in a comparison of this movement with the fourth movement from 

Hymnus Paradisi (which shares this Psalm text), there are few obvious connections on 

the musical surface. Whereas the Hymnus Paradisi “Requiem aeternam” movement is 

heavily derived from the “Requiem aeternam (1)” from this Requiem, with the first thirty-

three measures included almost verbatim, placed side by side, as becomes evident in 

the analysis of Hymnus Paradisi, these two fourth movements have little in common at a 

glance. The many contrapuntal figures found in this Requiem movement, however, are 

also found throughout Hymnus Paradisi and are noted as they occur within the analysis. 

Based upon my multi-movement analysis of both works, I believe that because of 

the different multi-movement groupings from the earlier work to the later, the function 

and harmonic context of the later fourth movement needed to be radically different to fit 

the overall conception of form. For instance, this fourth movement of the Requiem is 

grouped in a multi-movement ternary form with the third and fifth movements as part of 

a large-scale dominant prolongation (of A as the dominant of D). The fourth movement 

of Hymnus Paradisi, however, begins the second half of the work with heightened 

energy and brightness (in the key of F♯ major, reharmonizing and prolonging F♯ in the 

bass) and, as noted by the composer himself, contains the first major climax of the 

work. 

 

3.6 Movement V, Requiem Aeternam (2) 

The fifth movement, “Requiem Aeternam (2),” with the return of the text from 

“Requiem Aeternam (1),” becomes the final A section in the large-scale ternary Introit 

structure which encompasses the third, fourth, and fifth movements. Harmonic closure 
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for this larger multi-movement grouping is found within this fifth movement, and as a 

reminder, in Hymnus Paradisi, melodic and harmonic motives from this movement are 

combined with those from “Requiem aeternam (1)” in the creation of one single 

“Requiem aeternam” movement.  

As shown in Example 28, the conclusion of the voice exchange (begun in m. 15 

in the fourth movement as an Em6) is reached with the structural root position E minor 

chord in m. 43. This E prolongation functions as V of A, within the larger-scale dominant 

prolongation of A as the dominant of D major. The prolongation of A began with A minor 

at the opening of the third movement and concludes with the A major chord in m. 44 of 

this movement. As shown in this graph, there is also a linear descending third 

progression in the context of A, C4-B3-A3, which corresponds with this harmonic motion 

of tonic–dominant–tonic.  

Example 28. Requiem, Background of Movements III, IV, V 
 

 

 

 

 

 

 

 
The musical organization of this fifth movement is ternary, mirroring the larger 

ternary structure of the third through fifth movements. A formal chart with the text 
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divisions and harmonic and voice-leading characteristics of each section is provided in 

Table 8.  

Table 8. Requiem V, Formal Outline 

Form  Text  Harmony/Voice leading 

A 

mm. 1-14a Requiem aeternam  

D minor is prolonged 
(mm.1-10) with multivalent 
functions: IV of A, VII of E, 
locally I of D 
minor/Phrygian.  
Imitative texture 

mm. 14b-24 dona eis, Domine, Requiem 
dona eis, 

F major, as III of D, moves 
toward a goal of C♯ minor 
(♯VII of D, ♯VI of E).  

B mm. 24-33 Et lux perpetua luceat eis. C♯ minor and a return to a 
more imitative texture. 

A' mm. 34-45 Requiem aeternam dona eis, 
Domine. 

Em7 to AM (V/V–V in D) 
The upper line descends 3̂–
2̂ –1̂ in E minor (mm. 43-44). 
Here is the end of the voice 
exchange prolonging Em 
as minor dominant of A. 

 

The A section (mm. 1-24) includes the first section of text, “Requiem aeternam, 

dona eis, Domine.” The inclusion of the word “Domine” so early in this movement is 

notable, and lends this movement an increased sense of gravitas. (As a reminder, this 

word was withheld entirely until the very end of the third movement.) The movement 

opens harmonically on D minor with Phrygian melodic inflections, reminiscent of the D 

Phrygian which dominated “Salvator mundi,” coloring the opening prolongation of D 

(mm. 1-10). 

Harmonically, the A section moves from D minor to C♯ minor, in preparation for 

the opening of the B section and its text, “et lux perpetua luceat eis,” a theme which 

governs the later work. (This C♯ minor from the B section may be related to the opening 
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harmony of the fourth movement in Hymnus Paradisi, which opens with a fiery C♯ 

tremolo and a prolonged C♯ minor chord as V of F♯. This idea, as it relates to the theme 

of light, “et lux perpetua,” is discussed more at the opening of the section on Sanctus in 

the Hymnus Paradisi analysis.) The final A' section is marked by a return to the opening 

text and a varied transposition of the initial melody from m. 5, appearing here as E 

minor, rather than D Phrygian. Remarkably, the harmonic return in the final A section is 

not a local return to the D minor from the opening of this movement. Rather, E minor 

from the fourth movement returns, bringing the large-scale voice exchange to a close in 

m. 43 of this movement, as shown in the deep middleground graph provided in Example 

29.  

Example 29. Requiem V, Deep Middleground Graph 
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In Example 29, the bar lines in the graph demarcate the same formal divisions 

that were indicated in Table 8.  As shown below the graph, there are several different 

levels of Roman numerals because at the opening of the movement, the harmonies 

function locally in D minor (with Phrygian inflections). In a larger sense, however, the 

harmonies are also caught within the E minor prolongation begun in the previous 

movement (as part of the large-scale voice exchange from Em6 to Em) and, in an even 

broader view, exist within the context of the A prolongation which spans from the third to 

the end of this fifth movement as well. Finally, in terms of the entire work, the harmonies 

in mm. 43-44 can be understood as structural within the global context of D major (the 

governing key of the Requiem) with E minor as V9/V within the dominant prolongation of 

A, but also functioning as II9 of D, as this sonority moves forward to A major as the 

structural dominant of D (and then on to the D major tonic at the opening of the next 

movement). 

In a broad overview of the voice leading for this movement, as shown in Example 

29, the bass line arpeggiates the pitches from an E diminished seventh chord, D (m. 1), 

B♭(m. 32), G (m. 34), E (m. 43), as a continuation of the E prolongation (with mixture) 

begun in the previous movement. The E2 in the bass, m. 43, the root of an E minor 

chord, marks the completion of the large-scale voice exchange which began with the 

Em6 in the fourth movement (m. 15). E2 resolves to A2 in m. 44 as 5̂–1̂  of A, thus 

completing the large-scale dominant prolongation (with mixture) begun at the opening of 

the third movement. The upper voice opens the movement on D, which splits into two 

conceptual voice-leading lines. A superimposed top voice, beginning with D5, descends 

by third progression to B4 and then ascends to C♯5, which is shifted into the bass in m. 
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31 and continues to descend as shown in the lower voice. Most importantly, the D4, 

shown here in an inner voice, rises a perfect fifth (mm. 1-26) in the style of an Anstieg to 

A5, filled in chromatically as D4–E♭4–E4–F4–F♯4–G♯4–A5. The A5 at the top of this 

linear strand (m. 26) descends to G♮ as 3̂of E (m. 43), to F♯ as 2̂ and then to E, 1̂  (m. 

44). Rather than being harmonized as 1̂of E, however, the resolution to A major in m. 

44 shifts the harmonic context of the E from the root of an E minor tonic to the fifth of A 

major, which in turn is the dominant of D. The A–G–F♯–E fourth descent is thus 

recontextualized, as noted in the graph, to 5̂– 4̂ – 3̂– 2̂ in D major.  

This descending fourth motive hearkens back to the “falling tear motive” 

discussed in relation to Example 14 from the “Requiem aeternam (1)” movement. 

Although, on the deepest level, the upper voice structural descent (G–F♯–E) is a third 

descent (as shown with open noteheads in Example 29), A5 is highlighted registrally at 

the climax of this movement in both measures 26 and 28, indicated ff, ma espressivo, 

with a tenuto marking over the A5 on the downbeat of m. 28. The A from m. 26 is picked 

back up in the tenor line (m. 42, downbeat) and descends to G (m. 43, downbeat). This 

stepwise descent from A down to E (as shown in Example 29) could therefore be 

considered a composing out of this falling fourth motive, which was previously noted as 

prevalent in the “Requiem Aeternam (1),” the third movement of this Requiem.  

In the “Requiem Aeternam (2),” this fourth motive can be found on the surface of 

the music beginning in m. 5. As can been seen in Example 30, the interval of a perfect 

fourth in this opening melody is emphasized more in the rising of the line (from D to G) 

than in the fall of the line, which was especially significant in the third movement (G–F♯–

E–D).  
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Example 30. Requiem V, Motivic Fourth (mm. 5-8a)  

 

If desired, the reader may refer back to Example 12 and Example 13 for the 

opening measures of the third movement in score and graph format. In a short 

reminder, in the third movement the soprano melody ascended a minor third, E–F♯–G, 

before descending a perfect fourth on the foreground level, G–F♯–E♮–D in mm. 1-2. 

Here, in the fifth movement, as previously stated, D ascends D–E♭–F–G in m. 5. From 

G, the melody falls a major sixth – surpassing D briefly to land on B♭ – and then 

ascends a third, from B♭ back up to D. This Phrygian-inflected melody is shown only in 

the soprano register, although it is also doubled an octave lower in the first bass part. 

The importance of B♭ in the long-range descent of the bass line from D (m. 1) to 

B♭ (m. 32) is foreshadowed here in the opening measures through the descent of this 

melodic line in m. 6, and also in a harmonic descent of the bass line from D (sustained 

in mm. 1-2) to B♭ (sustained in mm. 3-4), soon to be shown in Example 31. This 

intervallic relationship also prefigures the structural incorporation of B♭ as ♭VI in the 

final movement of the Requiem. Furthermore, as ♭ 6̂  of D, B♭ can also be considered 

as a representation of one of Kimmel’s “Phrygian inflections” and manifestations of 

death, an idea which is developed further in the discussion and interpretation of 

Hymnus Paradisi.   
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Moving into a broad overview of the voice leading for this opening section, the 

reader is invited to refer back to the deep middleground graph of Example 29. The 

aforementioned chromatic ascending line (in an inner voice) rises from D4 to G♯4 as the 

bass moves from D (m. 1) to C♯ (m. 23, as the root of C♯ minor). Over the course of this 

opening A section, the upper voice also contains a larger motion from D to C♯, with a 

secondary descending third progression branching off from the D5 (m. 1) and falling 

through C (m. 12) to B (in m. 19). Also found in the fourth movement, there are several 

contrapuntal motions that are important in the large-scale voice leading, such as 5-6 

exchanges and strings of parallel sixths which is discussed in more detail as we delve 

more deeply into the details of this section now.  

A more detailed middleground graph of the opening A section is provided in 

Example 31.  

Example 31. Requiem V, Middleground Graph, A Section (mm. 1-24) 
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With D minor as the local tonality for this movement, the harmonic progression of 

this section begins with a motion from I - ♭VI (mm. 1-3) with a bass line motion of D to 

B♭ as D4 is sustained in the upper voice. As the B♭2 in the lower voice descends to A

♭2 (m. 5), the seventh of a B♭ chord, the vertical emphasis on the D–A♭tritone in m. 

5 creates a sense of unrest, and provides a foreshadowing of the significant motivic role 

this tritone plays in Hymnus Paradisi. Over the sustained A♭2 in the lower voice, the 

upper voice melodically outlines the B♭ chord as D4 ascends by third to F4 (m. 5). F4 

is prolonged by G as an upper neighbor, and then falls back to D in another third 

progression. The melodic line continues to descend past D4, dipping down an additional 

third to B♭3 before returning to rest in m. 7 on D4. Both upper and lower voices return 

to D in m. 7 to conclude the first phrase. Although there is no traditional cadence here, 

there is still a sense of a phrase after the melodic rise and fall of the mm. 5-6 with a 

harmonic repose following the dissonant tritone.  

With the anacrusis leading into m. 8, a new phrase begins and D remains in 

place as the local tonic. The lower voice ascends stepwise in m. 7 from D3 up to A♮3 in 

an inner voice, using the lowered second scale degree E♭ along the way. In m. 10, a 

similar ascent occurs with the E♮ supertonic replacing the previously Phrygian scale 

degree. In this second ascending fifth progression (mm. 10-11), an alteration from the A

♮ to A♭ (m. 11) at the top of this line creates yet another emphasis on the D-A♭ tritone 

(as D3 ascends to A♭3). Both of these ascending fifth progressions are segmented by 

smaller third progressions, beginning with D–E (or) E♭–F. This rising third motion of D 
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to F appears on the deeper middleground, composed out from mm. 1- 12 in the lower 

voice. 

The D3, prolonged from mm. 1-10 in the lower voice, rises a minor third to F3 (m. 

12) as the D5 from the upper voice in m. 8 descends to C5 in m. 12 in a 6-5 motion. 

Harmonically, this F minor chord in m. 12 is III♭3 of D minor, and could also be 

considered the minor Neapolitan of E within the E minor prolongation, a function which 

is prevalent within this same key center in Hymnus Paradisi. F minor (m. 12) moves to a 

C minor chord (m. 13) as the dominant of F, with a cross-relation changing the quality 

from minor to major in mm. 14. As indicated in Example 31, the E♭ and E ♮ from this C 

harmony become part of the chromatic ascending line that rises from D up to G♯ within 

this opening A section. The E♭4 in m. 13 is found in the inner voice in the treble clef 

and descends an octave to E♮3 in the bass clef in m.14. The F minor to C major 

progression concludes this phrase with a half-cadence in the context of F minor. 

F minor becomes F major as the next phrase begins on the third beat of m. 14 

and introduces the “dona eis” portion of the text. Whereas the texture of mm. 1-14a was 

imitative, with the primary melody (shown in Example 30) transferred between the 

different voice parts, this section remains contrapuntal but is not primarily imitative. As 

this phrase begins, with a V–I harmonic motion in F major, the ascending, chromatic, 

inner voice resolves upward from E3 to F3. The upper voice ascends to E, now the 

seventh of the F major chord, before descending a perfect fifth to A4. The lower voice 

(mm. 15-18) simultaneously ascends by third, F–G–A. In a continuation of the chromatic 

ascent in the inner voice, the F2 (from the bass in m. 15) is shifted up to an inner voice 

and chromatically altered to F♯ (F♯4) as part of a chromatic voice exchange from mm. 
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15-18. The F major sonority is thus transformed into an A minor chord with an added 

(raised) sixth.  

In m. 19, G2 comes from the F2 in m. 12 as the upper voice descends from the 

C5 in m.12 to B♮ in m. 19. The arrival of B4 in m. 19 marks the completion of the 

descending third progression in the upper voice, D4–C4–B4, begun at the opening of 

this movement. For a clearer view of this motion, the reader may wish to refer back to 

the deep middleground graph in Example 29, where the descending third progression 

D4–C4–B4 is shown over a deeper level bass motion from D-G. The harmonic 

progression that accompanies this gesture is I-II96 in D minor, locally. (The ninth of the E 

minor chord is the F♯, retained as part of the chromatic ascent in the inner voice.) This 

descending third progression D–C–B♮ (mm. 1-19) is a chromatic variation of the 

descending third progression D–C–B♭found initially in m. 6, (as part of the melody in 

Example 30).  

In m. 19, the arrival on E minor in first inversion is important, as this movement is 

still within the overall prolongation of E minor (the large-scale voice exchange). 

However, this is not a structural return to the Em6, as the large-scale voice leading in 

the B section soon reveals. The E minor harmony in m. 19 is emphasized though, as it 

rises to its dominant, B minor, which is in turn prolonged from mm. 20-22. The addition 

of F♯ and C♯ to the harmonic texture pave the way for a smooth shift into C♯ minor in m. 

23, the overall goal of the A section. The harmonic motion of E minor in m. 19 to C♯ 

minor in m.23 creates a 5-6 exchange as the B4 in the upper voice (m. 19) rises to C♯4 

in m. 23 (although the E chord is not in root position).  
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To conclude the A section, C♯ minor (which functions as #VII of D minor and #VI 

of E minor) is prolonged from mm. 23-24 through a plagal motion. On the foreground 

level moving from m. 22 to m. 23, the upper and lower voices converge on C♯, 

approached by contrary motion (with D5 falling to C♯5 over B2 ascending to C♯3). On a 

deeper structural level, over the course of the entire A section, both the upper and lower 

structural voices converge on C♯ as well, thus marking its importance in the overall 

structure. The upper voice moves down from D5 (m. 1) through a secondary 

descending third progression to B4 (m. 19) and then rises to C♯5 (m. 23) with an overall 

motion of D (m. 1) to C♯ (m. 23). The lower voice rises by fourth to G in m. 19 (the third 

of the E minor chord) and then by tritone from G to C♯ (with B representing the 

dominant of E minor). Therefore, overall, the lowest voice also moves from D to C♯ on 

the deep middleground. Although this C♯3 in m. 23 seems to represent the idea of light, 

or “lux aeterna,” on the deeper level of voice leading, C♯ actually functions as a D♭ as 

it descends to C♮ in the B section, to be discussed in more detail now.  

The B section is short; at only ten measures long, it is less than half the size of 

the opening A section which stretches from m. 1 to the downbeat of m. 24. Beginning 

with the tenor line (on the second beat of m. 24), the text “Et lux perpetua luceat eis” 

makes its first entry. There is an imitative quality to this section, although there is 

variation and augmentation of the motivic cell presented initially by the tenors. As shown 

in Example 32, in m. 24, the tenors introduce this new melodic idea beginning with the 

three pitches E–C♯–F♯.  
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Example 32. Requiem V, Opening of B Section, Choral Parts (mm. 24-27)  
 

 

 

 

 

 

 

The sopranos vary and rhythmically augment this idea with their entry, beginning 

on the fourth beat of m. 24, while the basses mimic the opening three notes in their 

octave, retaining the original rhythm and metric stress (beginning on a weak beat), 

before diverging melodically. In the context of Hymnus Paradisi, these distinctive 

melodic gestures (leaping down by third and then up by fourth on “et lux”) and imitative 

texture become a foundational part of the revised “Requiem aeternam” movement in 

Hymnus Paradisi.    

The middleground graph of the B section is provided in Example 33 On the 

deepest structural level, the C♯3 in m. 24 in the lowest voice is harmonized as the root 

of C♯ minor, the local tonic for the B section. C♯ minor also functions as ♯VII in D minor 

and ♯VI in the context of E minor. This C♯ in m. 24 comes from the D2 in m. 1, in the 

deeper middleground view of Example 29, and is prolonged from mm. 24-28. During 

this span of measures, the lowest voice begins by arpeggiating the chord tones of C♯ 

minor, C♯3–G♯3–E3, with the G♯ approached by F♯ as a lower incomplete neighbor.
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Example 33. Requiem V, Middleground Graph, B Section (mm. 24-33)  
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In m. 26, E3 descends by third from E to D♯ to C♮ and, as shown in the graph, there is a 

larger motion from m. 24 to m. 26 with the C♯3 falling to C♮3. As is discussed 

momentarily, this gesture is composed out between mm. 28-31 again in the bass, varied 

in its presentation. At the end of m. 26, the C♮ falls a minor third to A2 before returning 

to C♯.  

Above this prolongation of C♯ (mm. 24-28), which includes a lower neighbor 

motion of C♯3–C♮3–C♯3, E4 in the inner voice is prolonged. In the upper voice, C♯5 

ascends to E (the third of C♯ minor), preceded by an upper incomplete neighbor (F♯), 

and then continues up to A5 in m. 26. The registral emphasis on A5 and increased 

dynamic to f following a brief crescendo draws attention to the word “per-pe-tu-a,” and 

the shift from G♯ to A on the middleground level marks the first 5-6 exchange of the B 

section, as shown in the graph. The resulting harmonic motion from this 5-6 exchange is 

♯VI♮3 to IV (with mixture) in E minor (and ♯VII♮3 to V in D minor). A5 is retained in the 

upper voice, with a secondary descent by minor sixth (A5–G♯5–F♯5–E5–C♯5) followed 

by a return to A5 (m. 28) from the C♯5 (m. 27). In m. 27, A5 as part of the 5-6 exchange 

is replaced briefly by G♯, in an inner voice, which is transferred back up to A in m. 28 at 

the climax of this movement, creating a prolongation of the A rather than a structural 

return to the G♯ as the fifth of C♯ minor. At m. 28, the climax is marked by ff  (the 

strongest dynamic marking in this movement) and ma espressivo, again on the second 

syllable of the word “perpetua.”  

In m. 28, the inner voice E4 descends as a brief subsidiary 3̂– 2̂ –1̂ third 

progression in C♯ minor, E4–D♯4–C♯4, although the harmonic support for a functional 

Urlinie is lacking. In mm. 28-30, the lowest voice expands the C♯ to C♮ gesture seen 
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earlier in mm. 24-26 through the inclusion of a series of parallel sixths on the 

middleground level (some are metrically off-set, as noted in the graph). From mm. 28-

31, as shown in Example 33, the upper voice and lower voices structurally descend an 

entire octave of sixths, from C♯4/A5 to C♮3/A4, with A (from major to minor) prolonged, 

functioning as IV of E minor in an anticipation of the upcoming close of the E minor 

prolongation. This string of sixths, with its beginning bass pitch as C♯ and ending pitch 

on C♮ (m. 31), provides a clue to the structural importance of C♯4 (m. 28) to C♮3 (m. 31) 

within the voice leading. 

In explanation, this C♯ really functions as a D♭ (it descends to C♮ rather than 

rising to a D), and the lowest voice continues to fall as C3 in m. 31 descends to B♭3 in 

m. 32 to close the section. This B♭ (mm. 32-33) is the fifth of an E diminished seventh 

chord. The upper voice descends by fourth, from A4 in m. 31 (at the end of the string of 

sixths) to E4 in m. 32 on the downbeat, creating emphasis on the E–B♭ tritone 

highlighted between the outer voices of the chorus in mm. 32-33. As previously 

mentioned, this half-diminished E harmony is arpeggiated in the deep middleground 

view, in the lowest voice, over the course of this entire movement (D–B♭–G–E). A 

diminished-quality chord built on E provides a way of harmonizing the motivic E–B♭ 

tritone, and also of creating cross-relations between B♭ and B♮ (as seen in mm. 33-34 

with the B♭ in the chorus bass part shifted up to become a B♮ in the alto part). This B♭

3 in m. 32-33 is structurally important and connects back to D3 (and D4, if the optional 

organ part is included) from m. 1. As a reminder, this descending third is filled in 

stepwise: D (m. 1), C♯ (m. 23), C♮ (m. 31), B♭(m. 32).  
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Over the sustained E half-diminished sonority (chorus bass, alto, soprano), in 

mm. 32-33 the chorus tenors sing an additional repetition of “luceat eis” alone on a 

descending line A–G–F♯–E. As shown in an inner part in Example 33, A3 is an upper 

neighbor to G3, which continues to descend in a third progression G-F♯-E as a 

reiteration of the pervasive motivic fourth descent, which connects this movement to 

“Requiem aeternam (1).” The third descent, G–F♯–E, also foreshadows the upcoming 

conclusion of the E prolongation with the end of the large-scale voice exchange in the 

closing section.  

The B section, which flows as one large phrase with a 5-6 motion followed by a 

series of descending sixths, contains a large-scale harmonic motion from ♯VI–IV–I in E 

minor (with modal mixture), and also is relatable to D minor, locally, as ♯VII–V–II. The 

section concludes with a plagal motion (IV6–I43) in the context of E minor, although the 

aural sense of E as a true tonic is compromised by the sustained E–B♭tritone in the 

outer voices on the foreground in m. 32-33.  

The final section, A', includes a return to the opening text “Requiem aeternam dona 

eis.” The first few measures of this section are shown in Example 34. 

Example 34. Requiem V, Choral Parts (mm. 34-39)  
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The lower three voices (alto, tenor, bass) introduce the A section text on an E 

minor first inversion chord (with the B♮ in the alto part creating a striking cross-relation 

with the B♭ from the previous measure, at the conclusion of the B section in the bass 

part). In m. 35, on the second large beat of a single 32 measure, the harmony shifts to 

an A major sonority.  

This A chord still falls under the harmonic purview of E minor (as IV) as, in m. 36, 

the harmony returns to E minor, although in a different inversion (with D3 in the bass). 

On the third beat of m. 35, the A section melody returns, although transposed and 

modally varied. In comparison to the initial A section melody, shown in Example 30, 

instead of an opening melodic ascent of D–E♭–F–G within a D prolongation, here the 

melody opens with the same outline of a perfect fourth, although modally altered and 

transposed to E–F♯–G–A. This transposition from a D Phrygian melody to an E minor 

one sets the harmonic stage for the upcoming closure of the E minor voice exchange. 

As shown in the middleground graph in Example 35, this final section opens on an E 

minor seventh chord in first inversion which connects all the way back to the opening of 

the E minor prolongation from the end of the fourth movement.  

The lowest voice begins on G2 (following a leap down by minor third from the B

♭2 which ended the B section). This line then moves in a plagal motion to A2 (the root 

of an A major harmony) and descends back to G2 in m. 37. In mm. 36-37, there is a 

secondary arpeggiation of E minor as the bass falls D3–B2–G2. Thus, in the lower voice 

G is prolonged as the third of E minor. As G2 is prolonged in the lower voice, the upper 

voice opens on E4 and ascends by third, E–F♯–G, to A in m. 37 as an upper neighbor, 

and then reverses the order in a subsidiary third descent, G–F♯–E (m. 38).  
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Example 35. Requiem V, Middleground Graph, A' section (mm. 34-45)  
 

 

 

 

 

 

 

 

 

 

As the E4 (in the upper voice) is reached at the bottom of this descending third 

progression, the music continues to push forward (not allowing repose on E minor) with 

a semitonal descent in the bass from G2 to F♯2, coinciding with the arrival of E4 on the 

downbeat of m. 38. The F♯2 is a lower neighbor to the G2 (and also the ninth of the E 

minor sonority, which appears in mm. 42-43 also in the tenor and soprano parts 

consecutively). G2 continues on, reaching past the F♯ neighbor, to A2 in m. 40 in a 

reiteration of the plagal motion from mm. 34-36 where the lowest structural voice on the 

middleground moved from G to A to G (I65–IV–I65), and returns to G in m. 42.  

In the upper voice in m. 40, above the A3, E4 ascends to A4 in m. 41 and returns 

to E4 in m. 42 (with F♯s decorating the E’s as upper neighbors). The leap from F♯ up to 

A on the foreground reaffirms A as the top structural voice in preparation for the final 

linear descent on the deep middleground and background (G-F♯-E, preceded by the A 

for a motivic fourth inclusion). From mm. 42-43, the bass line leaps down a minor third, 
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from G2 to E2, as the tenor voice ascends F♯ to G (on the surface of the music, F♯3–

G3). In m. 43, the arrival on a root position E minor ninth chord coincides with “eis” at 

the end of the final textual statement “Requiem aeternam dona eis.” From mm. 42-43, 

there is a voice exchange as E6 moves to E53 with F♯ (shown as F♯4) passing from the 

E4 to the G4 (literally G3 on the surface of the music). This voice exchange also, then, 

takes place on a larger level from mm. 34-43 and mirrors the large-scale voice 

exchange begun in the fourth movement, which connects to m. 43 as well (shown in 

Example 28). Over E2 in m. 43, the upper voice begins its structural descending third 

progression, G–F♯–E, with the G and F♯ moving over a sustained E in the bass. As the 

upper voice finally comes to rest on E, the harmony shifts from an E minor ninth chord 

to A major.  

In the final two measures of this fifth movement, the chorus sings “Domine” for 

the first time in this closing A' section. As a reminder, in “Requiem aeternam (1),” the 

word “Domine” was not included at all in the initial A section, only appearing in the final 

A' section. Similarly, Howells reserves the inclusion of “Domine” for the final word of this 

movement. These final two measures are further set apart as the harmonic motion from 

E to A major creates a dominant (minor in quality) to tonic resolution to bring the long 

dominant prolongation from the opening of the third movement to a close. The E in the 

upper voice is reinterpreted as the fifth of A major. In terms of chord quality, this closing 

Em9 to AM progression functionally provides a forward looking II to V motion in 

preparation for the arrival of the global tonic, D major, at the opening of the next 

movement. 
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To close out the discussion of this movement, as the final section within the 

larger ternary structure of the third, fourth, and fifth movements, a deep middleground 

graph is provided in Example 36. This graph shows this dominant prolongation which 

stretches from the third to the end of the fifth movement (with more detail than was 

given in Example 28). 

Example 36. Requiem III-IV-V, Deep Middleground, Dominant Prolongation 
 

 

 

 

 

 

 

 

 

 

When examined within this broader context, the V–I harmonic progression in D 

major of the third movement can be recontextualized within the multi-movement 

dominant prolongation. The motion to D in m. 39 thus becomes the subdominant of A. 

The fourth movement opens harmonically on B minor (which becomes B major with the 

rising of D to D♯) as V/V and moves to E minor as V6 of A in m. 15. C♮ as 3̂ , put in 

place at the opening of the third movement, descends to 2̂  at the beginning of the 

fourth movement with B minor as the dominant of E. There is a voice exchange which 
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prolongs E minor as the minor dominant of A, beginning with m. 15 in the fourth 

movement and concluding with the root position E ninth chord in m. 43 in the final 

measures of the fifth movement. Therefore, everything from the beginning of the fifth 

movement up to m. 43 is trapped within the prolongation of E, and is subsidiary. E, as V 

of A, resolves to A major for the final two measures of the fifth movement, with the A 

harmony connecting back to the opening of the third movement, A as the dominant of D, 

to close the prolongation of the dominant. A as1̂ is reached in m. 44, bringing this 

descending third progression to a close also. 

It is no coincidence that Howells chose to set the final chord of the third 

movement, “Domine” with the third of the chord on top (F♯, the third of D major) and the 

voicing at the end of this fifth movement, also set to “Domine” with similar, but not exact, 

rhythms and a shared homophonic text setting, places the fifth of the A major chord on 

top. This decision firmly places E, as 2̂ of D, on top of the texture, strengthening the 

possibility of an aural connection between E–D as 2̂ –1̂  in D major between the end of 

the fifth and beginning of the sixth, and final, movement, “I heard a voice from heaven.” 

 

3.7 Movement VI, I heard a voice from heaven 

In the final movement of the Requiem, Howells sets a scriptural text (Revelation 

14:13) from “The Order for The Burial of the Dead” found within The Book of Common 

Prayer. This text reads: “I heard a voice from heaven saying unto me, Write, From 

henceforth blessed are the dead which die in the Lord. Even so saith the Spirit, that they 
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rest from their labors.”133 In a comparison to Davies 1915 Short Requiem in D major, 

Palmer notes that Howells’ setting of this movement is remarkably similar to the sixth 

movement in Davies’ work, “Audivi vocem (I heard a voice from heaven),” in regard to 

“lay-out and phrase-structure.”134 In addition to being tangibly connected to this earlier 

work by Davies, it is likely that this poignant text, for Howells, also evoked memories of 

his father, for as Palmer writes, “Howells’ setting of this [“I heard a voice from heaven”] 

in the Requiem is also intimately related to his unpublished motet Blessed are the Dead 

composed in memory of his father….”135 Thus, the “Phrygian inflections” found in this 

movement could be interpreted as specifically representing the death of Howells’ father; 

in particular, B♭ as the lowered submediant of D is prominent in both harmonic and 

melodic configurations. The background of this movement is shown in Example 37.  

Example 37. Requiem VI, Background 

 

                                            
133 The Book of Common Prayer (1662), (Cambridge University Press, 2006). An online version of The 
Book of Common Prayer is available at www.churchofengland.org where the text is reproduced by 
permission of the Crown's Patentee, Cambridge University Press.  
134 Palmer, A Centenary Celebration, 61. 
135 Palmer, A Centenary Celebration, 61. 

http://www.churchofengland.org/
http://www.cambridge.org/uk/bibles/
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As seen in Example 37, this movement is set in the key of D major (with two 

sharps in the key signature), and D major is prolonged in this final movement of the 

Requiem primarily through harmonic and melodic 6–5 gestures (i.e., added sixth chords 

and linear ♭6- or ♮6-5 motions). The large-scale harmonic progression in this 

movement is I–♭VI–I; D is prolonged in the upper voice (retained as a common tone) 

and the lower voice moves 1̂–♭ 6̂– 5̂ –1̂  with the ♭ 6̂ - 5̂  motion expanding the 

prolongation of tonic.  

Example 38. Requiem VI, 6-5 closing gesture (mm. 56-58) 
 

 

 

 

 

 

 

 

 

This large-scale linear ♭ 6̂– 5̂motion occurs in the bass from the B♭, which, 

following its prolongation from mm. 19-49, descends by semitone to the A on the fourth 

beat in m. 49. The B♭ is harmonized as a root position submediant chord and the A, 

initially sounded a cappella by the baritone soloist, is revealed to be the fifth of a 

second-inversion tonic chord (rather than the dominant chord) when the chorus enters 

in the second half of m. 50. Another 6-5 motion can be found on the foreground as a 
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gentle ♮ 6̂– 5̂motion over D in the bass in the penultimate measure (shown in Example 

38).  

This 6-5 motion is the final resolution in this movement, a linear gesture rather 

than the strong authentic cadence found at the end of the third movement. This gesture 

could be compared to a “soft close” in sales as opposed to a “hard close” (which might 

equate to a strong harmonic motion, such as a V7–I harmonic progression with all the 

voice-leading components resolving as expected). One might wonder, then, at the 

conclusion of this entire work – why would Howells use such a soft touch here? 

Although there is a clear stylistic choice in regard to the text, as the entire movement 

paints the idea of “rest” with its lushly- stacked tertian harmonies, added sixth chords, 

and lack of driven harmonic focus, I believe another answer lies in the background view 

of the entire Requiem.  

As was shown in Example 2 (in the background graph of the entire Requiem), the 

A major chord at the conclusion of the fifth movement resolves to the D major chord 

(with an added sixth) at the opening of this movement, as the structural tonic for the 

entire work. Therefore, this sixth movement functions, in essence, as a coda for the 

Requiem. Although not literally present in the bass until m. 8, D is implied at the opening 

and can be understood as the structural tonic for the entire movement (to be discussed 

in more detail shortly).136 Within this coda (the sixth and final movement), there is a 

subsidiary descending third progression in the upper voice, F♯–F♮–E–D, which 

recomposes this same descending third progression from the meta-background 

                                            
136 D was also implied at the opening of the second movement “Psalm 23” as well, although oriented by A 
as the reciting tone in the allusion to chant. In this sixth movement, the opening B♭–A motion can be 
understood as ♭ 6̂– 5̂  of D. 
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structure of the entire Requiem (Example 2). The third progression is harmonized 

differently in this final movement, however, with F♯ supported by D in the bass, F♮ as 

the fifth of B♭ major (during the prolongation of ♭VI), E as a passing tone within the B

♭ major prolongation – supported by G in the bass (which is reminiscent of the first-

inversion E minor prolongation from the fourth and fifth movements), and then D, which 

arrives with the return of the submediant in m. 48 and is retained as the D tonic 

harmony returns in m. 50 with the chorus on the third beat. 

 This individual movement is ternary in organization, A B A'. The opening tenor 

melody (“I heard a voice from heaven…”) returns with a different text at the anacrusis 

into m. 47 (“For they rest from their labours.”) This melodic return to the opening A 

section melody overlaps with the end of B section, creating a sense of continuity with 

this juxtaposition.  

Despite many instances of blurred formal boundaries in this movement (with 

elided and juxtaposed phrases such as this one), there is a clear formal delineation with 

regard to texture; the A and A' sections maintain a simpler, primarily homophonic text 

setting and the B section includes more contrapuntal motion and staggered vocal 

entrances. There is a harmonic delineation as well, with the A sections prolonging the 

tonic and the B section prolonging B♭ major as the lowered submediant. A formal 

outline of this movement, provided in Table 9, is organized by phrases for the reader to 

reference as the voice-leading discussion proceeds. 
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Table 9. Requiem VI, Formal Outline 

Phrase Mm. Voicing Text Harmony/Voice leading/Other Characteristics 

Phrase 1 
[A section 
begins] 

1-3a Tenor solo  
I heard a voice from 
heav’n, saying unto me, 
Write,  

An A cappella melody moves ♭ 6̂– 5̂  over an implied D 
in the bass. 

Phrase 2 3b-8 Chorus  
Write, From henceforth 
blessed are the dead 
which die in the Lord,  

D with an added sixth is prolonged. The phrase ends 
with a plagal motion (G-D, the first literal appearance of 
D in the bass). 

Phrase 3 9-17 Chorus  blessed are the dead 
which die in the Lord, 

Tonic added sixth becomes reinterpreted as submediant 
with a harmonic motion from this B minor (m. 11) to its 
minor dominant F♯ (m. 15). 

Phrase 4 
[B Section] 18b-28 

Baritone solo  Even so saith the Spirit, There is a shift to B♭ major as ♭VI of D. 
Baritone solo is juxtaposed with the chorus until m. 22. 

Chorus  

From henceforth blessed 
are the dead which die in 
the lord:  
For they rest from their 
labours.  

The end of this phrase is elided with the beginning of 
the next phrase.  

Phrase 5 28b-50a 
Chorus 
+ soprano soloist 
(mm. 38-42) 

From henceforth blessed 
are the dead which die in 
the lord:  
blessed are the dead 
which die in the lord:  
they rest from their 
labours.  

Repetition, variation and expansion of mm. 19-25a 
utilized to build toward a climax at m. 38 (soprano solo 
A5). 

Phrase 6 
[A' Section 
begins] 

46b-51a Baritone solo For they rest from their 
labours.  

This solo overlaps and bridges the end of the previous 
chorus phrase with the next phrase. 

Phrase 7 50b-55 

Semichorus 
+ Baritone solo and 
full chorus (m. 53-
55) 

they rest from their 
labours.  
 
Even so saith the Spirit, 

This short phrase concludes with a Phrygian cadence 
(G-F♯ in lower voice, E-F♯ in upper voice). 

Phrase 8 56-58 Baritone solo and 
full chorus 

they rest from their 
labours. There is a final ♮ 6̂– 5̂ motion over D in the bass (m. 57). 
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Moving now into a closer examination of the details within the opening A section 

(mm. 1-17), as noted in the “voicing” column of Table 9, Howells sets the tenor and 

baritone solo voices apart from the chorus with the soloists musically narrating as the 

voice of John (the author of the book of Revelation), and the angelic chorus 

responds.137 For instance, the tenor soloist opens the movement singing, a cappella, “I 

heard a voice from heav’n, saying unto me, Write.” The chorus responds with “Write, 

From henceforth blessed are the dead which die in the Lord.” As shown in Example 39, 

(the first three measures of the score), the choral entry in m. 3, [A4, B4, D5, F♯5] could 

be interpreted as either a B minor seventh chord in third inversion or a D major tonic 

chord with an added natural sixth.  

Example 39. Requiem VI (mm. 1-3) 
 

 

 

 

 

 

 

 

 

 

                                            
137 The authorship of Revelation is a topic of debate among Christians, theologians, and scholars. The 
author is named as “John” in Rev. 1, although it is debatable whether this John is the well-known Apostle 
John, or another John.  
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Following the opening linear ♭ 6̂– 5̂motion (mm. 1-3a), and given the overall key 

of D major, I have interpreted this opening chord as a tonic with an added sixth and D 

implied in the bass. This tonic sonority is recontextualized as the submediant in m. 11 

(with A♯ as the leading-tone appearing briefly in the bass to substantiate this shift in 

function). As is seen in the later discussion of his Hymnus Paradisi, Howells frequently 

exploits this type of shared pitch content between the major chord with added sixth 

chord (such as D, F♯, A, B) and minor seventh chord (B, D, F♯, A).  

It has been well established that Tudor influences are important in Howells’ 

music, and Howells is often quoted as saying (in an interview with Christopher Palmer): 

“But while on the subject of heredity, all through my life I’ve had this strange feeling that 

I belonged somehow to the Tudor period – not only musically but in every way. Ralph 

Vaughan Williams even had a theory that I was the reincarnation of one of the lesser 

Tudor luminaries.”138 Thus, it seems only fitting to point out that this opening melody in 

Example 39, sung by the tenor soloist, contains a variation of the nota cambiata, a 

favorite ornamental technique of fifteenth- and sixteenth-century composers. This 

opening melody begins with the first four notes of a nota cambiata which is expanded by 

ornamentation, thus prolonging the resolution (the fifth note). The expansion of this 

figure is shown in Example 40.  

Example 40. Requiem VI, Expansion of Nota Cambiata 
 

 
 

                                            
138 Palmer, A Study, 11. 
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However, as can be seen from the text that coincides with this melody (shown in 

Example 39), the soloist’s return to the B♭on the word “me” in m. 2 changes the 

traditional meaning of the nota cambiata from B♭–A–F–G–A into a prolonged♭ 6̂– 5̂

motion with a D understood as an implied tone in the bass, as indicated in Example 41.  

Example 41. Requiem VI, Expansion of 6-5 Gesture 
 
                      
 
 
 
 
 
 
 

The tonal implications of this opening ♭ 6̂– 5̂  gesture are also vertically realized 

in the D chord in m. 3 with its added natural sixth, prolonged as part of the tonic chord 

for the duration of this movement. The 6–5 gesture truly pervades and motivically 

unifies this final movement; Howells unifies this movement by composing out this simple 

linear gesture at different structural levels. The first two discrete notes of the movement 

(B♭–A on the first two beats of m. 1) foreshadow the expanded ♭ 6̂– 5̂  gesture in the 

first phrase (as shown in Example 41). Then, on the deep middleground, this gesture is 

composed out in the bass (mm. 19-50), and is reiterated on the foreground in the 

penultimate measure of the movement (with a chromatic transformation from ♭ 6̂  to ♮ 6̂ -

5̂ ).  

