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Robert Kyr
Paradiso: Transformation and Transfiguration
An Oratorio based on Dante’s Divine Comedy
Libretto by Robin Kirkpatrick
 1 Opening Bells [0:06] 
 2 Rinovellato! / Dante
  Fernando Araujo, baritone
  Notre Dame Vocale’s Instrumental Ensemble [1:55] 
 3 How Things Move / Beatrice
  Arwen Myers, soprano
  Notre Dame Vocale’s Instrumental Ensemble  [1:42]
 4 To All These Circling Spheres / Beatrice and the Glorified Souls
  Arwen Myers, soprano | Notre Dame Vocale [2:34]
 5 In Willing Us In Will / Beatrice,
  Piccarda and the Glorified Souls
  Arwen Myers, soprano | Jamie Caporizo, mezzo-soprano
  Notre Dame Vocale [2:56]
 6 Slowly In A Stream / Dante and the Glorified Souls
  Fernando Araujo, baritone | Notre Dame Vocale [3:06]
 7 Lift Up Your Eyes / Dante
  Fernando Araujo, baritone
  Notre Dame Vocale’s Instrumental Ensemble  [1:41]
 8 Greeting The Sun / Beatrice and the Glorified Souls
  Arwen Myers, soprano | Notre Dame Vocale [2:44]
 9 The Feast Of The Resurrection
  Arwen Myers, soprano
  Notre Dame Vocale’s Instrumental Ensemble  [1:10]
 10 Of Free and Gracious Love / King Solomon and the Glorified Souls
  Matthew Kelly, tenor | Notre Dame Vocale [4:41]

Paradiso: Transformation and Transfiguration
An Oratorio based on Dante’s Divine Comedy
Libretto by Robin Kirkpatrick

Fernando Araujo, baritone – Dante, the Italian poet
Arwen Myers, soprano – Beatrice, the woman Dante loved from afar, who died young
Jamie Caporizo, mezzo-soprano – Piccarda Donati, who rejoices in her obedience to the will of God  
  in Heaven
Matthew Kelly, tenor – King Solomon, glorified in Heaven
Emorja Roberson, baritone – Saint Peter, who defends the purity of the Church
Joshua Boggs, countertenor – St Bernard praying as a young Man
Jessica Roberts, soprano – A Glorified Woman, more beautiful in resurrection than on earth
Notre Dame Vocale – Glorified Souls

Notre Dame Vocale
Carmen-Helena Téllez, artistic and music director
Justin Appel, Joshua Boggs, Erin Donegan and Phillip Ganir, SJ, assistant conductors
Ilia Ulianitski, collaborative pianist

Erin Donegan, soprano
Abigail Helbling, soprano
Katherine Surine, soprano
Marie Smith, mezzo-soprano

Joshua Boggs, countertenor
Cameron Brownell, tenor
Emerson Eads, tenor
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Matthew Kelly, tenor
Justin Appel, baritone
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of an immersive and interactive experience. I then invited Professor of Theatre Anton Juan to join us in 
developing a concept together. 
 One of our goals was to be able to create a work that would adapt to variable cultural contexts and 
artistic circumstances, reflecting the location and the society where it would be presented. We hoped for 
the work to continue to take different shapes through time, so that other artists and audiences can engage 
in a process of co-creativity. This is faithful to two central ideas already embedded in Dante’s Commedia, 
“journey and transformation.” From the very start of our creative discussions, these ruled the central 
thrust of Robin’s libretto for our new work, which we titled “Journeying the Commedia: Desert, Discovery, 
Song.” 
 We planned to create an illusion of distortion and suspension of time. As the audience traveled 
with Dante and Virgil, they first experienced Inferno as a short play about pride and misguided love, sur-
rounded by a specially created soundscape by composer Christopher Preissing. In Purgatorio, the audience 
processed with a group of prayerful pilgrims, singing what Dante himself thought was liturgical music 
sung in the afterlife, and listening to the declarations of suffering souls who some on earth would have 
thought were damned, but who were, in fact, waiting for their moment of salvation. The procession led the 
audience into Paradise, where Dante’s long-lost love, Beatrice, awaited him to guide him further up into 
the highest spheres, close to Our Lady. Paradise was designed to be all music, as Dante thinks this art 
form is like a prayer and a blessing. As he perceives the sublimity of beauty and prayer, Dante emerges 
illuminated and renewed, 
 The beautiful new oratorio composed by Robert Kyr on Robin Kirkpatrick’s poetic libretto—which 
includes a trope in the form of a short original poem—represents the culmination of Dante´s journey. 
Kirkpatrick and Kyr discussed the representation of Dante and Beatrice at great length. Dante emerges 
as a passionate man, fully aware of sensorial beauties as much as spiritual ones. He travels through 
higher and higher spheres in Paradise, populated by shimmering and resonant voices, which in the live 
performance stood in close and distant balconies of the theater. Robert Kyr recreates these polarities 
and motions through distinctive and exquisite vocal writing for both characters, as well as imaginative  
orchestration throughout for the chamber ensemble. Responsive to medieval practices, Kyr uses the  
Prelude of Bach´s Suite No. 1 for cello as a sort of cantus firmus that recurs throughout the oratorio. At 
the end, Kyr includes an uncanny representation of the planetary and spiritual orbits, suggested by bell 

