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Suspenseful Last Note for a Tribute to Britten 
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Atlanta Symphony Orchestra presenting Britten’s “War Requiem” at Carnegie Hall, with the soprano Evelina Dobraceva.  
 

Last fall Carnegie Hall commemorated the centennial of Benjamin Britten’s birth with a substantive festival 
highlighted by an inspired concert performance of the opera “Peter Grimes.” That event, featuring an outstanding 
cast of singers and David Robertson conducting the St. Louis Symphony, took place on Nov. 22, 2013, the 100th 
anniversary of the composer’s birth. 

Yet that was not the official final event of the festival. On Wednesday night at Carnegie Hall, the Britten 
commemoration ended with the conductor Robert Spano leading the Atlanta Symphony Orchestra and Chorus, 
three compelling vocal soloists and the Brooklyn Youth Chorus in a performance of Britten’s “War Requiem.” It is 
unusual for a Carnegie Hall festival to conclude after a five-month lag. But the gripping, organic and sensitive 
performance Mr. Spano led was worth the wait. The Atlanta Symphony played with rich, varied colorings and 
incisive control for Mr. Spano, now in his 13th season as music director. 

In many ways, “War Requiem,” which lasts nearly 90 minutes and is scored for large forces, is Britten’s most public 
and accessible piece. He wrote it for the 1962 dedication ceremony of a new Coventry Cathedral in England; the 
original had been destroyed by bombing in World War II. For the text, Britten set passages from the Latin liturgy. 
But, in a daring stroke, the composer, a lifelong pacifist, incorporated into the score some antiwar poems by Wilfred 
Owen, who died at 25 on a battlefield a week before the World War I armistice in 1918. So “War Requiem” is at 
once a powerful memorial work and a personal antiwar screed. 

The Owen poems are sung by the tenor and baritone soloists in movements accompanied by scaled-down 
orchestral forces, like a tender chamber orchestra within the main one. The tenor Anthony Dean Griffey, who sang 
the role of Peter Grimes movingly in the St. Louis Symphony’s concert performance of the opera in November, was 
to have been the soloist in “War Requiem.” He withdrew because of illness and was replaced on short notice by the 
American tenor Thomas Cooley. 



Mr. Cooley brought a sweet, penetrating lyric tenor voice and aching sensitivity to his singing of the Owen poems, 
especially the first one Britten set in this score, which begins, “What passing-bells for these who die as cattle?,” 
music that captures the mix of graphic horror and haunting bitterness in the text. Mr. Cooley had a tendency, 
though, to mimic the ethereal sound and British accent of Peter Pears, the tenor for whom this music was written, 
and, at times, this came across as affected. 

The baritone Stephen Powell brought a robust voice, crisp diction and sober directness to his singing of the Owen 
poems. The soprano soloist sings passages from the Latin liturgy as part of certain choral episodes. Evelina 
Dobraceva’s voice was gleaming, focused and powerful, though sometimes steely. Still, the integrity and fervor in 
her singing won me over, despite very mushy diction. 

The excellent Brooklyn Youth Chorus (Dianne Berkun-Menaker, artistic director) sang the passages Britten wrote 
for boys’ chorus from on high, positioned in the upper balcony at Carnegie Hall, an aptly angelic effect. The Atlanta 
Symphony Orchestra Chorus (Norman Mackenzie, director) was as impressive for the controlled beauty and clarity 
of its singing in hushed, suspenseful passages as it was during the frenzied outbursts, especially the slashing, 
pummeling music during the climax of “Libera me, Domine,” when the chorus invokes the awful day that the Lord 
will surely come to judge the world by fire.   

An online recording of the Atlanta Symphony Orchestra performance of “War Requiem” at Carnegie Hall is at 
wqxr.org. 
 



  

Robert Spano Leads Britten's Haunting War Requiem at Carnegie Hall 

by James Rosenfield – May 6, 2014 
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Shostakovich reportedly called Britten's War Requiem the greatest work of the 20th century. It's certainly one of the 
most harrowing—mourning both world wars, the first remembered in Wilfred Owen's poetry, the second by the 
occasion of its premiere, at the 1962 consecration of the bomb-shattered Coventry Cathedral. 

At Carnegie Hall Thursday night, Robert Spano led the Atlanta Symphony and Chorus in an appropriately 
apocalyptic account of this enormous work, joined by the Brooklyn Youth Chorus, tenor Thomas Cooley (a last-
minute yet most adequate substitution for the indisposed Anthony Dean Griffin), baritone Stephen Powell, and 
soprano Evelina Dobraceva. 