A middleground graph of the opening A section is provided in Example 42.  
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Example 42. Requiem VI, Middleground Graph, A Section (mm. 1-17) 
 

 

 

 

 

 

 

 

In general, the harmonic motion in this A section is from D major with an added 

sixth to B minor in m. 11, with a subsidiary motion to F♯ as the minor dominant of B in 

m. 15. On the background level, D4 in the upper voice is prolonged as the structural 

tonic throughout the A section (as well as the entire movement). On the deep 

middleground, the F♯4 in m. 3, as 3̂  of D, is the beginning pitch of the subsidiary 

descending third progression F♯–F♮–E–D composed out across this movement in the 

upper voice. F♯ is supported by a bass motion from D3 (m. 3) – B2 (m. 11) – F♯2 (m. 

15). F♯ 4 is prolonged by a motion to E in m. 7 as a lower neighbor and is then 

transferred up an octave to F♯ 5 in m. 11. Another motion to E as a lower neighbor in m. 

14 further prolongs F♯. 

Following the opening tenor melody (a composing-out of ♭ 6̂– 5̂  in the first 

phrase of the movement), a tonic D is implied in the lower voice of m. 3 (creating a tonic 

chord with an added sixth). The second phrase (mm. 3-8) prolongs the tonic chord with 

an added sixth as the implied D3 is prolonged in the bass, moving to G3 and back to D, 
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literally present now, for a plagal close. The B♭3, which opens the movement, 

descends to A3 and then to G3 in m. 7, in preparation for the G to D plagal gesture 

which closes the phrase. This D3 in m. 8 moves to B2 in m. 11, preceded by its leading-

tone A♯ which reinforced the idea of a harmonic shift from tonic to submediant here. A 

6-8 linear close on F♯ in m. 15 (6-8<R), from E4 in the upper voice and G2 in the lower 

voice, creates a half cadence in B minor to close out the A section (with the F♯ minor 

chord as a back-relating dominant). This 6-8 motion, resolving to the root of the chord 

(F♯) is an example of modal counterpoint (F♯ Phrygian mode) coexisting with a differing 

tonal context (B minor), as noted by Anthony Carver. Carver, as mentioned in the 

methodology section of this dissertation, notes this type of coexistence of mode and 

tonality within the music of Bruckner as well, particularly with regard to the Phrygian 

mode.139 

Over this sustained F♯ minor chord (mm. 15-17), the baritone solo introduces the 

next segment of text (“Even so saith the Spirit,”) still maintaining the character of John. 

This line of text anticipates the opening of the next section, but is juxtaposed with the 

end of this A section creating another blurred formal boundary. The baritone solo 

melodically outlines F♯ minor as shown in the graph, moving from C♯4 to A3 to F♯3 (m. 

17).  

The middleground graph for the B section is shown in Example 43. The B section 

prolongs B♭ major (with mixture) as ♭VI of D and, as shown in this graph, B♭ is 

prolonged in the lower voice from mm. 19-42 with a series of 5-6 exchanges taking 

                                            
139 Carver, 77. 
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place above it. Above the B♭ in the lower voice, the upper voice alternates between F♮ 

and G with G shown as an upper neighbor to F, since the harmony being prolonged is 

that of B♭ major.  

Example 43. Requiem VI, Middleground Graph, B Section (mm. 18b-50a) 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

This section begins with the same three notes as the A section, B♭–A–F♮, sung 

once again by the baritone soloist. Rather than the chorus entering on A, B, D, F♯, as 

found in m. 3, here the harmonic context shifts to the lowered submediant of D, B♭ 
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major. Thus, below the F♮ in m. 19 (an inner voice), B♭2 appears in the choral bass 

line as the first of several successive choral entries (related motivically, but not strictly 

imitative). As shown in Example 43, the bass line beginning in m. 19 ascends by third to 

D3, which is prolonged by E♮ as an upper neighbor. The initial ascent from B♭ to E♮ 

creates yet another tritone outline and as the line continues, D3 leaps up a tritone to A

♭3 (the seventh of the B♭ major chord); both of these tritone pairs are motivically 

important in the later work, Hymnus Paradisi. This tritone is also, of course, related to 

the Lydian mode with E♮ as ♯ 4̂  of B♭; the Lydian mode appears in several significant 

ways (melodically and harmonically) in Hymnus Paradisi, which are noted as they occur 

within the analysis. 

From mm. 19-22, the lower voice in the deeper middleground moves from B♭2 

up to D3, which is prolonged until m. 21. This D3 ascends by sixth to B♭3 where, in 

mm. 22-24, there is a chromatic voice exchange. The G4 in m. 22 is shifted into the 

lower voice and becomes G♭3 while the B♭3 is transferred up an octave to the upper 

voice. Thus, the G♭ chromatically fills in this 6-5 motion as a 6–♭6–5 motion.  

In m. 25 (still referring to Example 43), a B♭ is shown in parentheses in the bass 

to indicate the resolution of the 6-5 gesture. Literally, the A♮3 shown in an inner voice is 

the lowest sounding voice here, placing this B♭ harmony in third inversion with the 

seventh (A♮) in the bass. This line ascends to D3 and then up to F♮3 (m. 27). This D3 

and F♮3 participate in another chromatic voice exchange as the upper voice F5 in m. 25 

is shifted into the bass in m. 27 and the D♮ from m. 26 becomes D♭5 in m. 27. From 

mm. 27-28 another chromatic voice exchange takes place, returning the lowered third of 
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B♭ back to the natural third. In m. 28, the lowest voice descends by third, D3–D♭3–

C2–B♭2 (a subsidiary ♮ 3̂–♭ 3̂– 2̂ –1̂motion in B♭ major, as the local tonic). This now-

familiar gesture is a transposition and diminution of the ♯ 3̂–♮ 3̂– 2̂ –1̂  third progression 

in the upper voice that stretches across this movement and is also composed out 

across the meta-background of the entire work. Additionally, as previously noted, this 

chromatic descending three-line appears on multiple structural levels in the Hymnus 

Paradisi. 

 In m. 28, a diatonic voice exchange further prolongs B♭ major with D3 shifted 

up into an inner voice at the end of the measure (m. 28b) and the F4 shifted into an 

inner voice as well. In m. 32, in the upper voice, F4 (which has been retained in the 

upper voice from mm. 25-32) ascends to G in another 5-6 exchange. The resulting G 

minor harmony is then prolonged from mm. 32-36 with two successive diatonic voice 

exchanges, as shown in the graph. An inner voice, within the first voice exchange from 

mm. 32-34, descends D4–D♭4–C4–B♭3 as another motivic iteration of the 

background ♮ 3̂–♭ 3̂– 2̂ –1̂descent. This line then continues downwards within the next 

voice exchange (mm. 34-36), falling B♭3–A♭3–G3 while the lowest voice B♭ 

descends an octave from mm. 32-36, (filled in by a descending third progression, B♭3–

A♭3–G3, and followed by a leap down by major sixth to B♭2). The upper voice 

ascends from G4 in m. 32 up to B♭4, then continues up by third (B♭4–C5–D5). 

From this D5, the upper voice rises (through E5 as an incomplete upper 

neighbor) to G5 in m. 37 as the B♭ in the bass is briefly replaced by a B♮ as a 

chromatic upper neighbor. G5, in turn, is decorated by an upper neighbor (A5 in the solo 
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soprano line, m. 38) and returns to G in m. 40. In m. 39, there is a vertical clash 

between F♯ and F♮ as F♯3 functions as a lower neighbor to G (choral first bass and 

tenor) with the F♮ in the upper voices as part of the B♭ ninth sonority in this measure. 

From mm. 38-42, there are several successive motions to this F♯3 as a lower neighbor 

to G while the upper voice, the soprano soloist, plummets through a series of weeping 

semitonal pairs set to the words “blessed are the dead.” This soprano melody in mm. 

40-42 is shown in Example 44. 

Example 44. Requiem VI, Descending Semitones (mm. 40-42) 
 

 

 

In this descending line, shown in Example 44, in addition to the descending pairs 

of semitones, the first word “blessed” outlines a tritone, G to D♭, and the rest of the line 

moves from B♭ down to E, also a tritone.  

In the larger picture, as notated in the middleground graph of the B section in 

Example 43, this G5 in m. 40 descends to F♮ in a 6-5 gesture as the prolongation of B♭ 

major draws to a close. The F♮, as ♮ 3̂of D, then descends in the upper voice from F4 to 

E4 with a brief cross-relational clash as the inner voice moves from G3-F♯3. E as 2̂  of 

D is retained and the G5 from m. 40 is shifted into the bass to support the descent in the 

upper voice to E. G is harmonized here as the third of an E diminished seventh chord, 

which creates a motivic verticalization of the B♭ and E tritone, found between the 

soprano and alto choral parts. The F♯ as lower neighbor continues to ornament the G, 

in the lowest voice here. The G2 returns to B♭2 in m. 48 which renders E4 in the upper 



138 
 

voice as a passing tone since it lands on D in m. 48 as the B♭ major chord is picked 

back up. This upper voice descent in mm. 42-48 completes the descending third pattern 

♯ 3̂–♮ 3̂– 2̂ –1̂  which was shown in the background graph, in Example 37.  

Looking back at mm. 42-44 for a moment as shown in Example 45, there is an 

unusual harmonic progression with two different enharmonic reinterpretations, which is 

worth briefly noting since enharmonic equivalency is part of the later Hymnus Paradisi 

discussion.  

Example 45. Requiem VI, Enharmonic Equivalency (mm. 42-44) 
 

 

 

 

 

As shown in this example, while the soprano soloist sings the word “dead” on F♮ 

to E the rest of the chorus simultaneously sings “Lord.” In m. 42, the first sonority is an 

enharmonically spelled G half-diminished chord in first inversion (the submediant of B♭

, with mixture); the lowered fifth is spelled as a C♯ rather than as a D♭ (♭ 3̂  of B♭). 

This spelling anticipates the shift in function as C♯ becomes the fifth of an F♯ minor 

seventh chord, on the third beat of m. 42, and is shifted into the bass as part of a voice 

exchange. The bass B♭, also a participant in this voice exchange, is transferred up an 

octave and enharmonically transformed into A♯, to reflect its new position as the third 

within the F♯ major-minor seventh chord in second inversion (m. 42, third beat). From 

the first to the third beat, the tenor descends by semitone from G to F♯, creating 
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dissonant parallel minor sevenths with the soprano. The F♯ minor sonority is retained in 

m. 43 (following two measures of rest) before the A♯ is transformed back into a B♭ in 

m. 44 (as the lowered fifth of an E diminished seventh chord while the lowest voice 

ascends to G.)  

As the chorus moves from this E diminished seventh chord (m. 46b) back to B♭ 

major (m. 48) to bring the prolongation of ♭VI to a close, the baritone solo creates a 

bridge between the end of the B section and the return of the A' section. With the 

quarter note anacrusis into m. 47, the baritone sings the melody from mm. 1-3 with its 

larger linear motion of B♭ to A as ♭ 6̂– 5̂ in D major and a reiteration of text from the B 

section: “For they rest from their labours.” The middleground graph of the final A section 

(A') is provided in Example 46.  

Example 46. Requiem VI, Middleground, A' Section  
 

 

 

 

 

 

 

 

 

Following the baritone ♭ 6̂– 5̂  gesture, the semichorus enters and reaffirms D 

major with a return to the opening tonic in m. 50b. As at the beginning, the D is not 
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literally present in the bass at the opening of this section – rather, the opening sonority 

is literally a second-inversion tonic chord. As the B♮ is added to the harmonic texture 

beginning in m. 52 (chorus tenors), this chord must be understood as a tonic chord with 

an added sixth rather than as a submediant function. 

The overall harmonic progression of this section I–♮VI♮3–I is a modally altered 

variation of the larger progression in this movement, I–♭VI–I. D as the structural tonic is 

prolonged throughout this section in both the upper and lower voices. Superimposed 

above the structural D4 (in the upper voice), F♯4 is prolonged as the upper third of D, 

rarely straying and always returning back to F♯. The literal bass voice on the 

foreground, A3, is shown here as an inner voice (above the implied D) on the 

middleground level. As notated in Example 47, beginning with the third beat of m. 53, 

A3 descends A3–G3–F♯3 to become the third of the tonic chord with added sixth.  

Example 47. Requiem VI, Phrygian Cadence (mm. 53b-55) 
 

 

  

 

 

The half-step descent G-F♯ is accompanied by an E-F♯ ascent in the chorus 

sopranos, creating a Phrygian 6-8 gesture that ends the second phrase in this closing 

section (phrase 7 in the form chart of Table 9). With this sonority in m. 55 interpreted as 

a tonic with added sixth, this Phrygian cadence closes on F♯ as the third of the chord; 

this less common resolution is notated as P6-8<3 in Example 47. 
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While the outer voices have a clear 6-8 Phrygian motion, with a falling half step in 

the lower voice and a rising whole step in the upper voice, the additional tones in m. 54 

pave the way for multiple meanings. Harmonically, this progression works on at least 

two levels. Primarily, it could be thought of as V9 of D major in third inversion resolving 

to a tonic first-inversion chord, with B as the sixth above the bass which eventually 

resolves down to the fifth. Secondarily, this progression is also related to the traditional 

harmonic context of the Phrygian cadence as IV6-V in B minor (with B functioning as the 

submediant of D). The E and G in the outer voices provide the context for hearing this 

chord as IV11 in first inversion, with the C♯ (alto) as a lower neighbor to D (m. 53 and m. 

55) and the resolution as a dominant functioning 64 chord. However, as the music 

moves forward, and A is picked back up in the bass line on the third beat of m. 56, this 

resolution chord becomes part of a larger arpeggiation of D. Given the shared pitch 

content of the D major tonic with an added sixth and the submediant seventh chord 

(built on the E♮ sixth scale degree), and the frequently shifting contexts within this 

movement between these two sonorities, the dual functionality of this progression is 

notable.  

To continue with the explanation of the voice leading in the lower voice (as 

shown in Example 46), in m. 56, F♯3 descends an octave before rising to A2, which is 

prolonged as the fifth of the tonic chord. On the deeper middleground, as shown in 

Example 46, there is a 5–♮6 motion (over an implied D) as A3 is prolonged (A2-A3) in 

mm. 52-56 and ascends to B2 at the very end of m. 56. In keeping with the 

juxtapositions and blurred formal boundaries seen in this movement, there is an 

overlapping larger scale ♮6-5 motion with a prolonged B♮ as the added sixth (beginning 
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in m. 52 as B3), which is retained throughout the movement and resolves to A3 in the 

penultimate measure. On the final beat of m. 56, B2 drops by a major sixth to the first, 

literally present D2 in the bass. D2 is sustained while the baritone soloist and chorus 

tenors close the movement with the gentle ♮ 6̂– 5̂  for the conclusion of the movement. 

The next section of this dissertation begins the analytic discussion of Hymnus 

Paradisi. The same principles that organized and unified the Requiem remain in place, 

although they are cloaked by an increase in harmonic and contrapuntal complexity. The 

descending third progression which was composed out over the whole Requiem and 

recomposed in the top voice in “I heard a voice from heaven,” ♯ 3̂–♮ 3̂– 2̂ –1̂ , remains 

structurally significant in the context of the later work and, as this final movement in the 

Requiem functions as a coda in the multi-movement structure of the work, the 

concluding movement of Hymnus Paradisi also functions as a coda. 

In summary, the analysis from this Requiem grounds the study of Howells’ 

Hymnus Paradisi with many parallels between contrapuntal patterns, motivic 

parallelisms, formal divisions, harmonic and melodic motives, and frequent allusion to 

the manifestations of death through “Phrygian inflections.” There is, notably, an 

increased level of surface complexity found in Howells’ later style, and the reader will 

note the inclusion and expansion of many of these concepts from the Requiem in the 

following discussion of Hymnus Paradisi such as metric displacement on different 

structural levels – including offset textual and melodic/harmonic formal boundaries, 

superposition, multiple harmonic meanings, off-tonic openings, modal/tonal diversity, 

contemporary usage of earlier idioms, prolongation of extended tertian and added-sixth 

chords, and more.  
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ANALYSIS OF HOWELLS’ HYMNUS PARADISI – PART ONE 

4.1 Overview 

In a program note for the premiere of his Hymnus Paradisi, Howells states that 

the overall work is grouped into two parts. “Part one (Movements I, II and III) is 

unbroken, and is mainly contemplative. Part two (Movements IV, V and VI) is built of 

three separate movements.”140 Of the second part, unlike Movements IV and V which 

were both derived “directly and extensively from the earlier Sequence” (Howells’ 

Requiem from 1932, essentially a cappella), Movement VI was “from the first, 

essentially choral-and-orchestral. Its scope and style required a similar medium for the 

work as a whole.”141 As the ordering of movements and texts differs from the Requiem 

to the Hymnus Paradisi, Table 10 provides a side-by-side comparison. 

Table 10. Comparison of Movement Ordering, Howells’ Requiem and Hymnus Paradisi 

Requiem for SATB unaccompanied 
(1932) Hymnus Paradisi (1938) 

1. Salvator Mundi (O Saviour of the
world) Preludio (orchestral only) 

2. Psalm 23 (The Lord is my shepherd)
Requiem aeternam (a musical 
compilation of Requiem aeternam (1) and 
Requiem aeternam (2) from the Requiem  

3. Requiem aeternam (1) The Lord is my shepherd (Psalm 23) 

4. Psalm 121 (I will lift up mine eyes unto
the hills) 

Sanctus and “I will lift up mine 
eyes” (Sanctus is juxtaposed with Psalm 
121) 

5. Requiem aeternam (2) I heard a voice from heaven (from the 
Burial Service) 

6. I heard a voice from heaven Holy is the true light (from the Salisbury 
Diurnal, translated by G.H. Palmer) 

140 Palmer, A Centenary Celebration, 416. 
141 Palmer, A Centenary Celebration, 415. 

https://en.wikipedia.org/wiki/Psalm_23
https://en.wikipedia.org/wiki/Sanctus
https://en.wikipedia.org/wiki/Psalm_121
https://en.wikipedia.org/wiki/Psalm_121
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As can be seen from this chart, some of these modifications to the movement 

ordering for the Hymnus Paradisi reflect a move toward the more formal paradigms in 

the historical requiem tradition in which the “Requiem aeternam” text is typically set as 

the opening movement; for instance, Howells merges the two “Requiem aeternam” 

movements (the third and fifth movements in the Requiem) into just one movement, and 

places it as the choral opening of the work. (The “Requiem aeternam” is preceded by a 

forty-five measure orchestral introduction, “Preludio,” with no break between these two 

movements.) The inclusion of the Sanctus from the Ordinary of the Mass (not found in 

the earlier Requiem) provides another connection with the traditional requiem form, 

although the Sanctus as it appears in the fourth movement of Hymnus Paradisi is 

juxtaposed with the Psalm 121 text from the fourth movement of the Requiem.  

Additionally, in contrast to his 1932 Requiem, Howells includes a short return of 

the opening “Requiem aeternam” text in the final movement of Hymnus Paradisi, “Holy 

is the true light.” (The final movement in the Requiem is “I heard a voice from heaven” 

and the movement concludes with the text “they rest from their labours.”)  Howells’ 

decision to place the “Requiem aeternam” text at the opening and bring it back again at 

the closing of the work is, perhaps, a nod toward the historical requiem tradition which 

includes many other requiems by composers such as Cherubini, Berlioz, Fauré, Dvořák, 

Verdi, and Britten – who drew heavily from Verdi in the creation of his own work. Each 

of these composers opened with the “Requiem aeternam” text and included a return of 

this text somewhere in the final movement, although the placement within the 

movement differs from work to work.  
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With this revised ordering of movements for the Hymnus Paradisi, as shown in 

Table 10, part one opens with an orchestral “Preludio,” which flows directly into the 

second movement, the choral and orchestral “Requiem aeternam.” This second 

movement combines musical elements drawn from both the “Requiem aeternam (1)” 

and “Requiem aeternam (2)” movements from the earlier Requiem, drawing heavily 

from the opening of “Requiem aeternam (1)” and from the B section of “Requiem 

aeternam (2).” Part one concludes with a setting of Psalm 23 as the third movement, 

“The Lord is my shepherd,” which was previously placed as the second movement in 

the Requiem. In part two of Hymnus Paradisi, the Psalm 121 text for the fourth 

movement is retained, albeit now juxtaposed with the Sanctus text from the Ordinary of 

the Mass. The “I heard a voice from heaven” text now naturally falls into place as the 

fifth movement (since the fifth movement from the Requiem has been merged with the 

third movement), and “Holy is the true light” crowns the work as the closing movement, 

which, as previously noted was conceptualized anew for Hymnus Paradisi.  

As shown in Example 48, the multi-movement graph presenting a comprehensive 

overview of Howells’ Hymnus Paradisi, the global key is D major (as in his Requiem 

also). The structural close on the tonic can be found at the conclusion of the penultimate 

movement (“I heard a voice from heaven”), previously the final movement of the 

Requiem) with the sixth, and final, movement “Holy is the true light” functioning as the 

coda.  
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Example 48. Multi-Movement Overview of Howells’ Hymnus Paradisi 
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As seen in Example 48, the same descending ♯ 3̂–♮ 3̂– 2̂ –1̂  progression from the 

Requiem (the meta-Urlinie which was shown in Example 2), is present in the upper 

voice in the Hymnus Paradisi and is composed out over the course of the first five 

movements. As is discussed in more detail in coordination with the analysis of 

“Preludio,” F♯ as 3̂  of D is implicitly present in the opening measures and descends (in 

this multi-movement view) to the F♮ at the end of part one, which concludes in the key 

of F major. From the end of part one to the opening of part two, F♮5 descends a 

semitone to E, as 2̂ of D, which is subsequently prolonged as the seventh of F♯ major. 

In the fifth movement, E4 moves to the structural tonic D4 in a 9-8 motion over D in the 

bass, shortly after the completion of its own, diatonic, three-line descent F♯2–E2–D2. In 

this multi-movement view, D major is prolonged throughout the first five movements, 

with a voice exchange from I–I6 in part one and, in the fifth movement, a linear three-line 

descent back down to tonic (found in both voices, although metrically offset with the 9-8 

motion).  

As it connects with the discussion of post-tonal voice leading from the 

“supporting research and methodology” section of this study, several examples of 

overlapping or superimposed Ursätze can be seen in this multi-movement overview of 

Hymnus Paradisi. Jackson offers Chopin’s Largo as an example of superimposed 

Ursätze:  

For an eloquent example of superimposed Ursätze, consider the Largo. In the B 
section, Chopin prolongs the E7 chord (IV7, E–G♯–B–D♯) whereby the third of 
the E chord, G♯, functions as the primary tone 3̂  in E major, while the D♯ 
simultaneously serves as 3̂  in B major. Notice that, within this bitonal structure 
prolonging the seventh chord, in the upper voices, the E (1̂ ) of E major functions 
simultaneously as 4̂  of B major, namely as an upper neighbor to its primary tone 
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D♯ ( 3̂ ). In this context, the E major Ursatz is fundamental, and the B major 
Ursatz ancilliary; but the latter cannot simply be read away.142 
 
In part one of Hymnus Paradisi, for instance, a three-line descent in F major is 

shown in the upper voice, A5–G5–F♮5. The A5 is simultaneously the fifth of D major 

and the third scale degree of F major, the key in which part one concludes. With the 

arrival on F♮ at the end of part one, the F♮5 is 1̂  of F major but also serves as ♮ 3̂  in the 

meta-Urlinie of D major. Additionally, as shown in part two of Example 48, the E 

remains in place as 2̂ of D major while a secondary Ursatz is presented in a different 

key, F♯ major. Although not adequately reflected in the greatly reduced background of 

Example 48, one of the most complex instances of overlapping or superimposed 

Ursätze in the Hymnus Paradisi can be found in the fifth movement.  

A deep middleground graph of this movement, drawn from the later discussion 

(which contains a more detailed explanation), is provided in Example 49. As indicated 

by the two sets of Roman numerals below this graph, this movement, “I heard a voice 

from heaven” can be thought of as being at least bitonal, in F# major/minor and D 

major. If one also considers the massive prolongation of B♭ as having its own Ursatz 

from 3̂ , with D5 in m. 16 as 3̂  of B♭major (and also serving locally as 3̂  of B minor, IV

♮ of F♯), and its own 3̂– 2̂ –1̂  descent from mm. 16-55, then this movement could even 

be considered tri-tonal. Thus, there are Ursätze projected in three keys a major third 

apart, F♯ major/minor, B♭ major, and D major simultaneously. The movement begins in 

F♯ which creates harmonic continuity with the end of the previous movement, and the D 

                                            
142 Jackson, Elucidations, 24. 



149 
 

major is the global key which structurally closes the Hymnus Paradisi, as shown in the 

multi-movement graph in Example 48. 

Example 49. Hymnus Paradisi V, Deep Middleground Graph 
 

 

 

 

 

 

 

 

 

 

 

 

 

Let us refer back to this graph for a moment to examine the role of the coda. 

Harmonically speaking, there is a large-scale auxiliary cadence which recomposes the 

path to D major from mm. 1-102 (♭VI–V–I) with F♯–F♮–E–D composed out again in the 

upper voice from mm. 61-102 (after a long Anstieg). As a reminder, this descending 

third progression was presented again in the coda of the Requiem as well. However, I 

contend that the primary role of the coda is to transcend D major in a musical 

representation of the catharsis achieved by the composer as a result of working through 

the existential crisis of his son’s death. I hypothesize that the catharsis is represented 
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harmonically in the ascent from D to E♭major – the Neapolitan of D (m. 123), and 

motivically by a transformation and transposition of the descending semitone which I 

call the “crisis motive.” I call the transformation of this motive the “healing motive,” 

shown as F♮–F♯ at the beginning of the sixth movement in Example 48, and then 

transposed to F♯5 in m. 61 and G5 in m. 123 as 3̂of E♭major. The healing motive in its 

transposed form, as F♯–G, can also be understood as the inversion of the crisis motive, 

based upon a significant moment in the “Preludio,” which is discussed shortly. 

 It is important to note that this semitone motive as the crisis motive, in its 

pervasive descending form, can be understood not only in a harmonic context, as F♯–F 

(♯ 3̂–♮ 3̂  of D), but also in a modal context, as ♭ 4̂ – 3̂ , which can be considered a 

manifestation of death as represented by the diminished Phrygian tetrachord (G♭–F–

E♭–D).143  

As is seen in the “Preludio” analysis, where I contend the crisis motive originates, 

F♯ is enharmonically transformed into G♭ (m. 20). At this moment, there is a bifurcation 

of the line which conceptually splits into two different voice-leading lines; one line 

continues an ascent of the bass line, with G♭enharmonically functioning as F♯ in a 

rising gesture to G, and the other line descends, with G♭ functioning as ♭ 4̂  as it 

descends to F♮ (m. 27). Thus, in a close examination of these measures in “Preludio,” 

both the crisis motive (F♯/G♭–F) and the healing motive (F♯–G) are simultaneously 

present, originating with the bifurcation of F♯/ G♭in m. 20. Leveraging this insight, we 

                                            
143 Kimmel, 46. 
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may recognize that these motives are composed out on larger structural levels as well; 

for example, the crisis motive can be found in the opening and closing of part one in the 

upper voice (as shown in Example 48), and in its inverted form, the F♯ to G ascent in 

“Holy is the true light” represents the catharsis, particularly given the semitonal 

harmonic shift from D major to E♭major (with an added sixth), which harmonizes this 

gesture. 

 

4.2 Preludio 

Let us now turn to a detailed examination of the “Preludio.” The first ten 

measures are shown in an orchestral reduction as Example 50.  

Example 50. Hymnus Paradisi I, Orchestral Reduction (mm. 1-10) 

 

This orchestral opening for Hymnus Paradisi begins by introducing and 

juxtaposing the primary themes from part one, found in the opening of the second and 

third movements. These melodic quotations from “Requiem aeternam” and “The Lord is 
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my shepherd” immediately establish a tangible aural connection to the Requiem as well 

as foreshadow the repetition and development of these themes, yet to come. As seen in 

mm. 1-4 of Example 50, the “Preludio” opens with a unison melodic statement 

(clarinets, bassoon and violas) which quotes the opening choral statement of “Requiem 

aeternam,” but with a slightly more languorous rhythm. This first four-measure 

presentation is notated at the same pitch level as the opening of “Requiem aeternam” 

(from both the Requiem and the Hymnus Paradisi) and shares the two-sharp key 

signature.144 As discussed in the methodology section of this study, the opening 

emphasis of the ascending and descending minor third (as 1̂– 2̂ – 3̂– 2̂ –1̂  in the brief 

context of E minor) can be related to Deryck Cooke’s “gloomy relationship between the 

tonic and minor third.”145 Furthermore, following Kimmel’s suggestion, the highlighting of 

E here (as discussed for the Requiem as well) could point to an interpretive connection 

with the Phrygian mode, as the Phrygian mode (in our current historical understanding) 

begins on E in its untransposed form.  

Moving forward in Example 50, as seen in m. 5, the violins and bassoons present 

a transposition of the opening melody from the third movement, “The Lord is my 

shepherd,” juxtaposed with another “Requiem aeternam” statement beginning on A in 

m. 7. Notably, this double-neighbor figure is transposed by a tritone in comparison to 

                                            
144 This D major key signature was the original key chosen by Davies and also adopted by Howells’ in his 
Requiem. Given Howells’ complex musical language with tonal, modal and post-tonal elements co-
mingled, a clear sense of D major may not always be obvious on the musical surface of the Hymnus 
Paradisi. However, as noted in the previous section, the fifth movement of the Hymnus Paradisi (and the 
closing movement of the Requiem) definitively closes in D major and validates the notion of D major as 
the governing tonality. 
145 Cooke, 151. As previously noted, Cooke describes this gesture as a “basic term in musical language,” 
citing three specific examples from literature which includes the opening of Dido’s Lament (“When I am 
laid in earth”) and the opening of Beethoven’s Sonata in C Minor Opus 13 (Pathétique). 
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the opening A–G–B♭–A of the Psalm 23 setting from both Howells’ Requiem and 

Hymnus Paradisi.  I am drawing attention to this point because there is a subtle oblique 

relationship between the A–E♭tritone relationship already present here at the opening, 

between the “Requiem aeternam” statement beginning on A (which rises by third and 

returns to A in m. 9) and the sustained D♯ in mm. 7-8.  

Additionally, the tritone as a motive is shown to have great significance as the 

analysis and interpretation of Hymnus Paradisi unfolds. Kimmel cites the tritone as 

another possible “Phrygian inflection” reflecting death in music, saying: “the augmented 

form [of the Phrygian tetrachord] is actually a Lydian tetrachord and is without the 

crucial semitone. It is included here merely to complete the classification of tetrachord 

types and because, due to the presence of the tritone, it serves also in contexts of 

death.”146  

As it pertains to the opening “Preludio” (and ultimately supports my interpretive 

analysis of Hymnus Paradisi as a whole), I find a thread of musical narrativity similar to 

Schachter’s “road map” for Beethoven’s “La Malinconia” in The Art of Tonal Analysis: 

Twelve Lessons in Schenkerian Theory in the “Preludio,” which is where I contend the 

existential crisis of Michael’s death is initiated.147 In this chapter, “Beethoven, String 

Quartet, Op. 18, No. 6, fourth movement (“La Malinconia”), Schachter provides an 

analytical sketch (which he refers to as a “road map”) with descriptive annotations of 

programmatic elements found in the music. Schachter notes a place, for instance, 

where the music seems to take a “wrong turn.” As Schachter writes,  

                                            
146 Kimmel, 46. 
147 Carl Schachter, The Art of Tonal Analysis: Twelve Lessons in Schenkerian Theory, ed. Joseph N. 
Straus (New York: Oxford University Press, 2016), 173-186. 
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The music seems to be very clearly leading to C minor, and ends on B7 of C. 
What we expect on the downbeat of measure 12 is a C-minor chord, which would 
most probably function as II in a progression that leads back to the tonic key of 
B♭ major. But that’s not what happens. Instead, V7/ C is reinterpreted as an 
augmented-sixth chord, and we suddenly find ourselves (m. 12) on a cadential 65 
chord over the dominant of B minor (instead of the expected C minor). And, of 
course, B minor is not at all a diatonic key area of chord in the key of B♭ major. 
This is where the piece starts to go off the rails.148   
 
Although Howells’ music does not always have the same sense of clear tonal 

directions and expectations for harmonic resolution as this Beethoven movement 

Schachter discusses, I believe, nevertheless, that in Howells’ “Preludio” there is a 

similar moment where the music goes “off the rails,” so to speak. In my analysis of this 

movement, I discuss this crucial moment and other programmatic elements of the 

narrative, taking a similar approach to Schachter’s road map for “La Malinconia.”149  

Before delving into the details of the voice leading in “Preludio”, a quick overview 

will help the reader more easily follow the discussion and narrative interpretation. 

Therefore, we look first at the deep middleground graph of the “Preludio” in Example 51.  

First of all, I would like to draw attention to the overall harmonic motion. As 

shown in the lower level of Roman numerals below the graph, the large-scale harmonic 

motion is I–V♮, from the opening of the “Preludio” to the opening chord of the “Requiem 

aeternam.” In the lowest voice of my middleground graph, I show that through one 

particular voice-leading line (notationally connected by a solid beam), the bass fills in 

this I–V♮ progression through an ascending chromatic line which rises D (m. 3) – E (m. 

                                            
148 Schachter, 175. 
149 Schachter, 181 (Example 9.7). 
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4) – E♯ (m. 13) – F♯ (m. 14 at the arrival of I6) – G (m. 22) – G♯ (m. 28 at the ♯IV) and 

reaches A (V♮) at the beginning of the second movement.  

Example 51. Hymnus Paradisi I, Middleground 

 

As shown in this middleground graph, the large-scale motion of the upper voice 

(connected by a beam as well, although dotted in a couple of places to indicate 

prolongations) begins with the notated F♯4 in m. 3. This F♯ is implied at the outset as an 

arrival over D as the structural tonic in m. 3 and literally manifests in m. 15 as an F♯5. 

The F♯4 (m. 3) connects to the F♮5 in m. 16 (through the interval of a descending 

semitone as we soon see on the surface of the music, shown here as ascending a 

diminished octave to F5).  F5 descends to E♭4 (m. 20, as the root of the minor 



156 
 

Neapolitan chord) and is prolonged for the remainder of the “Preludio”; E♭is renotated 

as a D♯ beginning in m. 28 (as the fifth of G♯ minor, ♯IV of D) and rises to E as the fifth 

of the A minor chord which opens the second movement. Considered from a slightly 

larger vantagepoint, the F♯4–F♮5–D♯5 is a subsidiary motion, with F♯4 in m. 3 stepping 

down to E4 at the opening of the “Requiem aeternam” in a deeper level of the voice 

leading. 

Additional details are now discussed in relation to a foreground graph which is 

shown (in its entirety) as Example 52 but are also broken up into smaller segments and 

annotated to aid the discussion of the musical narrative of the “Preludio.”  
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Example 52. Hymnus Paradisi I, Foreground Graph (2 pages total) 
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The themes presented at the opening of the “Preludio” not only introduce 

thematic ideas which appear later in the work, they are also quotations from an earlier 

work, thus for a listener already familiar with this earlier Requiem (or listening again to 

Hymnus Paradisi), the musical narrative begins with an instrumental quotation which 

evokes the text “Requiem aeternam.” (For a first-time listener, these quotations would 

merely foreshadow the arrival of these thematic ideas in the subsequent movements.) 

With the dark orchestral timbre of this opening phrase (clarinets, first bassoon, violas) 

and the prominent minor third from E to G, the unspoken, but undeniable, reference to 

the dead begins. Example 53 reproduces mm. 1-11 of the foreground graph with some 

annotations.   

Example 53. Hymnus Paradisi I, Foreground Graph (mm. 1-11) 

As shown in this foreground graph, the opening E3 ascends by minor third to G3 

(shown with a flag as it is conceptually the seventh of the dominant chord and resolves 

to the implied F♯ in m. 3 as 3̂  of D). An elaborated descending third progression 

follows: G3 (m. 2) – F♯ – E (m. 3), with subsidiary motions as descending thirds 

branching off from the G3 and the F♯ in m. 2. The structural tonic, D3, arrives in m. 3 at 

the end of this first phrase sounding as a “throaty whisper” after the decrescendo to pp 
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(as shown in the score excerpt of mm. 1-10, Example 50. A caesura at this moment, on 

the musical surface in m. 4, further aurally and notationally highlights the full import of 

this first phrase.)   

As indicated on the “road map” in m. 3, with the arrival of the structural tonic, the 

bass line begins to trudge slowly upward in the chromatic ascent noted earlier (here 

moving from D3 to E3), as if the composer is dutifully putting one foot in front of the 

other in an attempt to move forward during this grief-stricken time of loss. For, in the five 

days that passed between Michael’s death on September 6th and his burial on 

September 11th, there were a lot of burial details to be seen to, as noted in Howells’ 

diary entries.150 

  Regarding the quotation from the 23rd Psalm, which is a double-neighbor figure 

which appears in mm. 5-6, the notation in my foreground graph does not match the 

double-neighbor figuration that one might expect to see. Rather than taking D♯ as the 

main note in m. 5 with the upper and lower notes as the non-harmonic neighbor tones, 

given the prevalence of descending third progressions in the “Requiem aeternam (1) 

and throughout the Requiem, and also the E–F♯–G motion at the end of m. 4, I hear an 

E4 as implied in m. 5 (shown in parenthesis in the foreground graph). This E4 begins 

the gesture (with E already having been presented in the lower voice which sets up the 

harmony) with the sounded D♯ already in motion in a descent to C♯4 as the root of a 

VII6 chord (C♯, E, G). D♯4 in m. 6 then becomes the passing tone within another 

descending progression, with its own ancillary descending third to B3 moving into an 

inner voice. C♯4, above the arrival of A3 in the bass (as the harmonic arrival of V) then 

                                            
150 Palmer, A Centenary Celebration, 93. 
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concludes the E–D♯–C♯ descending third progression (which is remarkably similar in 

structure to the “Requiem aeternam” theme when viewed in this way).  The sustained 

D♯ in mm. 7-8, although agogically accented, is really sustained in order to musically 

portray death through the obliquely related tritone (as the outline of the diminished 

Phrygian tetrachord) and the “gloomy” enharmonic minor third which results between 

the C and D♯ sustained together through m. 7. In the larger voice leading web, this 

extended D♯ is a lower neighbor tone to the E of m. 5 as noted in the foreground graph. 

This D♯ also implicitly resolves up to an E in m. 11, as part of the A minor chord. (This 

resolution of D♯ up to E is also seen in the large-scale voice leading of the top voice in 

the middleground graph, as part of the ♯IV–V motion.)   

Let us turn to Example 54, especially mm. 13-14 of the foreground graph. 

Example 54. Hymnus Paradisi I, Foreground Graph (mm. 12-17) 

 
As shown in Example 54, the bass line ascends through E♯ to F♯4, creating an 

arrival on a I6 chord connected with m. 3 through a I–I6 voice exchange (the opening of 

this voice exchange is shown in the earlier foreground graph, Example 53.) The leading-

tone function of E♯ (on the surface of the music found in m. 13, as last eighth note) to 
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F♯ (m. 14 – on the downbeat) draws the ear toward this arrival on the I6 chord in m. 14. 

As is explained by Example 55, this sense of arrival is further strengthened by an 

ascending line which peaks at this F♯ in the French horn, violins and cello, B–C–E♯–F♯ 

and is heightened by a crescendo and expressive accent markings on the F♯. 

Example 55. Hymnus Paradisi I (mm. 11-14) 

 

A quotation of “Requiem aeternam” in D major (in the first oboe and second 

violins) beginning midway through m. 14 coincides with this arrival on I6,  shown in the 

score excerpt in Example 56. 

Example 56. Hymnus Paradisi I, Orchestral Reduction, mm. 14-17 
 

 

 

 

 

 

This melody, marked espressivo and mf, begins on D and ascends by major third 

(!) to F♯ as the literal arrival of the 3̂of D. However, this F♯ is almost immediately 

negated by the F♮ in the lower voice (m. 15) which creates a cross-relation with the F♯.  

Thus, from mm. 15-16, as noted in the graph in Example 54, F♯ as 3̂  of D seems to 

“collapse” to F♮ in m. 16 in the first prominent iteration of the “crisis motive.” The 
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remainder of this passage is filled with minor thirds, and voice exchanges between I and 

I6 abound on the upper foreground level (while the I6 from m. 14 remains in place at a 

deeper structural level). In particular, note the chromatic voice exchange between m. 14 

and m. 16 (with the harmonic motion from I6–I♮3). It is important, I think, to point out here 

that this F♮, although not the highest part registrally at the moment, is the peak of the 

contour in another statement of the “Requiem aeternam” theme (Flute 2 and Violin 2), 

thus further highlighting its significance. Next, let us take a look at the foreground graph 

from mm. 18-23, shown in Example 57. 

Example 57. Hymnus Paradisi I, Foreground Graph (mm. 18-23) 

At m. 18, the dramatic quality of this musical narrative intensifies greatly with the 

arrival of a Neapolitan harmony in second inversion and the beginning of another D 

minor “Requiem aeternam” statement. This particular statement, played by the first 

violins with its appassionata expressive marking, is distinguished by an even greater 

emotional intensity than the previous quotations. The Neapolitan chord, with its close 

relationship to the Phrygian mode, is, as previously discussed in connection with 

Kimmel’s article, one of the ways in which death is often manifested in music. Thus, I 
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find it incredibly significant that from this Neapolitan chord in m. 18, the bass line 

descends B♭(m. 18) – A (m. 19) – A♭– G♭(m. 20) to form a minor quality Neapolitan 

chord placing the lowered third, G♭, in the bass! The full sonority of the chord is a 

minor-major seventh chord with an added sixth (E♭, G♭ B♭, C♮, D).  