 11 Rose Like To The Sun / Dante, Beatrice and Two Glorified Women
  Fernando Araugo, baritone | Arwen Myers, soprano | Jessica Roberts, soprano
  Jamie Caporizo, mezzo-soprano [4:46]
 12 This Sacred Place / St. Peter and the Glorified Souls
  Emorja Roberson, baritone | Notre Dame Vocale [2:43]
 13 The Three And Two Are One / Beatrice and the Glorified Souls
  Arwen Myers, soprano | Notre Dame Vocale [6:48]
 14 Aubade / Vocalise for Beatrice, the Gloried Woman and Souls
  Arwen Myers, soprano | Jessica Roberts, soprano
  Notre Dame Vocale [5:49]
 15 To Greet The Final Peace / St. Pernard as a Boy and the Glorified Souls
  Joshua Boggs, countertenor | Notre Dame Vocale [7:23]
 16 The Love That Moves / Dante and the Glorified Souls
  Fernando Araujo, baritone | Notre Dame Vocale [4:06]
  
  Carmen-Helena Téllez, conductor
  Total Time = 53:06

Notes about the commission of Paradiso as the climax of a sacred music drama
In 2015, I visited my colleague, Associate Professor of Liturgical Studies Michael Driscoll, for a casual 
conversation in his office at the University of Notre Dame. I was struck by a new book on his desk. It 
was a volume edited by Notre Dame’s Associate Professor of Italian Studies and Dante Studies Vittorio 
Montemaggi, titled Dante’s Commedia: Theology as Poetry. It immediately sparked in me a curiosity to 
find if the Commedia could become the opportunity for a meeting of artists expressing Dante’s views 
through their particular disciplines. I reached out to Vittorio, who immediately paid homage to his mentor, 
Robin Kirkpatrick, the world-renowned Dante scholar, translator and poet teaching at the University of 
Cambridge. This was the beginning of what has been an intense and demanding artistic journey. Robin 
Kirkpatrick immediately accepted the proposal to develop the libretto for a sacred drama in the manner 
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and the questioning or even the doubts that his narrative dramatizes are seen at every point to impel us 
towards a greater engagement with the reality we were created to enjoy. That impulsion, falling into sin, 
may often be misguided or confused. But for Dante there is always the hope that—as in Purgatory—it 
may be re-directed, towards, as God eternally intended, its proper goal.
 None of this should be taken to imply that Dante ever supposed (in a megalomaniac spirit) that any 
human mind could ever encompass in an absolute sense the truth and goodness of divine existence. No 
finite creature can logically circumscribe the infinity of that existence: and it was, for Dante, Lucifer’s sin 
to suppose that he might. Of course, the Commedia is sometimes described as if it were an encyclopaedic 
or total portrayal of the world-view that Dante had inherited from theologians such as Aquinas. This un-
derstanding is not wholly mistaken, insofar as it registers the extraordinary wealth of detail—scientific, 
philosophical and theological—that Dante pursues in his writing—and it suggests something of the 
sheer joy that the poet frequently displays in the process of learning. For all that, God is always beyond us; 
and in the Paradiso faith itself is finally revealed to be a matter less of intellectual certitude or comprehen-
sion than of trust in our relationship to our Creator and in all those aspects of creation—above all our 
fellow-creatures—that are attuned in infinitely deepening happiness with their true Origin. 
 Or else one might say that beyond knowledge there is love. The Divine is indeed a mystery, as logi-
cally it must remain. But that mystery is creative, generative and processive. And it is love that draws us 
ever more actively into the life of universe that God first created through a love of life. So the final line of 
the Commedia (which has throughout drawn its strength from an understanding of and delight in all the 
varied motions that we can experience) offers no presumptuous description of the divine countenance but 
speaks, rather, of how Dante knows now that he moves in harmony with the love that moves the sun and 
the other stars.
 It has become clear—especially in developing the present project—that to perform the Commedia 
offers a very precise and powerful way of responding to some of Dante’s most central concerns. The poem 
has been described, with no intention of hyperbole, as the purest example of dramatic action in the West-
ern canon. And that description is consistent with Dante’s unfailing interest in all forms of motion and 
action. One might, likewise, point to the central place that the human body occupies in Dante’s theological 
imagination. By the time we reach the Paradiso we are made aware that our ultimate destiny is not to enter 
a purely spiritual realm of existence but, on the Day of Judgement to recover our recognizable human shape 

strokes, and played or hummed pitches, set to mathematical proportions. In the live performance, these 
sounds surrounded the spectators in a moment of unexpected immersion in the improbable experience 
of the poet.

—Carmen-Helena Téllez, Artistic Director of the Sacred Music Drama Projects at Notre Dame,  
Concept Co-Creator and Music Director 

