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PROGRAMME

To the Hands
Caroline Shaw (b. 1982)

I. Prelude

II. in medio / in the midst 

III. Her beacon-hand beckons

IV. ever ever ever

V. Litany of the Displaced

VI. i will hold you

Requiem in D minor, K. 626
Wolfgang Amadeus Mozart (1756-1791)
Franz Xaver Süssmayr (1766-1803)

INTROITUS
Requiem aeternam

KYRIE

SEQUENCE
i. Dies irae
ii. Tuba mirum
iii. Rex tremendae
iv. Recordarae
v. Confutatis
vi. Lacrimosa

OFFERATORY
i. Domine Jesu
ii. Hostias

SANCTUS

BENEDICTUS

AGNUS DEI

COMMUNIO
i. Lux aeterna
ii. Cum sanctions tuis



NOTES

Preparing Wolfgang Amadeus Mozart’s Requiem in D minor is a privilege that 
seemingly doesn’t diminish even with familiarity. This concert marks my fourth time 
preparing a chorus for this work, and each return reveals something newly alive within 
it. Its questions surrounding greed, mortality, judgement, mercy, and celebration, are 
deeply human. These themes feel especially relevant now, in a time when many of us 
are navigating uncertainty, loss, and the search for meaning in collective and personal 
ways. 

Mozart’s Requiem holds a complicated space. It confronts fear and awe without 
prescribing a singular emotional or theological response. In approaching this work, 
I’ve been interested in creating room for multiple perspectives to exist: doubt 
alongside faith, vulnerability alongside strength and confidence, and reflection 
alongside urgency. The Chorus has engaged in this process with care, curiosity, and a 
willingness to sit within and embody these juxtapositions with voice and intention. 

Pairing this work with To the Hands by Caroline Shaw offers a powerful extension of 
these ideas and inquiries. Shaw’s work touches on some of the themes of the Requiem, 
while reframing its messaging through a contemporary lens, centering the human 
body, compassion, and the ethical responsibility we hold towards one another as 
humans.  While Mozart, in using the text of the requiem mass reaches towards the 
eternal, Shaw’s work insists on the immediacy of human connection. Of touch, of care, 
of action in the present moment. Together, these two pieces create a dialogue across 
time, one that moves from contemplation of mortality towards a call for empathy and 
social awareness. 

The pairing also reflects an ongoing commitment within the Chorus’ programming to 
engage with questions of justice, community, and social responsibility; creating space 
for reflection and potential transformation. 

It’s my pleasure to welcome Dr. Georgia Mills to our faculty with this performance. 
Collaborating with her on this project has been both energizing and deeply rewarding. 
My work has focused on preparing the chorus, while hers has been centred on the 
orchestra and the integration of these forces into a cohesive whole. I have a great deal 
of admiration for her artistic leadership and vision, particularly the clarity of her 
gestures and her ability to communicate complex ideas with both precision and ease. 
Just as striking is the environment she cultivates: one shaped by humour, humility, and 
a generosity of spirit that invites students to exceed their own expectations. The result 
has been a process that has felt both rigorous and expansive.

I’d also like to take this moment to offer a note of gratitude to Angelique Scully, 
Skidmore Chorus’ new Collaborative Pianist, who joined us this September and very 
quickly became indispensable. She has been my right hand at the podium; from 
leading sectionals, to untangling tricky passages, to jumping in for extra rehearsals 
without hesitation, she has met every moment with skill, generosity, and good humour. 
She brings a calm, grounded presence to the room, along with a sharp musical ear and 
a willingness to do whatever the moment calls for. We are exceptionally lucky to have 
her, and this year’s work simply would not be what it is without her.



This performance is the culmination of our shared work. It reflects not only the enduring 
power of these compositions but also the collective effort of students, community, and 
collaborators, who have approached this music with thoughtfulness and care. 

Please enjoy the performance.

Caroline Shaw: To the Hands

To the Hands begins inside the 17th century sound of Buxtehude. It expands and colors 
and breaks this language, as the piece’s core considerations, of the suffering of those 
around the world seeking refuge, and of our role and responsibility in these global and 
local crises, gradually come into focus.

The prelude turns the tune of Ad manus into a wordless plainchant melody, punctured 
later by the strings’ introduction of an unsettling pattern. The second movement 
fragments Buxtehude’s choral setting of the central question, “quid sunt plagae istae in 
medio manuum tuarum,” or “what are these wounds in the midst of your hands.” It 
settles finally on an inversion of the question, so that we reflect, “What are these wounds 
in the midst of our hands?” We notice what may have been done to us, but we also 
question what we have done and what our role has been in these wounds we see before 
us.

The text that follows in the third movement is a riff on Emma Lazarus’ sonnet The New 
Colossus, famous for its engraving at the base of the Statue of Liberty. The poem’s lines 
“Give me your tired, your poor,/ Your huddled masses yearning to breathe free” and its 
reference to the statue’s “beacon-hand” present a very different image of a hand — one 
that is open, beckoning, and strong. No wounds are to be found there — only comfort for 
those caught in a dangerous and complex environment. While third movement operates 
in broad strokes from a distance, the fourth zooms in on the map so far that we see the 
intimate scene of an old woman in her home, maybe setting the table for dinner alone. 
Who is she, where has she been, whose lives has she left? This simple image melts into a 
meditation on the words in caverna from the Song of Solomon, found in Buxtehude’s 
fourth section, Ad latus.