This striking moment is the crucial juncture at which the directionality of both the 

top and the bottom lines are affected. In essence, there is a fracturing whereby the 

voice leading splits F♯ into two separate entities: F♯ and G♭. To explain this 

phenomenon, refer back at the bottom voice from m. 14 (perhaps most easily seen in 

the earlier middleground graph of the “Preludio”), the F♯3 ( 3̂ ) has been enharmonically 

respelled as a G♭in m. 20, as♭ 4̂ ! At this crucial juncture, there is a bifurcation of the 

bass line, which now splits into two different conceptual voice-leading lines.  

First and foremost, the G♭ (rising as if it were functioning as an F♯) ascends to 

G♮ in m. 22. In m. 22, as shown in the foreground graph, the motivically important 

tritone A–E♭ is highlighted here as the root and lowered fifth of the half-diminished 

dominant chord in third inversion. The pace of the music slows dramatically here, with a 

rallentendo marked in m. 21, a subito diminuendo to p, and an increase in the size of 

the notated note values as well. This half-diminished sonority is emphasized in m. 22 by 

being sustained by the strings followed by a tranquil statement of “The Lord is my 

shepherd” as an oboe solo. Again, as shown in the foreground graph, the C5 is shown 

as an implied tone beginning the third descent, although it is literally present in an inner 

voice this time. 
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Recall that this A and E♭ tritone (from the half-diminished dominant chord in m. 

22) was discussed twice in the context of the third movement of the Requiem. This 

tritone appeared initially within a French augmented sixth chord, and later was 

reinterpreted as the third and fifth of the Neapolitan seventh chord of E minor. This 

harmonic realization of the tritone also prominently recurs in the third movement of 

Hymnus Paradisi (mm. 35-42) coinciding with the text “Yea, though I walk through the 

valley of the shadow of death.” As Kimmel suggests, the interval of the tritone often 

represents death but this instance of text painting from the third movement could also 

prompt an association of “the valley of the shadow of death” with the upcoming 

measures in the “Preludio.” Several stark melodic outlines of this tritone are evident in 

the next foreground graph Example 58, which we examine now.  

Example 58. Hymnus Paradisi I, Foreground Graph (mm. 24-27) 

As shown in Example 58, there are three melodic outlines of the A–E♭ tritone 

between mm. 24-27 as possible references to the “valley of the shadow of death,” which 

features this particular tritone. As the drama in this musical narrative begins to intensify 

once again, the sonority in m. 25 is struck with a fp attack, foreshadowing the f 

transformation of the previously tranquil double-neighbor figure played by the full 
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orchestra here (in great contrast to the sparser texture of the previous measures with a 

chamber orchestration.) 

Regarding the bifurcation of the line where the crisis was initiated (m. 20), we 

have seen the beginnings of one path (which ascended to G in m. 22). In the second 

linear branch resulting from this bifurcation, G♭as ♭ 4̂  from m. 20 resolves downwards 

to the F♮2 in m. 27 as ♮ 3̂  in an enharmonic realization of the F♯–F♮ collapse. Thus, the 

G♭in m. 20 is “fractured” in that it functions simultaneously as ♭ 4̂  (resolving down to F

♮) and as 3̂  (resolving up to the diatonic 4̂ , G♮).  

Let us take a closer look at this striking sonority in m. 27, which is quite striking! 

This sonority, labeled as the “crisis chord” in Example 58, comprises the pitches F, A, C, 

E♭, G, B, D♮. On one hand, this tertian stacking could easily be analyzed as an F 

dominant 13th chord (with a raised 11th), although doing so does not explain its function 

since it does not resolve in either a deceptive or dominant manner in the context of B♭. 

A more logical explanation of its function might be what I call a “full” augmented sixth 

chord in the context of A minor (the harmonic goal and opening chord of the upcoming 

movement). A “full” augmented sixth chord contains, in addition to the basic Italian 

configuration, the added characteristic tones of the German sixth and the French sixth. 

Furthermore, this particular sonority has two additional pitches, G and D. The D is, in 

the bigger picture, a lower neighbor and the G is shifted up an octave from the F3 in m. 

22 and retained on its way to G♯ in m. 28. The augmented sixth interval is spelled 

enharmonically, as a minor seventh, occurring between the F♮2 and the E♭3 (which 
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becomes D♯ in m. 28 and resolves up to E as expected as the opening of the next 

movement). 

There is another notable facet to the pitch content and voicing of this chord in 

light of the division of the G♭ as ♭ 4̂ and 3̂  of D major; when considered as a 

polychord, this sonority breaks apart into two different chords, F7 and G major, with the 

G major pitches set apart registrally in the highest woodwinds. Therefore, this sonority is 

also a dissonant superposition of the two conflicting resolutions of G♭. In other words, 

this sonority superimposes these two resolutions of G♭ as F♯ ( 3̂ ) to the G major chord, 

the diatonic IV in D major (shown in the treble clef), on top of the resolution of the G♭ 

as G♭ (♭ 4̂ ) to the F major-minor seventh chord (shown in the bass clef) or ♭III♭7 in D 

major. (I posit the C2 in the bass is an inner voice chord tone which is “subposed,” if you 

will, below the far more important F♮ which is the root of the F7 chord. I thus interpret 

this dissonant superposition of the two conflicting resolutions of the G♭, a whole tone 

apart – G major and F major, as the “crisis chord” representing the existential crisis 

evoked by the death of the composer's beloved son. As the reader will notice, there are 

numerous instances where F and G are dramatically superimposed throughout the 

examples in this study.  

The final measures of the “Preludio” are shown in the following foreground graph, 

in Example 59. 
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Example 59. Hymnus Paradisi I, Foreground Graph (mm. 28- Mvmt II, m. 1) 

To review the voice leading from the bifurcation thus far, the G♭as ♭ 4̂   in m. 20 

split into two voice-leading lines. In the ascending thread, G♭3 ascended to G♮3 in m. 

22, which now rises to G♯3 in m. 28 (as shown in Example 59).  The descending branch 

of this line fell from G♭3 to F♮2 in m. 27 (at the “crisis chord”), and as the harmony 

changes to G♯ minor, shown at the beginning of this foreground graph, the F♮2 moves 

to D♯3 as the fifth of the ♯IV♮3 chord (which is actually in root position but is shown with 

the D♯3 below the root in the graph in order to facilitate visual representation of these 

two separate voice-leading lines in the bottom voice.).  

From the “crisis chord” in m. 27, there is a dramatic crescendo (molto cresc.) into 

this G♯ minor chord in m. 28, as #IV in D. With this significant arrival on G♯ minor, the 

ascending bass line (as shown in Example 51) has now traversed a tritone, from D up to 

G♯. Imbued with the connotations of death, this relationship is particularly compelling, 
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as the G♯ minor chord is prolonged from mm. 38-42 with the register of the chord being 

slowly transferred down into the low strings and low brass from mm. 28-32. Example 60 

provides an orchestral reduction of mm. 32-42a.  

Example 60. Hymnus Paradisi I, Funeral Cortège (mm. 32-42a) 
 

 

 

 

 

 

 

 

 

 

 
The voicing in m. 32 includes low woodwinds, harp, low register strings, organ 

pedal only, upper horns, and timpani with cello, lower horns, and a small complement of 

low woodwinds playing the quotation of the opening melody from “Requiem aeternam” 

which begins with the pitches D♯–E♯–F♯ (and is transposed down by semitone from the 

opening statement!). These instrumental utterances, evocative of the text which this 

melody represents, “Requiem aeternam” (rest eternal), are punctuated by the recurring, 

darkly orchestrated, solemn G♯ minor chords. With a dim. subito from ff in m. 29 to the 

pp in m. 32, this final section of “Preludio” takes on a more reflective quality, and the 

repeated G♯ minor chords that recur in m. 34, 37, and 39 seem suggestive of a funeral 
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cortège, particularly with the shift in timbre to include the low brass (trombones and tuba 

beginning in m. 34) and the marked timpani triplet figure which accompanies the chord. 

Five days after Michael died, Howells wrote the following in his diary; perhaps this is the 

moment that this solemn processional seems to evoke: “Wednesday 11: They came for 

Mick at 8.30am, and we watched him set out for Gloucestershire and Pearce – going by 

road, through Oxfordshire and over the Cotswolds. We followed by 10.45 train from 

Paddington, and went straight to Twigworth: and so took leave of him […]”151  

The emphasis G♯ receives in these measures as ♯ 4̂  of D once again 

demonstrates the motivic importance of the tritone in this work. Perhaps this tritone is a 

foreshadowing of the third movement with its text, “yea, though I walk in the valley of the 

shadow of death,” and prominent inclusion of tritones. The harmonic goal, as the 

“Preludio” moves to the opening of the second movement, “Requiem aeternam” is 

revealed to be A minor, as the minor dominant of D. A minor is anticipated by the C♮ 

alone in m. 43 and fully sounded as a triad on the second beat in m. 1 of “Requiem 

aeternam.” In terms of the voice-leading connections, as shown in the foreground graph 

of Example 59, the G♯2 from mm. 28-42a ascends as a leading-tone to A3 which is the 

root of the A minor harmony. In the descending linear line from the bifurcation, the G♭ 

of m. 20, moved to F♮2 in m. 27, which then ascended to D♯3 in m. 28. This D♯ now 

ascends, also by semitone, to E4 at the opening of the “Requiem aeternam.” 

For easy reference and to facilitate comprehension of the large-scale voice 

leading connections, Example 61 reproduces the middleground graph of the “Preludio.”  

                                            
151 Palmer, A Centenary Celebration, 93. 
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Example 61. Hymnus Paradisi I, Middleground Graph 
   

 

 

 

 

 

 

 

 

 

 

To summarize, following a brief auxiliary cadence, the “Preludio” moves from the 

opening structural tonic toward the minor dominant that opens the second movement 

through this harmonic progression: I–I6–N(♮3–♭3)–Vø–x6–♯IV♮3–V♮3. The primary bass line 

ascends chromatically (D–E–E♯–F♯=G♭–G–G♯) to reach A (V♮) at the beginning of the 

second movement with a secondary line splitting off from the G♭ and descending 

through F♮2 to D♯3, as the leading-tone to E. (This chromatic descent F♯–F♮2–D♯ is a 

diminution of the same motion shown in the upper voice in the “Preludio” middleground.) 

In an inner voice, another scalar ascent from the G in m. 22 leads up to C♮ at the 

opening of the second movement (G3–A3–B3–C4). The top voice descends 

chromatically over the course of this movement, falling from F♯4 to F♮5 (an important 

motive) to a prolonged E♭4 (beginning in m. 20) which is transformed into D♯5 in m. 28 
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and resolves upward, as expected, to E4 as the fifth of the A minor chord (V♮3 of D) at 

the opening of the next movement. 

 

4.3 Requiem aeternam 

As the end of the “Preludio” flows seamlessly into the opening of the “Requiem 

aeternam,” the chorus enters on an A minor chord with an A in the bottom voice and E 

in the top voice. A middleground graph of the entire second movement is provided in 

Example 62.  

Example 62. Hymnus Paradisi II, Middleground 
 

 

 

 

 

 

 

 

 

In general, as shown in Example 62, A is prolonged as the dominant of D (with 

modal mixture) and moves to E minor as the minor dominant of A in m. 115. The E 

minor prolongation bleeds over into the opening of the third movement (yet another 

example of blurred formal boundaries) where A is picked back up in m. 22. The chorus 

takes center stage in this movement and the text for this movement is taken from the 
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first two lines of the traditional Latin requiem text: “Requiem aeternam dona eis, 

Domine; et lux perpetua luceat eis.”   

The form of the second movement, as outlined in Table 11, shares some 

characteristics with the classical sonata form. The reader may wish to refer to this chart 

throughout the following explanation of the form. The opening A section of this 

movement takes place in mm. 1-46 with double chorus, much of which (the first thirty-

three measures) is borrowed from the “Requiem aeternam (1)” movement with 

insubstantive changes.152 The first thirty-three measures keep the chorus at the 

forefront of the texture with minimal orchestration added; a few newly composed lines 

increase motion and continuity within and between the original phrases. For instance, in 

mm. 7-9 the altos and basses in Choir I provide a short-lived imitative entry and, in mm. 

13-15 the strings provide a newly added bridge between phrases which leads smoothly 

into the staggered chorus entries of “et lux” in mm. 14-15. The borrowed material from 

the Requiem is expanded by newly composed material that begins in m. 33 on the 

second beat of the measure. The conclusion of this section is marked by a tapering 

down of energy with a rallentendo e morendo expressive marking and sustained ppp E 

in the altos (Choir 1, mm. 45-46).  

Table 11. Hymnus Paradisi II “Requiem Aeternam” Division of formal sections 

Exposition 
A  
mm. 1-46 

Full choir  
(Chorus I and II) A minor as V♮/D is prolonged. 

B  
mm. 47-61 Soprano Solo 

Here is a change to the key 
signature of E minor (= minor 
dominant of A minor), although 
without a definitive arrival on Em. 

                                            
152 The opening measures of this movement, within the context of the Requiem discussion, are examined 
in Section 3.4.  
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Harmonic goal = F minor (forward-
looking minor Neapolitan of E) 

C Section: Developmental 

mm. 62-94 Full chorus + 
Soprano Solo 

The chorus enters on F minor. The 
lowest voice ascends chromatically 
from E in m. 54: F–G♭ =F♯. The 
upper voice descends from E5 to 
B♭: E–D♯–C♯–B–B♭( B♭=♭ 2̂ of 
A).  

Retransition 

 mm. 95-106  There is a forceful return of A 
minor, now revalued as IV♮/Em.  

Recapitulation 

A' 
mm. 107-114 

Full chorus 
(Soprano solo 
drops out) 

The opening melody returns, altered 
to stay on E. 

B'  
mm. 115-122 Orchestral  

E arrives at m. 115, confirming the 
key signature from the expository B 
section. 
 
Running scalar passages in 
orchestra are reminiscent of the B 
section. 

Postlude 
mm. 123-134  
(mm.135-136, anacrusis to 
opening of Mvmt. III) 

Orchestral 
Reminiscent of 
Preludio  

E minor is transformed into the 
relative major, G major, at m. 131. 

 

At m. 47, after three beats of silence, a new section (the B section) begins with a 

change in texture (soprano solo only), style (from chorale style to running scalar 

passages and chords of the sixth), and key signature. The key signature of the B 

section has one♯ (the key of E minor as the minor dominant of A), however, the actual 

arrival on E minor does not take place until the partial return of the B section in the 

recapitulation (B'). The C section has developmental characteristics with its more 
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heavily layered vocal texture (soprano soloist plus chorus) and increased contrapuntal 

complexity with motives reminiscent of “Requiem Aeternam (II)” from the Requiem.  

In m. 107, there is a sense of recapitulation as the opening melody from the A 

section returns (A'), although with altered melodic and harmonic content which now 

emphasizes E minor, and an affirmative arrival on the long-awaited E minor ninth chord 

in m. 115 connects with the key signature that has been in place since the expository B 

section. At this alighting on E minor in m. 115 (B'), the orchestral scalar runs from the 

initial B section lazily roll in as the choral color is gradually stripped away. Although the 

soprano melody from the expository B section is notably absent here, both the return of 

the orchestral scales and the arrival on E minor provide a brief aural reminder of this 

section before the orchestral postlude begins at m. 123. The postlude functions as a 

transition into the third movement (since the first three movements are uninterrupted in 

flow) with the final two notated measures of the second movement set apart slightly as 

an anacrusis. 

Now for an explanation of the voice-leading details beginning with the A section 

(mm. 1-46). Since this opening section is heavily drawn from the “Requiem aeternam 

(1)” I include only a cursory overview of this section to show how the previous voice 

leading fits within the new context of Hymnus Paradisi.153 As shown in Example 62, 

structurally, the A section (mm. 1-46) is built upon a V♮ to V6 motion; there is a stepwise 

ascent in the bottom voice from A to C♯ in m. 39 (passing through the B in m. 28) while 

E is retained in the top voice. This E is both 2̂ of D (on the middleground) and 5̂of A 

(locally). In m. 33 on beat 2, the newly-composed expansion further prolongs B in the 

                                            
153 A detailed discussion of the opening of this section can be found in chapter 3 (Section 3.4). 
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bass and builds to the climax at m. 39 where the C♯ is reached (V6). The motivic 

material in this section is derived from mm. 24-33 of the “Requiem aeternam (2)” which 

was the fifth movement of the Requiem). 

Throughout the large-scale prolongation of the dominant from the second to the 

third movement, there is modal mixture. For instance, the opening C♮ (the third of the 

dominant chord in m. 1) is shifted into the bass and replaced by C♯ at a climax in m. 39. 

This moment is emphasized by a ff marking (the culmination of a crescendo and loudest 

dynamic marking thus far in the movement) and also the contour of the Soprano I 

(Chorus II) line with A5 at the apex (on the downbeat of m. 39), notably, the highest 

vocal pitch in the movement up to this point. This V6 of m. 39 is prolonged until m. 44 

and then, at the beginning of the B section in m. 47, the C♯ is displaced by C♮ as the 

third of the chord. As shown in the graph, the A5 is prolonged and is picked back up in 

m. 102. 

The B section begins in m. 47 with a C♮4 (horn, harp, and viola) as 3̂  of A minor. 

This C♮ begins a secondary descending third progression which reaches completion in 

the third movement as the large-scale prolongation of V comes to an end. A minor as 

the local tonic is prolonged in the lowest voice from mm. 47-54 with an unfolding of A2 

to E4 in the bass. The functionality of A at the opening of this B section is multivalent; A, 

with mixture, is still the dominant of D globally. With the change in key signature to a 

single sharp, however, A minor is theoretically revalued as the subdominant of E minor 

with a definitive aural arrival on E yet to come. Please refer to Example 63, which 

includes a foreground and middleground of mm. 47-54.  
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Example 63. Hymnus Paradisi II, Foreground and Middleground (mm. 47-54) 
 

 

 

 

 

 

 

 

 

 

 

 

On the surface of the music, the unison C♮4 opens the section on the fourth beat 

of m. 47 and is followed by an ascending scale (A Dorian pitch content) (in the second 

flute, with harp and violins contributing to the scalar texture). The soprano soloist enters 

on an E in m. 48, retained from the opening of the movement as 5̂of A minor and 2̂ of D 

major, and is accompanied by a reduced complement of muted strings, french 

horn, harp, and woodwinds. In the soprano line, after the prolongation of E in the upper 

voice through a lower neighbor D in m. 49, the scalar line descends by fifth (E–D–C–B–

A), with A prolonged by G as a lower neighbor, then rising an octave to A5 in m. 54 on 

the downbeat. 
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The bottom voice moves from a prolonged C♮ in mm. 47-52 (as the third of an A 

minor chord – the local tonic) up by tritone to an F♯ in m. 53 which is the third of a IV65 

chord. The F♯ is marked with a flag to indicate the neighboring status of this chord. In 

m. 53, the upper voices ascend and begin to align themselves into a 63 configuration (for 

an upcoming descending pattern of chords of the sixth), and the F♯ in the bottom voice 

resolves down by whole step to E.  

Example 64. Hymnus Paradisi II, Chords of the Sixth (mm. 53-57) 

 

In mm. 54-55, the soprano line becomes part of a descending line of parallel 

“chords of the sixth” (sung to the word “perpetua”) in mm. 54-55. These sixths appear 

on the middleground level, with some metric displacement on the foreground. The 

prominent inclusion of this nationalistic compositional device brings forth some 
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correlations, possibly coincidental, which are nevertheless interesting to ponder. This 

section is shown in Example 64. 

In general, this B section with its gently continuously rolling eighth note lines, 

placido indication, and inclusion of “chords of the sixth” shares a bit of the same mood 

found in Vaughan Williams A Pastoral Symphony (1922) which Howells certainly knew 

intimately. 154 In 1922, the same year as the premiere, Howells wrote an article including 

an analytical description of this symphony which was published in Music & Letters. In 

the following passage (from this article), Howells references Vaughan Williams’ use of 

this particular compositional device. In this excerpt, Howells is referring to the natural E

♭ trumpet cadenza found in the second movement of A Pastoral Symphony and the full 

orchestral entrance at the a tempo, five measures after rehearsal letter G. 

This trumpet ‘cadenza’ … finally climbs to a high B♭, against which the whole 
orchestra burst in in the first of the few fortissimo moments in the Symphony. 
Simple ‘chords of the sixth’-(‘poor dead and damned things,’ as they were 
described to me by one of the most brilliant of our younger composers four years 
ago)-again become an important element in the texture of this climax. (The 
violins and wood-wind play them, over a shifting foundation of common chords so 
unconnected-seeming with their context, in tonality, that those people who can 
be ‘physically pained’ by musical sounds must here suffer torment. But it seems 
to me that these discordances are as right and inevitable in their place here as 
those in some of Holst's works,3 which also ‘gave pain’ to many.)155  
 
As Howells intimates, the “chords of the sixth” are indeed ubiquitous in this 

symphony – an important textural element – and in the Vaughan Williams passage 

                                            
154 In the program notes for the premiere, Vaughan Williams describes the mood of this Symphony as 
“almost entirely quiet and contemplative.” David Manning, ed., Vaughan Williams on Music (Oxford 
University Press, 2008), 341.   
155 Herbert Howells, “Vaughan Williams's ‘Pastoral’ Symphony,” Music and Letters 3 (Apr., 1922), 128. 
This document is also reproduced (in its entirety) in Palmer, A Centenary Celebration, pp. 329-341. 
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described the chords of the sixth move homophonically in parallel motion. A reduction of 

this section is shown in Example 65.  

Example 65. Vaughan Williams ‘Pastoral’ Symphony (4mm. after reh. G)156 

 

The first measure shown is the conclusion of the E♭ natural trumpet cadenza 

with its ascent to the high B♭ (joined by divisi first violins and sustained for four 

measures). Bassoon, horn, and lower string parts are given the “shifting foundation of 

common chords” (parallel, descending, root position minor chords beginning in the third 

measure of the example) while the rest of the woodwinds and upper strings have minor 

quality “chords of the sixth” in parallel motion, shown in the treble clef staff.    

While the “chords of the sixth” pervade the whole symphony by Vaughan 

Williams, their inclusion in the B section of Hymnus Paradisi is in marked contrast to the 

A section of Movement II and also the “Preludio”; the sixths also create a smooth 

melodic bridge to the descending fifth motive borrowed from “Requiem aeternam (2),” 

which is sung by the chorus upon re-entry in m. 62.157 In comparison to the Vaughan 

Williams passage referenced above, Howells’ contrapuntal texture in the B section (mm. 

47-61) is much more complex, with metrically offset inclusion of those “poor dead and 

                                            
156 This example is a reduction from the full score. Ralph Vaughan Williams, A Pastoral 
Symphony (Symphony No. 3) (England: J. Curwen & Sons Ltd, 1924).  
157 See mm. 17-18 and 22-23 in “Requiem aeternam (2)” for the source of this motive.  
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damned things” within a more goal-oriented tonal framework than found in the Vaughan 

Williams passage. 

Looking back at Howells’ passage in Example 64, in a closer examination of this 

particular sixths passage found in mm. 54-57, there are two primary voices in the 

contrapuntal texture. The upper voice includes the series of descending “chords of the 

sixth” whereas the soprano solo line is embedded in the middle of these “sixths” with 

Flute I and Violin I taking the fourth above the soprano. The lowest voice (shown in the 

lower treble clef staff in the middleground graph) is an independent line, not 

participating in the parallel motion – although as is discussed shortly, there is an overall 

tonal hierarchy to this passage which is guided by the bass line. In mm. 54-55, in the 

upper voice, the parallel descending fourths on top of the texture (between the soprano 

and the top voice shown in the orchestral reduction) are metrically aligned [A5/D6–

G5/C6–F♯5/B5–E5/A5–D5/G5–C5/F♮] and draw attention to the use of “sixths,” despite 

the metrical displacements of some of the other voices within the sixths. Furthermore, 

running fourths and fifths in diminution played by the harp and celeste and other 

additional textural layering of scalar eighth note runs on the musical surface add a 

further dimension of contrapuntal complexity to this passage.158  

Howells also incorporates a mixture of chord qualities within the “sixths,” whereas 

the Vaughan Williams passage includes only minor sonorities. For instance, in m. 54 

(Example 64) as the D major triad descends to a C major triad, a syncopation in the 

violin line (F♯4–E4 on beats 1 and 2 respectively) throws off the metric alignment of the 

parallel sonorities. The C major triad then descends in a triadic third progression 

                                            
158 These surface details are not shown here, but can be found from mm. 53-58 in the score. 
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through B minor to an A minor chord at the end of m. 54 with the A5 arriving after the 

rest of the sonority. In keeping with the chord quality contrast found in Howells’ sixths 

compared to the Vaughan Williams passage (all minor triads), m. 55 yields a passing G 

minor seventh chord with F♮4 and B♭4 on the first beat and the G5 and D5 delayed. F♮

5, following the E5 on the first beat (which belongs with the previous A minor sonority), 

begins a descending third progression in an inner voice, F–E–D, placing a passing E5 

(on beat 2) alongside the arrival of G5 and D which is found in the soprano solo 

simultaneously). Descending eighth note fourths in the harp and celeste (F and C then 

E and B♭) lead to a C dominant seventh chord in m. 56 which ends this particular 

“chord of the sixth” run; the fifth of this chord, G, is delayed a bit and downplayed by its 

appearance on weak beats in m. 56 but the emphasis placed on the interval of a sixth, 

in keeping with the motivic focus of this passage, is highlighted by the 7-6 motion of D to 

C over an E in the bottom voice. This C chord also functions as V7 of the F dominant 

seventh in m. 57.  

Looking at the bottom voice in this sixths passage (mm. 54-57), over the E4 in m. 

54 as the fifth of the A minor chord (locally tonic), the D major chord in the upper voice 

is marked with a flag showing it as an upper neighbor chord (resolving to the A minor 

triad on the third beat of the same measure). In m. 55, E4 moves to F♮4 (as an upper 

neighbor to the E) and from this point, the lower voice descends in what might be 

considered a chromatic augmentation of the third progression F♮5–E5–D5 from the 

orchestral parts in m. 55. From mm. 55-57, the lower voice chromatically walks down F♮

-E-E♭ (enharmonically D♯) with the E♭ as the seventh of an F dominant seventh chord 

(which in this moment could likely function as either a German augmented sixth or in a 
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dominant to tonic relationship as V42 of the Neapolitan). In m. 57, on the first beat of the 

measure, the F♮4 in an inner voice is marked with a longer stem here than the E♭4, as 

F is the goal of this passage and the E♭ is really secondary here to the presence of the 

F. F conceptually leaps downwards by fifth, affirming the function of the F42 as dominant 

of the Neapolitan of A minor, but the G in the soprano creates a harmonically deceptive 

motion which begins another series of chords of the sixth.  

In mm. 57-61, as shown in Example 66, “chords of the sixth” reappear on the 

middleground, composed out with a slower harmonic rhythm than in mm. 54-57.  

Example 66.  Hymnus Paradisi II, Middleground Sixths (mm. 57-62) 
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In comparison to the previous passage, this bass line actively participates in the 

descending wall of sixths in conjunction with the upper voice. Scalar passages at the 

eighth note and quarter note level fill the foreground texture as the middleground sixths 

change mostly on the downbeat of each new measure from mm. 58-61. As indicated in 

the graph, there are metrical offsets in this passage found in m. 59 between the E in the 

top voice and G in the bottom voice and also between the D in m. 59 to the F on beat 

one of m. 61. On the downbeat of m. 61, with the arrival on F♮ in the bottom voice, a 6-5 

gesture concludes this string of sixths and converts the harmony from a D minor to an F 

minor chord (as the forward-looking minor Neapolitan of E minor, but locally the 

submediant of A minor). 

The chorus re-enters on this F minor sonority in mm. 62-63, thus affirming F 

minor as an important goal for the B section. It is important to make note, not only of this 

sonority as a goal, but also of the minor quality of the Neapolitan chord, which hearkens 

back to my hypothesis regarding the crisis of Michael’s death as found in “Preludio” (m. 

20). Given the parallels noted so far between this section and the second movement of 

Vaughan Williams A Pastoral Symphony, the highlighted arrival on F minor is intriguing. 

F minor is given weight here with the chorus’ re-entrance and is prolonged from mm. 

62-75; in the symphony, the second movement also begins and ends with a sustained F 

minor chord. 

The C section (mm. 62-94) begins with the re-entry of the chorus at m. 62 and a 

notable increase in contrapuntal complexity. As shown in Example 67 (mm. 62-79), F 

minor is prolonged from mm. 62-75. The bass moves from F♮ to G in m. 68 with a 

metrically displaced augmented sixth chord in m. 64 preceding the V6 chord. There is a 
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significant metric displacement in the augmented sixth; the F♯5 arrives in m. 68 just as 

the bass resolution to G♮ occurs, and is sustained by the soprano soloist for five beats 

before resolving up to G on the second beat of m. 69. The G♮2 in the bass is prolonged 

as the upper neighbor to F♮2 from mm. 68-72 while the G♮5 descends a sixth into an 

inner voice (in a secondary linear motion) (from G down to B♭). The B♭ then falls a 

whole step to A♭ as the third of the F minor chord in m. 75 as the bass G♮2 resolves 

down to F as well. From mm. 62-79 there is a descending fifth progression in an inner 

voice from the A♭4/G♯4 in mm. 62-64 through G♮5 (mm. 68-75) to F♮ 5. Over the G♭

3/F♯ 3 in the bass in mm. 78-79, the top voice descends the rest of the way locally via a 

third progression F♮ 5-D♯5-C♯5.  

In this passage, there are two voice exchanges shown in Example 67.  

Example 67. Hymnus Paradisi II, Middleground Graph (mm. 62-79) 
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The G in the bass at m. 68 is shifted into the upper voice in m. 75 as the ninth of 

the F minor chord and the F of the top voice in m. 72 is relocated to the bass at m. 75. 

This F in m. 75 is then transferred back up to the top voice in m. 77 as part of a 

chromatic voice exchange as the G in the top voice is shifted into the bass and 

becomes a G♭ as part of an enharmonically spelled supertonic chord in E minor. The 

G♭ in the bottom voice is enharmonically transfigured into an F♯ in mm. 78-79 and the 

third of this sonority (B♭) moves down by a half step to become A♮ as the third of an F♯ 

minor seventh chord in m. 79.  

As noted in this graph, the D♯5 to C♯5 motion is part of a larger-scale descending 

fifth progression [E–D♯–C♯–B–A] in the upper voice. A deeper-level middleground graph 

shows this entire progression in Example 68.  

Example 68. Hymnus Paradisi II, Deep Middleground (mm. 1-102) 
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This descending progression begins with the E5 at the opening of the movement, 

picked back up locally in m. 48 as 5̂  of A minor where it is supported by an A minor 

tonic sonority with an implied A in the bass. The bass unfolds from A (m. 47) to E (m. 

54) before moving to F♮ which is prolonged from mm. 57-75. 

As shown in the graph, F ascends to G♭ (m. 77) which becomes transformed 

into its enharmonic equivalent, F♯, as the root of the supertonic of E minor and the 

submediant of A minor. Over the F♯ in the bass in m. 79, the top line descends D♯ to C♯ 

as ♯ 4̂ – 3̂  of A minor in a 6-5 motion. (Fulfilling a dual function, the D♯ also resolves up 

to E in m. 83 which is the seventh of the F♯ chord) The C♯ in m. 79 (on the second beat) 

stays in placeas the fifth of the prolonged F♯ seventh chord until m. 90, where it 

descends through B♮ (♮ 2̂ ) and lands on♭ 2̂ (B♭4) on the fourth beat of m. 92 (soprano 

solo and orchestra). Given the prolongation of the F♯ minor chord, one might hear the 

♭ 2̂ (B♭) from the top line re-imagined here as an implied A♯ (♯1̂ ), which resolves up to 

B♮ as the third of the G♯ minor sonority in m. 99. In m. 99, the F♯3 in the bottom voice 

moves through G♯ (♯VII♭3 of A minor) on the way to A3 in m. 102 where both the upper 

and lower voices come to rest on A. 

Measures 95-106, as noted in the form chart of Table 11, function as a 

retransition of sorts, leading the ear back to the A minor shown in m. 102 (and 

prolonged through m. 106) just in time for the return of the A’ section (107-114). 

Furthermore, A minor is strongly emphasized as a goal here beginning with the brass 

anacrusis in m. 101 which plays upon the modal mixture dichotomy of C♮ versus C♯. 

Measures 101-111 of the vocal-orchestral score are shown in Example 69. The brass 
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gesture in m. 101 descends and crescendos dramatically, quickly traversing a tenth 

from C down to A. Grand dynamic swells, accents, and soaring registers (e.g., the 

soprano solo ascends to and sustains an A5 in mm. 103-5) all combine to create a 

climactic moment emphasizing A minor as the local tonic and dominant of D in the 

broadest sense.  

The recapitulation begins at m. 107 with Choir I singing “Requiem aeternam” 

although the formal boundary is blurred with the juxtaposition of “luceat eis,” carried 

over in Choir II. All voice parts in Choir I sing the melody from the A section with one 

significant change; instead of descending to a D on the second beat of m. 109, which 

would have echoed the original statement in m. 3, the melodic line has instead been 

altered to stay on E. These measures are shown in Example 69; for the earlier 

presentation of this melody refer back to Example 12 (the third movement of the 

Requiem, mm. 1-5).  

As seen in Example 69, the supporting harmony under the E moves from the 

sustained A minor chord in m. 108 to an E minor first inversion chord on the third beat of 

m. 109 thus pointing toward the upcoming arrival on E minor (in m. 115). On the 

downbeat of m. 108, 3̂of E minor (G) is picked up in the top voice, at the height of this 

melodic gesture in Choir I, and subsequently presents an embellished subsidiary third 

descent in mm. 108-9. An overview of this particular section is provided in Example 70 

(mm. 102-123).  

  



189 
 

Example 69. Hymnus Paradisi II, mm. 101-111 (2 pages total) 
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Example 70. Hymnus Paradisi II, Deep Middleground (mm. 102-123) 

 

The bottom voice also follows a descending third progression in E minor (G–F♯–

E) with the bass G♮ in m. 109 coming from the root of the A minor return at the opening 

of the recapitulation. Over the arrival on E minor at m. 115, the top voice descends to 2̂

and is sustained as the ninth of the sonority until m. 123 where this F♯ finally descends 

a whole step to E. The moment of peace is short-lived however, as the E quickly moves 

down a whole step to D for the beginning of the orchestral postlude in m. 123. 

The B' section begins at m. 115 (mm. 115-122) and is orchestral only with the 

running scalar passages a reminder of the expository B section that originally 

accompanied the soprano soloist. As a reminder, in the B section in the exposition the 

key signature changed to one sharp but A minor remained in place until here at m. 115, 

where the B section material returns minus the soprano soloist. Thus, it is notable that 

the E minor tonic finally arrives as the B' section in the recapitulation begins. The E 

minor ninth chord is prolonged throughout this short B' section; in the lower voice, E 

remains in place while in the upper voice there is a 9-8 gesture, F♯5 (m. 115) – E5 (m. 
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123), above the E. The addition of C♯ to the orchestral scalar passages, tinges the 

harmony with a Dorian flavor, as was found in the earlier section (mm. 47-61) in the 

context of A minor. The choral color is slowly stripped away with staggered releases as 

the orchestral color moves to the forefront in preparation for the postlude.  

The postlude in mm. 123-134 is reminiscent of “Preludio”; the same A section 

melody returns with variations and is heightened in intensity through the juxtaposition of 

low-register repeated chords (scored similarly to the repeated G♯ minor chords from the 

Preludio) which emerge as if from the funereal depths of the orchestra.159 Functionally, 

this section is a transition from E minor to its relative major, G, (with mixture). This 

movement concludes on a tonic first inversion chord in G major with a shift back to the 

G minor at the opening of the next movement, which paves the way for another 

seamless relative minor-major shift from G minor into B♭ major.  

As shown in Example 71, over the prolonged E in the lower voice from the B’ 

section (mm. 115-123), the top voice descends from F♯5 (m. 115) as 2̂  of E (the ninth 

of the chord) down to 1̂  (E5 in m. 123).  

Also in m. 115, while the chorus sustains its final syllables, “aeternam,” the solo 

flute soars with a tranquil descending line beginning on B5 which establishes 3̂  of the 

upcoming turn to G major. This B♮ begins a descending third progression with mixture 

in G major which mirrors the 3̂–♭ 3̂– 2̂ –1̂  structural pattern found frequently in the 

Requiem and here in the Hymnus Paradisi. This B5 in m. 115 moves to B♭ in m. 124 

                                            
159 In the composer’s description of this work, he mentions specifically that this third movement is 
“touched by the brooding, darker colours of the orchestral Prelude.” Palmer, 48.  
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(literally present in the lower registers but shown in parenthesis as a B♭5) as part of 

the E♭ major seventh chord in the opening of the postlude; this chord functions as the 

lowered submediant of G major. The remainder of this descent occurs at the conclusion 

of the postlude; the A as 2̂  is found in m. 131 as an A6 moving to 1̂  as G6 in a 7-6 

gesture of the third of the G major tonic chord. 

Example 71. Hymnus Paradisi II, Middleground Graph (mm. 115-135) 

 

This voice leading B–B♭–A–G in the upper voice is partnered with a lower voice 

that spans a descending perfect fourth from mm. 115-131. From E3, prolonged in the 

previous section (mm. 115-123), the lower voice descends from E to B over the course 

of the entire postlude in a descending stepwise motion, E–E♭–D–C–B. The E moves 

down by half step to E♭ in m. 124 (the B♭ is literally below the E♭, “subposed” if you 

will, and begins a descending third progression in an inner voice from B♭3 to G♭3.) E
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♭3 in m. 124 is the root of the lowered submediant major seventh chord in G major and 

then becomes the fifth of an A♭ major seventh chord in m. 128 which functions as the 

Neapolitan of G. E♭ falls to D in m. 130 which is the root of the V7 chord briefly (on the 

first two beats of the measure) and then moves through C as a passing seventh on the 

way to B in m. 131 as the third of the G major tonic chord.  

The F♯ in m. 115 shares a similarity in function with the G♭ of m. 20 of the 

“Preludio.” As seen in the opening movement of Hymnus Paradisi, there was an 

enharmonic reinterpretation of the F♯ as 3̂  of D (m. 14) into G♭ as ♭ 4̂  in m. 20. There 

was then a bifurcation of the G♭ as it split into two different conceptual voice-leading 

lines, with one line resolving up to G♮ in m. 22 (and continuing on to G♯ in m. 28 as the 

leading tone to the A minor chord which began the second movement) and the second 

line descending to F♮. The aforementioned F♯ in m. 115 of this second movement 

likewise divides in what could be understood as another interpretive representation of 

the crisis. In a descending motion, the F♯ resolves down a whole step to E as the local 

tonic arrival in m. 123, rather than the half-step motion to F♮ in the “Preludio.” In the 

ascending branch, F♯ is enharmonically transfigured into a G♭ in m. 126 (in the bass 

line), as was seen in the “Preludio,” and then likewise ascends to G♮ in m. 128 (which, a 

few measures later, becomes the structural tonic to close the movement in m. 131). As 

the bifurcation led to A minor through the two diverging lines in the “Preludio,” these two 

branches also help set up the return of A minor in m. 22 (minus the chromaticism) with 

G in an abstract voice-leading motion directly to A and the E is prolonged, already in 

place as the fifth of A minor. In particular, this phenomenon is important to note 
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because, as is discussed in the section on the sixth movement, this G♭/F♯ to G motion 

is composed out on a much larger scale over the course of the entire work with the 

opening F♯ as 3̂  of D resolving upward to G in the final movement with G as 3̂  of E♭ 

major.  

 

4.4 The Lord is my shepherd 

“The Lord is my shepherd” is the third movement and the conclusion of the first 

continuous part of Hymnus Paradisi. In a broad harmonic overview of this entire 

movement, shown in the middleground graph of Example 72, the E minor prolongation 

from the second movement (m. 115) is picked back up in m. 20 and revealed to be 

enclosed within the even larger-scale dominant prolongation of A as V of D, which 

returns in m. 22.  

A subsequent arrival on a first inversion D major tonic chord in m. 86, at the 

climax of this movement, relegates the long dominant prolongation of A to the status of 

a dividing dominant in the service of a prolonged tonic, thus creating a colossal voice 

exchange! This voice exchange, shown in Example 73, stretches all the way back to the 

tonic D major at the opening of the “Preludio” to the D major first inversion chord in m. 

86 of the third movement. Immediately following this voice exchange, the F♯ in m. 86 in 

the lower voice gives way to F♮ and the D minor tonality slips easily into its relative 

major, F, for the conclusion of part one. 
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Example 72. Hymnus Paradisi III, Middleground 
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A subsequent arrival on a first inversion D major tonic chord in m. 86, at the 

climax of this movement, relegates the long dominant prolongation of A to the status of 

a dividing dominant in the service of a prolonged tonic, thus creating a colossal voice 

exchange! This voice exchange, shown in Example 73, stretches all the way back to the 

tonic D major at the opening of the “Preludio” to the D major first inversion chord in m. 