During his 13-year tenure with the Atlanta Symphony, Spano has gained enormous maturity as a conductor, and 
the orchestra itself has joined the first rank. Spano threw himself into the music, whipping the orchestra and chorus 
into what seemed to be a barely controlled frenzy during tutti passages, and seamlessly pulling back into relative 
delicacy when a chamber-sized orchestra accompanied the Wilfred Owen poems sung by the tenor and baritone 
soloists. The sense of rapport between conductor, orchestras large and small, and chorus was palpable. 

Is there a greater chorus in the U.S. than the Atlanta Symphony Orchestra Chorus? With its rich tradition stemming 
from the late Music Director Robert Shaw, it is an instrument of grace, power, beauty, and, most importantly, 
clarity—almost any other chorus would benefit from studying diction with them.  The chorus alone was worth the 
proverbial price of admission; anyone who admires choral music has to be overwhelmed at its precision and tonal 
perfection. Bittten was a master of choral writing, so it's most fitting that the Atlanta Symphony Orchestra Chorus 
performed at the finale of Carnegie's Britten Centenary celebration. 
 
Britten's radical structural innovation in the War Requiem was to intersperse the poetry of Wilfred Owen with the 
traditional Latin mass, contrasting highly personal grief with traditional terror and the promise of resurrection. 
(Although it's doubtful that Britten, a non-believer, had faith in the raising of the dead.) 

The traditional Requiem is scary enough: the "Dies irae" (Day of Reckoning), after all, is not a walk in the park, and 
Britten often uses variations of the original, ancient tune. But even more frighteningly, in the "Offertorium," the 
baritone intones the poem "So Abram rose," which turns the biblical account on its head, with Abraham ignoring 
God and killing Isaac. 

Baritone and tenor also sing Owen's most famous poem, "It seemed that out of battle I escaped," with its half-
rhymes suggesting an end to coherent articulation. "I am the enemy you killed, my friend / I knew you in this dark: 



for so you frowned . . ." The most compelling solo vocal performances of the evening, Cooley and Powell became 
vocally intertwined, dramatizing Owen's bonding of the two soldiers into eternity. 

Powell's middle range could have been stronger, but he especially excelled in the tenor-baritone duos. Soprano 
Evelina Dobracena was outstanding throughout, almost always singing with—and through, with her very powerful 
voice—full orchestra and chorus. She was outright terrifying in the first part of the "Libera me," the final section of 
the work, which wonderfully contrasted the hushed ending, when the boys' choir (the impeccable Brooklyn Youth 
Chorus, in fact, includes all genders) angelically intoned "Amen" while perched on high in the rafters of the 
Carnegie balcony. 
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Requiems, British and American 
By Sedgwick Clark 
 
In the space of a single week, New Yorkers were treated to a pair of requiems at Carnegie Hall that combined the 
traditional Mass for the Dead text with modern-day poetry to create strikingly personal visions of final rest. In 1961 
Benjamin Britten composed his War Requiem, interspersing anti-war poems by Wilfred Owen, a British Army 
officer during World War I who was killed in battle a week before the Armistice. American composer Christopher 
Rouse followed Britten’s lead in including poems by six authors in his Requiem, which received its New York 
premiere on May 5 as the first offering in Carnegie’s lamented final season of Spring for Music concerts. 
 
Robert Spano led a bracing, well-prepared performance of the Britten on April 30. One could understand virtually 
every word sung by the expressive soloists: tenor Thomas Cooley (replacing an indisposed Anthony Dean Griffey 
at the last minute), baritone Stephen Powell, and soprano Evelina Dobračeva.  No less impressive for their 
articulation were the Atlanta Symphony’s peerless Chorus, initially trained by the legendary Robert Shaw and 
expertly maintained by Norman Mackenzie since 2000, and the Brooklyn Youth Chorus directed by Dianne Berkun-
Menaker. Conductor Spano’s aplomb, when a cell phone tinkled away down front during the pause preceding the 
work’s moving conclusion (“Let us sleep now . . .”), was admirable.  He simply held his arms out and waited 
patiently until the infernal machine stopped before cuing the tenor and baritone. The extended fermata may even 
have added emotional weight to the moment. Britten’s War Requiem grows in stature with every hearing, and the 
Atlanta performers did it proud. 
 