Journeying Dante—Notes for a Sacred Drama 
Over the seven centuries since Dante’s Commedia was first publically acclaimed, many different ways of 
reading the poem have been developed. Some approaches are scholarly. Responding to the intellectual 
ambition that Dante himself displayed, commentators—including Dante’s own son Pietro—began to of-
fer, within 25 years of the poet’s death, sophisticated annotations to the philosophical and historical 
detail of the text. Other readers—with equal justification and equal enthusiasm—have responded to the 
extremely wide spectrum of passion and emotional color that Dante brings into play, ranging without cease 
from horror to pathos, to humor, ecstasy and awe. There are those also—including poets such as Chaucer, 
TS Eliot or Seamus Heaney and artists such as Botticelli or Rodin—who have discovered in Dante’s poem 
qualities of linguistic and visual precision that stimulates their own imaginative practice.
 No single way of viewing the Commedia can be considered adequate and each angle has virtues 
of its own. In the case of our current Dante-project, the inclusion of ‘journeying’ in its title points to the 
particular principle that has guided us throughout. And this is that the poem invites its reader into a 
continuing process of exploration and interpretative activity. The journey that the poem itself traces begins 
in a dark wood, traverses the almost magical world of Purgatory and concludes with Dante face to face 
with his Creator, moving ever deeper into divine reality. The Commedia is, supremely, a narrative poem, 
possessing all the qualities that one would expect of a great piece of story-telling: surprise, suspense, 
variety of effect, invention and resolution. 
 In that light, Dante’s poem may be described as a thought-experiment offering, in the course of 
its three constituent cantiche, three contrasted visions of the after-life—Hell, Purgatory and Heaven—
each realm being constructed with an unremitting attention to imaginative logic. But that logic has at 
every point philosophical and theological implications. The defining characteristic of human nature is, 
for Dante, a desire for the good and the true. ‘All human beings.’ he declares, ‘by nature desire to know’; 
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Dante encounters in Hell—and among the most disgusting? Is apathy really that awful? Well, perhaps 
it is, if our purpose in life is actually to be alive, to move and join with others in the dance. Or why at the 
summit of Purgatory does Beatrice meet Dante with apparently disproportionate rigour or sheer cruelty 
towards a man who is trying to prove his devotion? Again, it may be that our way to God must recognize the 
gulf between ourselves and the ultimate being, even through experiences of scandal and disorientation. 
And why (speaking of scandal), does Dante, approaching the climax of the Paradiso, unleash a scandalous 
diatribe in terms close to obscenity against the scandalous corruptions that characterize the papacy of his 
day. Can anger itself be an agent of true understanding? (Few poets have ever been more evidently angry 
than Dante often is.)
 And then—frequently asked—there are other questions. Why is Dante’s poem designated a ‘comedy’?  
One reason might be that this work, though dealing with the most elevated of themes, refuses to maintain 
a uniform level of decorum in its diction. The Scriptures themselves offer a model here, bringing to bear, in 
the service of divine variety, the widest range of linguistic and literary devices and even at times favoring 
simplicity of word as the vehicle for gospel truth. Dante in a similar vein risks opening up the full range of 
his vernacular tongue—as abrasive at times as it can be melodic—in the service of his vision. Or else one 
might argue that comedy is the truest form of all our human dealings with divinity. We speak—and indeed 
exist—as relative to the absolute. And that relativity also reveals our relation to all other human creatures 
living under the same condition. But comedy—abandoning the hubristic claims of tragedy—can lead us 
to recognize our happy existence as members of a group. And then, finally, there is laughter—which is 
most fully enjoyed when it leads us back into harmony with others around us in an audience. Laughter—
and smiles also—matter a great deal in Dante’s poem. The Created Universe itself is at one point said to 
laugh in harmonious acceptance of Dante’s presence. 
 We should not hesitate to find Dante’s poem funny. Nor should one suppose that every question that 
Dante raises will be fully resolved. Why, for instance, is Virgil not shown to be redeemed? Dante creates 
an exquisitely sympathetic portrait of the Roman poet, who guides him through the first two-thirds of his 
journey. Dante is also capable of producing astonishingly heterodox suggestions as to the salvation of 
noble pagans such as Virgil undoubtedly is. No such suggestion is offered in the case of Virgil. Yet could 
not this apparent contradiction itself be an indication of Dante’s great strength, a refusal to allow any easy 
or sentimental solution?

—Robin Kirkpatrick, University of Cambridge, Concept Co-Creator and Librettist

in all its subtlety and detail. One ought to have expected this, since from the moment that Dante first en-
countered Beatrice in the streets of Florence—as recounted in the Vita nuova—his fundamental devotion 
has been to the beauty and sanctity that can be contemplated as a miracle of divine creation in the grace 
of human movement. But the Commedia proceeds to explore the implications of this understanding and to 
register the surprise and exhilaration that follows from it.
 In the Paradiso, dance, the play of choric voices and the interchange of smiles or glances are the 
dominant expressions of human presence. And Robert Kyr’s music illuminates these features of the can-
tica with a marvellous delicacy of nuance and expressive interchange. But, looking down from the vantage 
point of the Paradiso on the preceding two cantiche, one sees how devoted Dante is to the redemption of the  
human form—and also how fragile, in the grip of sin, our possession of fully human dignity may be. 
 In the Purgatory—which Dante, with great daring, imagines to be a mountainous island in the 
Southern Hemisphere subject to natural changes of night and day—the penitents acquire, through will-
ing, physical effort, the self-knowledge which frees them to return to a condition of true beatitude. And 
each encounter on the way is characterized by a subtle exchange of prayers and courtesies or else reso-
nates with moments of wonderful illumination. As for Hell, this is the realm where all such delicacy or 
courtesy or wonder has been willfully extinguished. Dante is no dualist. And it is hard to think of any 
moment where he expresses repugnance at the physicality that characterizes the human creature. He is, 
however, profoundly offended by the ways in which the human mind can be taken over by all manner of 
deviousness and willful perversity. Sin is the appallingly stupid distortion of the potentiality that we, in the 
divinely given image, were created to enjoy. Anton Juan’s stagecraft displays this to terrifying but wholly 
Dantean when the depths of human depravity are depicted as pure anti-life—a zombie-like devotion to 
cannibalism.
 The present production does not aim to provide a comprehensive survey of all that Dante offers. 
(Many other productions with differing emphases are still possible and will no doubt long continue to 
be devised.) The concern rather is to look with an intensity reflecting something at least of Dante’s own 
intensity, at certain particular moments where monstrosity or grace, the uncanny, the miraculous or the 
rhapsodic punctuate the progress of Dante’s story. And none of these effects will matter unless they also 
raise, through surprise and even at times through shock, the kind of question that Dante continually 
asks—and apparently asks of himself. Why, for instance, are the apathetic the first of the sinners that 
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 The music of Paradiso begins with “Rinovellato!” (Scene II) as Dante moves into the heavenly 
realms in a state of wonder, “Rinovellato! [Renewed!]/And all the spheres moving around me now are 
new./So new I have no words to tell where I am now…” In this scene, Dante sings with the cello, which is 
the instrument that is most often associated with him throughout the oratorio. 
 In Scene III (“How Things Move”), Beatrice sings an aria about the nature of love and its relationship 
to the heavens. She is accompanied by the cellist, who plays the first half of Prelude from J. S. Bach’s Suite 
No. 1 in G Major, as the violinist weaves a line between and around them, which is a free variation of motives  
from the prelude. Scene IV (“To All These Circling Spheres”) is an aria with chorus, in which Beatrice sings, 
“All praise, all praise/To all these circling spheres,” while the chorus responds with a single Latin word, 
“Laudate [Praise].” And then, as the second half of the Bach Prelude accompanies her, Beatrice continues 
to praise the heavens, “The lunar sphere!/It now receives us…As diamond is when sunlight strikes…” 
and the chorus responds, proclaiming “Laudate!”
 Scene V (“In-willing Us in Will”) features a duet between Beatrice and Piccarda, in which they 
sing about the nature of will and free will, “In us, therefore, there is, throughout this realm,/A placing, 
rung to rung, delighting all/Our king as well in-willing us in will…In his volition is the peace we have.” 
To suggest the image of “rung to rung,” the two women sing a canon (a musical line set against itself at 
the distance of one or more beats), while the chorus intones the Salve Regina chant (solemn tone) in long 
rhythmic values. Scene VI (“Slowly in a Stream”) immediately follows with Beatrice and Piccarda singing 
several phrases of the Ave Maria chant (Offertorium, Mode VIII)—first, as a call and response, but then 
in a series of canons that spiral above Dante, as he observes, “And now I see them leaving my sight/As 
weighty things sink slowly in a stream,/Hearing them leave me, singing Ave Maria.”
 In Scene VII (“Lift Up Your Eyes”), Dante sings an aria about Beatrice’s smile and laughter, and 
directs us to “Look up to see the wheeling spheres.” He is accompanied by a transformed version of 
Bach’s cello prelude, which suggests the movement of the circling celestial spheres. Immediately, Scene 
VII (“Greeting the Sun”) follows with the chorus joyfully singing “Gloria,” which is based on the Gloria from 
the Lux et origo Easter Mass. Beatrice answers with an aria to greet the sun, accompanied by all of the 
instruments, which weave together different motives from Bach’s cello prelude. The chorus responds with 
a hymn (“Love that moves the sun and other stars”) that is a harmonization of the Gloria melody, and then 
Beatrice sings a series of melismatic phrases (“Gloria”), as the chorus repeats the hymn beneath her and 
finishes with repeated, joyful exclamations of “Gloria!” 