86 of the third movement. Immediately following this voice exchange, the F♯ in m. 86 in 

the lower voice gives way to F♮ and the D minor tonality slips easily into its relative 

major, F, for the conclusion of part one.  

Example 73. Hymnus Paradisi I-III, Colossal Voice Exchange 

 

 

4.5 “The Lord is my shepherd” 

This movement is textually and musically derived from the second movement of 

the Requiem, “Psalm 23,” with its minimally adapted Psalms text from The Book of 
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Common Prayer. 160 Like the Requiem movement, this setting is also ternary in form 

although expanded in scope as well as in harmonic and contrapuntal complexity. Table 

12 shows the comparative dimensions of these respective movements at a glance.  

Table 12. Formal Division of Psalm 23 in Howells’ Requiem and Hymnus Paradisi 

 Text 
Requiem: Mvmt 

II 
“Psalm 23” 

 Hymnus 
Paradisi: Mvmt 
III  
“The Lord is 
my shepherd” 

A 

“The Lord is my shepherd; 
therefore can I lack nothing. He 
shall feed me in a green pasture: 
and lead me forth beside the 
waters of comfort. 
He shall convert my soul: and 
bring me forth in paths of 
righteousness.” 

mm. 1-8 

 

mm. 1-26 

B 

“Yea, though I walk in the valley of 
the shadow of death, I will fear no 
evil: thy rod and thy staff comfort 
me. Thou shalt prepare a table 
before me against them that 
trouble me: thou hast anointed my 
head with oil, and my cup shall be 
full.”  

mm. 9-17  

 

mm.27-70 

A' 

“But thy loving kindness and 
mercy shall follow me all the days 
of my life: and I will dwell in the 
house of the Lord forever.” 

mm. 18-21 

 

mm. 71-104 

 

As previously discussed, “Psalm 23” from the Requiem is D based (minor/dorian 

inflections) despite the lack of a corresponding key signature. The opening melodic 

gesture, A–G–B♭–A, centers around the reciting tone of D and the unison close of the 

movement on D confirms D as tonic. Additionally, in the Requiem, the previous 

movement concludes on a D major triad so the D tonality is fresh in the listener’s ear 

                                            
160 The Book of Common Prayer (1662).  
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when the chant-like melody of this Psalm text begins. “The Lord is my shepherd” in the 

Hymnus Paradisi opens with the same melody although the shift in harmonic context 

actually places this opening within the aural context of G (the ending tonic for the 

second movement of Hymnus Paradisi), rather than in D. The same key signature 

appears in both versions – no sharps or flats – but in this new harmonic context of 

Hymnus Paradisi, the key signature seems to point toward A minor, as the minor 

dominant of D, since much of the movement prolongs A minor (although with mixture). 

The first five measures of this movement are provided in Example 74.  

Example 74. Hymnus Paradisi III, Opening Measures (mm. 1-5) 
 

 

 

 

 

 

 

 

 

 

The anacrusis to this third movement of Hymnus Paradisi sustains an E♭, G, 

and A, which in the already established context of G as tonic (from the end of the 

previous movement) sounds like an A half-diminished chord with no third, functioning as 

the supertonic of G major. (Note the motivic emphasis on the E♭–A tritone between the 

outer voices as well.) The D minor triad on m. 2 can then be heard as the minor 
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dominant of G minor resolving to a tonic seventh chord in second inversion. Thus, the 

original a cappella line from Howells’ Requiem, which highlighted A as the reciting tone 

of D (with an implied D in the bass), has been placed into a G minor tonal context at the 

opening of Movement III in the Hymnus Paradisi.  With the use of an E♭ major ninth 

chord as a common chord in the third measure, VI9 of G minor and IV9 of B♭ major, G 

minor shifts seamlessly into its relative major for a luscious treatment of “He shall feed 

me in a green pasture …” in B♭ major. B♭ is locally the Neapolitan of A and globally 

important as the lowered submediant of D. As is made clear from the ensuing voice-

leading discussion, Howells is taking the proverbial “scenic route” on the path back 

toward the conclusion of the E minor prolongation (as the minor dominant of A) which 

began in the previous movement. 

As was shown in Example 72, the voice leading in the A section connects back to 

the opening of the large-scale E minor prolongation in m. 115 from the second 

movement. In the lower voice, the B♮ from the end of the second movement leaps up a 

diminished fourth to an E♭ (a neighbor tone, marked with a flag) and resolves down to 

D. This D then descends through a minor third to B♮ as part of a chromatic voice 

exchange which occurs during the B♭ major section. At the end of the previous 

movement, the G in the top voice rises stepwise through two third progressions, G up to 

the B♭ in m. 3 and then B♭ up to D in m. 13, part of a chromatic voice exchange. For 

a closer look at this voice exchange and the B♭ major section in general, an 

examination of the foreground details are necessary. In Example 75, a foreground view 

is included for reference. 
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Example 75. Hymnus Paradisi III, Foreground/Middleground (mm. 1-13) 
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In mm. 3-5 the harmonic subdominant to tonic motion supports a descending fifth 

progression in the top voice which gently floats down and alights on B♭ in m. 5; the 

uppermost descending third, F–E♭–D, comes from the first violin and clarinet line with 

the remainder of the descent completed in the soprano (D–C–B♭). The second part of 

the phrase “and lead me forth beside the waters of comfort” peacefully coasts into a 

half-cadence gesture on a sustained dominant seventh chord in B♭ major with the 

soprano line sustaining the supertonic scale degree, C. The B♭ (m. 5) to C (m. 9) forms 

the beginning of the aforementioned chromatic voice exchange, with the D of m. 13 

arriving with the entrance of the tenor soloist. 

Returning to Example 72 once again (the middleground overview of the 

movement), under the top voice D in m. 13, the lower voice descends as 5̂ - 4̂ - 3̂ - 2̂ -1̂ in 

E minor; this arrival on a root position E minor chord (m. 20) links up to the 

Eprolongation which was begun in m. 115 of the second movement, as previously 

mentioned. In m. 22, the return of A minor encloses the E minor prolongation (Mvmt II, 

m. 115 to Mvmt III, m. 20), within a larger-scale A minor prolongation as the top line (in 

mm. 20-22) echoes the previous bass descent of B–A–G–F♯–E. The arrival of E 

reestablishes E as 2̂ of D, over A in the bass in m. 22. A minor tonality is restored (mm. 

22-24) and sets the stage for an upcoming half cadence in A minor; the E major triad in 

m. 25, as V of A, is preceded by an enharmonically spelled “full” augmented sixth chord 

with an added tone, G, which resolves up to G♯ as the third of the V chord. In summary, 

the voice leading in the A section of “The Lord is my shepherd” begins with the G in the 

top line from the end of the second movement which ascends a major sixth from G to E 

(m. 22), while the lower voice ascends from B to D and then descends a minor seventh 
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to complete the E prolongation before moving to A, the root of the dominant of D in m. 

22. The section then concludes with a half cadence in A minor (m. 25).  

The B section of this movement, mm. 27-70, is all part of the large-scale 

dominant prolongation stemming from the second movement, with mixture on the 

foreground and the middleground. Cross-relations abound as C♮ (♮ 3̂ ) clashes with C♯ 

(♯ 3̂ ) frequently; m. 38 in the score (not shown) is but one example of a vertical clash 

with the C♮ in the violins sounding against the C♯ in the chorus (alto and bass) on the 

first beat.  

This B section, in general, is embroiled in turmoil and “the valley of the shadow of 

death” is painted as a bleak, craggy surface with prominent tritones, chromatic neighbor 

tones, Phrygian gestures, and augmented sixth chords. I present some examples of 

these characteristics here as they all relate to the manifestations of death, and 

specifically, the crisis of Michael’s death. A more systematic discussion of the voice 

leading follows. The opening measures of this section are shown in Example 76.  

Note the use of the augmented sixth chord in m. 29; the D♯ in the alto and bass 

parts (respelled as E♭ in m. 30) resolve up to E in m. 31 as the final eighth note triplet 

of m. 29 resolves from F♮ down to E in the lower orchestral voices (bass clarinet, 

bassoons, cello and double bass). Additionally, after a bass ostinato pattern in m. 35 

sets the expectation of B♭ as an upper neighbor to the A (which is shown in Example 

78 shortly), a change to a B♮ in m. 38 instead of the B♭ draws further attention to 

another augmented sixth in m. 39 (at rehearsal 22) with the reinstatement of the B♭. 

The harmonic pull from E back toward A is increased as the chorus bass part and 
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lowest strings play B♭–A with G♯ –A, on the first and second beats respectively, as 

found moving from the alto to the soprano chorus part). This augmented sixth is placed 

in a metrically strong position and is repeated in the next measure (m. 40) again on the 

first two beats of the measure.  

Example 76. Hymnus Paradisi III, Vocal-Orchestral Score (mm. 27-31) 

 

As noted in the earlier discussion of the “Preludio,” tritones are also particularly 

important in this B section with two prominent tritone pairs found in mm. 27-48 (E–B♭ 

and A–E♭) with another tritone (D–A♭) rising up structurally in importance beginning in 

m. 49 (mm. 49-56). For instance, in mm. 32-3, the tritone E–B♭in the foreground is 

outlined prominently in the chorus and verticalized in the orchestra briefly, as shown in 

Example 77.  
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Example 77. Hymnus Paradisi III Vocal-Orchestral Score (mm. 32-42) (2 pages total) 
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Although the B♭ in m. 33 appears on the second beat of the measure (alto), the 

placement of the word “no” on the B♭ (which is slurred to the subsequent C), 

emphasizes the B♭. (Howells could have chosen to slur “fear” from the A to the B♭ 

instead and place “no” on the C of the third beat, which would have instead emphasized 

the A and C more predominantly.)  

In mm. 35-36, as shown in Example 78, the prominent tritone pair shifts to A and 

E♭. 
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Example 78. Hymnus Paradisi III, Foreground/Middleground Graph (mm. 35-44) (2 pages) 
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In m. 36, following a brief 6-♭5 gesture (F–E♭ over A in the bass), this tritone is 

highlighted prominently as part of a diminished tonic chord between the soprano/tenor 

and alto/bass voice parts. These two tritones could be said to function in a dominant to 

tonic relationship with the “dominant tritone” (E–B♭), arguably based on E in the bass 

with the B♭ as an upper diminished fifth, moving to the “tonic tritone” (A–E♭) at m. 35.  

The A–E♭tritone is highlighted vertically as the last three eighth notes in m. 40 

ascend a minor third (A–B–C) and leap to an E♭ on the downbeat of m. 41 and also 

horizontally in m. 41 as the ostinato dips back down to the A with E♭ sustained above 

(for the entire measure in the bass clarinet and appearing in other instruments within the 

measure also). Furthermore, in mm. 49-50, there is a shift to a different tritone, D–A♭, 

which is discussed further in coordination with Example 82. This tritone is emphasized 

vertically on beat one (with D in the orchestral bass and A♭ in the first violins), as well 

as horizontally in the alto part (which moves from E to D on beat one and then leaps 

from the D to the A♭). 

The lowered second scale degree appears often in this B section as well. 

Referring back to Example 77, for instance, in mm. 34-35 – in lieu of another 

augmented sixth – a Phrygian cadential gesture (6-8) draws the ear into a new phrase; 

the lower orchestral voices move from B♭ down a half step to A in m. 35 while the 

choral voices complete the gesture in the upper voice (G–A). This shift back to A (with a 

lowered fifth) is also marked by the introduction of the aforementioned ostinato in the 

bass orchestral voices which prolongs A with B♭ as a frequent upper neighbor tone 

(cello, bass and harp).  Let us now examine the voice leading for this B section in a 
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more systematic way; the formal organization of this section is shown in Table 13. 

Table 13. Hymnus Paradisi IV, Blurring of text and tonal boundaries in the B section 

 
As shown in Table 13, the formal boundaries between the text setting and tonal 

areas are particularly blurred in this section, which makes finding logical segments to 

discuss somewhat challenging. Therefore, the following discussion is grouped into 

sections prioritized based upon tonal prolongation which may, or may not, include 
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coordination with the beginning or end of a textual phrase. These delineations are 

marked with a bar line in the graphs provided, beginning with Example 79 on the next 

page (showing the foreground with middleground aligned below for mm. 27-35).  

Measures 27-42a contain the first complete line of text in the B section. The first 

half of this text appears in mm. 27-34 (the corresponding foreground and middleground 

graph is Example 77) with E prolonged in the bass as the minor dominant of A. The 

orchestral parts wind their way through chromatic alterations of the opening theme, 

easily recognizable by the opening double neighbor figuration.  

The upper voice (chorus alto and bass) moves much slower than the busy 

orchestral line. The upper voice leaps up a minor third from E to the G4 in m. 29 and 

returns immediately to E as the lower divisi chorus parts dip down by a half step to a 

D♯4 and back up to converge on E. The E4 then descends in the upper voice to the 

enharmonic equivalent E♭4 in m. 30, with a descending third progression falling into an 

inner voice to C4 and again both parts converge on E in m. 31. This E♭–E gesture, 

paired with the F–E motion in the orchestral counterpoint, completes the augmented 

sixth to dominant gesture.  

The E in the upper voice of m. 31 then ascends by minor third twice in a row with 

C as an upper neighbor tone in m. 33, on the third beat. The result is a melodic gesture 

that outlines the motivically important E–B♭ tritone. This B♭4 in m. 33 is a Phrygian-

inflected supertonic, ♭ 2̂ , and is also structurally important as part of a subsidiary third 

descent in A minor. This lowered supertonic scale degree connects back to the C♮, 3̂ , 

which has been in place since the opening of the second movement and resolves down 

to A as 1̂ in m. 35. 
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Example 79. Hymnus Paradisi III, Foreground/Middleground (mm. 27-35) 
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As mentioned earlier in the methodology section, the idea of including ♭ 2̂  in an Urlinie 

is supported by Porterfield’s study, for according to Porterfield, “in the modal process… 

we may find a rational basis for the obligatory linear descent which Schenker discerned 

in triadic tonality.161 

In the lowest voice, in m. 33, the E to B♭ tritone is also emphasized from mm. 

27-28 and from mm. 29-31 this lower voice outlines the pitches of the upcoming 

augmented sixth (F, A, B, C, E♭=D♯), linked by passing and neighbor tones. In mm. 33 

the E to B♭ tritone is highlighted vertically between the orchestra and chorus (V♭5) as 

the lower voice begins another version of the theme (“The Lord is my shepherd”), 

winding from E down to B♭ at the end of m. 34. B♭ falls a semitone to A on the 

downbeat of m. 35 as the G in the upper voice rises a whole step to A in a Phrygian 

close marking the harmonic shift from V♭5 to I♭5(no 3). 

In mm. 35-42a, the previously incomplete line of text is repeated and now 

finished. Let us look now at the middleground graph of Example 80.  

Following the Phrygian gesture at the end of m. 34, as shown in the 

middleground graph of Example 80, the lower voice centers again on A and is 

prolonged through augmented sixth chords (mm. 39 and 40) and subsequently through 

subdominant motions. In m. 35, the upper voice moves from A up to C in m. 38, picking 

up the third scale degree of A minor once again. An inner voice also leads to C, moving 

chromatically from the E♭ (a tritone above the bass A) down to C: E♭–D–D♭–C. In 

                                            
161 Richard Porterfield, "Melodic Function and Modal Process in Gregorian Chant" (Ph.D. diss., City 
University of New York, 2014), 181. 



214 
 

the upper voice, the C in m. 38 ascends through two third progressions up to the 

seventh of the chord, G (which is marked with a flag), before reaching the root of the 

chord in m. 44, A5, which is preceded by the ubiquitous lowered second scale degree – 

here an incomplete upper neighbor. 

Example 80. Hymnus Paradisi III, Middleground (mm. 38-48) 

  
As shown in Example 81, in m. 42, there is a rare coordination with a textural and 

harmonic close on the surface of the music as the ostinato pattern shifts to create a 

cadential gesture with a B7 chord and an octave leap down on the last beat of m. 41 

from B2/B3 to B3/B4 in the cello and string bass parts.  

However, the downbeat of m. 42 is an A major chord – the E (as the fifth of the A 

major chord here) is not the lowest sounding note after the anticipatory setup of a 

dominant to tonic relationship, although present in the low ranges of the texture as an 

E3 which provides a small sense of harmonic gratification. This B7–A motion could be 

thought of as an elided resolution. The arrival on octave As in the chorus (m. 41) is 
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sustained for two and a half to three and a half beats on “comfort me,” a moment that 

should provide a section break before the new line of text begins halfway through m. 42. 

The aural effect of the unexpected elided resolution here is a bit unsettling, however, 

and the eighth notes in the orchestra drive the momentum forward (m. 42 is marked più 

animato). 

Example 81. Hymnus Paradisi III Vocal-Orchestral Score (mm. 41-44) 
 

 

 

 

 

 

 

 

 

 

 

 

 

Turning back to the middleground graph in Example 80, the voice-leading lines 

continue to prolong A minor (with mixture). The A in the top line in m. 44, which is part 

of the minor subdominant motion along with an inner voice (D), descends via third 

progression to the F♮ and B♭ and then resolves down to A and E as part of A major. 

The treble clef inner voice ascends A–B–C♯ (with the B instigating a secondary 
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ascending third progression of its own, B–C♯–D). In m. 47, A major returns with the 

upper voice descending through ♯ 3̂ to reinstate ♮ 3̂as the third scale degree of A minor. 

In m. 49, as shown in Example 82, a new voice-leading thread begins as a 

subsection of the B section.  

Example 82. Hymnus Paradisi III, Middleground (mm. 49-70) 
  

 

 

 

 

 

 

 

 

The D3 in the bass (on the first beat) takes a new path which delays the 

immediate return of A in the bottom voice; the bottom voice composes out a descending 

tritone from D down to A♭/G♯. Unlike the D minor chords in mm. 44 and 45 (with an 

added sixth in m. 45), the quality of this particular subdominant sonority in m. 49 is 

diminished. Measure 49 occurs in the midst of a line of text (“thou hast anointed my 

head with oil”) set with staggered contrapuntal choral entries, rather than coinciding with 

the beginning of a new line or phrase within the line. In fact, this entry doesn’t coincide 

with any of the choral entries. The alto enters in m. 47 over the A major chord and the 

bass in m. 48 (with an eighth note anacrusis); the soprano and tenor enter in m. 50. The 
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descent from A to A♭ in the top voice and the emphasized motion from A in the bass 

up to D3 (m. 49) along with the 9-8 gestures on the foreground mark this moment as 

important, however.162 This vertical D to A♭ tritone in m. 49 marks the beginning of a 

transition as this interval is composed out horizontally, moving towards A♭/G♯ as the 

fifth of C♯ minor.  

To continue the explanation of Example 82, D in the lower voice begins a 

chromatic stepwise descent from mm. 49 through 56, D–D♭–C–B♭–A♭, and 

prominently outlines D to A♭, a motivically important tritone in this section. In m. 56, the 

A♭ at the bottom of the descent is the third of an F minor sonority which, as you may 

recall, was a prominent arrival point at m. 62 in the second movement. The D3 in the 

bass at m. 49 splits off and also ascends into an inner voice, again highlighting the 

diminished fifth (D–F–A♭) on its way up to D♭4 (an octave above the second note in 

the larger-scale tritone descent, D♭3). 

Over this five note descent in the lower voice from mm. 49-61, the top voice 

prolongs A♭ (marked with a flag to indicate it is an incomplete neighbor to the A in m. 

44). Along with the A♭ in the top voice, F♮ is prolonged in an inner voice (through 

neighboring gestures primarily) as part of the diminished subdominant harmony which is 

composed out in this subsection. In m. 54, C♮ appears in the harmonic texture, coming 

from the D5 in the treble clef inner voice and is also prolonged as the seventh of the 

                                            
162 Over a prolonged D in m. 49, there is a 9-8 gesture (E–D) in the first viola and first bassoon with a 
diminution of this figure in the chorus alto (eighth notes on the first beat of m. 49). The 9-8 and 7-6 
gestures are prominent in marking cadential points throughout and emphasize the A major to D 
diminished “resolution.” 
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half-diminished subdominant harmony. At the end of mm. 56 in the choral parts, there is 

a noted enharmonic transformation of this sonority; the A♭ becomes re-notated as G♯, 

the C turns into a B♯, and the F♮ is renamed as E♯.  

As shown by the bar line at m. 61, another new subsection begins here with this 

enharmonic shift from F minor to E♯ minor. This subsection, mm. 57-70, is centered 

around a C♯ minor chord with some mixture on the foreground level; C♯ minor is III of A 

minor and ♯VII of D on the deeper middleground level. The sonority on the downbeat of 

m. 57 is C♯ minor in second inversion which is reached through the following voice 

leading: the B♯ of m. 56 resolves up as a leading tone to C♯, the G♯ is retained as a 

common tone, and the E♯ as ♯ 3̂  of C♯ (in the chorus sopranos) resolves downward to ♮

3̂  (found in the chorus tenor line). A more detailed graph of this section is shown in 

Example 83.  

C♯ minor is prolonged with an octave ascent from G♯4 to G♯5 between mm. 57-

61 over G♯2 in the bass. As shown in the foreground graph (the top system in Example 

83, with chorus and orchestra shown on their own staff), the G♯4 of the upper line 

moves to C♯5 which is the entrance of the soprano soloist with the opening theme’s 

double neighbor figuration (C♯–B–D♯–C♯). C♯5 falls to B, the seventh of this harmony, 

before ascending a major sixth to the upper G♯. The natural third of m. 57 is briefly 

supplanted by the raised third in m. 62 as part of a Lydian melodic ascent in the chorus 

soprano and tenor (mm. 61-63).From mm. 63-64 (chorus first altos), E♯ resolves as if it 

were an F♮, moving down by half step to E♮ (E♯4–E4) and the C♯ resolves downwards 

to B as the fifth of an E major first inversion chord (C♯4–B3).
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Example 83. Hymnus Paradisi III, Foreground/Middleground (mm. 57-64) 
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Despite the raised third in the Lydian ascent, C♯ minor reigns and shifts easily into its 

relative major of E here with the G♯5 at m. 61 as 3̂descending through F♯5 ( 2̂ ) to E5 (1̂

). Looking ahead for a moment, the G♯ that is prolonged in the bass throughout these 

measures (mm. 61-70) eventually resolve upward in leading-tone fashion to A in m. 80. 

In the upper voice, the descending third progression G♯–F♯–E participates in the 

familiar 7-6 cadential gesture as 2̂  to 1̂over G♯ in the lower voice; The chorus sings 

“and my cup shall be full” while the soprano and tenor soloists sustain the final word of 

their previous phrase (“full”). A brief orchestral interlude follows and gently closes out 

this B section, in direct contrast to its turbulent opening. The music in this orchestral 

interlude is a return of the closing measures of the second movement, although 

transposed here for a close on E, rather than G, and appear again at the conclusion of 

this third movement with a close on F major.  

Referring back to the deeper middleground graph of Example 82, as previously 

discussed, from mm. 61-70 C♯ minor is prolonged in first inversion with a shift to the 

relative major, E, and back again to C♯ minor in m. 70. During this orchestral interlude, 

the E5 (1̂  of E), descends into an inner voice moving ultimately to B as the fifth of the E 

major chord; E5 moves to D♯5 which begins a subsidiary third progression D♯–C♯–B. 

B5 and B3 then both return to C♯ as C♯ minor returns. E5 is prolonged in the upper 

voice following the third descent and is picked back up in m. 70 in the upper voice, as 

shown in the graph.   

Following this orchestral interlude, the A section returns in m. 72 with variations. 

To begin with, the accompanimental anacrusis is slightly different than the one that 

opened the movement; a comparison of these two gestures is shown in Example 84.  
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Example 84. Hymnus Paradisi III, Anacrusis Comparison  

In both sections of the accompanying example (a) and (b), the E♭ and G are 

sustained, although the melodic descending fourth (D–C–B♭–A) which originally 

opened the movement (a) has been changed leading in to the return of the A section 

(b). The upper voice of the anacrusis to the A' section now outlines an ascending tritone 

(C♯–E–F♯–G) as shown in (b). Furthermore, there is no A present in the sustained 

sonority of m. 71 as was found at the beginning of the movement. The orchestration is 

also varied; the A' anacrusis is primarily played by the french horns rather than the oboe 

and clarinets (with harp) which initially opened the movement.  

In terms of textual organization, over the sustained minor third in m. 72, the 

soprano solo introduces the final line from the Psalms text: “But thy loving kindness and 

mercy shall follow me all the days of my life: and I will dwell in the house of the Lord 

forever.” The chorus in mm. 81 begins a second statement of this text, leading to a 

climax in m. 86 where they are joined by the soprano soloist. The movement closes 

textually with the tenor soloist poignantly restating the opening line over the sustaining E

♭ sonority in the chorus: “The Lord is my shepherd: therefore can I lack nothing.”  
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Example 85. Hymnus Paradisi III, Vocal-Orchestral Score, A' Section Opening (mm. 70-
79) 

 

 

 

 

 

 

 

 

 

 

  

 

 

 

 

The opening measures of this A' section are shown in Example 85 (as a vocal-

piano reduction). The melody line sung by the soprano soloist in m. 72 begins with the 

same neighboring gesture found in the initial A section (refer back to Example 74 for the 

opening measures of the movement), although it has been transposed up by a fourth 

here (D–C–E♭–D–C–B♭–C–D) and the text is different than found at the opening as 

this is the final section of the Psalm text. In m. 73, beginning with the G on the word 

“me” and in m. 2 on “therefore,” the pitches and the voice leading in the A and A' 



223 
 

melodic lines begin to converge as the G minor from the opening returns and then, once 

again, blossoms into B♭ major.  

Example 86. Hymnus Paradisi III, Foreground/Middleground, A' (mm. 70-80) 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

For a comparison to the original A section during this section, the reader may 

wish to refer back to Example 75 for the foreground graph. As shown in the foreground 
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and middleground graphs of Example 86, the voice leading in this A' section begins with 

an E♭ in the top line, a half-step descent from the E♮ in m. 70.  

The E♭ is literally present in m. 71 (sustained in the second French horn) and is 

implied at the top of the soprano solo entrance, as shown in the foreground graph of 

Example 86. Then, as shown on the middleground graph, the E♭ in both octaves 

descends to D (as 3̂  of B♭). Harmonically, this gesture is supported with a subdominant 

to tonic motion, corresponding with mm. 3-5. On the middleground level, the D5 in the 

upper voice subsequently descends by a fifth progression into an inner voice, D (m. 73) 

– C – B♭ (m. 74) – A – G (m. 75). In mm. 74-75, the B♭ and G are part of the 

submediant of B♭ major. This line is an augmentation of the descent from D5 to G4 in 

m. 73 in the solo soprano.  

On the foreground level (still referring to Example 86), the descending fifth 

progression F–E♭–D–C–B♭from mm. 3-5 in the upper voice is still present, albeit with 

a slightly diminuted rhythm in m. 74. The clarinets pick up the top three notes of this 

progression, F–E♭–D, superimposed above the D in the top line as 3̂of B♭, through a 

register transfer from the D and F an octave lower in the violins (m. 73). In m. 75, on the 

middleground, B♭ is reached as local tonic for the A section but is still in an inner voice 

with D on top. The C5 in m. 79 is the supertonic scale degree of the half-cadence (found 

in m. 9 of the first A section). On the deeper middleground, this C completes a 

descending third progression which originated with the E♭5 in m. 72 , moved to the D5 

in m. 73, and in m. 80 the C5 is picked back up as the natural third scale degree of A 

minor, coinciding with a return to A in the lower voice.  
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From the opening of the section, in mm. 72-79, the lower voice also completes a 

descending third progression from E♭4 down to C♮ 3, thus paralleling this motion in the 

upper voice with a slight metric offset as the lower voice reaches the C two measures 

earlier than the top voice. In m. 80 the theme from the opening of the movement – now 

at the same pitch level as at the opening of the movement (A–G–B♭–A) – is played by 

the violas as A returns structurally to the lower voice. 

Additionally in Example 86, notice the composing out of the A to E♭ tritone in the 

lower voice from mm. 72-80 and in the upper voice from mm. 72-81 (shown in the next 

graph, Example 87) as the E♭5 in m. 72 descends E♭–D–C (the half cadence in B♭) 

and onward to B♭ and A in m. 81 (which is discussed shortly). In m. 80, A to E♭ is 

also highlighted vertically as A returns as the dominant of D with a lowered fifth.  

For mm. 70-86, we now look at Example 87. As shown in Example 87, A is 

prolonged in the lower voice from mm. 80-84 through a lower neighbor tone (G) as the 

upper voice finally completes the primary structural Urlinie for A minor with a Phrygian 

inflection, C= 3̂ , B♭=♭ 2̂ , A=1̂  (A minor), thus marking the completion of this large-

scale dominant prolongation. In the lower voice, the A3 in m. 84 (as the root of the 

dominant of D major – the global tonic) moves through G3 on the fourth beat of m. 85 

(as the root of the minor subdominant in D – a passing chord in the deeper 

middleground view) to F♯3 in m. 86 (as the third of the D major global tonic).  
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Example 87. Hymnus Paradisi III, Middleground (mm. 70-86) 
 

 

 

 

 

 

 

 

 

 

The climax of this movement occurs on the downbeat of m. 86 with a first 

inversion D major chord (with B♮ as an added sixth); F♯ is in the lower voice, D is in the 

upper voice, and an A appears above the D, superimposed. This A has been carried 

over from the conclusion of the Urlinie in A minor (m. 81) and in m. 96, this A is 

transformed by a new tonal context and become the third scale degree of F major – the 

key in which this movement and part one of Hymnus Paradisi ends. At this climax, 

almost every instrument in the orchestra is playing here at fortissimo as the chorus 

sopranos peak with an A5 and flutes and first violins soar above them with an A6.163 

The più crescendo at m. 85 leads up to this fortissimo dynamic marking at m. 86 which 

further emphasizes this moment as structurally important. Textually, the climax arrives 

                                            
163 The soprano soloist and contrabassoon both join a measure later, leaving only the organ (pedal) and 
the tenor soloist out of the mix at this climax. The organ pedal adds to the color leading into m. 92 as the 
phrase is tapering down in energy and dynamic.  
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on the naturally accented second syllable of “forever” as part of “and I will dwell in the 

house of the Lord forever.” The addition of the soprano soloist to the texture at m. 87 

further prolongs the climax (as well as the pitch A5) and adds impetus to the moment.  

In m. 86, this arrival on a first inversion D major chord (with D as a global tonic 

unequivocally in the Requiem and arguably so for the Hymnus Paradisi), at such a 

pointed climax in the movement, imbues this moment with a sense of structural 

importance. With such a weight on this D chord, the extended dominant prolongation of 

A (from the opening of the second movement until the third movement in m. 84) is thus 

relegated to the status of a dividing dominant within a colossal I–I6 voice exchange, as 

previously discussed and shown in an earlier example, Example 73. In this remarkable 

voice exchange, the root position tonic is taken from the opening of the “Preludio” and 

the first inversion chord arrival is at m. 86 in this movement.  

Next we look at the deep middleground graph in Example 88. Beginning in m. 88 

of this graph, F♯ “collapses” within the overall harmonic texture and gives way to F♮ 

and, in m. 89, F♮3 in the lower voice supplants the previous F♯3 in the bass. This 

iteration of the crisis motive (F♯–F♮ or in its enharmonic form from the “Preludio” G♭–F

♮) comes at an important moment in the movement, immediately following the climax on 

the I6 chord (and the colossal voice exchange!). Once again, this descending semitone 

appears as a reminder that the pall of death still lingers and the true catharsis has not 

yet been achieved.  Additionally, the soprano descends A5–A♭5 in m. 89 as a 

diminution and transposition of this motive. With the collapse of ♯ 3̂–♮ 3̂  in the bass, it 

becomes clear that a root position arrival of the global D major tonic is not going to 

happen here. For although there is a grand gesture towards D with this climax, which 
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leads the listener to believe there might be a definitive structural close on DM 

forthcoming, the voice leading moves forward with modal shifts emphasizing D minor, 

thus more easily facilitating the shift into F major, the relative major of D minor for the 

closing of part one. 

Example 88. Hymnus Paradisi III, Deep Middleground (mm. 86-98) 
  

 

 

 

 

 

 

 

 

 

 

As seen in Example 88, there are motions from ♯ 3̂ to ♮ 3̂  (in the lowest voice and 

also throughout the harmonic texture), 5̂ to ♭ 5̂  (m. 89), ♮ 6̂  to ♭ 6̂  (m. 89), and in m. 92 

tonic itself is lowered to D♭ (although as a lower neighbor to D, to which it returns in m. 

95); these changes all gradually strip away the “tonicity” of DM, thus keeping the music 

moving forward and preparing the ear for the upcoming relative shift from D minor to F 

major. Harmonically, some functional vestiges of D minor continue to move forward for 

a short time, overlapping with the aforementioned elements. For instance, the sonority 
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in m. 91, in the recent context of the prolonged D major tonic, could be heard as ♭VI of 

D (or D with an added lowered sixth), and the chord above the B♭ in the bass in m. 92 

could be interpreted as a Neapolitan chord (in second inversion) moving to a very brief 

V64 in m. 95. However, although the A is retained as a common tone, this V64 does not 

resolve to a V53 in m. 96.  

As the functionality of D ebbs away, the pull toward F intensifies. This sonority in 

m. 92 functions as a pivot chord, as a N11 of D minor in second inversion and IV13 of F 

major in root position. The B♭2 on the downbeat of m. 92 is the structural subdominant 

of F major and is sustained in the lower voice for about three and a half measures 

(shown with an open notehead and a flag in Example 88). Notably, this B♭ is placed on 

the same textual syllable of the phrase which supported the earlier climax (“for-EV-er”). 

The 4̂ – 5̂  bass motion of B♭ up to C in m. 96 firmly draws the listener toward F with the 

prominent 3̂  of F (A5) lingering in the upper voice as part of a tonic second inversion 

chord with an added sixth.  

In m. 97, a French augmented sixth chord (inverted with the diminished third 

interval found between two inner voices) pulls the ear further toward F with the closure 

of the diminished third on the fifth of the new tonic chord, F major in root position (on the 

downbeat of m. 98). This resolution is shown as -3>5 in the graph. Simultaneously, in a 

9-8 linear motion over the tonic note F, G to F as 2̂ –1̂  descends to complete the Urlinie 

for the third movement and subsequently part one of Hymnus Paradisi.   

The orchestral close of this movement is a now familiar refrain. In retrospect, the 

previous shifts from minor to relative major which coincided with this orchestral refrain 

have all helped prepare for this D minor to F major transition here at the close of part 
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one. You may recall that these measures are only a slight variation of the final 

measures of the second movement with its motion from E minor to G major (mm. 123-

134) and the concluding measures of the B section in this movement which closed on E 

major as the relative major of C♯ minor (mm. 61-70). The meter change from common 

time to 78, harmonic plagal motion, and melody with the metrically accented second 

scale degree as the ninth of the tonic chord all contribute to the aural connection of 

these sections.   

Before moving on to part two, let us briefly review the structural voice leading for 

the first three movements. Example 89 shows a broad overview of the background 

voice leading for part one.  

Example 89. Hymnus Paradisi I–III, Part One Background  
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From the opening of the first movement, “Preludio,” to m. 86 of the third 

movement “The Lord is my shepherd,” there is a large-scale harmonic motion of I–I6 

with the top voice descending F♯–E–D (shown in whole notes) and the bass moving 

from D up to F♯ (through an arpeggiation D–A–F♯ gesture with a passing tone G from 

the A to the F♯ of m. 86). As indicated, this motion from I to I6 forms a colossal voice 

exchange.  

As shown in Example 89, over the prolongation of A (the dominant of D, with 

mixture), there is a Phrygian-inflected three-line descent in the upper voice C5–B♭4–

A4. This dominant prolongation is expanded through a foray into E minor, the minor 

dominant of A, which contains its own descending-third progression, G4–F♯4–E4, 

nested within the larger ♮ 3̂–♭ 2̂ –1̂  of A, as shown in Example 89 (m. 115, second 

movement). 

The A4 is transferred up to A5 at m. 86 as the fifth of the I6 chord in D major but 

also as 3̂of F major. The F♯ in the bass at m. 86 falls to F♮ and opens the way for the 

resolution to F major through the 4̂ – 5̂ –1̂motion in the bass, harmonized as IV13–I64–

(x6)–I. The Urlinie in F major descends 3̂– 2̂ –1̂  with the 2̂  to 1̂motion as a 9-8 gesture 

over the F tonic. On a deeper level of voice leading, the top voice (as shown in Example 

89) begins on an F♯ as 3̂of D at the opening of “Preludio” and moves to F♮ in m. 98 of 

the third movement as part of a larger linear descent F♯ – F♮ – E (Mvmt. IV) – D (Mvmt. 

V). And in an even larger view, the opening F♯ has yet another role to play which is 

discussed further along with the sixth and final movement, as the leading-tone to G ( 3̂  

of E♭ major).  
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CHAPTER 5 

ANALYSIS OF HOWELLS’ HYMNUS PARADISI – PART TWO 

5.1 Sanctus 

Following the London premiere of Hymnus Paradisi, Frank Howes (a music critic 

for The Times) wrote: 

If Vaughan Williams projects his vision by means of diatonic progressions and 
simple counterpoint, Howells in his Hymnus Paradisi goes the other way to work 
with long lines, complex textures, and fluid harmony; yet he too attains a vision, 
not so much of peace as of light. He starts from the text lux perpetua, and the 
quality of the light changes with the text drawn from half-a-dozen sources. It is 
nowhere the soft light of the Elysian Fields that Fauré caught from Gluck and put 
into his Requiem. It is the blaze of a thousand suns in the ‘Sanctus’; it is a golden 
radiance in the penultimate chorus; and at last to the words requiem 
sempiternam it is the light of the dawn.164  

It is telling that Howes refers specifically to these movements in part two when 

referring to light (rather than part one) for, in a description by the composer himself, the 

“Sanctus,” which opens the second part of Hymnus Paradisi, marks a significant shift in 

the brightness and energy level in the work thus far. In the composer’s own words: 

Part Two (movements IV, V and VI) comprises three separate sections. These – 
especially IV and VI – mark a new level in the work: one that is more dynamic, 
higher charged, further-ranging. The rhythmic drive of the middle phrases of ‘I will 
lift up mine eyes’ and the gradual subjugation of Psalm 121 by the Sanctus (in IV, 
at the first major climax of the Hymnus) are the chief factors in the changed 
mood of the work. This simultaneous setting of a double text (one English, the 
other Latin) is a point of departure at which the work turns for a time away from 
its initial brooding contemplation, and takes on an almost defiant activity. In 
movement IV (a union of Psalm and Sanctus) there is a constantly increasing 
heightening of colour. The semi-chorus, the two soloists, and the main chorus all 
move towards a climax in which the Sanctus for a time supersedes the Psalm. 
And the long quiet stretches in which the Psalm is again taken up and completed 
do not essentially diminish the new luminous quality of the choral and orchestral 
texture.165 

164 Spicer includes this quote in his preface for the Novello orchestral score. The same quote, slightly 
abridged is also included in his book on p. 147. 
165 Palmer, A Study, 48.  
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In the composer’s description of the “Sanctus” above, Howells refers to the 

“constantly increasing heightening of colour” and “the new luminous quality.” Both of 

these phrases point to the burgeoning theme of light in this “Sanctus” to which Howes 

also referred in his review. Regarding the context of the work as a whole, the composer 

explains:  

For a text, I sought immemorial prose; but I used only two sentences from the 
Latin Requiem Mass, at the beginning and the end, knowing that one of them – 
‘et lux perpetua luceat eis’ – would govern the work – especially that one word 
‘lux’, ‘light’. Light indeed touches all but one of the six movements. ‘Blessed are 
the dead’ alone stands outside – and yet is inside of – that same light. Even the 
gravest verse of the 23rd Psalm reflects it; and the movement in which I combine 
the ‘Sanctus’ with the words of the 121st Psalm ‘ I will lift up mine eyes unto the 
hills’ – blazes with it.166   
 
Part of this luminosity in the “Sanctus” comes from the orchestration, naturally, 

with its shimmering string tremolos and a three-part ladies chorus which opens the 

movement as if “heavenly hosts (semi-chorus) are sensed in the far distance, shadowed 

by soft trumpet fanfares and the diamantine glitter of the celesta.” 167 The brightness of 

six sharps in the key signature further contributes to the “blaze” as the semi-chorus 

introduces the “Sanctus” text within a long stretch of triadic harmony that prolongs the 

minor dominant at the outset (mm. 3-25).  

As shown in Table 14, the tonal organization of this movement is ternary. A 

cursory overview reveals that the opening A section is based in F♯ major (with mixture) 

from mm. 1-88. Measures 1-25 function as an introduction, which prolongs the minor 

dominant, and the A section proper begins with the arrival of the structural tonic in the 

bass and the introduction of the Psalm text at m. 26. The B section is set in C major (as

                                            
166 Palmer, A Study, 47. Also found in Palmer, A Centenary Celebration, 414. 
167 Palmer, A Study, 49. 
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♭V, enharmonically ♯IV of F♯) and begins in m. 89. The return to A' at m. 188 is visually 

marked, in part, with a return to the initial key signature and aurally by the arrival on an 

F♯ tonic chord. The shimmery tremolos in the upper strings with an emphasis on the 

fifth scale degree C♯, which appeared at the opening of the movement, adds further 

confirmation to the return of F♯ as tonic (with a coloristic emphasis on the added sixth 

woven into the contrapuntal fabric). 