In the fifth movement the harmony is passed around from one string instrument to 
another, overlapping only briefly, while numerical figures are spoken by the choir. These 
are global figures of internally displaced persons, by country, sourced from the Internal 
Displacement Monitoring Centre (IDMC) data reported in May 2015 (accessed on 
20/03/2016 at www.internal-displacement.org). Sometimes data is the cruelest and most 
honest poetry.

The sixth and final movement unfolds the words in caverna into the tumbling and 
comforting promise of “ever ever” — “ever ever will I hold you, ever ever will I enfold 
you”. They could be the words of Christ, or of a parent or friend or lover, or even of a 
nation.

— Caroline Shaw



W.A. Mozart: Requiem in D minor, K. 626 

Mozart’s Requiem offers music history one of its most convoluted mysteries, the 
twisted threads of which are to this day the subject of further investigation. The 
tale begins as one of fiction would: A messenger arrives on Mozart’s doorstep 
with a commission for a Requiem Mass. Mozart accepted, a fee was agreed upon, 
and a condition set that he not try to learn the identity of the commissioner. 
Although ill, Mozart began the work, but as he did, he became progressively more 
fatalistic, even believing that he was being given slow poison. He said to a friend, 
“I am writing my own funeral music. I must not leave it unfinished.”

Tragically correct in the former statement, he could not fulfill the latter. It is 
possible that he might have, had he not taken time off to compose La clemenza di 
Tito for the coronation of Emperor Leopold in Prague on September 6, to write a 
Masonic Ode, completed on November 15, and (thank heaven) to finish Die 
Zauberflöte. By November 1791, with his days numbered and anguished beyond 
belief, he was working on the Requiem from his deathbed, with his pupil Franz 
Xaver Süssmayr in attendance. When Mozart died on December 5, only the first 
two sections, the Requiem and the Kyrie, were completely finished; the second to 
the ninth movements – the Dies Irae to the Hostias – were left in draft form.

How, then, do we have a complete Mozart Requiem? Anxious not to lose the fee 
for the work, Constanze, Mozart’s widow, entrusted the completion of the score to 
Süssmayr and two of her husband’s other students, principally Joseph Eybler, but 
also Franz Freystadtler. When the Requiem was completed, the identity of the 
commissioner became known: he was Count Franz von Walsegg, who frequently 
paid composers for pieces which he then passed off as his own. He had intended 
for the Requiem to be performed in memory of his wife, who had died the 
previous February.

According to recent of the scholarly conclusions, Freystadtler’s role was small, in 
that he, together with Süssmayr, assisted with the completion of the fugue of the 
Kyrie. It remained for Eybler and Süssmayr to reconstruct and/or fill in the 
sketches – according to Mozart’s instructions or verbal intentions – of a large 
portion of the torso, and for Süssmayr to compose the Sanctus, Benedictus, and 
Agnus Dei. Many have been the arguments against the sections composed entirely 
by Süssmayr and even of those parts reconstructed by him. One is left with the 
sense, however, that Süssmayr is more to be thanked for saving the work from 
oblivion than censured for possibly taking more credit than is due him.

As an entity, the Requiem is a grandiose work, powerful in the fearsomeness of its 
visions of the Last Judgment, sublime in the gentleness of its evocation of 
salvation and eternal rest. Appropriately, the scoring is dark in color: lighter-hued 
flutes and oboes are omitted and the strings are often used in their lower registers. 
Yet, for all its solemnity, Mozart’s Requiem is a luminous and wondrous thing, 
more than merely beautiful.

— Orrin Howard (1924-2015)
Former LA Philharmonic Director of Publications and Archives



TEXTS
To the Hands

I. Prelude

II. in medio / in the midst 

quid sunt plagae istae in medio manuum tuarum in medio 
quid sunt plagae istae in medio manuum nostrarum

what are those wounds in the midst of your hands in the midst 
what are those wounds in the midst of our hands

III. Her beacon-hand beckons

Her beacon-hand beckons: 
give to me those yearning to breathe free 
tempest-tossed they cannot see what lies beyond the olive tree 
whose branch was lost amid the pleas for mercy.

give to me your tired fighters fleeing flying from the 
let them 
i will be your refuge 
we will be your refuge

IV. ever ever ever

ever ever ever 
in the window sills or 
the beveled edges 
of the aging wooden frames that hold old photographs 
hands folded 
folded 
gently in her lap
ever ever 
in the crevices 
the never-ending efforts of 
the grandmother's tendons tending to her bread and empty chairs
left for Elijahs where are they now
in caverna



TEXTS (cont’d)

V. Litany of the Displaced

The choir speaks global figures of internal displacement, sourced from 
the Internal Displacement Monitoring Centre. The numbers spoken are 
the numbers of internally displaced persons by country, in ascending 
order. These are people, some of whom may have legal refugee status, 
who have been displaced within their own country due to armed 
conflict, situations of generalized violence or violations of human 
rights.

VI. i will hold you

i would hold you 
ever ever will i hold you 
ever ever will i enfold you 
in medio manuum tuarum
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