Paradiso: Transformation and Transfiguration
As a musical work, Paradiso: Transformation and Transfiguration is an oratorio in seventeen scenes on a  
libretto by Robin Kirkpatrick, whose poetic text is a lyrical meditation and profound reflection on Dante’s 
version of heaven. While Dante is the source of the libretto, my musical setting arises from a variety of 
sources that are interwoven throughout the work, reflecting one of the central themes of Paradiso —“Curl-
ing like incense borne on summer dust/In love through all the stirrings of creation,/Here inter-spiralling…” 
 Ultimately, in Dante’s paradise, there is no separation and no “other,” but only a reality of unity and 
oneness revealed through eternal creation, which emanates from the source of all being. In Paradiso, I 
have embodied and explored this archetypal theme through the inter-spiralling of my own original music 
with several sources, as follows:
 The first movement (Prelude) of J. S. Bach’s Suite No. 1 in G Major for unaccompanied cello, which 
for me, is the earthly music that is closest to the “music of the spheres”; Gloria and Sanctus (Mass I, Lux 
et origo/Light and Source), which are two movements from a Gregorian plainsong mass (chant) for Easter 
morning that symbolize resurrection in the oratorio; Two Marian chants: Ave Maria (Offertorium, Mode 
VIII) and Salve Regina (solemn tone), which represent the theme of the Mother in the oratorio (“All these 
resemble Mary, our mother,/Her own face in likeness of the face of her son.”)
 The process of composing Paradiso has been a journey of discovery and surprise. As I explored the 
chant melodies mentioned above, I began to realize that I had found them (or perhaps they had found 
me), because somehow, they were related to the theme of “inter-spiralling” in Dante’s Paradiso. Although 
originally, these ancient melodies were created to be sung as unaccompanied musical lines, I discovered 
that each line could be written against itself in counterpoint, and moreover, these diverse sources could be 
woven together into a single contrapuntal musical texture (line against line). Indeed, an organic harmonic 
relationship already existed between them, as an innate quality of their being. And thus, the interplay of 
these lines throughout the oratorio—always in transformation and ultimately transfigured—is intended 
to suggest the gradual unfolding of one of Paradiso’s central themes, as expressed in Dante’s final solilo-
quy (Scene XVI):
  “All powers of high imaging here failed.
  But now my will and my desire were turned,
  As wheels that move in equilibrium,
  By love that moves the sun and other stars.”
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TEXTS AND TRANSLATIONS 
I: OPENING BELLS (track 1)
(Three bell strokes, as Dante enters Paradise)

II: RINOVELLATO! (track 2)
DANTE (with earthly passion and expectation)
The newness of the sound and that great light, kindled in me desire to know the cause, sharper than any 
I have ever felt…Rinovellato! (renewed!) 
And all the spheres moving around me now are new, so new I have no words to tell where I am now:
Transformed? No! Transfigured! And I… Transhumanized!
An arrow hits its target, it flies through the vibrant air and snaps from the bow-string, all
speed in a moment in one single point, all points as one incandescent energy. And I? And I?