Table 14. Hymnus Paradisi IV, Tonal Areas  

 
In my reading, the background voice leading for this movement is modally 

inflected with the lowered second scale degree from the Phrygian mode. (Thus, even in 

the increased lux of Sanctus, manifestations of death are present in the very structure of 

the movement itself!). As shown in Example 90, over the course of the opening A and 

the B sections, the upper line descends chromatically from A♯ ( ♯ 3̂ ) to A♮ (♮ 3̂ ) to G♮ (♭

2̂ ), with a subsequent descent into an inner voice through F♯ (1̂ ) to F♮/E♯ ( ♯ 7̂ ). The ♯

7̂ , enharmonically notated as an F♮ in the top voice (m. 184), functions as E♯ (whose 

resolution to F♯ is interrupted by the return of ♯ 3̂  at m. 188).  
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Example 90. Hymnus Paradisi IV, Overview A and B Sections (mm. 1-187) 

 

In the bottom voice, C♯ supports the initial A♯ as ♯ 3̂  (part of the brief occurrence 

of the second-inversion tonic chord in mm. 2-3). The arrival of F♯ in the bottom voice in 

m. 26, as part of the structural root-position tonic, coincides with the modal mixture of 

the upper voice as the A♮ replaces A♯. At m. 34, D, as the root of ♮VI7, descends 

through C♯ to land on C♮ in m. 89 at the beginning of the B section. C♮, the root of the 

♭V chord, supports the arrival of G♮ as ♭ 2̂  in the top line. From this C♮, now a 

temporary tonic in the B section, the bass line descends by fifth to the subdominant (F♮) 

in m. 115 and then ascends by semitone to an F♯ in m. 131 as part of an F♯ major 

harmony. This harmony functions as a pivot chord, as ♯IV of C (a motivic parallelism 

since C major is enharmonically ♯IV of F♯ and another significant connection to the 

tritone) and II of E major. (In the context of F♯, this chord is ♮VII.) In a II–V–I gesture, 
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the lowest voice leaps up from the F♯ in m. 131 to B in m. 138 and then, in a dominant 

to tonic motion, down to E as the upper voice completes a subsidiary three-line descent 

in E (with mixture).  

In the closing A' section (as shown in Example 91), the top line descends again ♯

3̂–♮ 3̂–♭ 2̂  (with the same descending third progression to ♯ 7̂  in the inner voice), and 

resolves to 1̂  in m. 233.  

Example 91. Hymnus Paradisi IV, A' Section  
 

 

 

 

 

 

 

 

 

This descent is supported a motion in the bass from F♯ to D♮ as the root of ♮VI 

(with the A♮ in the top voice). The ♭ 2̂  appears over the prolongation of D♮ as well in m. 

231, as part of the Neapolitan ninth chord in second inversion (rather than the C major 

harmony which had supported the G♮ initially, at the opening of the B section). This 

Neapolitan chord resolves directly to tonic as a tritone substitute, although with an 

unusual voice-leading motion from D to F♯ in the bass and the G to F♯ in the upper 

voice which concludes the structural voice leading of this movement.  
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The connection of Kimmel’s “Phrygian inflections” to this Neapolitan chord, as 

has been discussed earlier in this study, represents yet another manifestation of 

Michael’s death and the crisis through which the composer is working. However, one 

could argue for a small measure of healing in this closing cadential gesture (involving 

the resolution of the Neapolitan chord as a tritone substitute).  

Recalling the crisis from the “Preludio,” in which the Neapolitan chord played a 

large role, at the point where the crisis was initiated I posited that there was a 

bifurcation of the musical line. G♭ (♭ 4̂ ) descended to F♮ (♮ 3̂ ) and also ascended, 

functioning as F♯ ( 3̂ ) to G ( 4̂ ).  That idea led to the explanation of the crisis chord as a 

polychord (F7 + G major) with F and G as superimposed resolutions of the bifurcated G

♭. Notice that here in the Neapolitan chord, the individual pitches F and G are 

superimposed with G placed prominently on top of the texture. In essence, the F in this 

chord functions as E♯ and rises to F♯ as tonic as the G (on a slightly deeper structural 

level) descends by semitone to F♯. Therefore, in a sense, the fractured G♭from the 

“Preludio” has been mended, as the superimposed F and G converge conceptually on 

the F♯ at this moment – perhaps paving the way for the true catharsis which is still yet to 

come.   

 Conceivably, in part, due to the juxtaposition of two texts, this movement is the 

longest of all the movements in the Hymnus Paradisi.168 Given the length, the frequent 

blurring of textual and tonal boundaries, and the somewhat unusual juxtaposition of the 

Sanctus and Psalm 121 texts, an understanding of the formal segmentations within 

                                            
168 The final segment of text that is usually associated with the Sanctus, “Hosanna in excelsis” is omitted 
from this setting. Psalm 121 is included in its entirety.  
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each of the larger formal divisions is important and is helpful for logical segmentation of 

the analysis.  

This movement is complex in its organization. With the large-scale ternary form 

and reading of an interruption at the end of the B section, one might wonder if mm. 26-

63 could be considered the first tonal area within a sonata form exposition, m. 64 (♮VI) 

as the second key area, and the C major section as the development. However, within 

the first A section, there are no real thematic distinctions to support hearing this 

movement as sonata form. The A section is actually organized into subsections as a 

series of variations on a recurring harmonic progression (which begins at m. 26 with the 

arrival of the structural root-position tonic in the bass). The first truly remarkable contrast 

comes with the arrival of the B section at m. 89, which is discussed in more detail 

shortly. The final A' section is abbreviated significantly varied as well; all of the 

subsections and subsidiary tonal areas from the opening A section are not presented 

although final A' section does harmonically mirror the structurally significant move to VI. 

Although the text is different from the opening A section text, the melodic lines from the 

opening are further varied in the presentation of the final segment of Psalm text.  

This movement could be considered a sort of modified strophic, in the sense that 

the text of the Psalm is presented in its entirety from beginning to end with no text 

repetition coinciding with the structural return to tonic, and the return of the A section is 

musically varied. Throughout the movement, the Sanctus text functions somewhat like 

an impatient ritornello, reappearing between short sections of the Psalm text. It also 

overlaps with the beginning and ends of the Psalm phrases and sometimes joins the 

Psalm text, running concurrently. A more detailed explanation of the A section graph is 



239 
 

provided here, as Example 92, with the discussion following the outline of subsections 

shown in Table 15.  

Example 92. Hymnus Paradisi IV, A Section (mm. 1-63) 
 

 

 

 

 

 

 

 

 

 

Table 15. Hymnus Paradisi IV, Organization of the A section 

Measures Text Sung By Key/Other 
Characteristics 

mm. 1-25 Sanctus, Dominus 
Deus Sabaoth  

Semi-chorus Prolongation of C♯ 
minor (minor dominant) 

mm. 26-33 Psalm 121 
I will lift up mine 
eyes unto the 
hills: from whence 
cometh my help. 

Soprano Soloist F♯ – theme 

mm. 34-46 My help cometh 
even from the 
Lord   

Soprano Soloist  
Chorus: Sanctus 
underneath end of this 
statement– dovetails to 
next statement 

F♯m – variation 1 

mm. 47-53 I will lift up mine 
eyes unto the 
hills: from whence 
cometh my help. 

Tenor Soloist  Fm – variation 2 

   (table continues) 
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Measures Text Sung By Key/Other 
Characteristics 

mm. 53-63 (Juxtaposed) 
Sanctus; 
 
My help cometh 
even from the 
Lord   
 

Semi-chorus  
 
Chorus + Tenor Soloist  
 
(Sanctus functions like a 
dovetailing link here as 
well, although it is 
actually juxtaposed 
earlier) 

Fm – variation 3  
Back to F♯ at m. 61 in 
bass 

mm. 64-88 I will lift up mine 
eyes  
 
Sanctus 

Tenor and Soprano 
Soloists 
 
Chorus  
(In m. 70, all shift over 
to the Latin text)  

DM – variation 4 
D prolonged as VI/F#m   

 
As previously stated, mm. 1-25 are introductory; the semichorus announces the 

first iteration of the Sanctus text and (as shown in Example 92) the minor dominant is 

prolonged with G♯ in the upper voice (as a lower neighbor to A♯) and C♯ in the lower 

voice. In m. 26, the third scale degree is regained in m. 26 along with the arrival of the 

structural tonic in the bass, F♯, and the soprano soloist introduces the first complete line 

of text in Psalm 121 (correlating text is shown in Table 15). In m. 26, the ♯ 3̂  in the top 

line is immediately displaced by ♮ 3̂  in the orchestra (second violin, harp and first flute). 

The A♯ that reappears on the musical surface in m. 32 is not the return of this raised 

third scale degree; instead, it is a lower neighbor to the A♮ which reappears prominently 

in m. 34, as the key signature is reduced from six to three sharps (F♯ minor).  

As noted in Table 15, mm. 26-33 contains the initial presentation of the theme. 

With these developing variations, melodically speaking, the most tangible connections 

between the theme and subsequent variations are found in the harmonic progression 

and voice leading on the middleground level.  
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As shown in a more detailed middleground in Example 93, here is a quick look at 

the basic harmonic progression in mm. 26-33 (the beginning of the A section proper). 

Looking at Example 93, this section begins with a voice exchange (I♯–♮–I6♮3) which is 

filled in chromatically in the bass, F♯–G–G♯–A, and harmonized with chromatic 

ascending lines in the inner voices as well. Then, this line continues to ascend to the 

fourth scale degree in the bass (B), which supports a root position subdominant ninth 

chord. 

Example 93. Hymnus Paradisi IV, Theme (mm. 26-33) 
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Next, a German augmented sixth chord leads to the submediant on the 

downbeat of m. 29. Notably, this resolution of the augmented sixth chord is elided. In 

explanation, the A♯ in the lower voice of the augmented sixth chord resolves down to A♮

, which moves into an inner voice. The root of the goal harmony (D in the bass) jumps 

the gun, so to speak, and the full normative gesture (Gr6–V64–53–I) is abbreviated with 

the augmented sixth chord moving directly into the goal harmony, which here is D major 

as ♮VI of F♯.) The tritone D–G♯ is briefly emphasized in the bass in m. 29 before the 

more structurally weighted D at m. 29 (in the deeper middleground) resolves down by 

half step to a C♯ in the bass (m. 30). This C♯ is harmonized as a tonic second inversion 

chord, which could be considered dominant functioning here as the section concludes 

with a blues-like cadential bass line ( 5̂ – 4̂ –1̂ ), although harmonized with a tonic second 

inversion chord rather than the dominant root position chord: (I64–IV♮3–I♯). 

At m. 34, the key signature changes to three sharps (the parallel minor of the 

opening tonic) and the chorus dovetails from the linking Sanctus text into a partial 

statement of the second line of the Psalm (Alto II), overlapping with the entry of the 

tenor. A few measures later, the soprano soloist enters on this Psalm text (“My help 

cometh even from the Lord…”) at m. 37 and subsequently completes the textual phrase. 

Although on the surface the melodic lines, rhythms, and the text are all different here, 

the harmonic progression and voice leading found in this section are really a variation of 

mm. 26-33.  

A comparison of these two progressions is shown in Table 16 (along with the 

harmonic progressions for all the varied sections in this opening A section.) In an effort 

to visually show the harmonic correlations at a glance, spaces have been inserted in 
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some of the progressions to align vertically recurring harmonies over multiple 

progressions when possible (such as the opening voice exchange and the inclusion of 

the VI chord in the first three progressions).  

Table 16. Hymnus Paradisi IV, Comparison of Harmonic Progression for the Theme and 
Variations   
mm.  
26-33 
F♯M 
(w/mix):  

I♯-♮       I6♮3 –     IV9
♮3 – (+6/♮VI) – ♮VI –            I64 –    IV♮3 –     I♯ 

 

mm.  
34-46 
F♯m :  

I♮           I6♮3 –     IV9
♮3 –                  ♮VI – N7

♭3 – I64 –    IV13
♮3 –  I7♮3 – (IV13 

♯64) – I♮3 
 

mm.  
47-53 
Fm : 

I4♭3      I♭4
♮2 –                                VI6 –            I♭64 –  IV13

♭3 – I7♭3   

mm. 
53-64 
Fm to F♯: 

(I 4♭3)    I♭4
♮2      

    F♯:  ♭I♭7 =♯VII♭3                                        (V95-6) –    I4♮3 –    IV♮3 –     I7♮3  –  (I4♮
3=V6/VI) 
                                       

mm.  
64-77 
(D as ♮VI of 
F♯) 

I7         I6add6 –                               VI7♮3 –       (III 7♮3 )           
                                                                                                       F♯: I7♮3   –                   I65       

mm.  
77-88 

D: I♮7 – III 7♮3                 
F♯ VI – I7♮3                                                          (V♮4-2– 43) –  I7♮3       

 
As can be seen from the comparison in Table 16, the opening I–I6 gesture with a 

voice exchange draws an immediate correlation between the two sections. In the 

second progression, the subsequent movement to the subdominant is retained, 

although the augmented sixth that preceded the submediant initially does not appear in 

this section. After the submediant, in the second progression, Howells inserts a minor 

Neapolitan (with a seventh) before the final 5̂– 4̂ –1̂  cadential gesture. In m. 44, an 

additional plagal gesture (with a neighboring 64) further expands this section as the 
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chorus, with the now familiar Sanctus iteration, creates a bridge between the end of the 

soprano solo and the restatement of the same line of text by the tenor soloist in m. 47. 

The tenor soloist enters at m. 47 with the next phrase – a melodic variation of the 

soprano solo melody from m. 26 (with the same text). The harmonic progression is 

comparable to the two previous sections; in Table 9, note the retention of an opening 

voice exchange, movement to the submediant, and similar cadential bass line –although 

there is an even greater degree of variation than in the previous two sections. To begin 

with, the harmony is now rooted in F minor as a temporary tonic, the lowered tonic of F♯ 

(♭I♭3).  

Let us turn now to Example 94.  

Example 94. Hymnus Paradisi IV, Upper Middleground, Variation 2 (mm. 47-53) 
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As seen in the deep middleground graph of Example 94, over an implied F♮ in m. 

47 as the temporary tonic (shown with parentheses in the bass), there is an ascending 

minor third progression (C–D♭–E♭). This ascending third is part of a voice exchange, 

as seen at the opening of the previous two phrases, although the exchange of pitches 

here is taking place between two different inversions of the minor seventh tonic chord 

(from second inversion to third inversion) rather than a through a I–I6 motion.  

The C in m. 47 is shifted into the top voice at m. 49 and the E♭ in the top voice 

at m. 47 moves into the bottom voice. The bass line continues the pattern set in the 

previous two subsections as it walks up a fourth from this C in m. 47 up to F♮ in m. 50, 

which is now harmonized as a VI6 (in F minor). The same blues-like cadential pattern 

found in the two previous subsections follows. As an interesting and motivically 

important sidenote, it is worth pointing out that the E♭ in the upper voice at m. 47 

(marked with a flag) is the seventh of the local F minor tonic and is part of a prominent 

tritone outline which comes from the A♮ in m. 34 as shown in the middleground graph of 

the A section in Example 95. 

In Example 95, the F♮ in the bass in m. 47 (although not literally present in the 

foreground until m. 50) is also a lower neighbor to the F♯. The F♮ in the bass is also, 

however, an enharmonic transformation of the leading-tone E♯ and functions as such 

when the bottom voice returns to F♯ in m. 61. (This enharmonic association is also 

important since the F♮ at the end of the B section also functions as E♯ just prior to the 

interruption of the fundamental line.) A♭, as the third of F minor is a lower chromatic 

neighbor tone to the A naturals of m. 34 and m. 61.  
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Example 95. Hymnus Paradisi IV, Middleground Graph, A Section (mm. 1-63) 
 

 

 

 

 

 

 

 

 

The third variation begins in m. 53 as the Sanctus text returns along with the 

chorus sopranos and altos reiterating “My help cometh even from the Lord: who hath 

made heaven and earth.” The middleground graph of this section is shown in Example 

96.  

Referring to Example 96, this section is transitory, beginning in F minor and 

guiding the ear back to F♯. The same voice exchange from mm. 47-49 reappears in 

mm. 53-55 with an identical harmonization, but, as the bass line continues up to F♮, the 

harmonic progression pattern changes significantly. The enharmonic equivalence of F♮ 

and E♯ comes into play once again; the F minor chord in m. 56 as♭I♭3 enharmonically 

also means ♯VII♭3 and likewise, the D♭ ninth chord in m. 58 also enharmonically 

functions as C♯, the dominant of F♯. In m. 59, the D♭ in the bass becomes 

enharmonically transfigured into a C♯ with a second-inversion F♯ minor seventh chord 

above the C♯.  
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Example 96. Hymnus Paradisi IV, Middleground Graph, Variation 3 (mm. 53-64) 
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The harmonization of the 5̂– 4̂ –1̂cadential bass motion (C♯–B–F♯) in mm. 58-61 

is similar to the previous variations with a second-inversion tonic chord (in the context 

now of F♯) moving to a subdominant and back to tonic. This D♭ in m. 58, which 

precedes this progression, hints at the possibility of an augmented sixth chord in F 

minor with a dominant ninth harmony above: D♭, F, A♭, C♮, E♭. This D♭ does not, 

however, resolve down in the traditional manner of an augmented sixth, by descending 

semitone from D♭to C♮ as 5̂  of F minor, which one might expect. Instead, this sonority 

is enharmonically reinterpreted as V9 of F♯ minor (D♭=C♯) and moves to a second 

inversion tonic chord (dominant functioning) as the bass line completes the now familiar 

5̂– 4̂ –1̂  cadential motion – back in F♯. However, within this enharmonic V9 chord (m. 

58), there is an element of the functional voice leading in an inverted augmented sixth 

chord, with the diminished third (between the third, F♮ /E♯, and the ninth, E♭/D♯, of the 

chord) resolving inwards and converging on the E as the seventh of the returning tonic 

harmony (-3>7). 

Referring back to Example 95 for the deeper middleground voice leading of this 

transition, in m. 56 there is a C♮ in an inner voice. This C♮ is part of an unfolding from 

mm. 56-57 in Example 96, and is shown in Example 95 as the fifth of the F minor 

seventh chord. The C moves up to D♭ in m. 58 and this coincides with the F♮ in the 

upper voice as the upper neighbor to the E♭, the seventh of this chord. Then, this 

cadential motion descends from an inner voice and connects with the return of the F♯ in 

the lower voice. The E♮ in the upper voice in m. 59 is prolonged in the top voice over 

the cadential gesture in the bass; as previously mentioned, this E was highlighted 
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through a convergence from the diminished third in the enharmonic dominant ninth 

chord (m. 58). 

The triadic “Sanctus” once again creates a bridge between sections, and the new 

section moves to a temporary tonic of D major in m. 64 as ♮VI of F♯. It is worth taking a 

moment here to note how Howells exploits the relationship between a minor seventh 

chord and a major chord with an added sixth. As shown at the end of Example 96, the 

F♯ minor seventh chord in m. 63 serves a dual function. Initially in m. 61 it is in root 

position, the tonic chord at the end of a section. With an inversion change in m. 63, 

placing C♯ in the bass and with a register transfer of A4 up to A5 in the upper voice, this 

sonority now functions as the V6/VI with an added sixth. The C♯ in the bass resolves up 

as the leading tone to D and the relationship of the outer voices (C♯ and A) is 

recontextualized as the third and root, respectively, of the dominant sonority.  

The next variation (variation 4) is shown in the middleground graph in Example 

97. In this fourth variation, beginning on D major in m. 64, soprano and tenor soloist 

sing “I will lift mine eyes….” In this section, with staggered independent entries, the full 

chorus joins the texture in mm. 68-70 with Latin text overlapping the Psalm text. As this 

section progresses, the soloists take up the cry of “Sanctus” as well and all parts drive 

toward the first major climax in the movement (at m. 89, marked fff) where the C major 

section is reached (the B section for this movement).  

This section (64-88) begins with, as now expected, another voice exchange: D is 

transferred up to an inner voice in m. 66 and the F♯ in the top voice moves into the 

bass. In the context of D as a local tonic, this motion echoes the I–I6 motion from two 

earlier subsections: mm. 26-33 and mm. 34-46.  
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Example 97. Hymnus Paradisi IV, Middleground Graph, Variation 4 (mm. 64-89) 

 

The F♯, however, is prolonged for quite a few measures (mm. 66-76) as this section 

deviates from the previous pattern by completing an ascending fifth progression from D 

to A (m. 77). Over this ascending fifth (beginning in m. 64), the upper voice continues to 

prolong A as ♮ 3̂  of F♯ and F♯ (locally as the third of D major) in an inner voice, moving 

to E temporarily as a lower neighbor (where E is the seventh of an F♯ minor chord 

beginning in m. 68 following a 6-5 motion from the D to C♯). In the last two beats of m. 

76, the soprano soloist and sopranos in the chorus share the descending third 

progression (A4–G♯4–F♯4). Metrically, on the foreground, this pattern is offset by one 

beat from the conclusion of the ascending fifth in the bass but is shown aligned in the 

graph (Example 97).  
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Still referring to Example 97, amidst much contrapuntal complexity, another 

variation begins anew on D major in m. 77 (within the larger context of the fourth 

variation shown in Example 97) as D is picked back up in the bass with F♯ in the top 

voice. The soprano soloist and chorus tenors complete a statement of “Sanctus 

Dominus Deus” in mm. 76-7, with overlapping entries from the tenor soloist (m. 76, first 

beat) and subsequent, slightly offset, choral entries on the same text obscuring the 

harmonic and voice-leading repetition as the momentum continues and energy builds. 

In m. 77, the middleground bass line (D–E–F♯) mimics the ascending third progression 

gesture from the opening of the previous progressions; however, there is no voice 

exchange this time. This third progression is harmonized moving, not from tonic to tonic, 

but rather from tonic to mediant (as shown in the progression chart in Table 16). 

Functionally, this progression really leads from the submediant (D major) back to F♯ as 

tonic.  

In the voice leading for this section (still looking at Example 97), on the downbeat 

of m. 77 the D2 from m. 64 is picked back up again structurally in the lower voice 

(doublebass, cello and organ) with F♯ and A still prolonged in the upper voices. This D 

begins the aforementioned ascending third progression (D–E–F♯) in the lower voice as 

an inner voice descends from D3 down by third to join with the lower voice on B♮ in m. 

80. This B♮ is the seventh of the minor dominant chord with the thirteenth in the upper 

voice (A5). The upper voice descends by fourth from A to E (the third of the dominant 

sonority) as the bass line walks down by third to the fifth of the chord (G♯) in m. 82. The 

minor dominant in mm. 80-82 further confirms a local return to F♯ as tonic in m. 83 as 

the G♯ in m. 82 resolves to F♯ in m. 83, the root of an F♯ minor seventh chord. The D♯ 
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in the texture is the added sixth for the first two beats of the measure but is then shifted 

into the bass on beat three to become the leading-tone chord of E (m. 84).   

This D♯ (m. 83, third beat), along with the E in m. 84 and F♯ in m. 87, connects 

back to the D♮ from m. 64 to form the beginning of a large-scale ascending third 

progression, composed out in the bass line. The D♮ (beginning in m. 64) ascends to D♯ 

in m. 83 (harmonized as the root of the leading-tone chord of ♮VII in F♯), to an implied E 

in m. 84 (as the root of the resolution chord, ♮VII, an E major chord with an added sixth), 

to the F♯ in m. 87 (root of an F♯ minor seventh chord). One could argue that this larger-

scale ascending third progression is a composing out of the I–I6 bass line which has 

begun each subsection of the A section, and it is particularly reminiscent of the more 

chromatic variant from the initial F♯ minor presentation in mm. 26-27, with the bass line 

of F♯–G–G♯–A. The context here, though, is D major (as ♮VI of F♯) rather than F♯ 

minor.  

Although the tonic chord for this movement, F♯ minor, returns locally here at the 

conclusion of this large-scale ascending third progression in m. 87, this arrival is not a 

structural return. In m. 87, the root position F♯ minor seventh chord is immediately 

followed by a change of inversion, placing the C♯ in the bass. This bass motion was 

also found in mm. 62-63 and both instances highlight A5 in the upper voice. You may 

recall that earlier the F♯ minor seventh chord was repurposed to function as a dominant 

(with an added sixth) to lead to the submediant at the opening of this D major section; 

Howells is perhaps setting the attentive listener up to expect that same leading-tone 

motion of C♯ up to D. In a surprising voice-leading shift, however, there is a downward 

semitonal motion in the bass line from C♯ to C♮ as if this were a traditional resolution of 
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an augmented-sixth chord. However, there is neither an augmented sixth or diminished 

third resolution here as the descending half step in the bass leads to the root of the C 

major tonic chord for the beginning of the B section.  

Example 98. Hymnus Paradisi IV, Foreground/Middleground, Hybrid 6-8 Resolution into 
the B Section (mm. 87-89) 
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The voice leading from the second inversion F♯ seventh chord to this C major 

chord is worth taking a moment to discuss, since this progression juxtaposes two 

familiar, albeit, typically separate linear motions – the half-step descent in the bass 

normally associated with the augmented sixth chord and the antiquated cadential 

gesture, 6-8. This progression is shown in Example 98 with the foreground and 

middleground graphs aligned.  

As was just mentioned, the C♯ in the bass (the fifth of the F♯ chord) resolves 

down by half step to the root of the C major chord. This half-step descent, so often 

associated with an augmented sixth chord, foreshadows C major as dominant of F (in 

the shift from C major, m. 106, to F major, m. 115. Additionally, the fifth of the C major 

chord in the top voice (G♮ as♭ 2̂  of F♯) is approached by a 6-8 cadential motion (A4 

and F♯5 resolve outward to octave G’s, and at the top of the texture A5 doubles the A4 

and also resolves down to G). Notably, the leading-tone motion of F♯ to G (as the fifth of 

the chord) emphasizes the same chord tone to which the augmented sixth interval 

usually resolves and this semitonal pair also foreshadows the prevalent Lydian 

inflections (on F ♯) in the upcoming section. Another factor in the voice leading includes 

the retention of a common tone; the E (the seventh of F♯ minor) is retained and 

becomes the third of the C major chord.  

With this unique amalgam of voice-leading motions, I call this particular cadential 

resolution a “hybrid 6-8.” The M6-8<5 linear cadential motion resolves outwards to the 

fifth of the chord (rather than the root) and is paired with the downwards semitonal shift 

in the bass (resolving locally here to the root of the chord rather than the fifth). The 

combination of these two linear gestures creates forward motion and pulls the ear 
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toward the C major climax at m. 89. The voice leading on a deeper structural level also 

supports this forward motion into the B section as the D in the bass line from m. 64 

descends by half step through the C♯ in m. 88 to the C♮ at m. 89. And one final 

consideration, this motion in which a minor seventh chord in second inversion resolves 

to another chord whose root is a tritone away could be considered another way for the 

composer to express the motivic relationship of the tritone, so prominent in the 

upcoming section in particular (although, obviously, in this progression the tritone root 

relationship is aurally subtle and not easily detectable for the listener without a score). 

The voice leading in the hybrid 6-8 propels the tones energetically into action at 

m. 89 in C major. In the measures leading up to this section, mm. 80-88, the chorus, 

both soloists and the orchestra accelerando and crescendo toward this new section, the 

first big climax in the movement (fff). Palmer describes this as an “explosively rhythmic 

central section (‘He will not suffer thy foot to be moved’ with its sharpened-fourth tang of 

the Lydian mode) whose springy dance-like impetus may well refer spiritually, as does 

the middle part of Sine Nomine, to Holst’s ‘Ye who dance not know not what we are 

knowing’.”169  

A design change sets this new section apart with its new “springy” rhythmic 

patterns in the orchestra coupled with a shift from independent contrapuntal lines to 

homorhythmic declamation of the text in the chorus. Furthermore, rather than a pure C 

major scale as the melodic basis, F ♯ and B♭ – exclusively, at least, for the first eight 

measures of the section – replace F♮ and B♮, thus creating the feeling of another hybrid 

                                            
169 Palmer, A Study, 50. 
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construction, the ‘Lydmix’ mode, if you will, with the raised fourth of the Lydian mode 

and the lowered seventh from the Mixolydian mode.  

One result of the inclusion of these accidentals is the increased melodic and 

harmonic occurrence of the tritones C–F♯ and E–B♭. The frequent presence of the B♭ 

and the resultant tritone, E–B♭, also pulls C major toward the subdominant (C7 as 

V7/IV) which arrives in m. 115. Additional accidentals bring out other motivically 

important tritones as the section progresses, such as A–E♭in m. 100, for instance.  

The B section is fairly substantial in length (mm. 89-187) and is broken down into 

several different smaller sections for the purposes of the voice-leading discussion. The 

first subsection for examination is shown in Example 99, mm. 89-106.  

Example 99. Hymnus Paradisi IV, Middleground Graph, B Section (mm. 89-106) 
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As shown in Example 99, C major is prolonged as the local tonic (globally ♮VI of 

F♯). C is prolonged in the lower voice as harmonic support for G♮ which is the structural

♭ 2̂  of F♯ in the upper voice. The G♮ remains in place as ♭ 2̂  until the end of the B 

section where the interruption occurs.  

The lower voice in this section descends by third (C–B♭–A) reaching A in m. 98. 

The top voice also descends by third from G down to E, which is 3̂of C locally. E is the 

seventh of the F♯ half-diminished subdominant chord (♯IVø65 in this new tonal context of 

C major) and E is prolonged throughout this B section along with the G in the top voice. 

Over the A in the lower voice, a subsidiary third progression descends into an inner 

voice (E–E♭–D–C) as the harmony shifts to the submediant (which has been important 

in many of the progressions seen in this movement thus far and was structurally 

important in the Requiem as well). 

On a slightly deeper structural level, this E in the upper voice in m. 97 also 

moves to E♭ (m. 103) as a lower chromatic neighbor, and simultaneously the lower 

voice A moves to A♭ (the third of the minor subdominant seventh chord). Toward the 

end of m. 104, this A♭ in the bass is renotated as G♯ which then resolves upward, as 

expected, to A♮ in m. 105; A is the third of this subdominant seventh chord (with a major 

seventh) and in the upper voice, E (as well as C) is still in place. The A in the lower 

voice moves back up to C via an ascending third progression with, notably, a B♮ as the 

leading tone to the C, which arrives at m. 106 where the G5 in the top voice is re-

asserted prominently on beat one by the chorus sopranos. Harmonically, to recap, in 
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this opening subsection (mm. 89-106) C major is prolonged with a subsidiary harmonic 

motion of I–VI–IV65–I. The next subsection is shown in Example 100. 

Example 100. Hymnus Paradisi IV, Middleground Graph, Transition from I to IV (mm. 
106-115) 

 

 

 

 

 

 

 

 

 

 

 

These measures in Example 100, mm. 106-115, function as a transition from the 

tonic in m. 106 to the subdominant in m. 115 as the lower voice descends by fifth: C–B

♭–A–A♭–G♭–F. In m. 109, as the A is reached in the lower voice, the G in the upper 

voice (from m. 106) ascends to an A♮. The A♮ is an upper neighbor tone and is itself 

prolonged in a subsidiary neighboring motion to A♭ (m. 112).  

Beginning at m. 115, another design change takes place with the introduction of 

an ostinato in the lower orchestral voices (cello, doublebass, contrabassoon, and organ 

pedal), the first four measures of which are shown in Example 101. From mm. 115-122, 
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this ostinato pattern is set as a hemiola with a recurring two beat pattern within a triple 

meter.  

Example 101. Hymnus Paradisi IV, Polyphonic Ostinato (bass line only) (mm. 115-118) 

 
As seen in the middleground graph in Example 102, the ostinato itself is a 

polyphonic line with the lower part remaining anchored on F with a prolongation of the 

subdominant (and reinforced by the timpani) as the upper part climbs into an inner voice 

from F to G in m. 115, to A♭ (m. 121), B♭ (m. 122) and finally, as the bass pattern 

changes, to C♭ (notably, forming a tritone over the F) in m. 123. This F is the third of 

the D♭ major-minor seventh chord in m. 123, the Neapolitan of C.   

Looking at the lower voice in mm. 121-134 in Example 102, it appears as if 

Howells might be setting up a traditional harmonic progression with F (as a predominant 

harmony) moving through G to an A♭ (as the lowered sixth scale degree of C), with the 

A♭ as potentially part of an augmented sixth chord. The subsequent descending third 

progression from A♭ to the F♯ with G as a passing motion (mm. 127-131) is a 

descending chromatic variant of the ascending third progression which began at m. 115. 
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Example 102. Hymnus Paradisi IV, Middlegound Graph, End of B Section (mm. 115-184) 
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The expectation set up by the structural lower voice, thus, is that the F♯ in m. 131 fulfills 

its potential purpose as a secondary leading tone to G ( 5̂ ) on the way back toward a 

cadence in C (perhaps, for instance, the A♭ and F♯ are part of a composed out 

augmented sixth chord, or the F♯ is the bass note of a V65/V or a secondary leading-

tone harmony). However, a cadence in C does not happen, and rather than a traditional 

harmonization of this bass line there is a complex series of reinterpretations which lead 

to E major in m. 138, rather than back to C. 

In a further examination of the actual harmonization of this bass line, in m. 123 

this sonority is a first inversion Neapolitan chord (D♭7) which moves, at least initially, in 

a traditional gesture to the dominant seventh chord, G7. However, the lower voice 

continues to ascend in a stepwise third progression toward A♭ as a goal (in m. 125), 

another inversion of the Neapolitan chord. Thus, the G in the lower voice (m. 125) 

becomes a passing tone, prolonging the Neapolitan sonority.  

Notably, because this Neapolitan is adorned with a minor seventh above the root, 

it shares the same tritone as the G dominant seventh chord (C♭/B–F). However, rather 

than functioning as a tritone substitute with a resolution to the C major local tonic, this 

Neapolitan seventh chord is enharmonically reinterpreted as a C♯ dominant seventh (V7 

of F♯, the tonic key of the movement and locally ♯IV of C major) with the arrival of the F♯ 

shortly thereafter in m. 131. (There is a 4-3 suspension from mm. 131-134). The shared 

tritone is a dominant-functioning tritone that pulls the ear toward ♯ IV, as indicated below 

the graph (tt=V7/♯IV). This shared tritone relationship is exploited at the end of the 

movement as well. The arrival on an F♯ seventh chord in m. 131 as ♯IV enharmonic♭V) 

of C major also mirrors the large-scale key relationship found between the A and B 
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section (F♯and C). The reinterpretation wheel is still spinning though, as the fifth of the 

F♯ chord is instead lowered to C♮ (m. 133), creating an augmented sixth chord which 

then resolves unexpectedly into E major at m. 138 at the beginning of the final 

subsection of B.  

The alteration of this F♯ chord (mm. 133-137), with its surprising resolution into a 

new section (with a new key signature of four sharps), is reminiscent of reinterpretations 

of the F♯ minor seventh at other significant formal divisions earlier in the movement. For 

instance, in mm. 63-64 (Example 96), F♯ minor seventh was reinterpreted as the 

dominant of the submediant with an added sixth, and in m. 88-89 (Example 98) this 

same sonority became what I referred to as a hybrid 6-8 with its unique resolution to 

another chord whose root was a tritone away. Here in m. 131, this F♯ ninth chord (with a 

4-3 suspension) paves the way toward the upcoming E as a predominant function 

(supertonic) with a functional bass line 2̂ – 5̂ –1̂  (F♯–B–E) as shown in Example 102.  

But from mm. 131-134, the F♯ chord is altered through 1) a descending linear 

progression in an inner voice that spans a tritone (from C♯ down to G♮) as, above that 

line in another linear thread, the E5 moves to C♮ through a descending third 

progression. Note the cross-relational shifts that result; the G♯ in m. 131 (as upper 

neighbor) resolves back down to G♮ (as the primary upper voice♭ 2̂  of F♯) and the C♯ 

(the fifth of the F♯ major sonority in m. 131) is lowered to C♮. This dominant ninth chord 

(with a lowered fifth and ninth) in m. 137 includes the following pitches: F♯, B♭, C♮, E, 

G♮. This compilation of pitches might seem remarkably familiar; this sonority is actually 

a verticalization of the melodic components of the ‘Lydmix’ hybrid mode from the 
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opening of the B section (C major with the added raised fourth from Lydian and the 

lowered seventh scale degree of the Mixolydian mode)!  

This ‘Lydmix’ chord contains a diminished third (B♭ and C♮), as well as both 

prominent tritones from the beginning of this section (C–F♯ and E–B♭), and moves to a 

B major eleventh chord on the downbeat of m. 138, as V11 of E. The diminished third 

resolves inward to the fifth of the resolution chord (-3>5) with the B♭ of m. 137 

functioning as an A♯ as the C♮ and A♯ resolve inwards to B♮. The F♯ in the bass leaps 

up by fourth to B, m. 138, as 5̂  of E (V11) and then moves down a fifth to E in m. 143 as 

a very temporary tonic (really, in the larger sense ♮VII of F♯). In the upper voice, looking 

back to m. 137, G♮5 descends into an inner voice through a third progression (G–F♯–E) 

as a subsidiary ♮ 3̂– 2̂ –1̂  gesture in E. The second scale degree is supported by 

dominant harmony and the arrival of E (1̂ ) in m. 143 is supported by tonic harmony with 

an added sixth.   

With this E major added sixth harmony in m. 143, we see yet another example of 

the flexibility of the added sixth chord. On one hand, this sonority is, as just stated, the 

local tonic with an added sixth (E major), having been set up by a functional pre-

dominant to dominant to tonic bass line (F♯–B–E) and supported harmonically within a 

key signature of four sharps. On the other hand, this E major chord with an added sixth 

(E–G♯–B–C♯) also functions in F♯ as a minor dominant seventh chord in first inversion. 

This dual function sets up the potential to hear the F♮ in the upper voice, m. 184, as a 

chromatic alteration of the E♮ in the bass at m. 143 as it is shifted into the upper voice 

and raised to become the enharmonic leading tone of F♯ (F ♮ = E♯). The resolution of 
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this leading tone is interrupted, however, and the Urlinie begins its descent from 3̂again 

at m. 188 where the final A' section begins.   

Backing up a moment to m. 153, to continue the explanation of the upper voice 

as shown in Example 102, the G♯5 (locally ♯ 3̂of E) is actually an upper neighbor to the 

G♮ (♭ 2̂ of F♯).170 This G♮ in the upper voice descends chromatically through F♯ to the F

♮ (E♯); thus, in the Urlinie, ♭ 2̂  moves through F♯ to F♮/E♯ in an inner voice (♭ 2̂ –1̂–♯ 7̂

). Harmonically, the ‘tonicity’ of E major is stripped away with a minor tonic chord at m. 

180 (with E in the bass and F♯, as the ninth of the chord, in the upper voice) to a B half-

diminished chord in first inversion at m. 184 (with a D in the bottom voice and the F♮ in 

the top voice). At this moment, however, the leading tone is not harmonized as a 

dominant-functioning chord in F♯; it is, rather, a subdominant chord in the larger context 

of F♯ as tonic for this movement. 

The final A' section begins at m. 188 with a return to the original key signature 

(six sharps), an F♯ major harmony – which corresponds with the key signature, and a 

measured tremolo on C♯ in the upper orchestral strings. These factors all contribute to 

the sense of return amidst the comparatively slower tempo (with a more tranquil 

feeling), and different text than in the opening A section. Rather than the fiery “Sanctus” 

of the semi-chorus found in the opening bars, at m. 188 the soprano and tenor soloists 

introduce the final section of the Psalm text in imitative style: “The Lord shall preserve 

thee from all evil….”  

                                            
170 This G♯ appears beginning in m. 140 on the foreground with B in the bass (as a second inversion tonic 
chord with an added sixth.  
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In Table 17, the formal divisions of the final A' section are provided. The form is 

ternary, based upon harmonic and voice-leading considerations, and the final section of 

the Psalm text is presented here for the first time.  

Table 17. Hymnus Paradisi IV, Organization of the A' section 
Measures Text Key/Other Characteristics 

mm. 188-209 The Lord shall 
preserve thee from all 
evil. Yes, it is even he 
that shall keep thy 
soul.  
 

Prolongation of F♯ major 
(with an added sixth) 

mm. 210-231 The Lord shall 
preserve thy going 
out, and thy coming in: 
From this time forth 
forever- 

D prolongation as♭ VI of F♯ 
(until m. 230) with shift to N43 
at m. 231 

mm. 233-242 -more. F#m structural return  
 

A deep middleground graph of the entire closing A' section is shown in Example 

103.  

Example 103. Hymnus Paradisi IV, Deep Middleground, A' Section (mm. 188-233) 
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In comparison to the first A section, this closing section is much abbreviated and 

greatly varied. The varied repetitions of separate subsections in F♯ minor and F minor 

from the opening section are omitted entirely. As seen in this graph, instead of ♮ 3̂ in the 

top line having its own subsection harmonized as F♯ minor (for comparison, please refer 

back to Example 90), the chromatic motion in the upper line from A♯ to A♮ as ♮ 3̂  (in m. 

210) is now supported by a shift from F♯ major (with an added sixth) directly to D major 

as ♭VI. The secondary dominant (m. 209) precedes the arrival on D – as it did in the 

initial A section – and additionally, in the upper middleground level (as shown in 

Example 104), the bass line and subsequent voice exchange in mm. 210-212 are 

related to the variation beginning on D from mm. 64-66. 

Example 104. Hymnus Paradisi IV, Voice Exchange (mm. 209-212) 
 

 

 

 

 

 

 

 

 

 

Looking back at Example 103, in mm. 210-230 ♭VI is prolonged. During this 

prolongation, the harmonic progression moves from D major (as a temporary tonic, ♭VI 
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of F♯) to the submediant (B minor seventh) to the mediant (F♯ minor) and then back to 

D (with F♮ as a lowered third, to smoothly prepare the way for the Neapolitan of F♯, m. 