I like Christopher Rouse’s music. It’s visceral, exciting, and delights in employing unfamiliar percussion, usually at 
full-throated fortissimo. And yet his 90-minute “magnum opus” is quite capable of affecting lyricism, as in the 
Requiem’s soft final choral moments. Rouse selected his texts from poems by Seamus Heaney, Siegfried Sassoon, 
Michelangelo Buonarotti, Ben Jonson, John Milton, and John Ellerton, in addition to the German chorale “Es ist ein’ 
Ros’ entsprungen” and the words of the Roman Catholic Mass for the Dead. 
 
The Carnegie Hall performance, with Alan Gilbert leading the New York Philharmonic, baritone soloist Jacques 
Imbrailo, Westminster Symphonic Choir, and Brooklyn Youth Orchestra, was only the work’s second outing 
anywhere. Rouse was halfway through the composition when terrorists flew hijacked airplanes into New York’s 
World Trade Center. However he had conceived the work, it’s difficult to imagine that the national upheaval of the 
event did not find itself into the piece, at least subconsciously. He finished it in July 2002, revising it in 2012. Its 
premiere was conducted by Grant Gershon in Los Angeles on March 25, 2007. L.A. Times critic Mark Swed called 
it “the first great traditional American Requiem.” 
 
I wish I could agree. 
 
All too often, such as in section No. 15, Rouse overloads his scoring and descends into undifferentiated noise when 
the huge percussion section unloads unmercifully against the chorus. Was the resulting chaos intentional? 
 
Alan Gilbert has probably conducted and recorded more Rouse works than anyone else in the world. 
Unaccountably, the Westminster Symphonic Choir seemed ill-prepared, failing to articulate throughout even in the 
traditional Mass sections. Hardly a word was understandable—a criticism I heard from many fellow audience 
members during intermission. The most frequent audience comment was that there should have been surtitles.  
Baritone Jacques Imbrailo was often covered, and the Philharmonic players were no help in this regard, ignoring 
conductor Gilbert despite his repeated motions for softer playing. Another rehearsal might have made all the 
difference. 
 
Even the program’s layout of the text was wanting: It would have been clearer in Carnegie’s dim lighting if, like the 
Atlanta’s Britten text, the translation of the Mass had been in italics. 
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Atlanta Symphony Orchestra/Robert Spano at Carnegie Hall – Britten’s War Requiem with 
Evelina Dobračeva, Thomas Cooley & Stephen Powell 
 
By David M. Rice  
 
This performance of Benjamin Britten’s War Requiem was the last scheduled event in New York 
commemorating the composer’s centennial year, which has brought many notable performances. 
The Atlanta Symphony Orchestra and Chorus, with music director Robert Spano, were joined by 
Evelina Dobračeva, Stephen Powell, and Thomas Cooley (replacing an ailing Anthony Dean 
Griffey), and the Brooklyn Youth Chorus. 
 
War Requiem was composed for the consecration in 1962 of the re-built Coventry Cathedral, 
adjoining the ruins of the medieval structure that had been bombed in the Second World War. 
Britten, a pacifist and conscientious objector, used this commission to create a powerful anti-war 
statement, interweaving texts from the Latin Mass for the Dead with poems on the horror and futility 
of war by Wilfred Owen, who was killed in combat in the First World War. The work is dedicated to 
friends of Britten who had died in the Second War. It was premiered by the City of Birmingham 
Symphony Orchestra conducted by Meredith Davies (in the sections for soprano, chorus and 
orchestra), with Britten conducting the Melos Ensemble (accompanying Peter Pears and Dietrich 
Fischer-Dieskau). Heather Harper performed the soprano part, written for Galina Vishnevskaya, who 
was not permitted to travel from the USSR for the premiere. 
 
On this occasion, the Carnegie Hall stage was so completely filled by the huge orchestral forces and 
the chorus that Spano’s podium extended off the stage, requiring part of the first row of seats to be 
removed. The children’s chorus – mixed rather than all-boys as Britten specified – was positioned 
high and at the rear of Stern Auditorium, and the chamber ensemble that accompanies the male 
soloists were seated directly in front of Spano surrounded by the full orchestra. 
 