III: HOW THINGS MOVE (track 3)
BEATRICE
Falling, all rivers run towards the sea. And flames fling rising spirals into air. So, how things move is how 
they’re made to be, and you are like them, formed in all by love, and aimed by love to pierce these crystal 
spheres, mind, breath and bone made brilliant in their light. Your heart, a mirror to these perfect rays in 
these horizons, singing, now comes home to find beyond the stars your own true place.

IV. TO ALL THESE CIRCLING SPHERES (track 4)
BEATRICE AND GLORIFIED SOULS:
Laudate! (Praise!)

All praise, all praise to all these circling spheres! Praise in the sounding heights, and praise be given 
to the echoing least, the Moon that now encircles us. The lunar sphere! It now receives us, shining and 
solid, dense and burnished clean, as a diamond is when sunlight strikes.

Lucida, spessa, solida e pulita (Shining, dense, solid, and burnished)

 In Scene IX (“Feast of the Resurrection”), Beatrice introduces King Solomon (Scene X, “Of Free and 
Gracious Light”), who sings about the resurrection of “the glorious and sacred flesh” and of the “free and 
gracious light,…the fire that vision lights,/The ray increasing that proceeds from that…” He is eventually 
accompanied by all of the instruments, which play a series of variations on Bach’s prelude, eventually 
transforming into dance music for a party of Breughel-like revelers who celebrate the resurrection at the 
end of this scene. The dance tune is based on the Sanctus melody from the Lux et origo Easter Mass that 
will become a major theme for the second part of the oratorio.
 Scene XI (“Rose-like to the Sun”) features Beatrice and two women who sing a series of hymns of 
praise to Mary, which are based on the Ave Maria chant and are accompanied by transformed elements 
from the Bach prelude, now played by the violin. As they continue singing variations on the Ave Maria 
chant, Dante enters, proclaiming “And this made clear to me what depths of heartfelt love they bore 
towards Maria.” This serene scene is violently interrupted by St. Peter (Scene XII, “This Sacred Place”), 
who furiously denounces the desecration of “our mother’s home,” which has “now become a dung heap/
Flowing with blood and pus!”
 In Scene XIII (“The Three and Two Are One”), Beatrice sings an aria about the “stirrings of creation,/
Here inter-spiralling,” as the Sanctus theme is introduced, and all of the musical sources are gradually 
interwoven into a transforming musical texture. Immediately following is an aubade (Scene XIV), a lyrical 
dawn song without words that ultimately unfolds into a series of hymns (Scene XV, “To Greet the Final 
Peace”) that culminate in Dante’s surrender, “I am the man who, from the deepest void/In all the Universe, 
has come to you/In sight more still to greet the final peace./And asks that by your grace I may rise up.” 
The final scenes are a musical transfiguration as Dante ascends into the highest realms of heaven amidst 
the inter-spiralling of original music and the transformed sources, suggesting the “wheels that move in 
equilibrium/By love that moves the sun and other stars…”

—Robert Kyr, Composer
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Lift up your eyes then, and along with me, look up to see the wheeling spheres.

VIII. GREETING THE SUN (track 8)
BEATRICE AND ENSEMBLE
Gloria, Gloria, Gloria!
Gloria in excelsis Deo! (Glory to God in the highest!)

Rising again, borne on the air of sister wind, we come to greet the sun—our brother sun. And you will 
see its light again renewed, in love that moves the sun and other stars…

L’amor che move il sol e l’altre stelle

IX. THE FEAST OF THE RESURRECTION (track 9)
BEATRICE
At the feast of the Resurrection all of our bodies are restored to us, as mine is now. Our persons,  
all creation loves to see. O hear how great Solomon, the lover who sang the Song of the Bride,  
now sings of them.

X. OF FREE AND GRACIOUS LOVE (track 10)
KING SOLOMON
But when the glorious and sacred flesh is clothing us once more, our persons then will be complete  
and whole— more pleasing still. For then whatever has been granted us, by utmost good, of free and 
gracious light, the light through which we see him will increase. Hence as must be, our seeing will 
increase, increasing, too, the fire that vision lights, the ray increasing that proceeds from that.

CHORUS
Light…Ever…
Cresce, crescendo, crescere (increasing…)
Amme (Amen)

V: IN WILLING US IN WILL (track 5)
PICCARDA AND BEATRICE:
For all of us in Heaven high or low the will of our Creator is our peace. Listen!

ENSEMBLE:
Tenersi dentro a la divina voglia, una fansi nostre voglie stesse, lo re che‘n suo voler ne ’nvoglia

BEATRICE AND PICCARDA:
In us, therefore, there is, throughout this realm, a placing, rung to rung, delighting all—our king as well, 
in-willing us in will.

ENSEMBLE:
E‘n la sua volontade e nostra pace

BEATRICE AND PICCARDA:
In his volition is the peace we have.

VI. SLOWLY IN A STREAM (track 6)
DANTE AND CHORUS
And now I see them leaving my sight, as weighty things sink slowly in a stream, hearing them leave me, 
singing Ave Maria.

CHORUS:
Ave Maria, gratia plena (Hail Mary, full of grace)

VII. LIFT UP YOUR EYES (track 7)
DANTE:
‘Her smile! The joy of it, her joy! My joy! Her laughter! Were I to look for words to paint that smile, these 
very words, as coals upon my tongue, would burn my lips as fiercely as the sun that melted the waxen 
wings of Icarus!
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XIII: THE THREE AND TWO ARE ONE (track 13)
(An original inserted poem by Robin Kirkpatrick)
BEATRICE:
A point piercing purer than ever sight can, I saw there in love around that point, incandescent, the joy, 
play, carol, smile and spinning thrill of Seraphim, Cherubim and, all in trio, Thrones.