231). In the overall voice leading of the upper line, the pitch A♮ (♮ 3̂of F♯) remains in the 

upper voice during the prolongation of ♭VI while the lower voice moves from D down to 

B, which is followed by F♯ in m. 223. The F♯, which is the root of the mediant chord in 

the context of this D prolongation, moves to A in m. 227. There is an unfolding of the A 

to the D in the bass as part of the D minorchord (mm. 227-230), where the D is picked 

back up on the third beat of m. 230 in the second bass of the chorus). 

A♮ descends to G♮ as ♭ 2̂ in m. 231 (second sopranos). Whereas, in the B 

section, G♮ was harmonized as the fifth of C major, here G is the root of the Neapolitan 

harmony in second inversion (with D still in the bass). The G♮ as ♭ 2̂ , as also found at 

the conclusion of the B section (just prior to the interruption), again descends into the 

inner voice. Whereas, in Example 90, the G♮ descended through the tonic F♯ to reach F

♮ (as an enharmonic E♯, ♯ 7̂ ), here at the end of the movement, as shown in Example 

103, the G♮ descends directly to F♮. The F♮ functions as E♯ and now, finally achieves 

its intended resolution up to F♯, 1̂ , as the ♭ 2̂  in the upper voice descends to converge 

(along with the rising of the enharmonic leading-tone) on the structural tonic in m. 233. 

This enharmonic equivalency is also seen in m. 215, in an inner voice, as F♯5 is 

prolonged via a lower neighbor, F♮. F is again the enharmonic equivalent of E♯ and 

resolves back up as the leading tone to F♯ in m. 217 (which is part of the submediant 

harmony at this moment). The final structural tonic for this movement is reached in the 
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bottom voice in m. 233; as shown in Example 103, the D2 in m. 231, harmonized as a 

Neapolitan ninth chord, leaps up by third to F♯2, the root of the tonic chord.  

The Neapolitan chord (G7) in m. 231, which contains the same tritone as the V7 

chord in F♯ major, B–F/E♯, functions as a tritone substitute for the dominant chord. You 

may recall from the discussion referencing Example 102 that the same shared B–F 

tritone relationship between the Neapolitan chord and the dominant seventh was 

highlighted in mm. 123-128 (in the B section) as well, but in the context of C major (♯IV 

of F♯). In that earlier section, the D♭ seventh chord was enharmonically reinterpreted 

as a C♯ seventh (with G as a passing tone in the bass) and resolved harmonically to F♯ 

(although with a 4-3 motion and chromatic alterations that lowered the fifth of the “would 

be” tonic, creating an inverted German augmented sixth instead).  

Returning to Example 103 (the A' section middleground), this tritone in m. 231 

resolves outward as expected, to A♯ and F♯ (as the root and third of the tonic chord), 

but, harmonically, as part of the Neapolitan chord, which functions as a tritone substitute 

rather than a predominant chord. (As an alternate perspective, one could also choose to 

see the Neapolitan as a predominant with an elided resolution into the tonic.) The 

bottom structural voice moves from D in the bass (m. 231) up a major third to the 

structural tonic, F♯, in m. 233 as the chorus sings the final utterance of “forever-more.”  

 

5.2 I heard a voice from heaven 

The fifth movement of Hymnus Paradisi is closely related to the final movement 

of Howells’ Requiem. The choral parts and text are essentially the same with the 

primary differences found in the addition of orchestration to the later version, alterations 
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to the solo lines, a few small (but important) changes to the bass line and harmony at 

the end, and a newly composed opening for the movement which changes the harmonic 

context from D major to F♯ minor (thus creating a continuation of the F♯ tonic from the 

previous movement in Hymnus Paradisi.) Despite the F♯ minor opening in the Hymnus 

Paradisi version, both movements are set in the key of D major (with a corresponding 

key signature of two sharps) and contain the structural close for the meta-background in 

D major. Even with the re-ordering of this movement within the context of the whole 

work (from the final movement of the Requiem to the penultimate movement in Hymnus 

Paradisi), I argue that the structural close for the Hymnus Paradisi is actually found 

here, at the conclusion of the fifth movement, and that the sixth and final movement, 

“Holy is the true light,” is to be understood as a coda (which is discussed at length in the 

next section.)  

As previously mentioned, in comparison to the earlier Requiem setting, the 

opening of “I heard a voice from heaven” in the Hymnus Paradisi has been completely 

altered in terms of melodic and harmonic content. Regarding the texture, a tangible 

design connection remains as both movements open with tenor solo, a cappella, on the 

first line of text. The opening eight measures of this tenor solo (from the fifth movement 

of Hymnus Paradisi) are shown in Example 105 with an orchestral reduction.171  

 

  

                                            
171 As it appears in Novello’s original octavo vocal-piano score: Herbert Howells, Hymnus Paradisi 
(London: Novello and Company Ltd., 1950). 
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Example 105. Hymnus Paradisi V, Tenor Solo in Opening Measures (mm. 1-8) 

 

The tenor solo outlines an F♯ major seventh, thus continuing the reign of the F♯ 

tonic from the previous movement, and beginning this D major movement with an 

auxiliary cadence. The insertion of a short orchestral interlude (mm. 3-6) also expands 

this presentation, in comparison to the Requiem. The added orchestral interlude in mm. 

3-6 also affirms F♯ major and highlights the Lydian mode with an expressive melody 

played by the fourth horn and viola, beginning on F♯4 in m. 3. This Lydian melody is a 

slightly altered and transposed version of the choral bass line in m. 19 of the Requiem 

movement (set to the text “From henceforth blessed”), which also appears in m. 24 of 

the Hymnus Paradisi version. Originally in B♭ as ♭ VI of D, the opening tenor melody 

has been transposed here to be centered on F♯. The motivic connection between F♯ 
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and B♯/C♮ is highlighted through the inclusion of the raised fourth in the melody; as 

previously noted, this interval is motivically important, and both of these pitches also 

represent primary key areas from the previous movement. 

The first appearance of the original music (at the same pitch level) from the 

Requiem version arrives with the chorus entrance in m. 9. The chorus repetition of the 

soloist’s “write” from the Requiem is omitted in the Hymnus Paradisi as the chorus 

continues the revised statement directly, with “from henceforth blessed are the dead 

which die in the Lord.…” This opening choral statement is taken almost verbatim from 

the earlier version, with only a few small changes. Example 106 shows this opening 

choral passage as it appears in both Howells’ Requiem (a) and Hymnus Paradisi (b). In 

mm. 9-13, there are two changes made to the choral parts of Hymnus Paradisi; a shift 

from E♭ to E♮ changes the quality of the harmony on “blessed” to an A minor ninth 

chord (rather than a half-diminished sonority), and on “Lord” the tenors now double the 

F♯ rather than the previous B.  

The choral parts from the earlier version were originally securely nestled within 

the context of D major, however, in this Hymnus Paradisi movement, F♯ casts its own 

unique shade of light on this borrowed material. In the Requiem, as a reminder, the 

movement that preceded the passage in Example 106a concluded on A major as V of D 

and created an aural sense of resolution to D at the opening of I heard a voice from 

heaven. That Requiem movement began with an implied♭ 6-5 gesture in the opening 

solo melody, and the first choral sonority (A, B, D, F♯) was interpreted as a tonic chord 

with an added sixth (in second inversion, literally).  

  



272 
 

Example 106. Comparison of the Requiem (mm. 3-8) and Hymnus Paradisi (I heard a 
voice from heaven, mm. 8-13)  

a) Requiem, mm. 3-8 

 

 

 

 

 

b) Hymnus Paradisi, mm. 8-13  

 

 

 

 

 

 

In contrast, much of the harmonic motion in this Hymnus Paradisi movement is 

colored by the initial prolongation of F♯ as tonic (mm. 1-59). Since this fifth movement is 

actually in D major (as confirmed by several factors: the key signature, the clear 

derivation from the earlier Requiem version – also based on D, and by the linear goal-

directed motion toward D in both the upper and lower voices), the large-scale harmonic 

motion in this Hymnus Paradisi movement is therefore an auxiliary progression: III7♮3–

IV42–II9–I. The background for this movement which shows this auxiliary progression is 

provided in Example 107.  
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Example 107. Hymnus Paradisi V, Background and Auxiliary Cadence   

 

In this background structure, rather than a bass line which harmonically supports 

the upper voice in a more traditional, harmonic manner (such as 1̂– 5̂–1̂ ), both the 

upper and lower voices complete the same 3̂– 2̂ –1̂  descent, with the two parts 

appearing metrically offset. In the upper voice, F♯ as 3̂  of D appears in m. 1 as the first 

note of the tenor solo and remains in place through m. 62, where it descends to 2̂  in m. 

63, and then moves to 1̂ immediately thereafter. In the lower voice, F♯ is also prolonged 

throughout most of the movement, descending to E ( 2̂ ) in the second half of m. 62 and 

then to D (1̂ ) on the downbeat of m. 63, anticipating the completion of the structural 

descent in the upper voice which is slightly delayed. This metrical offset results in a 9-8 

motion over the final tonic in the bass. As shown in Example 107, the E4 descends to 

D4 as a 9-8 gesture (in the chorus, first altos) over D2 in the bass, paired with a 6-5 

motion of B3–A3 (which, in the foreground, is actually superimposed above the 

structural upper voice and found in the tenor and soprano solo lines). 
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Before moving into a more detailed voice-leading discussion, here is a brief 

overview of how this movement fits into the global voice leading of Hymnus Paradisi, 

shown in Example 108.  

Example 108. Hymnus Paradisi V, Background in Global Context 

 

The E5 as 2̂  of D (which was in place throughout the entire fourth movement as 

the seventh of F♯ major) is retained during the prolongation of F♯. The E5 is picked up 

by the E4 in m. 63 as the ninth of the D major tonic chord and is part of the same 9-8 

closing gesture that appeared several times in part one (although, at times, appearing 

with the tonic chord in inversion, creating a 7-6 motion rather than a 9-8). And, as 

previously mentioned, this arrival on D is the structural closing for the Hymnus Paradisi, 

in addition to closing out the fifth movement.  

A deep middleground graph of the voice leading within this movement is provided 

in Example 109.  
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Example 109. Hymnus Paradisi V, Deep Middleground  
 

 

 

 

 

 

 

 

 

 

 

 

 

As shown in this graph, within the opening prolongation of F♯, the F♯3 in the 

lower voice leaps down a fifth to B2 in m. 16. Following a subsidiary tonic to dominant 

motion in B minor, with G as an upper neighbor in m. 19 decorating the motion to F♯ in 

m. 20, the more heavily weighted B♮ in the lower voice descends to B♭ (as♭ 6̂  of D 

and ♭ 4̂ of F♯ minor) in m. 24. After a prolongation of the B♭ major sonority, as♭ IV of 

F♯ minor (from mm. 24-53), B♭ descends by half step to A♮ in m. 55 and initiates a 

subsidiary descending third progression in the lower voice, A (m. 55) – G (m. 58) – F♯ 

(m. 59) to close out the F♯ prolongation with a Phrygian flavor, 3̂–♭ 2̂ –1̂ . 
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In the upper voice, during this prolongation of F♯, there are several different 

linear strands to discuss. Beginning in m. 3 of Example 109, the A♯4 (as ♯ 3̂  of F♯ minor, 

sung by the tenor soloist) moves to the A♮4 in m. 20 (chorus, first sopranos) and is 

prolonged until m. 41. The A♮4 in m. 41 is shifted into the bass in m. 55, as indicated by 

the line in the graph, where the aforementioned descending third progression from A♯ to 

F♯ is completed. In m. 41, a subsidiary third progression branches off from this same A♮

4 and winds its way down to F♮ (as the fifth of the B♭ major chord) into an inner voice.  

This descending third progression, A4–G4–F♯4–F♮4, is part of a larger chromatic 

and expressive melodic gesture which also appears prominently in the upper 

middleground, derived from the soprano soloist’s line in mm. 43-47. As shown in 

Example 110, the soprano descends from the heights of A5 to the depths of E4 (a lower 

neighbor to the F♮ in m. 47). The dramatic plunge in register draws attention to the text 

“blessed are the dead,” along with the four descending half-step pairs in a row on the 

surface of the music beginning in m. 45. The F♮ in m. 47, the fifth of the prolonged B♭ 

major, is a lower neighbor to F♯ which returns in the second half of m. 54 as the B♭ 

prolongation comes to an end and F♯ minor is picked back up in m. 55.  

Example 110. Hymnus Paradisi V, Soprano Solo Line (mm. 43-47) 
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Over the course of the opening F♯ minor prolongation shown in Example 109 

(mm. 1-59), there is a large-scale harmonic progression: I–IV–♭IV–I–VII–I. The 

opening F♯ minor tonic chord has a raised third at the outset and also functions as the 

mediant of D major on a deeper structural level (as the opening of the auxiliary 

progression). On the foreground level, this tonic chord moves to B minor, as the 

subdominant seventh chord, on the fourth beat of m. 8 as the orchestra re-enters and 

the chorus joins the existing harmonic texture in m. 9. Here, as shown in Example 111 

is yet another example of an added sixth chord being reinterpreted as a minor seventh 

chord.  

Example 111. Hymnus Paradisi V, Re-contextualization of Bm7 (mm. 8-13) 
  

 

 

 

 

 

  

 

This exact same sonority from the corresponding Requiem movement (initially 

interpreted as a D major tonic chord with an added sixth) is re-contextualized here in 

Hymnus Paradisi as a B minor seventh chord – a subdominant chord in F♯ minor. This 

phrase is locally centered on B minor with a motion to the subdominant in m. 12 and 

then back to a first inversion B minor in m. 13. 
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Looking back at the middleground graph of the entire movement in Example 109, 

the prolongation of B minor is shown beginning at m. 16, where the root of this 

subdominant appears in the choral bass part (preceded by an A♯ as a secondary 

leading-tone to the B). The prolongation is extended to m. 20 through a tonic to 

dominant motion. The lower voice leaps up from B to F♯, with F♯ preceded by G as an 

upper neighbor tone. In the upper voice in m. 16, there is a D5 shown over the B in the 

bass. This D5 is the shared 3̂of both B minor and B♭ major, to which the music moves 

in m. 24 as♭IV of F♯.172 Over this B♭, the F♯4 from the opening is temporarily replaced 

by F♮ as a lower neighbor tone, in order to function as the fifth of B♭ (which is ♭VI in 

D).  

A harmonic motion to B♭ as♭VI of D is not unusual considering the overall 

importance of D major in the Hymnus Paradisi and the prominent prolongation of D from 

the corresponding movement in the Requiem. What is unusual here is that this B♭ 

chord is now trapped within a prolongation of F♯ minor which contextualizes it as ♭ IV 

of F♯. In m. 24, the B♭3 (♭ 4̂ of F♯) is reminiscent of the G♭ from the Preludio (as♭ 4̂  

of D). This B♭, like the G♭ from the “Preludio” (m. 20), splits into 2 conceptual voices 

with the lowest voice resolving down, as expected, to ♮ 3̂  in mm. 53-54. The B♭ in an 

inner voice, B♭3, is raised to become B♮ as early as m. 56, at which point it is 

                                            
172 As presented by Jackson and Lavacek, the inclusion of bIV in this movement falls under the 
paradigmatic use of bIV as a greatly expanded chromatic chord inserted between diatonic IV and I6 in F# 
minor, whereby the bass descends chromatically B–Bb–A between mm. 16 and 58. This motion can be 
seen in Example 109. Timothy L. Jackson and Justin Lavacek, “♭IV in Theory and Chopin,” Paper 
presented at the Annual Meeting of the Society of Music Theory, Arlington, VA, November 2017. 
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sustained until it becomes the ♮6 of the ♮6-5 motion over D which concludes the 

movement.  

During the prolongation of ♭IV (mm. 24-53), B♭ remains in the bottom voice 

with D in the upper voice as 3̂of B♭ major. In an inner voice, F♮ (m. 24) ascends to G 

as an upper neighbor and then returns back to F♮. F is picked back up again following 

the descent into the inner voice from A4 (m. 41) and F remains in place over the B♭ 

until it is replaced by F♯ in m. 55. The prolongation concludes with a subsidiary 

descending third progression (D5–C5–B♭4) in the upper voice as 3̂– 2̂ –1̂  of B♭ in 

mm. 48-52. This descending third takes place over a stationary B♭ in the lower voice, 

creating a familiar sounding 9-8 motion, which also appears at the close of the 

movement as part of the structural background in the context of D.  

Following the B♭ prolongation, as shown in Example 109, F♯ minor is regained 

in m. 55 with A♮ in the lower voice and F♯ in the upper voice. The fifth of F♯, C♯4 

(shown as an inner voice), resolves up by half step to D and then descends via a third 

progression to B♮ in mm. 58-59. The B is sustained until, as previously mentioned, it 

resolves down to A in the penultimate measure (as a ♮6-5 motion over D in the bass). 

The F♯ prolongation concludes with a descending third progression A–G–F♯ in the 

lower voice, as 3̂–♭ 2̂ –1̂of F♯ (mm. 55-59). In the upper voice, in m. 55, F♯4 descends 

to E over G in the bass, and then re-ascends to the F♯ in m. 59 as the upper voice of a 

6-8 Phrygian cadential gesture; as expected for the outer voices of a Phrygian cadence, 

G descends to F♯ in the bass as the upper voice ascends from E to F♯. Both voices 
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converge on the F♯ arrival, confirming its importance as the prolongation of F♯ (as the 

mediant of D) finally comes to a close.  

Before this discussion continues, it is important to make a brief mention of the 

harmonization of this F♯ convergence; in the earlier Requiem, as is shown shortly, F♯ is 

harmonized as the fifth of a B minor chord. In the Hymnus Paradisi, F♯ is reharmonized 

as the root of an F♯ thirteenth chord which provides a strong harmonic closure to the F♯ 

prolongation. Let us look at mm. 54-59 from the Hymnus Paradisi first, provided in 

Example 112. 

Example 112. Hymnus Paradisi V, P6-8<R (mm. 54-59) 
 

 

 

 

 

 

 

 

 

 

 

 

Looking at Example 112, a first inversion E minor seventh chord (with an 

eleventh and thirteenth for added color) on the final eighth note of m. 58 moves to an F♯ 

minor thirteenth chord on the downbeat of m. 59 (the minor dominant of B minor). 
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Although the outer voices of the Phrygian cadential gesture close modally on F♯, the 

harmonic context of this motion takes place at the secondary level of the subdominant. 

In other words, rather than the traditional tonal-harmonic association of the Phrygian 

half cadence (IV6
♭3–V♯, i.e. B minor to C♯ major in F♯ minor), this particular Phrygian 

cadential gesture (with G to F♯ in the bass) is harmonized in the context of B minor, the 

subdominant of F♯ (i.e. Em13 65–F♯m13) instead of in F♯ minor. The Phrygian 6-8 two-

voice framework resolves outward to F♯, which is harmonized as the root of the chord 

(P6-8<R). Therefore, as shown in the Roman numerals below Example 112, the F♯3 in 

the bass on the word “Spirit” is the root of the minor dominant of B minor. Most notably, 

perhaps, this return of the tonic F♯ also closes out the prolongation of F♯ minor begun at 

the opening of the movement. The Phrygian convergence here on F♯, again, suggests 

that Howells was thinking modally, although couching it within a B minor tonal context 

here.  

Let us now look at Example 113, which shows the comparative measures as they 

appeared originally in the Requiem. In looking at Example 113, it is important to note 

that in m. 55 of the Requiem, the Phrygian cadence concluded on a pure B minor triad 

in second inversion. Thus, the Phrygian two-voice framework resolves outwards to F♯ 

as the fifth of the B minor chord; I have notated this resolution as P6-8<5. In 

comparison, in the Hymnus Paradisi measures (Example 112), notice that the altos in 

the chorus sustain their C♯ from the previous measure and the solo line has been 

altered from B–D–B in the earlier version to octaves C♯–A. These two pitch additions of 
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C♯ and A, combined with the linear P6-8 convergence on F♯, change this harmony from 

a B minor chord in m. 55 of the Requiem into that of an F♯ thirteenth chord.  

Example 113. Requiem VI, P6-8<5 (mm. 50-55) 
 

 

 

 

 

 

 

 

 

 

This F♯ thirteenth chord provides the harmonic closure for the prolongation of F♯, 

and, globally, becomes the mediant of D major in preparation for the D major close at 

the conclusion of the movement. In the closing measures of the Hymnus Paradisi 

movement, F♯ finally relinquishes its tonic hold as the music floats lightly into D with the 

same gentle 6-5 motion above the bass found at the close of the Requiem. We examine 

these concluding measures from the Hymnus Paradisi movement shortly, but first (for 

comparison) let us look at the closing measures of the Requiem in Example 114. 

In the final segment of text “they rest from their labours” from the Requiem, the 

bass line moves from F♯ (m. 56) up to A, to B as the root of the submediant, which then 

resolves directly to D (m. 57). A substantive change to this bass line, in comparing 
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Howells’ Requiem and Hymnus Paradisi, solidifies the close on D in the Hymnus 

Paradisi as shown in Example 115.  

Example 114. Requiem VI, Closing Measures (mm. 56-58) 
 

 

 

 

 

 

 

 

 
Example 115. Hymnus Paradisi V, Closing Measures with Revised Bass Line (mm. 60-
64) 
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In comparing m. 62 of Example 115 with m. 56 of Example 114, note the 

substantive change to the bass line. In the Hymnus Paradisi, the bass line motion from 

F♯ to D is now a linear descending third progression F♯–E–D (mm. 59, 62, 63). The F♯ 

shown in the bass in m. 61 (60b-62a, literally on the foreground level) now supports a IV 

chord in the context of D major (in third inversion). The notes B, D, and F♯ in the upper 

voices from mm. 59-62 are retained along with the notable addition of G3 in the second 

alto (not present at all in the corresponding moment from the Requiem).  The E in the 

bass in m. 62b becomes the root of the supertonic ninth chord which resolves directly 

into the D major tonic chord, the structural close for the Hymnus Paradisi, in m. 63 with 

a 9-8 and 6-5 motion over the D in the bass. Recalling the lengthy F♯ prolongation 

begun in the fourth movement of Hymnus Paradisi and carried into the opening of this 

fifth movement, this important change to the bass line here at the conclusion of the fifth 

movement provides a, perhaps, necessarily stronger arrival on D than is found in the 

Requiem.  

As a reminder, the structural D tonic for the meta-Ursatz in the Requiem arrived 

at the beginning of the “I heard a voice from heaven” movement (the sixth and final 

movement of the Requiem), with the remainder of the movement functioning as a coda. 

With the revised F♯ opening of this same movement in Hymnus Paradisi, the true arrival 

of the tonic is delayed until the conclusion of the movement, m. 63). Therefore, as the 

background structure concludes here, at the end of the fifth (and penultimate) 

movement of Hymnus Paradisi, the final movement (“Holy is the true light”) becomes 

the coda in my multi-movement view of this work.  
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5.3 Holy is the true light 

The primary text in this movement was selected specifically for the finale of 

Hymnus Paradisi; it does not appear in the Requiem. It was well known that Howells 

had difficulty finding the perfect text for this finale – one which would truly reflect the 

pervading theme of light. The idea of using this particular text, “Holy is the true light” 

came from Sir Thomas Armstrong, organist at Christ Church, Oxford, who suggested 

George Herbert Palmer’s English translation of the Latin text from the early sixteenth–

century Salisbury Diurnal.173 Furthermore, as Christopher Palmer points out, Salisbury 

was one of the outposts of the Church of Rome which developed unique versions of the 

Diurnal texts and Howells was organist for a short time in Salisbury during the Great 

War. Palmer explains: “‘Holy is the true light’ is the antiphon to go with the fourth psalm 

at first vespers on the Feast of All Saints: the psalm it accompanies is 147 (one of 

whose verses reads: ‘he healeth the broken in heart, and bindeth up their wounds’). 

Even if Howells knew the original plainsong melody to which the words were set, it 

appears not to have influenced his own treatment in any way.”174 

In Table 18, the formal divisions of the text and primary key areas within this 

movement are listed within the context of both D major and E♭ major (for reasons that 

become clear shortly). As noted in this chart, the primary text for this movement is 

unfurled progressively over the course of three formal segments of music, restated and 

expanded each time with added alleluias after each statement. The awareness of 

Howell’s theme of light grows with each added line of text as, for instance, the shift to A 

                                            
173 Palmer, A Centenary Celebration, 102. 
174 Palmer, A Centenary Celebration, 102. 
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major brings with it a reference to “radiance,” thus drawing attention to the brightening 

of the key (particularly in comparison to the opening B♭ minor).  

Table 18. Hymnus Paradisi VI, Formal Divisions and Key Areas 
 Key: In context of D 

M: 
In 
context  
of E♭ M 

Text: 

mm. 
1-60 

B♭m7 ♭VI 7♭3 V 7♭3 “Holy is the true light, and 
passing wonderful…. 
Alleluia….” 

mm. 
61-101 

AM V ♯ IV “Holy is the true light, and 
passing wonderful, 
lending radiance to them 
that endured in the heat 
of the conflict: Alleluia….” 

mm. 
102-122 

DMadd6 I VII add6 “Holy is the true light, and 
passing wonderful…. 
lending radiance to them 
that endured in the heat 
of the conflict: from Christ 
they inherit a home, a 
home of unfading 
splendor, wherein they 
re- 

mm. 
123-182 

E♭M 
add6 

Neapolitan I add6 -joice with gladness 
evermore… Alleluia….” 
 
(m. 159b) “Requiem 
aeternam, Requiem dona 
eis sempiternam.” 

 

Notably, Howells chooses to set the third, and complete, statement of text beginning in 

D major (the ‘home’ key for the work) where the phrase “from Christ they inherit a 

home” first appears. This full text appears for the first time in the third statement; this 

statement begins in D major but is not completed within D. The text is carried over into 

E♭ major on the second half of the word “re-joice” instead of with the alleluias, a 

notable change from the previous pattern. As Palmer notes, we are now “fully in the key 
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in which the miracle takes place” which, in my interpretation, corresponds with the 

achievement of catharsis and is discussed in more detail shortly.175 Following the final 

alleluias in E♭ major, in keeping with a long-held tradition, the movement closes as the 

Hymnus Paradisi began – with a line of text from the Latin Requiem Mass (beginning in 

m. 159b). 

This final movement is, overall, in E♭ major (the “miracle” key), with E♭ as the 

Neapolitan of the global D major tonic. A sixty-measure dominant pedal at the opening 

(B♭) sets the stage for the ultimate E♭ major ending, foreshadowed in the opening 

“reveille” fourths on the foreground. With the global structural close on D at the 

conclusion of the previous movement, “I heard a voice from heaven,” this entire 

movement functions as a coda within the meta-movement form. As was seen in the 

Requiem, most of the closing movement can be considered the coda as well, although, 

in the Requiem the structural arrival on tonic happened at the opening of the final 

movement, rather than at the end of the penultimate movement as seen here.  

In addition to the background structural elements in E♭ as the home key for this 

final movement, the same linear path to D that was seen in the coda of the Requiem is 

retraced in the upper voice, F♯–F♮–E–D, supported by a 5̂ –1̂  bass motion in D. Thus, 

the D major Ursatze which recomposes the path to D is superimposed upon the 

Neapolitan E♭ structure, which also contains its own ♯ 3̂–♮ 3̂– 2̂ –1̂descent (to be 

discussed momentarily). This Ursatz in D major is shown in Example 116.  

 

                                            
175 Palmer, A Study, 51. 
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Example 116. Hymnus Paradisi VI Background in D Major 

 

In Example 116, which illustrates the Ursatze in D, the motion to D begins with 

an auxiliary cadence (♭VI 7♭3–V♯6–♮6–75–Iadd6). The opening of the movement prolongs a 

B♭ minor seventh chord with B♭ in the bass and F♮ in the top voice. F is initially 

implied at the opening, as the fifth of the chord, and due to the ubiquitous presence of 

the “reveille” fourths (creating a pentatonic melodic organization) the F does not literally 

appear until m. 17.  

Looking closely at the voice leading shown in this graph, in m. 61 the B♭ in the 

bass resolves down by half step to A (as the root of the dominant chord of D) while the 

F♮ from the opening (the fifth of the submediant) ascends to F♯, which is 3̂of D (m. 61). 

The F♮ overshoots the goal F♯ with a chromatic ascending third progression, literally 

notated as an augmented second, and the resulting G♯ becomes an upper neighbor to 

the F♯ at m. 61. Over the A in the bass at m. 61, this F♯ begins a large-scale chromatic 

6-5 motion in the upper voice (♯6–♮6–5) as ♯ 3̂–♮ 3̂– 2̂ of D. As the fifth of the A chord is 

reached, as a result of this 6-5 gesture, harmonic momentum is gathered with the arrival 
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of the E as the fifth above the A in the bass and the prominent addition of G♮ (as the 

seventh of the dominant chord in mm. 100-101). Thus, this whole section in A is a 

process of ‘becoming’ for the A7 chord, which then resolves as V7–I to a root position D 

major chord (with an added sixth) in m. 102 as the Urlinie in D completes with the arrival 

of 1̂ in the upper voice. Therefore, the top line in D descends from ♯ 3̂–♮ 3̂– 2̂ –1̂ , the 

same upper voice descent seen in the multi-movement view of the Requiem. 

However, as previously stated, D is not the ultimate destination for this final 

movement; the music continues beyond this D resolution toward a final resting place in 

E♭ major. A revised background overview within the context of E♭ major is provided in 

Example 117. 

Example 117. Hymnus Paradisi VI, Background in the Context of E♭ Major 

 

 

 

 

 

 

 

 

 

When examined in the context of E♭ major, as shown in Example 117, the 

opening B♭ minor section is revealed to have a dual function. In addition to being♭VI 

in the context of D, the extended B♭ pedal at the opening of the movement begins 
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another auxiliary cadence in the context of E♭ as the goal key: V7
♭3–♯ IV–VII add6–I add6. 

The B♭ in the bass, to be understood in this context as 5̂  of E♭, descends by half step 

to A in the bass as F♮ in the upper voice again ascends up to F♯, here to be understood 

as the enharmonic ♭ 3̂  of E♭ major. 

The structural descending third progression in the context of D is shown here as 

a subsidiary motion into an inner voice (with the A chord as ♯IV of E♭). The F♯ in the 

upper voice in m. 61 moves to G briefly at the end of this section (as the seventh of the 

A7 chord) and is then picked back up in the top voice in m. 102 over the D in the bass. 

The D major section is recontextualized as VII of E♭ major. F♯, still present in the 

upper voice, resolves up to G in m. 123 (as ♮ 3̂  of E♭) as the bass lands on a B♭ 

which reconnects back to the opening B♭ pedal. This B♭ in m. 123 begins a bass 

arpeggiation of the tonic chord, B♭–G–E♭, with G in the upper voice as ♮ 3̂over the B

♭. The G falls to G♭ as♭ 3̂  over the B♭ (m. 141) with the remainder of the Urlinie in E

♭ descending 2̂ –1̂  over the G in the bass (m. 154). Note that the 2̂ –1̂  motion is again 

a 7–6 motion above the bass, a closing linear gesture which appeared frequently in part 

one when the tonic chord was in first inversion.  

The root position structural tonic in E♭ is reached in m. 172, preceded by an 

augmented sixth chord. The F♯ in this augmented sixth is converted from the G♭, 

which remains in place structurally from mm. 152-170, and is shifted into the bass (to G

♭4 in m. 158 and then down another octave to F♯3). The final ascent of F♯, as 3̂  of D, 

to G, harmonized as 3̂  of E♭, is, remarkably, an inversion of the crisis motive which 
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has appeared throughout Hymnus Paradisi. In short, in the context of E♭ major, there 

is a chromatic ascent in the upper voice (F–F♯–G) which transcends the harmonic 

arrival on D and the upper part of this motive (F♯–G) is reaffirmed in m. 158-159 and 

again in m. 170-172 as the movement comes to a close. 

This ascending gesture, F–F♯–G, contains two ascending semitones which both 

could be considered transformations of the “crisis” motive. The previously descending 

“collapse” of F♯–F♮ (as the “crisis” motive) has been reversed to become an ascending 

semitone (F–F♯), which I interpret as a “healing” motive. The transposition of this motive 

up by semitone, to F♯–G, transcends the “healing” motive and, I hypothesize, 

represents catharsis. (A more detailed discussion of how these motives fit into the 

overall interpretation appears in the following chapter of this study.) 

I now discuss the middleground voice leading for this movement beginning with 

the opening section, the prolongation of B♭ minor (mm. 1-60). As Palmer describes the 

opening of this movement: 

The very first bars are riveting – contrabassi (playing tremolo), organ pedals and 
other inhabitors of the nether regions pin down a shuddering B♭ pedal-point, 
suggesting a ‘dark-glowing refulgence’ (Howes), a luminosity as yet dimly-
perceived but gaining steadily in intensity, while etched against the eastern 
skyline a lone trumpeter (soon to be joined by two comrades) sounds a poetic 
last post of rising pentatonic fourths which is also a reveille – for this is the first 
ray of the sunrise penetrating a darkened cathedral, the first light of dawn in high 
summer.176  
 
The B♭ pedal point to which Palmer refers is literally sustained throughout the 

first sixty measures. In the opening pair of “rising pentatonic fourths” (A♭–D♭, B♭–E

                                            
176 Palmer, A Study, 50-51. 
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♭), the “lone trumpeter” harmonically and melodically foreshadows the dominant to 

tonic relationship in E♭. The opening measures are shown in Example 118.   

Example 118. Hymnus Paradisi VI, Orchestral Opening (mm. 1-12a) 

 

In Example 118, the first two pitches, A♭–D♭, belong to the opening B♭ minor 

seventh harmony and the D♭ in m. 2 establishes 3̂of B♭ minor, marked in the score. 

The next pair of pitches in m. 3, B♭–E♭, is a partial arpeggiation of the E♭ tonic chord 

(no third) and also offers a preview of the B♭ to E♭ resolution that encloses this 

movement. In mm. 1-18, the harmonic texture oscillates between these two harmonies, 
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creating a prolongation of B♭ minor (as confirmed by the five-flat key signature) with 

the E♭ minor harmonies contextualized as neighboring or pedal six-four chords. 

Let us look now at Example 119, an orchestral reduction of mm. 17-28.  

Example 119. Hymnus Paradisi VI, Orchestral Reduction (mm. 17-28)  
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At the end of m. 18, the harmony above the pedal point changes to the outline of 

an F minor seventh chord as the minor dominant of B♭. The F minor sonority leads 

toward the B♭ harmony in m. 22 which, with the alteration of D♭ to D♮ (introduced 

initially in m. 20), becomes a V7/IV♭3. This secondary dominant leads to a strong 

subdominant arrival on the downbeat of m. 23. The G♭ in the upper voice in m. 23 

becomes an upper neighbor to F (m. 27) and also ascends to the seventh of B♭ minor 

(the A♭ shown with a flag above the F in m. 26). 

Upon returning to B♭ minor as tonic in m. 27, the ‘dead and damned’ chords of 

the sixth make another appearance. Example 120 shows a foreground and 

middleground graph of these sixths in mm. 27-31. As seen in this example, these 

parallel descending first inversion chords are composed out on the middleground from 

mm. 27-31 and prolong B♭ minor as the sixths, beginning on D♭ and B♭, descend 

through a full octave (with the lower D♭ implied in m. 31). 

Although the sixths in m. 29 are metrically displaced, as seen in the foreground 

graph in Example 120, in m. 30 the sixths realign with clear intention, presented as 

consecutive half notes in the music (one for each beat in the 32 measure). The pattern 

comes to a close with the arrival of octave B♭s on the downbeat of m. 31 (with, as 

previously mentioned, the D♭ implied in the lower voice as a natural continuation of the 

line), thus preparing the way for the choral entry in B♭ minor. As at the opening, the F 

is implied on the first beat and the first note sung by the chorus is a passing tone G♭ 

on its way to A♭ as the seventh of B♭ minor. 
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Example 120. Hymnus Paradisi VI, Foreground/Middleground (mm. 27-31) 
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Example 121 (on the following page) shows a middleground graph from mm. 1-

61 (which includes the span of the B♭ pedal point up to the downbeat of the following 

section, in A major). Looking at m. 34 in this graph, there is a subdominant to dominant 

motion (over the B♭ pedal) with the G♭ in the upper voice marked with a flag as the G

♭ returns to F. As part of the dominant harmony, beginning in m. 34 in the upper voice 

there is an ascending fifth progression from F up to C (with the G♭ of the key signature 

altered to become G♮ as 2̂ of F). This fifth progression is followed by two more 

ascending fifth progressions, both beginning on B♭. They begin over a D♮ in the bass 

as a lower neighbor tone to the surrounding D flats – both implied (m. 31) and literal (m. 

44, second beat). The first ascending fifth progression (m. 38) is based on the B♭ 

major scale and the second (m. 44) is Phrygian (with a 6-5 motion in an inner voice over 

the pedal B♭). As the F in the upper voice is regained at the height of this Phrygian fifth 

progression, the D♮ in the bass in m. 38 returns to D♭ to begin a descending third 

progression, also with a Phrygian flavor, instead of functioning as V7/IV♭3 as had 

happened earlier in the movement with a followed resolution to the subdominant. 
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Example 121. Hymnus Paradisi VI, Middleground (mm. 1-61) 
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Continuing with the explanation of Example 121, in mm. 46-48, there is an 

ascending fifth progression in the lower voice (E♭–F–G♭–A♭–B♭) as an outline of 

subdominant harmony. The E♭ in the bass arrives with a G♭ in the upper voice. This 

G♭, which comes from the prolonged F in mm. 1-45, functions as an enharmonic F♯ 

and ascends to G♮ in m. 49; F–F♯–G is a motivic feature that appears often over the 

course of the work and one that is composed out on the background in this movement 

in the context of E♭ major. This motive is an important part of the interpretation 

discussion in a later section.  

The G♮ in m. 49 is harmonized as the fifth of the submediant harmony (C major 

with the seventh, B♭, in the bass) which, along with the Lydian inflections in this 

section, calls to mind the energetic C major section “He will not suffer thy foot to be 

moved…” from the fourth movement. Beginning in m. 54 in the inner voices, a string of 

ascending tenths outline the C ‘Lydmix’ scale (a notable feature from that same section 

in the fourth movement) with a D♭ replacing the D♮ from the lower octave at the very 

top of the scale. 177 D♭ in the upper voice, with B♭ in the lower voice, concludes the 

ascension of tenths as D♭ leads to the E♭ in m. 55b.  

The G♮ is picked back up in the top voice in m. 59 and is harmonically 

recontextualized as the third of an E♭ seventh chord; E♭43 is locally IV of B♭ minor 

but really functions here as the Neapolitan of D, which resolves to a root position A 

                                            
177 “Lydmix” is my term for this combined mixture of both distinctive elements of the Lydian and 
Mixolydian scale, the raised fourth and lowered seventh scale degrees, referred to in the discussion of the 
fourth movement. 
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major chord with the sixth above the bass replacing the fifth in an elided 5-6 exchange 

in m. 61 as the key signature changes to three sharps. In mm. 59-60, a parallel scalar 

ascent in octaves encompassing the interval of a minor sixth (G♮–E♭over the pedal B

♭), concludes the opening section which prolongs B♭ minor. 

As shown at the end of Example 121, a new section begins in m. 61 as the B♭ 

pedal point from mm. 1-60 resolves down by half step to A♮ in the bass and a G♮, in an 

inner treble clef voice, resolves up to A creating a 6-8 Phrygian cadential motion. The 

Phrygian cadence is harmonized as a Neapolitan chord moving to the dominant in the 

context of D major. This major sixth resolves outward to the root of the A major chord 

(P6-8<R); A major is the local tonic for this section, although it really functions on a 

larger scale as V of D with a large scale 86–75 motion. (In the broadest sense, with the 

movement in E♭ major, A is also ♯IV of E♭.) Over this A in the bass at m. 61, G♯ in the 

upper voice arrives as part of the large-scale ascending line from F (mm. 1-45) – G♭

(m.46) – G♮ (m. 49) – G♯ (m. 61) and is an upper neighbor to the F♯ in m. 61. As 

previously mentioned, this F♯ is both 3̂  of D major and enharmonically ♭ 3̂  of E♭ 

major.  We now look at Example 122, which contains a middleground graph of the 

second large formal section (mm. 61-101 in A major).  

As shown in Example 122, in this second large formal section (mm. 61-101 in A 

major) the F♯ begins a large-scale 6-5 motion over the A in the bass which provides a 

sense of goal oriented motion toward the D major resolution at m. 102 as, in the upper 

voice, ♯6 (m. 61) moves through ♮6 (m. 86) to 5 (m. 101) and the minor seventh of the 

chord is added (G) at the end of this section (mm. 100-101). This linear motion was 



300 
 

discussed and shown earlier in Example 116 as part of the background structure for this 

movement in D major. A is prolonged in the lower voice throughout this section as the 

Urlinie descends ♯ 3̂–♮ 3̂– 2̂ and the bass A (m. 61) moves as 5̂  to 1̂ to the D in m. 102 

(the downbeat of the next formal section) while the upper voice completes its descent to 

D as 1̂ .  

Example 122. Hymnus Paradisi VI (mm. 61-102) 
 

 

 

 

 

 

 

 

 

 

 

 

Looking now at a more detailed view in mm. 61-101, in a bass clef inner voice 

there is an ascending third progression that spans this entire A major section (A–B♭–

B–C♯). As shown in Example 122, the A3 in m. 61 ascends chromatically to B♭ in m. 