This was a very well-prepared performance, with Spano in command and attentive to every detail. 
The ASO sounded terrific, with the chamber players especially outstanding, providing plaintive tones 
from cor anglais, delicate timbres of a string quartet augmented by double bass, and a gentle harp 
accompaniment to Cooley and Powell’s close harmony representing the voice of an angel. The large 
[ASO] chorus was excellent, singing at a near-whisper or delivering powerfully, and having the final 
touching words: “Requiescant in pace. Amen.” These singers’ diction was impeccable throughout – 
even more so than that of Dobračeva, who sang beautifully but at times was difficult to understand.  
 
The children’s chorus resonated with crystalline clarity. The highlights were Cooley’s and Powell’s 
renditions of Owen’s poems. In the ‘Offertorium’, based on the story of Abraham and Isaac, their 
alternating solos and angelic duet preceded the shock of Owen’s twist on the Biblical tale. Here, 
Abraham disregards the angel and “slew his son, – And half the seed of Europe, one by one”, the 
latter line repeated again and again with powerful impact as the chorus reiterated (in inversion) the 
Latin text of God’s promise to Abraham and his seed. Cooley’s solo, ‘One ever hangs where shelled 
roads part’, was very strikingly sung, and the successive tenor and baritone solos depicting the 
encounter between a British soldier and the German soldier he had killed were quite moving, as was 
their tenderly delivered call for peace and rest, “Let us sleep now.” 



Concert Review: The Phone That Lost the War 
The Atlanta Symphony Orchestra plays the War Requiem.   
 
By Paul J. Pelkonen  
 
May 1, 2014 
 
http://super-conductor.blogspot.com/2014/05/concert-review-phone-that-lost-war.html 
 
Last night's performance of Benjamin Britten's War Requiem by the Atlanta Symphony Orchestra and Chorus 
under music director Robert Spano will be remembered--not for the superb caliber of the well-prepared chorus, 
orchestra and soloists, and not for the power and sweep of Benjamin Britten's largest choral work. 
 
Rather, will be remembered because once again, a phone went off at a crucial moment. 
 
The offending electronic device chose to make itself heard at the worst possible time, ringing brassily in the 
middle of the Libera Me, the climactic and final section of the Requiem. In this work (written for the consecration 
of Coventry Cathedral in 1961) Britten combined the text of the Latin Mass for the Dead with the poetry of World 
War I veteran Wilfred Owen. Tenor and baritone share a duet, in the role of two soldiers meeting on the 
battlefield--with one of them speaking from beyond the grave. 
 
 
The phone rang in pregnant pause that comes at the end of the baritone's aria, and just before the voices join in 
the descending phrase "Let us sleep now," echoing the Requiesciat in pace that concludes the work. Mr. Spano, 
to his credit stood stock still, putting one hand on the rail of his conductor's rostrum to indicate the work would 
not continue until the device was silenced. It was, and the work finished. 
 
The sounding of the phone did not eclipse the performance that had gone before. Indeed the Atlanta orchestra 
and more importantly, its famous chorus were in absolutely top form. Mr. Spano took a slow, measured 
approach to the opening movement that only increased its sense of funereal dread. 
 
When the forces switched (Britten set the poems to be accompanied not by the full orchestra but by a chamber-
sized mini-orchestra located close to the conductor) the effect was both thrilling and transparent. A third 
ensemble: the Brooklyn Youth Chorus and a portative organ, provided scope to Britten's vision and a reminder 
that war's cost is not restricted to the battlefield. 
 
The chugging intensity of the Dies Irae was interrupted again by the Owen poems, reflecting and echoing the 
ideas that were expressed in the Latin text. Tenor Thomas Cooley, a late substitute for the indisposed Anthony 
Dean Griffey, proved an able singer, with a sweet, rounded tone that turned earnest when placed under 
pressure. This was particularly noticeable in the Agnus Dei where his account of the Crucifixion carried great 
emotional weight. 
 
The Liber scriptus brought soprano Evalina Dobrachevna to the fore. Her searing instrument was one of the 
most impressive aspects of this performance, riding over the choppy waves of chorus and orchestration and 
staying gloriously on course. Ms. Dobrachevna's performance in the latter movements enlivened and 
empowered choral passages of this work, providing a very human plea against the massed judgment of God in 
the Libera Me. 
 
Baritone Stephen Powell was not a substitute, but he proved less than ideal for his part. Britten specified a 
German singer for this role to underline the resolution of conflict between opposite sides of the war, but he tried 
to color his phrases with a slightly Germanic diction. This meant that some of his text came across as 
unintelligible, forcing the audience to follow closely with their librettos. His account of the un-dead soldier in the 
last movement was searing and close to the bone. 
 