CHORUS:
Sanctus     Holy
Salve Regina    Hail, holy queen
BEATRICE:
Sanctus    Holy
CHORUS:
Dominus Deus Sabaoth   Lord God of hosts
BEATRICE:
Pleni sunt caeli    Heaven And earth
Et terra gloria tua   Are full of your glory

In love, the three and two—all mind and power— are one. And from and to that Point, curling like 
incense borne on summer dust, in love through all the stirrings of creation, here interspiralling. 

Gloria in excelsis Deo   Glory to God in the Highest

XIV: AUBADE. (track 14)
VOCALISE

XV: TO GREET THE FINAL PEACE (track 15)
SAINT BERNARD AND CHOIR OF SOULS 
Virgin and mother, daughter of your son, you are the point that truth eternally is fixed upon. All who, in 
wanting grace do not seek help from you, might wish to soar and yet lack wings. This man is one who, 

XI. ROSE LIKE TO THE SUN (track 11)
BEATRICE:
Compare: A mother bird, awaiting dawn, Intent on feeding all its new born brood…

BEATRICE AND A GLORIFIED WOMAN
A bride who, seeing her lover rise, will cry “Beloved, our roof is cedar, our couch is green…

BEATRICE, THE WOMAN AND A SECOND GLORIFIED WOMAN
Our Church that, believing a light will come, unfolds its windows rose‐like to the sun…
All these resemble Mary, our mother, her own face in likeness of the face of her son.

DANTE, BEATRICE AND THE TWO WOMEN
Ave Maria, gratia plena (Hail Mary, full of grace)

DANTE:
A baby suckling, since it’s full of milk, will hold its arms out wide towards its mum, to make known 
outwardly its inner flame. So, at their incandescent peaks, these gleams stretched up. And this to me 
made clear what depths of heartfelt love they bore towards Maria.

XII. THIS SACRED PLACE (track 12)
SAINT PETER
Look now! My holy place! That sacred place, the wellspring of Creation, our Mother’s home has now 
become a dung heap flowing with blood and pus.

CHORUS
Look now! This holy place, this sacred place.

SAINT PETER:
Good shepherds? No!!! That’s fancy dress! Vultures!!! Their beaks tear at sacred flesh! Hyenas—No, 
bankers! sipping our martyrs’ blood!
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(Minneapolis), San Francisco Symphony Chorus, New England Philharmonic, Oregon Symphony, Yale Sym-
phony, Cleveland Chamber Symphony, California EAR Unit (Los Angeles), Harvard-Radcliffe Collegium 
Musicum, Yale Camerata, Oregon Repertory Singers, Cappella Nova (Scotland), Revalia (Estonia), Putni 
(Latvia), Moscow State Chamber Choir (Russia), Ensemble Project Ars Nova, Notre Dame Vocale, and San 
Francisco Symphony Youth Orchestra, among others. His commissions have received funding through the 
National Endowment for the Arts, Meet the Composer, Paul Allen Foundation, Chamber Music America, 
New England Foundation for the Arts, Scottish Arts Council, Canada Council, Oregon Regional Arts and 
Culture Council, Schnitzer Care Foundation, Telarc International, Chase Foundation, Hopkins Arts Center 
(Dartmouth), and Massachusetts Council for the Arts and Humanities, among many other organizations. 
His music has been extensively recorded.

Robin Kirkpatrick (concept co-creator, librettist and Dante scholar,) 
Robin Kirkpatrick is a poet and internationally renowned Dante scholar. He has taught courses on Dante’s 
Divine Comedy in Hong Kong, Dublin, and Cambridge where is Fellow of Robinson College and Emeritus 
Professor of Italian and English Literatures. He is particularly interested in the relationship between Italian 
and English literature from 1300 to 1600 and in the Modern Period. His critically-acclaimed verse trans-
lation of the Commedia with notes and commentary was published by Penguin Classics in 2006. Other 
publications include “Afterlives now; A study of Paradiso Canto 28” in Envisaging Heaven in the Middle 
Ages ed. by C Muessig and A Putter, (Routledge 2007); The European Renaissance, 1400–1600, (Longman 
2002) and English and Italian Literature from Dante to Shakespeare: A Study of Source, Analogue and 
Divergence, (Longman 1995). Robin Kirkpatrick contributed to this project his understanding of Dante´s 
vision of the relationship of God as Creator with Man, as His Creation. 

Carmen-Helena Téllez (concept co-creator and music director; artistic director of the Sacred Music 
Drama Project at Notre Dame)
Carmen-Helena Téllez has been called “a quiet force behind contemporary music in America today” by the 
New York new music journal Sequenza/21. Carmen is a conductor, producer, scholar, and interdisciplinary 
artist who has earned a reputation nationally and internationally for her support of living composers, her 
dissemination of Latin American music, and for her long-standing approach to new modes of concert  

from the deepest void in all the Universe, has come to you in sight more still to greet the final peace.  
And asks that by your grace he may rise up.

DANTE
I am the one who, from the deepest void in all the Universe, has come to you, in sight more still, to greet 
the final peace. And asks that by your grace he may rise up.

XVI: THE LOVE THAT MOVES (track 16)
DANTE:
All powers of high imaging here failed. But now my will and my desire were turned, as wheels that move 
in equilibrium, by love that moves the sun and other stars. I, changing myself. 