88. This B♭ then rises, as if an enharmonic A♯, to B♮ in m. 101. A secondary 

ascending third progression branches off from this B♮ (B–C♯–D) and shortly thereafter 
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the B♮ of m. 101 completes the journey, landing on C♯ as the third of the A7 chord, the 

leading tone to D major which arrives in m. 102. This same ascending progression 

occurs in an inner voice in the treble clef, but is metrically offset from the bass clef 

progression that was just described. The placement of these pitches is shown beginning 

on A4 in m. 61: A (m. 61), B♭ (m. 88), B♮–C♯ (m. 101).  

In order to understand the importance of the B♭ as part of these linear 

progressions, it is necessary to point out the arpeggiation of the A major triad in the 

bass beginning in m. 76. The A and A♯ in the bass are part of a chromatic voice 

exchange with the C♮ and A in a treble clef inner voice. As the bass rises to E as the 

fifth of the triad, the B♭ (which is stressed metrically on the downbeat of m. 88) creates 

a prominent emphasis on the E–B♭ tritone which has been motivically important 

throughout this work. 

This tritone frequently appeared in the C major section of the fourth movement, 

as recently mentioned. The B♭ is also the Phrygian scale degree of A and, as we have 

seen, Phrygian as a modal influence has been significant throughout the Hymnus 

Paradisi. The B♭ in m. 88 remains present in the harmonic texture as thE♭ ninth of the 

A tonic sonority until it reaches the B♮ in m. 101. B♭ also appears as an upper 

neighbor to the A in the lower voice as B♭2 (see m. 95 in Example 122) where it is part 

of a voice exchange with B♭ to D in the bass and D to B♭ in a treble clef inner voice. 

In a diminution of the large-scale B♭ to A bass motion from mm. 1-61, the neighboring 

B♭ (B♭2) returns to A in the bass at m. 98. 
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Example 123. Hymnus Paradisi VI, Foreground Graph (mm. 64b-68) 
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There are two separate moments in this section to make note of before moving 

on to the next large formal section, in D. The first of these is found at the beginning of 

this section where the chorus enters with “Holy is the true light” in m. 64. As shown in 

the foreground graph, Example 123, on the third beat of m. 64 the sopranos and altos of 

the chorus enter on an F♯4.  

On the word “true” the chorus altos move from F♯ down to an E♯, shown as a 

lower neighbor, while the soprano part diverges and they sing a C♯. This E♯ in m. 66 

functions in the chorus alto part as an E♯, rising to F♯ as expected. In the orchestral 

portion of the graph, the E♯ simultaneously functions as an F♭, moving from F♯ down 

to E♯/F♮, and resolving down to E♮. 

This sonority (m. 66 downbeat) with the E♯ is a “full” augmented sixth chord in 

the context of B minor (as the supertonic of A) which moves to an F♯ minor seventh 

chord (as the minor dominant of B minor) and resolves to B minor on the second half of 

m. 67. In the augmented sixth chord, the definitive interval (G♮ and E♯) is found in the 

inner voices and resolves outward to the fifth scale degree in B minor (II of A). The 

soprano carries the “French” added pitch (C♯), which is 3̂of A and the lowest voice (see 

the orchestral part in Example 123) descends in stepwise motion from the “German” 

addition (D) to a C♯ (creating a second inversion dominant chord resolution out of the 

augmented sixth) and then to the goal B, the root of the supertonic in A. 

From m. 64 (on the third beat), F♯4 then descends by third (through E) to D♯ and 

continues into another falling third progression (D♮–C♯–B) for a descending fifth 

progression from F♯ as the fifth of B minor down to B between measures 64 and 67. In 

a slightly broadened view, the lowest voice begins with the A at m. 61 (with the F♯ in an 
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inner voice) and moves to D♯3 in m. 65 thus emphasizing this motivic tritone, with the 

D♯ placed strategically on the beats throughout this short passage. 

Turning back to the middleground graph in Example 122, the second additional 

segment for discussion is a complex web of crossing contrapuntal lines. As an entry 

point, there is an ancilliary line which branches off from the structural F♮ (F♮5) in the 

upper voice in m. 86, which is prolonged until m. 95. From mm. 95-101, F♮ descends a 

minor third: F♮–E–D. The E in this third progression is approached by a secondary line 

from above, beginning with A5 (which comes from the final eighth note of m. 99 in the 

flute, oboe, and upper strings). This line descends from A5 to G (the seventh of the A 

harmony, shown with a flag) and moves down by third progression from G♮ down to the 

E before continuing on to the D. This D5 then descends by minor third into an inner 

voice, D–C♯–B (from m. 100, third beat, in the chorus alto part to m. 101, downbeat), as 

part of a voice exchange with the ascending third in a lower voice, shown in the bass 

clef as B♮3–C♯4–D4. There is also a larger chromatic voice exchange here, with the B

♭3 from m. 98 (part of the larger linear ascent in the bass clef inner voice: A–B♭–B♮–

C♯–D) becoming B ♮4. And lastly, separating a final strand from this particular web of 

counterpoint, the E5 in m. 101, even as it descends into an inner voice, it also 

generates the impetus to ascend by fifth, (E–F♯–G–A–B), thus superimposing the sixth 

above the bass over D at the peak of the line in m. 102 at the opening of the next 

section.  

As shown at the conclusion of Example 122, the third large formal section in D 

major is reached in m. 102 as the auxiliary cadence in D finally reaches its harmonic 

goal (♭ VI–V–I) and the third and final iteration of the “Holy is the true light” text begins. 
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However, there is a chord displacement here. Although linearly there is closure with the 

structural arrival of D as 1̂  in m. 102, harmonically, there is a superimposed sixth above 

the bass displacing what should have been an A, the fifth above the bass in what one 

might refer to an elided 5-6 exchange.  

A middleground overview of this D major section is shown in Example 124.  

Example 124. Hymnus Paradisi VI, Middleground (mm. 102-123) 
 

 

 

 

 

 

 

 

 

 

On the deepest structural level shown in this graph, the bottom voice descends in 

a large-scale descending third progression: D (m. 102), D♭ (m. 120), C♮ (m. 122), B♭

(m. 123). In the structural upper voice, F♯ is retained throughout this section as 3̂of D 

(and enharmonically ♭ 3̂  of E♭) while the D5 remains in place until m. 118. In m. 118, 

the D5 is lowered to D♭5 (or♭1̂ ) as the tonality begins to move away from D major 

and toward E♭ major. The D♭5 falls to C♮5 in m. 120 as the seventh of the ♭I chord 
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and is then retained as a common tone at the onset of the next section, in E♭ major, as 

the added sixth over a B♭ in the bass.  

In m. 104, the chorus begins the third restatement and expansion of the “Holy is 

the true light” text. A comparison of the setting of this same text from the beginning of 

the A major section is shown in Example 124. Note that on the word “true” the harmony 

once again is an augmented sixth chord, although the voicing from m. 66 to m. 105 is 

notably different. In m. 105, B and E♯ are now set in the outer voices, thus putting a 

greater emphasis on this motivic tritone which, as I have argued previously, appears 

throughout Hymnus Paradisi as a manifestion of Michael’s death.  

As shown in Example 124, the E♯5 is placed prominently on top of the texture as 

part of an ascending third progression from the opening D5 up to F♯5 in m. 107 (D–E–

E♯–F♯). In the earlier passage with the augmented sixth chord in m. 66 (which was 

shown in a foreground graph in Example 123), there was a secondary level progression 

at the level of the supertonic in A; the augmented sixth chord resolved to the minor 

dominant and then the supertonic itself. The interval of the augmented sixth resolved 

outwards to the root of the minor dominant chord (F♯) as expected in the context of B 

minor. Here in m. 105, the same progression is present but has been metrically shifted 

as the resolution from E♯ to F♯ is delayed. 

Looking for a moment at the surface of the music, provided in Example 125, the 

E♯ in the soprano on “true” is moved into the first tenors (notated as an F♮) on the word 

“light” thus delaying the resolution until the beginning of the word “won-derful” in m. 

107. On the downbeat of m. 107 the F♯ minor seventh (in third inversion) appears and 
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moves to B minor harmony later in the same measure “won-derful.” The B minor, 

previously the supertonic of A, functions here as the submediant of D. 

Example 125. Hymnus Paradisi VI, E♯=F, Choral Parts (mm. 103-108a) 
 

 

 

 

 

 

 

 

 

 

 

Referring back now to Example 124, from mm. 107 to 113 there is a composing 

out of this B to E♯/F♮ tritone in both the superimposed voice-leading line beginning with 

B5 and in the bass clef in an inner voice. In the upper line, the B5 descends to F♮5 

which is filled in by B–A–A♭ in a 6–5–♭5 gesture over the structural D. The A♭ then 

moves down by minor third to an F♮ (A♭–G–F♮) over F–E–D in the lower voice, 

resulting in a series of tenths between these two voices. The F♮ on the third beat of m. 

112 (second alto and second violins), reverses direction and functions as an 

enharmonic E♯ (reminiscent of the E♯ in the augmented sixth) as it ascends to F♯ in m. 

113. The F♮3 in the bass clef is also shifted into the treble clef to resolve up to F♯, as 
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shown by the line in Example 124. In mm. 114-120, in the upper voice, F♮5 appears 

prominently and is a lower neighbor to F♯ (m. 113 and m. 122). F♮ once again, as seen 

from mm. 120-122, functions as an enharmonic leading tone to F♯ which, in turn, is the 

leading tone to G in m. 123 in yet another appearance of the F–F♯–G motive.  

This tritone is also composed out beginning on B3 in m. 107. This B3 is 

prolonged through a leap to F♮, descent by third, and return to B in m. 113 (B♮2, as 

shown in the graph) as F♯ is reached in the upper voice. The B♮2 is prolonged until it 

falls by half step to B♭2 in m. 118 with A♭5 in the upper voice. This A♭ has been 

prolonged since the beginning of the tenths in m. 112 as part of a B♭ minor seventh 

chord (♭VI♭3 in D retrospectively, V7
♭3 of E♭ looking ahead).  

In Example 124, the final sonority of this section is shown in m. 122; this chord 

directly precedes the E♭ tonic arrival of the final key area and last large formal section. 

As shown in the graph, the vertical pitches in this chord are C, E, F#, Bb (A#), the 

sonority of a French augmented sixth chord (in the context of E major or minor, if it 

resolves traditionally). However, this augmented sixth sonority displaces the expected 

harmony. Rather than functioning as an augmented sixth chord, given the prolongation 

of F♯ in the upper voice and the lower voice descent of D (through D♭) to C (m. 122), 

one might imagine that this chord in m. 122 should have been a D7 chord in third 

inversion – particularly as the form of the previous section set a precedent with its large-

scale 6-5 motion and addition of the seventh in the ending measures of the section 

resolving in a dominant to tonic motion (A7–D). The C in the bass descends by step as 

expected for a seventh, although by whole step rather than by the traditional augmented 
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sixth half step bass resolution, and the F♯ in the top voice in m. 121 also resolves 

properly to G in m. 123 as a leading tone. The B♭3 (enharmonically A♯) is an 

anticipation of the bass B♭ and the E4 falls by half step to E♭4, as if it were an F♭. In 

an inner voice, the C♮5 is retained as a common tone, becoming the added sixth of the 

E♭ harmony.  

In m. 122, the tritone between the outer voices, C to F♯, is exposed, thus drawing 

attention yet again to the motivic prominence of the tritone in this work. This particular 

tritone relates back to the key relationships in the fourth movement, which began in F♯ 

major and moved to C major in m. 89. Lydian inflections within the C major section 

further highlighted the C–F♯ tritone. More subtly, I believe this tritone was also 

foreshadowed in the “crisis” which was introduced in the “Preludio”; in m. 20 of the 

“Preludio,” the minor Neapolitan sonority (E♭, G♭, B♭, C) contained an added sixth, 

C. The added C creates a verticalization of the C–G♭/F♯ tritone within this Neapolitan 

sonority.  

And now, at last, the long-awaited key of E♭ major arrives at the beginning of 

this final section (mm. 123-182). The D major section, which precedes the E♭ major 

ending, functions on a large scale as ♯ VII of E♭. Although there is a clear harmonic 

formal division at this moment with a striking resolution into the new key, textually the 

boundary is blurred as the previous statement of the “Holy is the true light” text 

continues unabated with the key change happening right in the middle of the word “re-

joice” (marked ff at the elato ma poco meno mosso).  
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Example 126. Hymnus Paradisi VI, Middleground Graph, E♭ Major Ending (mm. 123-182) 
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This continuation of the Diurnal text is in contrast to the previous formal divisions which 

were bridged by “Alleluia” repetitions and followed by a restatement and expansion of 

the “Holy is the true light” text. Let us now look at Example 126, a middleground graph 

of this E♭ major ending. 

As shown in Example 126, in the deep middleground level voice leading, the 

bass arpeggiates the E♭ major triad, B♭(m. 123) – G (m. 138) – E♭( m. 172) while G 

as 3̂  of E♭ is prolonged throughout in the upper voice. The B♭2 in m. 123 opens the 

section as the bass note in a tonic six-four chord, connecting back to the opening B♭ 

pedal (as V7
♭3/E♭). This B♭2 moves to G in m. 138 as, on the first beat, the harmony 

changes to a tonic first inversion chord. 

Let us briefly look at Example 128 before returning to the voice leading in the 

graph (Example 126). In m. 138 (as shown in Example 127), the accented 7 of the 7-6 

motion between the soprano (F–E♭) and the G in the bass is reminiscent of previous 7-

6 linear gestures which marked formal closures within part one. (For instance, there is a 

similar gesture in the second movement discussed in related to Example 71.) This linear 

arrival on E♭5 is the result of a descending fifth gesture from B♭5 at the opening of 

this section, and which is repeated in diminution beginning in m. 134 with the fff  B♭5. 

This same gesture recurs in m. 154 as the Urlinie comes to a close where the “Holy is 

the true light” text concludes, although with G in the bass at this point rather than the 

root of the tonic chord. In m. 158 there is a design change as the text shifts from the 

Salisbury Diurnal to the timeless Latin text “Requiem aeternam, Requiem dona eis 

sempiternam” which concludes this final movement of Hymnus Paradisi. It is as part of 
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this text that the final stage of the bass arpeggiation occurs with the E♭ arriving in m. 

172 on “sempi-ter-nam.” 

Example 127. Hymnus Paradisi VI (mm. 134-139) 
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Returning now to the voice-leading details in the middleground graph of Example 

126, let us take a closer look at the details in this final formal section. Beginning with 

mm. 123-140, the tonic second inversion chord is prolonged from mm. 123-137; B♭ is 

prolonged in the bass through a motion to the upper neighbor (C♭) in m. 136, part of a 

passing harmony (♭VII42), and the C♭ returns to B♭ in m. 137. In the treble clef, there 

are two descending linear progressions from mm. 123-140. In the upper voice, there is 

a descending fifth from B♭ to E♭ and, in the treble clef inner voice, there is a 

descending sixth from G to B♭. This falling sixth begins with a descending third 

progression from G5 down to E♭5 (G–F–F♭–E♭) and in the upper voice, beginning 

on the B♭5, another third progression falls B♭–A♭–G. This descending line in the 

upper voice continues to fall chromatically (G–G♭–F–E♭) as a diminution of the 

structural top line composed out between mm. 123-154. The E♭ arrives with the onset 

of the G in m. 138 as the third of the E♭ chord arpeggiation in the bass. Coinciding with 

the descending third in the upper voice (G–G♭–F–E♭) the inner voice descends E♭ 

to D as a lower neighbor, and then to C in m. 138, as an upper neighbor to the B♭ in m. 

140. 

In m. 138, the lower voice moves to G as the third of the E♭ major triad 

arpeggiation and in m. 140 the G in the top line is picked back up with a B♭ in the inner 

voice as a I6 chord. From mm. 140-154, over the G prolongation in the bass, there is a 

descending third progression in E♭ (in the upper voice) which mirrors the 3̂–♭ 3̂– 2̂ –1̂  

line found in D major (mm. 61-102) and also in the Requiem.  The G5 in m. 140 moves 
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to G♭5 in m. 141, as the seventh of the subdominant chord, and then falls an octave to 

G♭4 in m. 147. G♭ is prolonged from mm. 141-147 in the upper voice by an upper 

neighbor, A5 to A4. While G♭ is prolonged in the upper voice (with A♭ as an upper 

neighbor), in the bass clef, E♭ is prolonged as well, moving to F♭ as an upper 

neighbor and then returning to E♭ in m. 147. From this E♭3 in m. 141 a descending 

fifth progression branches off, moving chromatically from E♭ down to C♭ (E♭–D–D♭

–C♭) before continuing on to A♭ (C♭–B♭–A♭). The A♭ functions as if a G♯, rising 

to A♮ in m. 147 in an inner voice over F2, a lower neighbor to the G from m. 140 on the 

deep middleground (and returning to G in m. 154).  

The sonority above the F in m. 147 is a V♭9/V which is sustained in the chorus 

and orchestra as the G♭ (sustained in the chorus tenors in mm. 146-147) is taken up 

by the soprano soloist in m. 148 as an F♯ at the beginning of a glorious ascending 

melodic minor statement of three “Alleluia” statements; this soprano solo line begins at 

F♯4 and reaches G♭5 on the downbeat of m. 152 with A♭5 as an upper neighbor at 

the height of the line. The G♭5 from the soprano line then completes the Urlinie in E♭. 

In m. 154, the G♭ falls to F, which then descends F–E♭as 2̂ –1̂ in the upper voice. 

Here again sounds the familiar closing gesture of a 7-6 motion over a first inversion E♭ 

major tonic chord with G picked back up in the bass, along with a 4-3 gesture (C–B♭). 

This 7-6 gesture, along with the orchestral music in mm. 154-157, is tied to a 

recurring segment of music from part one, although presented here in the key of E♭ 

major. As discussed in earlier sections, these four measures consistently represent the 
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end of a formal section and appear in several places. Firstly, they are found at the end 

of the second movement in mm. 131-134, just prior to the anacrusis which leads into the 

third movement. G was prolonged in the bass for that presentation as well, although 

within the context of G major. This music also appeared at the conclusion of the B 

section in the third movement, varied and expanded (mm. 64-70), with a G♯ prolonged 

in the bass as the third of an E major tonality, and again at the end of the third 

movement (the conclusion of part one) in mm. 98-104 in F major. 

In another example of enharmonic reinterpretation, the G♭5 in m. 152 is shifted 

down by octave, first to G♭4 in m. 158 and then down another octave as it is converted 

into an F♯3 in m. 170. This F♯3 resolves up to G in m. 172 as a transposed iteration of 

the “healing” motive. This enharmonic reinterpretation also relates back interpretively to 

the crisis of the “Preludio,” in which there was a bifurcation of the line which 

conceptually split into two different voice-leading lines. As a reminder, one line 

continued in an ascent of the bass line with G♭ (=F♯ as ♯ 3̂  of D) rising to G (as 4̂  of 

D). The other line descended, with G♭ functioning as ♭ 4̂  and falling to F♮ as ♮ 3̂  of D 

(m. 27). 

Continuing with the voice leading as shown in Example 126, from mm. 154-172 

the lowest voice moves from G up to A♭ in preparation for a plagal close to the 

movement (A♭–E♭). The A♭ is sustained as the root of a IV ♯11
♭3 chord from mm. 

159-169 as the predominant in the final cadential progression. This sonority is shown as 

part of a larger harmonic progression in Example 128. 
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Example 128. Hymnus Paradisi VI, Harmonic Progression (mm. 159-end)  
 

 

 

 

 

 

 

 

In this progression, the A♭ minor chord with a raised eleventh is prolonged 

between mm. 159-169 (and literally sustained for most of those measures). The D♮, 

♯11, is retained as a common tone (the “re” component of the upcoming augmented 

sixth chord). The C♭ as the third of the chord is enharmonically notated as a B♮ 

although it functions as both C♭ and B♮ within this progression. From mm. 169-170, 

the B♮2 in the choral first bass part functions as notated and resolves up to C as the G3 

in the second tenor falls to F♯3, creating a common tone augmented sixth chord (“full” 

sonority with an added B♮ retained as a common tone (in the tenor soloist and chorus 

second soprano). From mm. 171-172, as the augmented sixth chord resolves to tonic, B

♮ finally functions as the C♭ that should have been notated as part of the minor 

subdominant; this B♮3 in the second alto falls a semitone to B♭, the fifth of the tonic 

chord in m. 172. Both pitches in the augmented sixth interval (A♭ and F♯) resolve as 

expected to G, which is the third of the E♭ major tonic chord (+6<3). From the 
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augmented sixth chord to the tonic, E♭ is retained as a common tone and the A♭1 

from mm. 159-169, instead of falling to G like the A♭4 in the alto, instead leaps down to 

the structural tonic to complete the plagal cadence in m. 172.  

In the final measures of this movement, shown in Example 129, the melodic lines 

in the chorus sopranos and the orchestra feature the Lydian mode over a sustained E♭ 

major triad (mm. 172-177), subtly drawing attention one final time to the A–E♭ tritone 

through the melodic inclusion of A♮ as ♯ 4̂  of E♭.This raised fourth scale degree (A♮) is 

part of the final “Requiem” quote beginning on G3 as the second beat of m. 177. 

Example 129. Hymnus Paradisi VI, Lydian Mode, Final Measures (mm. 176-182) 
 

 

 

 

 

 

This specific tritone, A–E♭, has appeared throughout Hymnus Paradisi in both 

horizontal and vertical iterations. One may recall the previous discussions of this tritone 

as part of the F7 chord which is notably present in both the Requiem and Hymnus 

Paradisi as the Neapolitan of E minor and enharmonically as the German augmented 

sixth chord in A minor. The A–E♭ tritone has also been prominent in both works as the 

root and fifth of a diminished dominant chord of D (as noted within the discussion of the 

“Preludio,” for instance) and, additionally, as possible references to the “valley of the 
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shadow of death,” for inclusions of this tritone during this textual section of the third 

movement abound. 

In comparison to the opening instrumental statement of the “Preludio” (Example 

50) and the corresponding choral melody from the second movement of Hymnus 

Paradisi and the third movement of the Requiem (shown in Example 12), this final 

“Requiem” statement is poignantly left unfinished, as shown here in Example 129 

(“Requiem aeter-“). G as the structural closing pitch in the upper voice ( 3̂  of E♭) is 

further highlighted as the beginning pitch for this final quotation which was originally set 

in E minor. The importance assigned to G in the upper voice has already been briefly 

noted, as the height of the “catharsis” motive (F–F♯–G). The interpretive ideas of crisis 

and catharsis is discussed further as we move into the next section, which reviews and 

expounds upon my analytical interpretation of the crisis and catharsis in the Hymnus 

Paradisi. 
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CHAPTER 6 

CRISIS AND CATHARSIS: AN ANALYTICAL INTERPRETATION 

The following quote from Howells himself, from a BBC talk recorded in 1968, was 

included in an earlier chapter, but bears repeating. The composer’s words speak 

directly to the heart of the matter here regarding the crisis he experienced as a result of 

Michael’s untimely death and the resulting catharsis provided by the composition of 

Hymnus Paradisi.  

The sudden loss, in 1935, of an only son – a loss essentially profound and in its 
very nature, beyond argument – might at any time be of such impact as to impel 
a composer, after a time, to seek release and consolation in language and terms 
nearest and most personal to him. Music might well have power beyond any 
other medium to offer that release and comfort. It did so in my case.178  

The purpose of this chapter is to draw together and discuss those specific 

musical elements within this large-scale work that, I believe, tangibly represent both the 

crisis Howells experienced as a result of Michael’s sudden passing, and the musical 

working out of this crisis to achieve “release and consolation” in the conclusion of 

Hymnus Paradisi. I hypothesize that the crisis itself is introduced in the opening 

orchestral “Preludio,” in a moment from which many interrelated motivic ideas arise and 

reappear throughout the Hymnus Paradisi on different structural levels.  

Although the exact date of composition for “Preludio” is unknown, Palmer 

theorizes that this movement was “composed late – possibly even last – when the work 

was already in process of orchestration.”179 Since this “Preludio” is such a cleverly 

created microcosm of the primary motivic ideas found in the larger scope of the work, it 

178 Palmer, A Centenary Celebration, 414. 
179 Palmer, A Centenary Celebration, 105. 
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does seem conceivable that these two pages were, indeed, written after the other 

movements had been completed. Thus, a review of the “crisis” as found in the 

“Preludio” begins here. The elements of the crisis found in the “Preludio” were 

previously discussed as part of the analysis of the “Preludio,” although I review them 

here in order to provide a comprehensive look at these motives and how they function 

and evolve throughout Hymnus Paradisi.  

 

6.1 The Crisis and Related Motives 

I propose that the crisis of Michael’s death is initiated on the third beat of m. 20 in 

“Preludio.” To begin this discussion, let us take a quick look at what is happening on the 

surface of the music. As shown in the orchestral reduction in Example 130, in m. 18 

another quotation of “Requiem aeternam” begins, marked appassionato and played by 

the first violins.  

Example 130. Hymnus Paradisi I, Crisis (mm. 18-22) 

 

This melody in the top voice of m. 18, which begins D5–E5–F5, has been 

transposed from the opening “Requiem aeternam” quotation in the “Preludio” (which 

initially began on E). This D5 is harmonized as the major seventh of the Neapolitan 

chord (E♭–G–B–D) with B♭ in the bass. In the bass line, from mm. 18-20, there is a 
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descending chromatic third progression B♭–A–A♭–G♭ which places G♭, as the 

lowered third of the Neapolitan chord, into the bass.  

It is especially notable that from mm. 18-20, as the crisis commences, the 

Neapolitan chord reappears with a change in quality – from major to minor. The minor 

Neapolitan appears prominently in other places throughout the Hymnus Paradisi as 

well, and F minor in particular, as the minor Neapolitan of E, is significant. As noted in 

Chapter 3, and to be discussed shortly, F minor appeared in the fifth movement of the 

Requiem, “Requiem aeternam (2),” from Example 31, and became an important goal of 

the B section in the expanded “Requiem aeternam” movement in the Hymnus Paradisi 

(shown in Example 66).  

Let us take another look at the middleground graph of the “Preludio,” reproduced 

here as Example 131.  

Example 131. Hymnus Paradisi I, Middleground Graph, Crisis Motive and Crisis Chord   
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As was previously discussed, the bass ascends chromatically up to the G♭ in m. 

20, D (m. 3) – E – E♯ – F♯ (m. 14), with the F♯ as ♯ 3̂  of D from m. 2 moving into the 

bass in m. 14. The F♯ from the beginning of “Preludio,” ♯ 3̂  of D, is shifted into the bass 

and enharmonically transformed into G♭ as ♭ 4̂  in m. 20. 

With this transformation of ♯ 3̂  into♭ 4̂ , the crisis is initiated, creating a crucial 

juncture at which the large-scale ascending chromatic line in the bass becomes 

fractured, splitting into two different conceptual voice-leading lines with one part of the 

line continuing to ascend and the other descending. Therefore, the G♭ in m. 20 can be 

understood as simultaneously both ♭ 4̂  and 3̂  of D major. The G♭as ♭ 4̂ resolves 

down to F♮ (♮ 3̂ ) in m. 27, while the G♭as F♯ (♯ 3̂ ) resolves up to G♮ as ♮ 4̂ in m. 22. 

This ♭ 4̂  also establishes a connection with the fourth movement and, I believe, 

parallels the role of B♭as ♭ 4̂ in F♯ minor in the fifth movement; both of these ideas are 

discussed in more detail later in this section.  

Thus, in one conceptual branch of this fractured line, G♭3 (functioning as if it 

were ♯ 3̂ ) ascends to G♮ in m. 22 (a half-diminished dominant chord in third inversion) 

and then proceeds to the G♯ as the root of the minor ♯IV chord on the downbeat of m. 

28. As life must continue after the death of a loved one, this ascending line continues its 

previously begun forward motion, although heavily grief-tinged through the enharmonic 

transformation of F♯ into G♭ (the minor third of the Neapolitan chord). This motion of G

♭ to G♮ here is particularly important to the idea of catharsis as well, discussed shortly.  
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In the second conceptual branch of this line, the G♭ functions as ♭ 4̂  and 

“collapses” to F♮ as ♮ 3̂  of D in m. 27. This “collapse” creates a falling semitone motive 

which was already present in the Requiem but becomes even more prominent in the 

Hymnus Paradisi. This motive, the “crisis motive” as labeled in Example 131, is 

expressed here in the “Preludio” in mm. 3-16 in the upper voice as F♯–F♮ and in the 

lower voice as G♭–F♮ (mm. 20-27).  

As part of a long historical tradition of lament, this descending half-step motive 

has been often utilized to depict sadness and loss. This motive appeared often in the 

ground bass or passacaglia found in the Baroque period such as Henry Purcell‘s well-

known aria “When I am laid in earth” from Dido and Aeneas, which includes this type of 

bass line as well as a number of expressive half steps in the previous recitative, “Thy 

hand, Belinda.” Many contemporary composers also draw upon this historical 

connection, such as Steven Stucky (1949-2016), whose secular oratorio “August 4, 

1964” (2007-2008) was permeated with a descending half-step motive. (This oratorio 

was based upon the confluence of two tragic historical events on this day, with a 

particularly poignant orchestral “Elegy” about halfway through the work featuring this 

motive.)180 Likewise, I believe this collapse of G♭/F♯–F♮ in the Hymnus Paradisi is a 

representation of grief, deriving from the crisis of Michael’s death and is significant on all 

                                            
180 Jennifer Tish Davenport, “Functions of quotations in Steven Stucky's oratorio August 4, 1964 and their 
placements within the context of a quotation continuum, cultural, commentary, remembrance, and unity.” 
(M.M. Thesis, University of North Texas, 2011). A discussion on this motivic half step and how it unifies 
the oratorio can be found on pp. 20-40. 
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structural levels, appearing consistently even on the deep structural levels of both 

Howells’ Requiem and Hymnus Paradisi within the descending third progression F♯–F♮

–E–D.  (As discussed much earlier in this study, the Requiem was written prior to 

Michael’s death and thus the allusions to death in this earlier work are not referring to 

Michael. These allusions could, however, be connected to other personal losses such 

as Howells’ father, his close friend Sir Edward Elgar, and other friends such as Francis 

Purcell Warren who were killed in World War I.)   

This G♭–F♮ descending semitone is also related to the Phrygian mode, as part 

of the diminished Phrygian tetrachord. As Kimmel discusses in his article “The Phrygian 

Inflection and the Appearances of Death in Music,” this descending semitone is just one 

of the many manifestations of death in music that is related to the Phrygian mode. Other 

permeations which appear often throughout Hymnus Paradisi include harmonic 

manifestions of the Phrygian mode, such as the Neapolitan chord, and the tritone as 

well which have already been shown to be motivically significant.181 

A reminder, as was shown in the overarching background of the Requiem (in 

Example 2), this descending semitone motive F♯–F♮ initiated the descending third 

progression that was composed out across the Requiem with a structural arrival on D at 

the opening of the final movement. This progression was also subsequently re-

composed out across the final movement, within the context of the final tonic 

prolongation. As is reviewed in the catharsis section, this progression featuring the crisis 

                                            
181 Kimmel, 74-75. 



325 
 

motive also appears throughout the Hymnus Paradisi, composed out in a similar fashion 

as in the Requiem.  

Moving back into the discussion of crisis elements in the “Preludio,” there is a 

very striking, dissonant chord in m. 27 which was previously discussed in Chapter 4, 

section 1, as a “full” augmented sixth chord and which I have labeled the “crisis” chord. 

Shown in Example 131, there is a notable facet to the pitch content and voicing of this 

chord in light of the division of the G♭ as ♭ 4̂ and 3̂  of D major; when considered as a 

polychord, this sonority breaks apart into two different chords, F7 + G major, with the G 

major pitches set apart registrally in the highest woodwinds. Therefore, this sonority is 

also a dissonant superposition of the two conflicting resolutions of G♭. In other words, 

this sonority superimposes these two resolutions of G♭ as F♯ ( 3̂ ) to the G major chord, 

the diatonic IV in D major (shown in the treble clef), on top of the resolution of the G♭ 

as G♭ (♭ 4̂ ) to the F major-minor seventh chord (shown in the bass clef) or ♭III♭7 in D 

major. I interpret this dissonant superposition of the two conflicting resolutions of the G

♭, a whole tone apart – G major and F major, as representing the existential crisis 

evoked by the death of the composer's beloved son.  

Continuing on in a re-examination of “Preludio,” the crisis chord and 

accompanying melodic lines in m. 27 slow (allarg.) and crescendo dramatically (molto 

cresc.) into a G♯ minor chord in m. 28, ♯IV in D. With this important arrival on G♯ minor, 

the ascending bass line (as shown in Example 131) has now traversed a tritone, from D 

up to G♯ (with G♯ functioning as the leading tone to A, which arrives at the beginning of 

the second movement). The G♯ minor chord is prolonged from mm. 38-42 with the 
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register of the chord being slowly transferred down into the low strings and low brass 

over mm. 28-32. The voicing in m. 32, which is shown in Example 132, includes low 

woodwinds, harp, low register strings, organ pedal only, upper horns, and timpani with 

cello, lower horns, and a small complement of low woodwinds playing the quotation of 

the opening melody from “Requiem aeternam” (transposed down by semitone from the 

opening!) which begins with the pitches D♯–E♯–F♯).  

Example 132. Hymnus Paradisi I, Funeral Cortège (mm. 32-42a) 
 

 

 

 

 

 

 

 

 

 

 

With a dim. subito from ff in m. 29 to the pp in m. 32, the final section of 

“Preludio” takes on a more reflective quality, and the repeated G♯ minor chords that 

recur in m. 34, 37, and 39 seem suggestive of Michael’s funeral cortège, particularly 

with the shift in timbre to include the low brass (trombones and tuba beginning in m. 34) 

and the marked timpani triplet figure which accompanies the chord. The emphasis G♯ 

receives in these measures as ♯ 4̂  of D in a linear sense, and harmonically as ♯IV♮3, 
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offers a preview of the motivic use of tritones which occur throughout the Hymnus 

Paradisi. 

As the “Preludio” leads seamlessly into the second movement of Hymnus 

Paradisi, the musical elements of the crisis that were initiated in the “Preludio” continue 

to be composed out in a number of ways. As a reminder, this “Requiem aeternam” 

movement was analyzed in Chapter 4 as it relates to sonata form (Section 4.3, Table 

11). It is no coincidence, I think, that the turbulent C section of this movement (which is 

developmental) opens with the arrival on F minor (as a transposition and revoicing of 

the minor Neapolitan sonority from the crisis point in “Preludio,” nor is it a coincidence 

that the ninth of this chord is highlighted so prominently – again superimposing the two 

conflicting resolutions of the G♭as F and G in the outer voices of the Neapolitan ninth 

chord in m. 75. The middleground graph of this C section is shown in Example 133. 

Registral extremes also draw attention to these pitches as the soprano soloist is soaring 

on a G5 against the doublebass on F1 (“et lux per-pe-tua luceat eis”).  

This passage harmonically anticipates the arrival of E minor (to match the one 

sharp key signature which appears beginning in m. 47) but is still functioning locally in A 

minor as this section opens. In the context of A minor, F and G are again highlighted in 

the prolongation of E minor (the minor dominant of A) from mm. 68-72. The major ninth 

of E minor is added, creating a dissonant clash in m. 68 between G and F♯ in the outer 

voices, and then against F♮ as the minor ninth in m. 72. Thus, over this G from m. 68 to 

m. 72, there is a linear representation of the motivic collapse from F♯ to F♮. From mm. 

72-75 the outer voices trade places, F5 ascends to G5 and G2 descends to F2. 

  



328 
 

Example 133. Hymnus Paradisi II, Superimposed F and G as Crisis Elements (mm. 62-
79) 

 

 

 

 

 

 

 

 

 

 

A chromatic voice exchange from mm. 75 to 77 produces a vertical, enharmonic 

iteration of the F♯ to F♮ collapse with G♭ in the bass (choral bass part) and F♮ in the 

top voice (soprano soloist).182 Another remarkable facet of this passage that connects 

back to the F♯–F♮ collapse is the conceptual ascent of F♮ in the lowest voice (from the 

orchestra) to G♭ (in the choral basses in m. 77 on the second beat), as if the grief-

stricken father is making an effort to reverse the “collapse,” so to speak. However, the 

motion is not entirely successful with the ascent from F♮ up to G♭ first, which is only 

then enharmonically transformed into F♯ in m. 79 as the music moves closer to the 

arrival on E minor.   

                                            
182 The low strings of the orchestra are literally playing D♭ in m. 77, but the structural G♭which I show in 
the lower voice here is found in the entry of the choral basses on the second beat of the measure 
(following two measures of rests). This G♭begins a statement of “et lux perpetua luceat eis” in the chorus 
bass part of both choirs I and II.  
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In m. 77, G♭ is the root of a major-minor seventh chord which, as shown in 

Example 133, functions as a pivot chord from A minor into E minor as the enharmonic 

supertonic – literally spelled here as ♭♭III7 in m. 77. I theorize that this harmony, with 

G♭ in the bass, hearkens back to m. 20 in “Preludio,” which included G♭ as the third 

of the E♭ minor chord in the bass. In addition to the G♭ in the lowest structural voice, 

both sonorities contain a B♭ as well. In the “Preludio” (m. 20), the sonority was a minor 

Neapolitan chord (E♭, G♭, B♭, C) with C as an added sixth (possibly to foreshadow 

the importance of the C–G♭/F♯ tritone in the fourth movement). In the second 

movement, m. 77, the sonority is G♭–B♭–D♭–F which creates a vertical collision with 

the two disparate elements of the collapse motive (G♭/F♯–F♮)!  

The two separate sonorities that comprise the crisis polychord (F major-minor 

seventh and G major) also make individual appearances throughout the Hymnus 

Paradisi. The F major-minor seventh chord, as discussed in earlier chapters, is found in 

Howells’ Requiem and Hymnus Paradisi functioning as both the augmented sixth chord 

of A minor and the Neapolitan of E minor. This harmonic feature was present in the 

Requiem; as noted in Section 3.4, in “Requiem aeternam (1),” this sonority functions as 

a French augmented sixth which is composed out in mm. 9-10, with F moving to D♯ in 

the bass. This augmented sixth chord, shown in Example 134 for quick reference, 

includes F in the bass, A, B, and D♯. With the addition of C♮ on the downbeat of m. 10, 

all the pitches for an enharmonic major-minor seventh are present in this passage.  
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Example 134. Requiem III, Augmented Sixth (mm. 9-10) 
 

 

 

  

 

In Chapter 3, I note that this augmented sixth chord is reinterpreted and respelled as 

an F major-minor seventh at the conclusion of the B section; a choral reduction of these 

measures (mm. 24-28) is shown in Example 135.  

Example 135. Requiem III, Textual conclusion of the B section (mm. 24-28)   
  

      

 
 
 

 

 

The D# from the previous linear motion of F–E–D# (–D♮) in the bass (mm. 9-11) 

is transformed into an E♭ (m. 26, third beat), which resolves down to D♮ (harmonized 

as the third of a B minor chord in m. 27, the minor dominant of E). It is important to 

make a note of this enharmonic connection between D# and E♭ which is discussed in 

the upcoming catharsis section. The F major-minor seventh chord thus functions as the 

Neapolitan of E minor leading to a B minor chord, resulting in a Phrygian half cadence 
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which closes the B section in mm. 26-27. Additionally, the C♮ from m. 10 is now 

definitively part of the chord with its presence in the bass voice. 

Turning now to the “Requiem aeternam” movement in Hymnus Paradisi, as found 

in the B section (with soprano soloist and orchestra), the key signature changes to one 

sharp in m. 47 and this passage moves toward F minor to prepare for the entry of the 

chorus in m. 62 (at the beginning of the development section). Example 136 shows the 

foreground and middleground graph of mm. 53-57, which is referenced regarding 

another appearance of F and G in the conceptual outer voices as the superimposed 

resolutions of G♭in this second movement of Hymnus Paradisi.  

Example 136. Hymnus Paradisi II, F and G as Superimposed Resolutions of G♭ (mm. 
53-57) 
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In mm. 55-57, the lower voice chromatically walks down F♮–E–E♭with the E♭ 

as the seventh of an F dominant ninth chord (with G5 in the soprano!). Here in m. 57 is 

yet another instance of F and G in the conceptual outer voices as the superimposed 

resolutions of G♭. At this moment, the F chord has the potential to function as a 

German augmented sixth (an expectation already set up from the Requiem). However, 

this F9 is reinterpreted as a dominant (V42) as F conceptually leaps downwards by fifth, 

affirming the function of the F42 chord as the dominant of the Neapolitan of A minor. 

Rather than resolving to a B♭ major Neapolitan chord, the G in the soprano (tied from 

the previous measure) creates a harmonically deceptive motion to a G minor seventh 

chord, which launches another series of chords of the sixth.  

Turning now to the third movement of Hymnus Paradisi, the F9 from the crisis 

chord makes another appearance in the half cadence which concludes the opening A 

section. An A minor chord is prolonged (mm. 22-24), which sets the stage for this half 

cadence, shown in Example 137 (in an orchestral and vocal reduction of mm. 23-26).  

Example 137. Hymnus Paradisi III, F9 from the Crisis Chord (mm. 23-26) 
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Beginning on the second beat of m. 24, the F dominant ninth chord (one of two 

entities from the “crisis” polychord in “Preludio”), appears here with an added eleventh 

(F–A–C–E♭–G–B) but functions instead as an enharmonically spelled “full” augmented 

sixth chord with an added tone, G. The augmented sixth interval resolves as expected 

with E♭ rising to E, as if it were notated as D♯, and the F♮ in the bass descends to E 

(+6<5).  