It would have been better if the phone hadn't gone off. 
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Atlanta Symphony and Chorus shine a light darkly on Britten’s 
“War Requiem” 
By Eric C. Simpson 

(Robert Spano led the Atlanta Symphony Orchestra and Chorus in Britten’s “War Requiem” Wednesday night at Carnegie Hall.) 

 
Much was made this past year of the centenary of Benjamin Britten. Still more, no doubt, will be made of the 
hundredth anniversary of the First World War this summer. 
 
The Atlanta Symphony Orchestra found a logical and powerful convergence of the two in Britten’s War 
Requiem, giving a moving rendition at Carnegie Hall on Wednesday night. 

It was not a performance that thrilled, exactly, but that was not Britten’s purpose. The Requiem is a forceful work 
of nearly bottomless depth, and the ASO delved far down in their exploration. The orchestra did not display a big, 
velvety string sound, nor stomp and rumble in the basses. Where they excelled was in the assertive precision of 
their brass and percussion, which gave the orchestra a muscular intensity. 

Part of the War Requiem‘s power, of course, comes from Britten’s brilliant selection of material, interpolating the 
works of the English World War I poet Wilfred Owen into the traditional Latin Missa pro defunctis. Just as we’re 
expecting the Kyrie to begin, we are hit with Owen’s “Anthem for Doomed Youth,” demanding to know who will 
mourn for the young men dying in anonymous masses. 
 
The Hostias and Sanctus, praying for eternal life and exulting in praise of the Lord of Hosts, are answered by “The 
End,” denying the promised resurrection. The struggle between these two texts grows more and more 
pronounced, Owen’s poems seeming to form a competing and contrary narrative of their own, until they are finally 
reconciled in the final line of Owen’s “Strange Meeting” sung together with the benediction of “In paradisum 
deducant te Angeli.” 

This struggle is reflected in Britten’s music, the celestial-gazing sections of the Latin text drawing inspiration from 
liturgical music, while Owen’s verse is set with a searching intensity reminiscent of Britten’s operatic writing. 

Robert Spano, the ASO’s music director, gave the work a nuanced reading, never overwhelming save—
appropriately—in the reprise of the “Dies irae,” but always keeping in mind the direction of the piece, highlighting 
both the contrasts and similarities between the two texts as he drove them home to their blissful resolution. 

Here the two male soloists sang in tight, gleaming harmony, particularly in their duet as Isaac and Abraham, the 
text taken from Owen’s “The Parable of the Old Man and the Young.” The tenor Anthony Dean Griffey had to be 
replaced due to illness, and Thomas Cooley was a fortunate find. His voice felt a little hefty at first, and his diction 
was less than exemplary, but he had a clear and natural connection to the idiosyncratic wanderings of Britten’s 
vocal lines. He grew more and more comfortable as the evening progressed, achieving rapturous clarity and ease 
in his final monologue, “Strange Meeting.” 



The baritone Stephen Powell sang with robust, crackling tone and brought excellent narrative instinct to the text. 
A clear and floating top register served him well, but it was his imposing and ominous sonority that made him a 
force in this performance. His powerful singing of Owen’s description of an artillery piece gave the brass and 
chorus room to spit fire in the “Dies irae.” 

The soprano, Evelina Dobračeva, fared well enough, though she seemed out of her element in this material. She 
has a wide sound that fit much of her part, filled as it is with declamatory singing, but when she needed to be 
gentle, as in the “Lacrimosa,” she struggled to lighten her voice. 

Norman Mackenzie’s ASO Chorus was in excellent form, ably and convincingly covering the wide dynamic range 
required of them. They maintained impeccable ensemble, even when called upon to create the turmoil of the 
“Sanctus,” which they did vividly. 