Mutandom’io, io muto. I mute, mutandomi’io…

The Creators
Robert Kyr (composer) 
Robert Kyr has been engaged for a long time with the themes of spiritual renewal, peace and environmen-
talism, through a style that partakes of both early and contemporary techniques. He is the professor of 
composition and chair of the department at the University of Oregon music faculty since 1990. He is also 
the director of the renowned Oregon Bach Festival Composers Symposium (www.iwagemusic.com), as well 
as the Music Today Festival, a biennial series of concerts and events that celebrate new music from around 
the world. After graduating summa cum laude from Yale, Kyr continued his education in England at the 
Royal College of Music in London, and at Dartington Summer School for the Arts, where he studied with Sir 
Peter Maxwell Davies. Kyr completed his Master of Arts at the University of Pennsylvania in 1978, studying 
with George Rochberg and George Crumb. In 1989, Kyr received his PhD from Harvard University, where he 
studied with Donald Martino and Earl Kim. 
 Kyr has composed twelve symphonies, three chamber symphonies, three violin concerti, and  
numerous works for vocal ensembles of all types. Kyr has received commissions to create music for 
numerous ensembles, including Chanticleer (San Francisco), Cappella Romana (Portland), Cantus  
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Ingo Kolonerics for Denmark’s Skive Opera Fstival, and Orff’s Carmina Burana for Philharmonie Salzburg. 
Fernando is a recipient of the ‘Verdi Award’ and ‘Audience Award’ at the 2016 Grandi Voci International 
Opera Singers Competition, under the patronage of Grace Bumbry. He trained both as a pianist and singer 
at Indiana University, Bloomington, and at the Mozarteum, Salzburg.

Arwen Myers (Beatrice) 
Soprano Arwen Myers has been praised by the San Francisco Chronicle for “her crystalline tone and deli-
cate passagework.” She is quickly gaining a reputation as one of today’s most intelligent and skilled inter-
preters of new and early music, and as a versatile artist equally comfortable in opera, oratorio, chamber 
music, and the recital stage. Ms. Myers has appeared with the Portland Baroque Orchestra, Indianapolis 
Symphony Orchestra, Augusta Opera, the Idaho Bach Festival, the Indianapolis Baroque Orchestra, Musica 
Maestrale, The Ensemble, as well as with Early Music Vancouver. Most recently in 2018, she enjoyed a 
critically-lauded performance in the title role of Handel’s Semele with the American Bach Soloists. An avid 
collaborator, Ms. Myers appears with Portland-based In Mulieribus, and Cappella Romana, among others. 
Ms. Myers holds bachelor’s and master’s degrees and a Performer’s Diploma in vocal performance from the 
Indiana University Jacobs School of Music. Ms. Myers has a been a frequent guest artist with Notre Dame 
Vocale, and Robert Kyr wrote the role of Beatrice for her.

Notre Dame Vocale (The Saints and Glorified Souls). 
Created in early 2013, Notre Dame Vocale is an advanced vocal ensemble of gifted singers and conduc-
tors intended as the performing arm of research and creative projects in sacred music composition and 
sacred music drama at the University of Notre Dame. Its first performance was at the inaugural concert 
of the Sacred Music Festival of Quito, Ecuador, in March 2013. Notre Dame Vocale is led by its Founding 
Artistic Director Carmen-Helena Téllez. Recent projects include a critically-praised performance as the 
early music ensemble in “Voices of Light,” the oratorio on Joan of Arc by Richard Einhorn, at the Princeton 
Festival, and premieres by composers Sven-David Sandstrom, Cary Boyce and Gabriela Lena Frank, for 
the celebration of the 10th anniversary of the DeBartolo Performing Arts Center. After the premiere of the 
oratorio Paradiso by Robert Kyr, Vocale embarked on its second visit to South America. Notre Dame Vocale 

presentation involving music, the arts and the humanities that the Washington Post defined as “immers-
ing and thrilling.” As music director of Notre Dame Vocale, Kosmologia Interdisciplinary Project, Aquava 
New Music Studio, and Indiana University’s Contemporary Vocal Ensemble, she has commissioned, pre-
miered and recorded many landmark works, including the choral suite Sun-Dogs by James MacMillan, 
Ingram Marshall’s Savage Altars, and the Missa ad Consolationis Dominam Nostram by Mario Lavista. 
She is also responsible for the Midwest premieres of John Adams’ oratorio El Niño and Osvaldo Golijov’s 
opera Ainadamar, among many others, even as she has conducted canonic works like Berlioz’s Requiem 
and Stravinsky’s Les Noces to critical acclaim. Most recently in March 2018 she created and conducted 
ritualized and staged performances of Mozart’s Requiem to sold–out houses at the National Theatre of 
Ecuador, returning to conduct her transcription of Mozart’s Die Zauberflöte for the National Orchestra of 
Andean Instruments. Formerly the director of the National Chorus of Spain, the Director of the Latin Ameri-
can Music Center, and an award-winning professor at Indiana University-Bloomington for 20 years, she 
is currently Professor of Conducting at the University of Notre Dame, where she led the Interdisciplinary 
Sacred Music Drama Projects between 2012 and 2016, with a goal of introducing young musicians to new 
modes of presentation, with support from the Andrew W. Mellon Foundation.

The Performers
Fernando Araujo (Dante).
Baritone Fernando Araujo was born and first trained in Sao Paulo, Brazil. He is currently a soloist of the 
Philharmonie Salzburg and Senior Lecturer at the Opera Department of the Mozarteum Salzburg. He joined 
this project after appearances as Papageno at the Philharmonie in Munich, Escamillo at the Lithuanian 
National Opera, a concert with Ruggero Raimondi at the Auditorio Nacional de Música in Madrid, Bach’s 
St Matthew’s Passion under the direction of Barbara Bonney, and the Young Artists Program at the Verbier 
Festival. He has sung as a soloist under the baton of renowned conductors Fabio Luisi, Dennis Russell 
Davies, and Hans Graf. Recent successes include the role of Marcello in the acclaimed Bohème of Anton 
Juan in Samsung Hall, Manila. He has also performed the role of Papageno in the ‘Zauberflöte mit Talk’ 
with the Kulturvereinigung Salzburg, presented by Helga Rabl-Stadler, president of the Salzburg Festival, 
and at the time of this recording, he is preparing the premiere of Hamlet, an opera by Jeppe Jacobsen and 
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Emorja Roberson (Saint Peter). A native of DeFuniak Springs, Florida, bass-baritone Emorja Roberson 
was recognized for his musical gifts at an early age, serving as minister of music and worship leader for 
churches within the city. While attending the University of North Florida, he held principal roles in Die 
Zauberflöte, The Consul, The Mikado and La Bohème with the Jacksonville Symphony Orchestra. In July 
2013, Roberson began a local community choir called Rejuvenation Gospel Choir in Clay County, Florida, 
and recorded their first live album in 2015. Upon the recording of this CD, RGC has been nominated for 
three categories for the Rhythm of Gospel Awards. In April 2016, he held the role of Duke Frederick in the 
Roger Steptoe’s world-premiere opera, As You Like It. 