In the context of this sonority as an enharmonic augmented sixth chord, the G is 

the tone that seems extraneous, however, when considered as the other dissonant 

superposition from the dual resolutions of G♭ as ♭ 4̂ from the crisis chord in “Preludio,” 

this G paired with the F in the bass brings to mind the crisis, particularly as F and G are 

highlighted in the outer voices of the texture once again.  

The augmented sixth resolution at this cadence (mm. 24-25), with F–E in the 

bass and the accompanying D♯/E♭–E♮ motion, sets up the importance of these 

pitches which appear frequently in the next section of this movement (the B section), set 

to the text “Yea, though I walk through the valley of the shadow of death, I will fear no 

evil: thy rod and thy staff comfort me.” For a more detailed examination of this section, 

the reader may wish to refer back to Section 4.4. The many inclusions of this particular 

augmented sixth are discussed at length in this earlier section and therefore are not 

repeated here. 

One aspect of this B section, which is important in the upcoming catharsis 

discussion, is that throughout this section, E♭ and D♯ appear interchangeably (thus, 

D♯=E♭). The melody, as sung by the chorus altos and basses, is shown in Example 
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138. In m. 29, D♯ resolves as expected, rising to E on the first beat. In m. 30, this E♭ 

theoretically splits in the same way as the G♭ from m. 20 of “Preludio.” In one sense, 

the E♭ descends on the foreground to D as a brief reminder of E♭ in its role as the 

Neapolitan of D major (the global key of Hymnus Paradisi). This E♭ also functions as 

D♯ and ascends to E♮ on the downbeat of m. 31 (with E♭–D–C as a subsidiary 

descending third progression into an inner voice.)   

Example 138.  Hymnus Paradisi III, D♯ = E♭ in B section (mm. 27-31)  

 

 

 

Incidentally, one might consider this role of D♯ as E♭ to have been 

foreshadowed in the early measures of “Preludio” beginning with the prominent 

appearance of D ♯ in mm. 5-8 (these measures were shown in Example 50). Its 

enharmonic partner, E♭, appears for the first time in m. 18 as the root of the Neapolitan 

chord, two measures before the quality is altered from major to the crucial minor 

Neapolitan chord in m. 20. Furthermore, in the final section of “Preludio,” E♭ is 

enharmonically re-transformed into D♯ as the fifth of G♯ minor (which continues up to A 

minor to begin the next movement)! The enharmonic equivalence of D♯ and E♭ is an 

important concept, which is mentioned again in the upcoming catharsis discussion.  

Examining yet another connection to the F and G from the crisis chord, there is a 

recurring orchestral refrain which appears at important formal junctures in part one; this 

refrain always includes a harmonic shift from the minor mode to the relative major, a 
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meter shift to 78, a plagal harmonic close, and a strong 9-8 motion in the upper voice 

over the root of the new tonic chord. In two of the three locations for this refrain, the 

superimposed F and G from the crisis chord are separated and given individual 

moments of harmonic repose.  

In one of these moments, there is an arrival on G major. In the postlude of the 

second movement (mm. 123-134), the final orchestral-only measures are reminiscent of 

“Preludio” with its at once impassioned and also tortured strains of “Requiem aeternam,” 

accompanied by low register chords (m. 124, m. 128) evocative of the funeral 

processional. A harmonic motion from E minor to G major is brought to fruition with an 

arrival on G major in m. 131 to close the second movement. This arrival, in the form of 

the aforementioned refrain, provides a brief, peaceful respite from the dissonant 

superposition of F and G and leads gently into the pastoral third movement, “The Lord is 

my shepherd.”  

Most significantly, however, the entire part one concludes with this refrain on F 

major. The F harmony, with its many augmented sixth and Neapolitan associations 

throughout the first three movements finally achieves a small measure of peace with a 

D minor to F major transition here at the close of part one. The meter change from 

common time to 78, harmonic plagal motion, and melody with the metrically accented 

second scale degree as the ninth of the tonic chord all contribute to the aural connection 

of these sections, and the accented occurrence in m. 98 of G in the upper voice against 

the F in the lower voice provides a brief reminder of the superimposed F and G from the 

crisis chord. The G does not linger, however, and resolves down in a 9-8 motion (as a 

passing tone) over the F in the bass (on the second beat of m. 98). You may also recall 
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the possible correlations to the inclusion of F minor in Vaughan Williams ‘Pastoral’ 

Symphony which were discussed in Section 4.3. 

Looking now within part two of Hymnus Paradisi for elements of the crisis derived 

from the “Preludio,” there is a strong connection between the G♭–C tritone found within 

the minor Neapolitan added sixth chord from m. 20 in the “Preludio” and the large-scale 

tonal organization of the fourth movement. The opening and closing sections of this 

movement are based on F♯ (with mixture) and the center section (from mm. 89-187) is 

based on C major (=B♯ major) as the key area of ♭V (enharmonically ♯IV) for the B 

section.183 Thus, the G♭ from “Preludio” can be enharmonically reconceived as F♯ – 

the tonic of the fourth movement – and the G♭ and C♮ from within the minor Neapolitan 

chord are, arguably, composed out here in this motion from I–♭V/ ♯IV. This motion also 

is reminiscent of the large-scale movement from D major to G♯ minor within the 

“Preludio,” although, as the bass motion and harmonic progression in the opening 

movement continued up by half step to A minor as the dominant of D, here the ♭V 

instead returns to I for the final A section (once again drawing attention to the tritone 

relationship). 

Another element of the crisis from “Preludio,” the F♯–F♮ collapse, is composed 

out in the opening A section of this fourth movement. As shown in Table 19, this section 

is set up as a theme with variations.  

  

                                            
183 If interested, the reader may refer back to the formal chart of this movement which was included in 
Section 5.1Figure 14.  
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Table 19. Hymnus Paradisi IV, Theme and Variations in A section 
Subsections Measures Key area/Harmonic Characteristics 
 mm. 1-25 Prolongation of C♯ minor (minor 

dom.) 
Theme mm. 26-33 F♯ (major key signature, mostly F♯ 

minor in the mixture) 
Variation 1 mm. 34-46 F♯m (change of key signature) 
Variation 2 mm. 47-53 Fm  
Variation 3 mm. 53-63 Fm (Returns to F♯ at m. 61 in bass) 
Variation 4 mm. 64-88 DM; D prolonged as VI/F♯m 

 
The opening section prolongs C♯ minor, as the minor dominant of F♯, followed by 

the theme and first variation presented with F♯ as tonic. The F♯–F♮ collapse occurs as 

the tonic is lowered to F♮ for the second and third variations; thus, F minor as the local 

tonic here is recontextualized to become ♭I♭3. F♯ returns in the bass in m. 61 and 

becomes the third of D major, but this is not yet the catharsis. This D major functions as 

VI within the larger context of F♯ as tonic. 

Now let us look at the fifth movement, “I heard a voice from heaven,” which in 

terms of key, can be thought of as being at least bitonal, in F♯ major/minor and also in D 

major. If one also considers the massive prolongation of B♭ as having its own Ursatz 

from 3̂ , which is D, and its own 3̂– 2̂ –1̂  descent, then this movement could even be 

considered tritonal. Thus, there are Ursätze projected in three keys a major third apart, 

F♯ major/minor, B♭ major, and D major simultaneously. This symmetrical constellation 

of Ursatz structures placed a major third apart could be considered the Holy Trinity of 

key relationships, if you will. Since this movement opens with the text, “I heard a voice 

from heaven,” the Trinitarian connection could be conceived as imbuing this movement 
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with a structurally-lasting sense of peace, as the final structural tonic for the entire work 

(in my reading, as D major) is reached at the conclusion of this movement.  

This movement opens with a prolongation of F♯ minor (mm. 1-61), a continuation 

of the F♯ tonic from the fourth movement. However, the raised third, A♯, displaces the 

lowered third in the opening measures. I believe that this A♯ is present for two specific 

reasons. Firstly, it creates a continuation of the F♯ major tonic which ended the previous 

movement, thus creating the aural sense of a larger form still in the process of evolving. 

Additionally, to support this larger sense of continuation, the Lydian gesture which 

concluded the fourth movement (played by the first clarinet and violin) is repeated with 

only minor variations in the opening melody of the fifth movement, sung by the tenor 

soloist. Example 139 shows this Lydian melody from the final three measures of the 

fourth movement and Example 140 shows the opening tenor solo from the fifth 

movement.  

In a comparison of these two gestures, the opening melody of the fifth movement 

is slightly expanded with an added F♯ to begin this melody. The F♯ then rises to C♯ 

(which is shown at the beginning of Example 140). Howells inserts an accented passing 

tone, D, on the first beat of m. 2 moving to E on the second beat. From this E, the 

Lydian gesture from the end of the fourth movement is repeated verbatim (further 

reinforcing the sense of continuation between these two movements) and the orchestra 

enters shortly thereafter with a supporting F♯ major chord on the second beat of m. 3.  

The second reason I believe that Howells chose to open the fifth movement with 

A♯ instead of A♮, is to connect motivically with this idea that permeates the work (which 

I refer to as the crisis motive). There are two notable connections to the crisis, as 
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introduced in the “Preludio.” The first connection includes a transposition of the “crisis” 

motive (F♯–F♮), appearing here as A♯–A♮. The A♯ as ♯ 3̂of F♯, from mm. 1-7, is shifted 

into the bass, down by semitone, to an A♮ at the end of m. 8 (shown in Example 140). 

(This transposed motive is also prominent throughout the fourth movement as part of 

the descending chromatic Urlinie, A♯– A ♮ –G–F♯. This descending third can be viewed 

in an upcoming example, Example 142, which shows the multi-movement background 

for Hymnus Paradisi.)  

Example 139. Hymnus Paradisi IV, Ending Lydian Gesture (mm. 240-242) 
 

 

 

Example 140. Hymnus Paradisi V, Opening Measures (mm. 1-8) 
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The next connection in the fifth movement is related to the bifurcation of G♭; 

here the B♭/A♯ also seems to “tear apart” and branch off into two directions. In the 

descending line resulting from the splitting apart of B♭/A♯, there is a descent from A♯ to 

A♮ as a transposition of the F♯–F♮ collapse motive. This A♯ to A♮ motive is labeled in 

Example 141, which shows a deep middleground graph of this movement. 

Example 141. Hymnus Paradisi V, A♯–A♮, Transposition of the Crisis Motive 

 
This descending half step is also an enharmonic foreshadowing of the ♭ 6̂– 5̂  

gesture which appears later in the movement as B♭–A, leading into the return of the A' 

section. As also shown in Example 141, this B♭ descends to A in the bass (shown in 

the middleground graph as mm. 52-55) which leads into the Phrygian Urlinie in the 

lowest voice to close out the F♯ minor prolongation. 
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The rising branch of this bifurcated line, ascending from B♭/A♯ to B♮, appears in 

two prominent places in this movement. As part of the harmonic progression I7♯3–IV7
♮3 

(m. 16)– ♭IV75–6–5 (m. 24) within the F♯ minor prolongation, a notated A♯ as ♯ 3̂  

functions as the leading tone to B minor (m. 16), the subdominant of F♯ minor. This 

motion previews an enharmonic repetition of this rising motion, whereas the B♭ in m. 

52 (shown in an inner voice as B♭3), functioning as an A♯, rises to B♮ in m. 57 (not 

shown in the graph, but sung by the soloists on “even so”). The B♮, shown in an inner 

voice beginning in m. 59 as a B3, then remains in place until the penultimate measure, 

where a feeling of peace permeates the texture as B♮ gracefully floats down to A as a   

♮6-5 motion over the structural D tonic in the bass. 

An additional connection to the crisis from “Preludio” in this fifth movement can 

be found in the extended incorporation of B♭ as a key area (prolonged from mm. 24-

52). As seen in Example 141, although B♭ major is ♭VI in the context of D major (as 

the global key and the final tonal destination of this movement), in mm. 24-52 it is 

trapped within the F♯ prolongation – thus contexualizing it as ♭IV. This weighty 

inclusion of ♭IV connects back to the crisis initiated in the “Preludio” on the G♭ in the 

bass, which was ♭ 4̂ in the context of D major. This prolongation of B♭ major also has 

its own Urlinie, D–C–B♭, descending as 3̂ – 2̂ –1̂ . And, as just discussed, this B♭ in the 

bass, like the G♭ from m. 20 of the “Preludio,” also splits into 2 conceptual voices with 
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the lowest voice resolving down, as expected, to ♮ 3̂ (A♮, in F♯ minor) in mm. 53-54 with 

B♭ (=A♯) also rising to B♮ in preparation for the closing ♮6-5 gesture.  

The peaceful ending of the fifth movement “they rest from their labours” with its   

♮6-5 gesture enhances the sense of repose found at the closing of this movement. For, 

the 3̂– 2̂ –1̂motion in the bass line in mm. 61-64 (altered from the corresponding 

movement in the Requiem) brings the final structural close on D major for the Hymnus 

Paradisi. It is clear that in the stages of grief, by this point, a measure of acceptance has 

taken place. However, the catharsis is yet to come and is found within the final 

movement, “Holy is the true light.”  

 

6.2 Catharsis 

A brief reexamination of the crisis motive, as it appears on the deeper structural 

levels, lays the foundation for the explanation of the “catharsis” and its related motives. 

As has been noted throughout the analysis, the “collapse” of F♯ to F♮ (the crisis motive) 

is found frequently through the Hymnus Paradisi and, in particular, recurs on the deeper 

structural levels as part of a descending chromatic third progression (♯ 3̂–♮ 3̂– 2̂ –1̂ ). 

This linear progression also appears within different key contexts as well, mentioned 

recently in regard to the fourth movement and the A♯ to A♮ transposition of the crisis 

motive. The graph provided in Example 142 (on the following page) shows many of 

these iterations and includes a multi-movement overview of the entire work, which 

serves as a visual guide to the process through which catharsis is achieved.  
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Several occurrences of the crisis motive as Urlinie are noted in this graph, with a 

bracket and asterisk, some at the original pitch level and others transposed to fit within 

the current key context. On the largest structural level of the work, the crisis motive is 

composed out in the upper voice as part of the structural background of Hymnus 

Paradisi, the deepest-level Urlinie in the work, in the context of the global key of D 

major. Over the course of the first five movements, this now-familiar chromatic third 

progression descends in the upper voice as ♯ 3̂–♮ 3̂– 2̂ –1̂ . The crisis motive is 

composed out at the beginning of this Urlinie, with F♯ at the opening of “Preludio” 

collapsing to the F♮ at the conclusion of the third movement (the end of part one), 

harmonically supported with a shift from D major to F major (as I–♭III).  

Since the structural tonic for the work as a whole arrives at the end of the fifth 

movement, the final movement “Holy is the true light” stands apart. As discussed in 

Section 5.3, in one sense this movement functions as a coda, in which the path to D 

major is recomposed in the first part of the movement through an auxiliary cadence (♭

VI7♭3–V6-5–Iadd6). The familiar descending third progression is composed out again in 

the upper voice in the key of D (from mm. 61-102), as F♯–F♮–E–D, following an 

Anstieg. The Anstieg begins with an implied F♮, harmonized as part of the lowered 

submediant (B♭ minor). In a remarkable reversal of the crisis motive, F♮ (functioning as 

if an E♯) now ascends from F (=E♯) to F♯ as ♯ 3̂  of D in m. 61. This ascending semitone 

could therefore be interpreted as a “healing motive,” if you will, as the direction of the 

crisis motive shifts from a descending motion to an ascending one.  
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Example 142. Hymnus Paradisi Overview 
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Looking back, in hindsight, this healing motive actually leads into the onset of 

part two of Hymnus Paradisi. The F (=E♯) to F♯ gesture bridges the end of part one 

(with F♮ in the bass) with the opening of part two, as the F♯ is regained in the bass. 

Although the F♮2 at the end of part one does function as a lower neighbor to F♯2 in the 

larger picture, when it returns to F♯, the ascent of F (=E♯) to F♯ is nevertheless 

important as the first large-scale presentation of the healing motive in the work (subtly 

included in the bass but becoming more prominent as part two proceeds).   

This idea of the healing motive appearing at the beginning of part two 

corresponds with comments made by Howells himself, as he noted a change in mood 

here, writing that “[the fourth movement] mark[s] a new level in the work…” Here is “a 

point of departure at which the work turns for a time away from its initial brooding 

contemplation, and takes on an almost defiant activity… And the long quiet stretches in 

which the Psalm is again taken up and completed do not essentially diminish the 

new luminous quality of the choral and orchestral texture” [emphasis mine].184   

In other words, one might say that the process of healing truly begins at the 

opening of the second part of Hymnus Paradisi with this motion from F♮ (the tonic at the 

conclusion of part one) to the F♯ as tonic which opens part two. Since the large-scale 

motion in the top voice over part one emphasizes the crisis motive, as shown in 

Example 142, I hypothesize that part one primarily represents the grieving process, and 

part two, beginning with the ascending semitone as the “healing” motive, is where 

Howells’ healing process truly begins. Additionally, this instance of the “healing” motive 

provides a foreshadowing of the catharsis motive in the final movement, an extension 

                                            
184 Palmer, A Study, 48.  
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and transposition of this motive (as F–F♯–G). It is notable also, I believe, that the Urlinie 

in the fifth movement (which, I believe, carries the structural close for the global tonic of 

Hymnus Paradisi) does not include the crisis motive; the raised third scale degree, F♯, 

is regained in the final A' section and descends from F♯ directly to the second scale 

degree, rather than including the semitone descent through F♮.  

Although the healing motive appears earlier at the opening of the fourth 

movement, as previously mentioned, the catharsis itself occurs only in the final 

movement – the coda. As with Jackson’s analysis of Tchaikovsky’s Symphony No. 6 

(mentioned in Section 1.3), the crowning achievement (which is catharsis, in this case) 

has been deferred until the “last possible moment in the musical discourse, i.e., until the 

Finale’s coda.”185  

Example 143 shows a deeper middleground view of the opening of the sixth 

movement than is found in Example 142, although we return shortly to this larger 

overview.  

Example 143. Hymnus Paradisi VI, F–G♭–G Extended Healing Motive (mm. 1-49) 

 

 

 

 

 

 

 

                                            
185 Jackson, Tchaikovsky: Symphony No. 6 (Pathétique), 24. 
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At the opening of the sixth movement there is a flickering back and forth between 

F and G♭ in the upper voice, as if some emotional instability is present with this 

alternation between the crisis motive and the healing motive. See, for instance, m.1 – 

m. 23 – m. 27 and mm. 31-34. The healing motive prevails however, as F definitively 

rises to G♭ for the first time at the arrival of the subdominant (E♭ minor) in mm. 46-47.  

Looking back at the overview of Hymnus Paradisi in Example 142, this motive is 

notated as F5–G♭5 and is part of a subsidiary ascending third progression 

(enharmonically notated as an augmented second) from F (m. 1) to G♯ (m. 61). G♯ then 

functions as an upper neighbor, falling to F♯. As G♯ structurally gives way to F♯, the 

even larger motion of the healing motive from F (m. 1) to F♯ (m. 61) is revealed, as 

noted on the graph in Example 142. 

Continuing to refer to Example 142, the F♯5 in m. 61 (in the sixth movement) 

mirrors the bifurcation of G♭ from “Preludio,” once again splitting into two conceptual 

parts. One line chromatically descends by third, F♯–F–E–D, recomposing the 

overarching Urlinie from the first five movements of Howells’ Hymnus Paradisi and also 

his Requiem (which was likewise reaffirmed in the coda). The second part of the line 

ascends another semitone, from F♯ in m. 61 to G♮ in m. 123 as 3̂  of E♭ major, the key 

of the Neapolitan in D major! Here, at last, is the moment of catharsis with F♯ to G to be 

understood as not simply a transposition of the healing motive, but also as a 

transformation of the crisis motive. F♯ to G as the healing motive is an inversion of the 

crisis motive in its original form as F♯ to F! Thus, this final movement moves beyond D 

(the global tonic) to E♭ major – the key area of the Neapolitan, with F♯ as 3̂  of D (from 



348 
 

the opening of Hymnus Paradisi) ascending to G as 3̂  of E♭major (at m. 123 of “Holy is 

the true light”).  

This ascending semitone has appeared in many places throughout the preceding 

analytical chapters as an ascending gesture resulting from a bifurcation in the voice-

leading line. This idea of a fractured line with two conceptual branches (emerging 

originally from a G♭/F♯) is a motivic parallelism from the “Preludio.” This motivic idea is 

composed out in numerous places (as noted within the analytical sections), but most 

notably, as it relates to the current discussion, is found on the deepest background 

structural level for the Hymnus Paradisi as a whole. By way of explanation, the F♯ in the 

sixth movement (m. 61), as shown in Example 142, is revealed to be a continuation of 

the F♯ from the “Preludio” as ♯ 3̂  of D. This F♯5, in the upper voice at the opening of 

the “Preludio,” also splits; one conceptual line descends and composes out the crisis 

motive as part of the Urlinie for the first through fifth movements, F♯5–F♮5–E5/E4–D4. 

The F♯ (m. 3 of “Preludio”) remains in place in the upper voice throughout most of part 

one, descending to F♮ only in m. 98 toward the very end of the third movement. At the 

opening of the fourth movement, this Urlinie descends to E5 as the seventh of F♯ major, 

and ultimately transferred down an octave to E4 in the fifth movement (m. 63) where the 

familiar 9-8 resolution brings D, as the structural tonic, to rest.  

The second conceptual voice, then, ascends from the F♯5 in m. 3 of “Preludio” to 

the G♮5 in m. 123 of the final movement. Therefore, the healing motive is composed out 

across the entire work (as shown with half notes in Example 142)! D major, as the 

global tonic for the Hymnus Paradisi ascends into the otherworldly realms of the 
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Neapolitan to close the work. This motion was foreshadowed in the “Preludio” at the 

major Neapolitan chord in m. 18 (at the appassionato), preceded by a D minor first 

inversion chord in a fleeting glimpse of this ascension (as was shown in Example 51).  

As a side note, it is unusual, although not unprecedented, to end a work in the 

key of the Neapolitan. One example can be found in the repertoire of Richard Strauss, 

in his lied “Notturno” (Op. 44, no. 1, 1899). The primary key of “Notturno” is F♯ minor, 

which moves to G minor (the minor Neapolitan) in the final measures with a V7–I♭3 

cadence in G minor closing the song. There are also some notable examples in the 

nineteenth-century repertory which travel to the key area of the Neapolitan within the 

coda, although ultimately return to tonic. One such example is the slow movement of 

Beethoven’s Piano sonata in B♭, Op. 106 (Hammerklavier), discussed by Robert S. 

Hatten in his well-known book Musical Meaning in Beethoven: Markedness, Correlation, 

and Interpretation. Hatten writes:  

An expressive genre that dramatizes the move from tragic to transcendent is 
indeed appropriate for the movement….The movement ends with a Picardy third, 
and the coda features the spiritual associations of the Neapolitan key area by 
using it for a transcendent reappearance of the second theme. The second 
theme is now transcendent in that it “goes beyond” its stylistic recapitulation in F♯ 
major, by “transcending” that return a half step higher in the remote key of G 
major.186 
 
This move that Hatten expresses as “from tragic to transcendent” is mirrored in 

the Hymnus Paradisi, in an interpretation I express as moving from crisis to catharsis. 

The primary difference here is that the transformation is not limited to one theme, the 

                                            
186 Robert S. Hatten, Musical Meaning in Beethoven: Markedness, Correlation, and Interpretation 
(Bloomington: Indiana University Press, 1994), 16. 
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catharsis is permanent, for this work concludes in this transcendent key of the 

Neapolitan. 

Shifting focus now to the E♭ harmony with an added sixth at m. 123, I have 

named this sonority the “catharsis” chord. To explain why this particular sonority is such 

an important musical detail of the catharsis, it is important to briefly review a connecting 

moment from the “Preludio.” As a reminder, when the bifurcation of the line occurred in 

the “Preludio,” G♭3 (in m. 20) ascended to G♮3 (in m. 22) as if it were functioning as an 

enharmonic F♯. (This motion is shown in the middleground graph of the “Preludio” in 

Example 131.) At this moment in “Preludio,” G♮ can be found in the bass as the seventh 

of a half-diminished dominant chord (A, C♮, E♭, G).  

By comparison, in the sixth movement (as shown in Example 142), F♯5 in m. 61 

rises to G5 in m. 123 with this G harmonized as the third of an E♭ major chord. When 

G5 is reached in the top voice at the beginning of the E♭ major section (m. 123), the E

♭ chord is in second inversion (with B♭ in the bass) and contains an added sixth (C). 

Although added sixths are certainly part of Howell’s harmonic language, I hypothesize 

that this particular added sixth (the C♮) is important because it creates a tangible link – 

actually, three – back to m. 22 in the “Preludio” where the G♮ was in the bass and 

harmonized as an A half-diminished chord.  

On the deepest level of voice leading, the opening F♯5 from the “Preludio” rises 

to this G5 in m. 123 also, thus imbuing this moment with deep significance. On the 

surface of the music, there is a textual shift at the arrival of E♭ major with the chorus 

singing “wherein they rejoice with gladness evermore.” Furthermore, there is a dramatic 
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poco allargando in the measure prior to the E♭arrival (m. 122) with an elato ma poco 

meno mosso marking at the key change to E♭ major in m. 123 (“the key in which the 

miracle takes place…” as noted by Palmer).  

In summary, these are two significant instances of the ascending semitone G♭

/F♯ –G (which is a transposition of the healing motive and the top semitone of the 

catharsis motive). The F♯ (m. 61) to G♮5 (m. 123) in “Holy is the true light” could be 

thought of as a recomposition of the G♭3 (m. 20) in the “Preludio” ascending to the G♮

3 (m. 22). Thus, Example 144 places the harmonizations of G from both of these 

instances, side by side for comparison.   

Example 144. Catharsis Chord 

Note that C♮, E♭ and G are retained as common tones in this reharmonization 

of G♮. From the chord in m. 22 of the first movement (the “Preludio”) to the E♭ major 

chord with an added sixth from m. 123 (of the sixth movement), which I have named the 

“catharsis chord,” G is shifted from the bass into the upper voice and both C♮ and E♭ 

are retained in the inner voice. The only change in pitch content is the semitonal ascent 

from A (contextually as 5̂  of D) to B♭, which has functioned as ♭ 6̂  of D in many 

prominent ♭ 6̂ - 5̂  motions throughout the Hymnus Paradisi.  
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I put forth a notion for consideration that this second chord can be understood in 

relation to the first through a 5̂ -♭ 6̂exchange, considering D as the reigning global tonic 

(as opposed to a traditional 5-6 exchange in relation to D as the bass note). I propose 

this idea primarily because of the notion of catharsis, intimately related to the idea of 

enharmonic transformation and the rising semitone as the healing motive. It is possible 

to imagine here that B♭ in this second chord (from the sixth movement) means both ♭

6̂  of D (as seen prominently in the fifth movement, for instance) but, most notably, it 

also stands for A♯; the motion of A to A♯ could be considered to be part of the catharsis, 

thus transforming the collapse motive which pervaded the fourth movement as A♯ to A♮. 

Example 145. Hymnus Paradisi IV, Crisis Chord Transposition (mm. 137-140) 

In the sixth movement, looking at the measure that directly precedes the 

catharsis chord (m. 122) in Example 146, these pitches are the same ones featured in 

the ♭V section of the fourth movement (C, E, F♯, G, B♭). Given the inclusion of these 

particular pitches from the “Lydmix” collection at this significant musical moment, let us 

look back at the corresponding section of the fourth movement for comparison. Example 
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145 shows the choral parts from the end of this ♭V section with the added orchestral 

F♯ to B motion in the bass from the orchestra (string bass, bass trombone, and timpani) 

shown in parenthesis.  

This C ‘Lydmix’ chord (C major + the Lydian raised fourth + the Mixolydian 

lowered seventh) in the fourth movement, resolves to a polychord in m. 138 – two triads 

with roots a whole step apart, A major and B major. Thus, in essence, ♭V of F♯ moves 

to a transposition of the crisis chord, which then progresses one step further 

harmonically in a resolution to the new E major tonic chord, with an added sixth!187 It is 

important to note also that the B♭ conceptually functions here as an enharmonic A♯, 

rising to B♮ in m. 138, and the C♮, paired with the enharmonic A♯ as a diminished third, 

creates a sharp-sounding convergence on B♮. The F♯ does not resolve immediately, 

rather, it is retained in the polychord (in the top voice) before falling to E in m. 140. 

Thus, an interpretation of this harmonic progression shown in Example 145 might lead 

to the image of our grief stricken father reliving the crisis, through a transposed version 

of the crisis chord (from a polychord with roots F and G to this polychord with roots A 

and B), to the temporary tonic of E major with an added sixth. The transposition could 

indicate that the crisis is a bit more bearable, with the brightness of this chord on the 

return of the Sanctus text reflecting a lightening of the burden of the father’s soul and a 

glimpse of the true catharsis which is yet to come.  

Example 146 shows the choral parts from the moment of catharsis in the sixth 

                                            
187 This section was discussed initially in conjunction with Example 102 which shows a larger 
middleground view of the voice leading in this section of the fourth movement. Example 90 provides a 
deeper middleground of the A and B sections for this movement as well. 
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movement for the purposes of comparison with the utilization of the ‘Lydmix’ chord from 

the fourth movement, which was shown in Example 145.   

As shown in Example 146, all of the voice parts are singing a C in m. 122. While 

the chorus sustains, the orchestra (not shown) outlines the ‘Lydmix’ chord pitches 

vertically underneath (C, E, F♯, G, B♭). Notice the choral bass line in this excerpt which 

descends D♭, C♮, B♭ from mm. 120-121 and then again in augmentation from mm. 

120-123 with D♭ (m. 120), C (m. 121, third beat), to the B♭ in m. 123. As was notated 

in Example 142 (the meta-background of Hymnus Paradisi), the upper voice that 

coincides with these bass notes is a rising line from F♮ (=E♯!), to F♯ (forming a tritone 

with the C), which then resolves outwards to G in the top voice and B♭ in the bass. 

Thus, structurally, rather than F♯ falling to E (as it did in the fourth movement on 

“Sanctus” in Example 145), here in Example 146, F♯ really rises to G as the third of E♭ 

major with a subsidiary F♯ to E descent on the foreground (on the word “Splendour”) as 

a reminder of the earlier resolution and connection with the fourth movement.  

Example 146. Hymnus Paradisi VI, Healing Motive F=E♯–F♯–G (mm. 120-123) 

Furthermore, there is a great deal of intention, I believe, behind this progression 

which once again highlights the F=E♯–F♯–G ascent (circled in the excerpt provided), 
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which is the catharsis motive. This chromatic ascent from F to G (a linear composing 

out of the superimposed resolutions from the ♭ 4̂  fracture in the “Preludio”) is 

comprised of two iterations of the healing motive (the first at the originally presented 

pitch level and the second transposed up by semitone) and is also composed out 

across the entire final movement (as shown in Example 142). This progression was first 

glimpsed at the moment of crisis itself, within the ascending chromatic line of “Preludio” 

which was fractured and split into two parts. 

As can be seen in Example 146, the C ‘Lydmix’ sonority (all pitches are literally 

present in m. 121) resolves directly to the new tonic chord, E♭ major with an added 

sixth. In other words, in comparison to Example 145, the crisis chord is missing, for this 

is the true moment of catharsis! This crucial moment in the Hymnus Paradisi relates 

back to the excerpt shown in Example 145 not only through the unifying ‘Lydmix’ 

sonority and the resolution to a major chord with an added sixth, but also through the 

expressive markings. The E major section is marked più deliberato, ma elato and the 

arrival of the E♭ major section includes the expression marking elato ma poco meno 

mosso. The inclusion of the expressive indication elato in both instances shows an 

emotional connection between these two moments, as well as a heightening of emotion, 

particularly in the second instance as the catharsis chord is finally reached. 

In E♭ major, as previously mentioned, there is one final recomposition of 

chromatic descending third progression ♮ 3̂–♭ 3̂ – 2̂ –1̂ , transposed to the Neapolitan 

key (G–G♭–F–E♭). Here again is a reminder of the crisis (in the descending semitone 

G–G♭) that remains, even after the catharsis has taken place. I interpret this final 
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descent to mean that, although Howells has found a way to move forward – through the 

catharsis of the compositional process – he will never forget the crisis that caused him 

to turn pen to paper in such heart-wrenching grief. According to Palmer, Howells 

continued to make a note of Michael’s birthday in his diary each year, up until the very 

last years of his life.188  

Revisiting the “Preludio” middleground graph one last time, as shown in Example 

131, the upper line in this opening movement descends from F♯ 4 (m. 3) to F♮5 (m. 16) 

(the crisis motive), then down by whole step to E♭4 in m. 20 which is enharmonically 

transformed into D♯5 in m. 28. Given the numerous enharmonic relationships and 

reinterpretations encountered throughout the Hymnus Paradisi, in comparison to the 

descending Urlinie in the E♭ section of the final movement, perhaps E♭ really means 

D♯ here as well ([G–] F♯– F♮–E♭=D♯ ). In the E♭ major tonic harmony also, it is 

possible to imagine the B♭ as an enharmonic A♯, with the G♮ interpreted as F double 

sharp.  

As Palmer suggested (taken from a longer quote included toward the beginning 

of this study):  

For in a sense after his death Mick was the boss: his father was never the same 
composer again. He was vastly changed – deeply, richly and strangely – for the 
better. Not that Hymnus or all the music which came after it contains in essence 
anything not in evidence before: but all is transmuted, transfigured, 
transubstantiated – trans everything, raised to a higher power.”189 
 

                                            
188 Palmer, A Centenary Celebration, fn. 125. Palmer writes that 1979 was the final year Howells 
documented this date in his diary; he passed away February 23, 1983. 
189 Palmer, A Centenary Celebration, 124. 
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Perhaps the transformation of the catharsis then, can best be shown in the 

following harmonic progression, in Example 147.  

Example 147. The Catharsis, “Raised to a Higher Power”  

Imagining D♯ major as the enharmonic equivalent of E♭ major, this progression 

from D major (as the global key of Hymnus Paradisi) to D♯ major reveals a 

transfiguration of D – D major has been “raised to a higher power.” Furthermore, the 

linear catharsis motive could also be enharmonically recontextualized as E♯ to F♯ 

ascending to F double sharp.  In which case, as shown with the Roman numerals in 

parentheses in Example 142, the initial B♭ minor prolongation of “Holy is the true light” 

could actually mean A♯ as the minor dominant of D♯ major, which 

resolves deceptively to its own ♯IV, G double sharp, which then becomes V of C double-

sharp major! This C double-sharp major (enharmonically the D major global tonic) would 

then be VII moving to A♯ major as the dominant of D♯. 
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CHAPTER 7 

FINAL CONCLUSIONS 

In closing, although the primary impetus for the Hymnus Paradisi was the loss of 

Howell’s only son, Michael, to whom the work is dedicated, one could argue (as Palmer 

does in A Centenary Celebration) that Michael’s death influenced other works by 

Howells. Furthermore, this devastating loss likely cut open layers of grief and loss from 

the past, which bled into the score in a place or two (such as the loss of Warren, Parry, 

Elgar, the elder Howells, and Stanford). As Palmer writes, in his discussion of the 

genesis of Hymnus Paradisi: 

We saw from the 1936 diaries that the first music Howells turned to after his 
bereavement was the Cello Concerto, a work which ultimately was left 
incomplete. To the end he resisted attempts to persuade him to finish it: it was 
almost as though he didn’t want to finish it. The slow movement is complete but 
un-orchestrated.... The character of this music strongly suggests the weight of a 
heavy burden: the key is E♭, the key of the Elegy for strings written in memory 
of Francis Purcell Warren, killed in World War I.190  

With the E♭ connection in mind, between the Elegy and the slow movement of 

the Cello Concerto (which Howells was working on “for Mick” in the 1930’s),191 I would 

hypothesize that the ascending motion of D to E♭ in Hymnus Paradisi (as enharmonic 

D♯ major) symbolizes a sense of resolution Howells was unable to achieve with a 

completion of the Cello Concerto, and also could represent a measure of peace 

regarding Warren’s death as well. 

In continuation of Palmer’s discussion of the Cello Concerto, 

190 Palmer, A Centenary Celebration, 117-8. 
191 Palmer, A Centenary Celebration, 117. In footnote 27, Palmer mentions that Howells spoke of working 
on this concerto ‘for Mick’ to a student of his at the time, Joan Trimble. 
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The key of the first movement, however – the movement which, in re-worked 
form, is known (published and performed) as the Fantasia for cello and orchestra 
– is E minor; and this raises a wealth of overtones, figurative rather than literal. 
For E minor was the key of Elgar’s great valedictory Cello concerto; Elgar died 
the year before Michael in 1934; and the slow movement of Howells’ Concerto 
for Strings, completed in 1938, is inscribed conjointly to Elgar’s memory and to 
Michael’s.192  
 
Thus, perhaps one might read the loss of Elgar as being notated into the Hymnus 

Paradisi through the structural importance given to E minor as a key area. Although E 

minor also connects back to the Requiem, and preserves a close relationship with the 

Phrygian mode as discussed previously, it is expanded and accorded even greater 

structural weight in the Hymnus Paradisi.  

In particular, E minor is important in the second movement, “Requiem Aeternam,” 

which begins with E in the melody (in the top voice as the fifth of A, with mixture). 

Additionally, the reduction of sharps in the key signature from the opening two down to 

just one sharp in m. 47 is a signal that either G major or E minor is of great structural 

significance. When the music comes to rest on E minor in m. 115 as a goal, as 

discussed in Section 4.3, the E minor key signature is confirmed (as the minor dominant 

of A). E minor is subsequently prolonged, and as noted in the earlier discussion, bleeds 

over into the opening of the third movement (yet another example of blurred formal 

boundaries) where A is picked back up in m. 22.   

Resonances from the death of Howells’ father also echo through the Hymnus 

Paradisi with the inclusion of text from his earlier motet, in memory of his father – again, 

an uncompleted memorial work (as seen with the Cello Concerto). The motet was a 

setting of Blessed are the dead that die in the Lord; the sketch, as noted by Palmer, was 

                                            
192 Palmer, A Centenary Celebration, 117-8. 
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dated April 6, 1920.193 This text was included in the final movement of the Requiem, “I 

heard a voice from heaven,” and placed as the structural closing movement of Hymnus 

Paradisi with the coda (the final movement – “Holy is the true light” ) providing 

transformation and catharsis in the redemptive ascent from D as the global tonic to D♯ 

(the enharmonic equivalent of the notated E♭ major).  

With the opening of the sixth movement including what Palmer refers to as the 

“trumpet ‘reveille,’ it is possible to argue that the Hymnus Paradisi also serves as a 

memoriam for all who were lost in the First World War. Palmer poignantly describes the 

opening of the final movement, where “etched against the eastern skyline a lone 

trumpeter (soon to be joined by two comrades) sounds a poetic last post of rising 

pentatonic fourths which is also a reveille – for this is the first ray of the sunrise 

penetrating a darkened cathedral, the first light of dawn in high summer.194 The 

inclusion of this idea of a “reveille” at the opening of the final movement of Hymnus 

Paradisi is notable as a tribute to Howells’ fallen wartime comrades and connects with a 

suggestion proposed for a large-scale wartime work in 1917. For as Kennedy notes,  

The Musical Times in 1917 published an idea for a war work, proposed by a 
combatant non-musician: I suggest that a composer of genius could write a work 
of real national importance by taking three or four of the most expressive [bugle] 
calls and enlarging symphonically on the meaning which they are supposed to 
convey. 
I. –  ‘Retreat’ (a fast movement following on a short slow introduction). 
II. –  ‘Last Post’ (the traditional slow symphonic movement). 
III. –  ‘Battalion Orderly Room’: A mighty colonel sees humble private (a scherzo 

in name only). 
IV. –  ‘Reveille’ (the crowning movement, with probably a variety of tempi).195 

                                            
193 Palmer, A Centenary Celebration, 97. 
194 Palmer, A Study, 50-51. 
195 Kennedy, 383. 
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Although this idea for a symphony was not literally taken up, as Kennedy notes, 

many composers of the time did include bugle calls in their elegies and symphonic war-

time tributes such as Vaughan Williams, who “used the natural harmonics of the trumpet 

to bring to mind bugle calls in his Pastoral symphony” and Bliss, who wrote Morning 

Heroes [in 1930], “a work of strikingly similar emotional structure to the suggested 

‘Buglecall symphony’, both ending with the weightiest movement, associated with the 

dawn. He entitled it a ‘symphony on war’, although it actually bears more resemblance 

to a requiem.”196 

One might also consider the rising fourths as a counterbalance to the posed 

motivic connection to Dowland’s “Flow My Tears” with its descending fourth motive. For 

perhaps this entire narrative journey in the Hymnus Paradisi could be interpreted as a 

“dialectical interplay” between life and death, as Kimmel writes: “as a being among 

beings, the musical work participates in "the game of being" (Heidegger) in which the 

powers of life and death (being and non-being) engage in continuous dialectical 

interplay….”197 This dialectical interplay is certainly present in the Hymnus Paradisi; one 

could consider the crisis to be represented by powers of death (as shown through the 

many “Phrygian inflections” as manifestations of death on the surface of the music) and 

the transformation of those motives through methods such as inversion and 

transposition to represent healing, catharsis, and a triumphal and glorious musical 

depiction of the afterlife in “Holy is the true light.”   

  

                                            
196 Kennedy, 383. 
197 Kimmel, 74. 
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