Their limelight was nearly stolen, though, by the boys of the Brooklyn Youth Chorus, under the direction of Dianne 
Berkun-Menaker. They poured limpid, liquid tone down from the balcony onto the audience below, staying right 
with Spano and maintaining nearly perfect intonation. 
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Paean For a Politically Tone-Deaf World 
By Harry Rolnick  
May 1, 2014 
 
New York, Isaac Stern Auditorium, Carnegie Hall 04/30/2014 -  Britten: War Requiem, opus 66 
Evelina Dobracheva (Soprano), Thomas Cooley (Tenor), Stephen Powell (Baritone) 
Atlanta Symphony Orchestra Chorus, Norman Mackenzie (Director), Brooklyn Youth Chorus, Dianne 
Berkun-Menaker (Artistic Director), Atlanta Symphony Orchestra, Robert Spano (Music Director and 
Conductor) 
 
Whenever Robert Spano breaks loose from Atlanta’s plantations and hominy grits for New York, we 
are meant for bitter disappointments and elevated surprises. The disappointment is that Maestro 
Spano isn’t taking refuge in Manhattan (or in Brooklyn, where he had led the Brooklyn 
Philharmonic). The surprise is that he is always surprising us. 
 
Mr. Spano never shrinks from traveling to the outer regions of the musical universe. Whether it be 
the mammoth mass [sic] of Golijov (or the equally gargantuan Berlioz Requiem), or the premiere of 
an Esa-Pekka Salonen work, or music by Messiaen, he has become an iconic figure of grand works, 
grandly done. 
 
Continuing the tradition last night in Carnegie Hall, his Atlanta Symphony Orchestra and Chorus, 
with the immaculate music-making of the Brooklyn Youth Chorus, performed Benjamin Britten’s most 
sheerly emotional work, the War Requiem, which of course is a peace requiem. 
 
Britten, a pacifist throughout his life, an eloquent internationalist, wrote his War Requiem with the 
words of Britain’s most il lustrious “war poet’, Wilfred Owens, as well as the words of the Catholic 
Mass. It was slated to be performed in a cathedral, and hopefully for soloists who spanned many 
countries. (Actually, his choice of a Russian soprano for the opening was opposed by the Soviet 
Union, whose government wouldn’t allow his soprano to go abroad.) But whatever its venue, 
whoever the soloists and ensembles are, when conducted with all due reverence, it makes an 
awesome effect. 
 
Several years ago, the Carnegie Hall Requiem was once performed with the boys’ choir up in the 
second balcony, hoping to replicate a churchly resonance. Mr. Spano resisted this. The young 
Brooklyn Youth Choir, trained by Dianne Merkun-Benaker, had more young women than boys, but 
this hardly detracted from the finesse, confidence and clarity of the ensemble. 
 
So while these forces never quite achieved the spatial dimensions needed by the composer, Mr. 
Spano gave an offering which was properly reverent, dynamically exciting and, at the end, with one 
of the most beautiful farewells in ecclesiastical literature. 
 
The excitement was provided by the Atlanta Symphony Orchestra, whose shimmering brass in 
the Dies Iraealmost shattered the auditorium. The percussion consort, gathered at the side of the 
stage, played those opening and closing bells, and gave impact to the more dynamic sections of the 
work. Mr. Spano brought up the sound-waves of the Sanctus and gave a pretty intense Libera Me, 
from both chorus and orchestra. 
 
Just as Brahms always felt the “ghost of Beethoven” behind him, the Atlanta Symphony Orchestra 
Chorus must feel shivers knowing that the previous conductor, Robert Shaw, was America’s most 
distinguished choral conductor for many years (and his recordings with Toscanini was sti ll  the best). 
But the spirit of Shaw hardly detracted from the most wholesome singing, and a transparency of 
words, though it isn’t easy intoning Wildred Owens’ readable poetry into notes. 
 
 
As for the soloists, Mr. Spano did achieve one degree of internationalism requested by the 
composer. Byelorussian Evalina Dobracheva soared high–and clear–over the chorus, her passage 
in Libera Me was almost frightening in its drama. 
 



Both lyric tenor Thomas Cooley (a last-minute replacement) and baritone Stephen Powell were very 
very moving indeed. 
 
And at the finale–for orchestra, soloists and both choirs–Mr. Spano’s presented Mr. Britten’s so-
tender, so-reverent and so naively simple words with all the reverence it deserved. Before this, 
the War Requiem had given us despair, awe, and eloquence in varying proportions. For the ending, 
the composer surrendered Wilfred Owen for the poetry of the Latin Mass, as if to say, “Our words 
have passed us on. This is stil l a service of worship and veneration.” 
 
Needless to say, the audience waited a good 90 seconds before their applause. The music will 
always stay with us. The anti-war sentiments, alas, after four decades, have never quite adhered to 
our politically tone-deaf world. 
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