has won two awards from the Ann Stookey Fund for New Music to commission Paradiso, and a new work 
by Gregory Spars in consortium with the eminent American professional ensembles The Crossing, Cantori 
New York and Volti. The vocal soloists in Notre Dame Vocale undertook the roles of the Saints in Paradiso. 

Joshua Boggs (St Bernard, as a child) has begun a promising professional career both as a counter-tenor 
and a conductor. He was the soloist in Bernstein’s Chichester Psalms with the Central Ohio Symphony, 
and for Mendelssohn’s Elijah at Notre Dame, with baritone Nathan Gunn in the title role. Most recently, he 
was also the alto soloist in the interdisciplinary performance of Pergolesi’s Stabat Mater with the Jessica 
Lang Dance Company. 

Jessica Roberts (A Glorified Woman), returns to perform with Notre Dame Vocale regularly as he initiates 
a promising solo career. Equally at home with all vocal genres of Medieval, Renaissance and Baroque 
music, she is also praised for her deft performance of music by living composers. She has been a member 
and featured soloist of the chamber vocal groups Chorosynthesis in Seattle, and was featured as Queen of 
the Night in Mozart’s Die Zauberflöte with Opera Notre Dame in 2017.

Mezzo soprano Jamie Caporizo (Piccarda) recently performed the role of Rosalind in the world première 
of Roger Steptoe’s ‘As You Like It’ for Opera Notre Dame, and Dido in Purcell’s Dido and Aeneas with the 
University of North Carolina—Charlotte Opera. A passionate educator, Ms. Caporizo travels regularly to 
Brazil to run a choral program for disadvantaged youth. She is currently in the vocal faculty at Indiana 
University-South Bend and Saint Mary’s College.

Mattew Kelly (King Solomon) earned a Master of Sacred Music in Vocal Performance at the University of 
Notre Dame. He has sung the role of Gontran in Offenbach’s La Vie Parisienne with Ohio Light Opera and 
Tamino in Mozart’s Die Zauberflöte with Opera Notre Dame. He also sang with Virginia Opera, the Virginia 
Chorale, and the Virginia Symphony Orchestra. A performer and scholar, Mr. Kelly’s paper on the Georgian 
era singer-composer Michael Kelly was published in The Cupola in 2015.
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  Robert Kyr
  Paradiso: Transformation and Transfiguration
  Libretto by Robin Kirkpatrick
 1 Opening Bells [0:06]

 2 Rinovellato! / Dante
  Fernando Araujo, baritone
  Notre Dame Vocale’s Instrumental Ensemble [1:55] 

 3 How Things Move / Beatrice
  Arwen Myers, soprano
  Notre Dame Vocale’s Instrumental Ensemble  [1:42]

 4 To All These Circling Spheres / Beatrice
  and the Glorified Souls
  Arwen Myers, soprano | Notre Dame Vocale [2:34]

 5 In Willing Us In Will / Beatrice,
  Piccarda and the Glorified Souls
  Arwen Myers, soprano | Jamie Caporizo, mezzo-soprano
  Notre Dame Vocale [2:56]

 6 Slowly In A Stream / Dante and the Glorified Souls
  Fernando Araujo, baritone | Notre Dame Vocale [3:06]

 7 Lift Up Your Eyes / Dante
  Fernando Araujo, baritone
  Notre Dame Vocale’s Instrumental Ensemble  [1:41]

 8 Greeting The Sun / Beatrice and the Glorified Souls
  Arwen Myers, soprano | Notre Dame Vocale [2:44]

 9 The Feast Of The Resurrection
  Arwen Myers, soprano
  Notre Dame Vocale’s Instrumental Ensemble  [1:10]

 10 Of Free and Gracious Love / King Solomon
  and the Glorified Souls
  Matthew Kelly, tenor | Notre Dame Vocale [4:41]

 11 Rose Like To The Sun / Dante, Beatrice
  and Two Glorified Women
  Fernando Araugo, baritone
  Arwen Myers, soprano | Jessica Roberts, soprano
  Jamie Caporizo, mezzo-soprano [4:46]

 12 This Sacred Place / St. Peter
  and the Glorified Souls
  Emorja Roberson, baritone | Notre Dame Vocale [2:43]

 13 The Three And Two Are One / Beatrice
  and the Glorified Souls
  Arwen Myers, soprano | Notre Dame Vocale [6:48]

 14 Aubade / Vocalise for Beatrice,
  the Gloried Woman and Souls
  Arwen Myers, soprano | Jessica Roberts, soprano
  Notre Dame Vocale [5:49]

 15 To Greet The Final Peace / St. Pernard as a Boy   
  and the Glorified Souls
  Joshua Boggs, countertenor | Notre Dame Vocale [7:23]

 16 The Love That Moves / Dante
  and the Glorified Souls
  Fernando Araujo, baritone | Notre Dame Vocale [4:06]
  
  Carmen-Helena Téllez, conductor

  Total Time = 53:06
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