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ABSTRACT 

Since the end of World War II many Scandinavians have 

emerged as important choral music composers. This study 

focuses on two Norwegian composers. Knut Nystedt and Egil 

Hovland. 

Two works by Nystedt. "Thou 0 Lord." and "Praise to 

God." and one work by Hovland. Missa Kisericordiae. are 

analyzed to ~etermine the most important features of the 

compositional styles of Nystedt and Hovland. The analysis 

reveals that factors such as the Norwegian national 

romantic movement of the late nineteenth and early 

twentieth century. ancient music styles such as Gregorian 

chant, twentieth century techniques such as neoclassicism 

and dodecaphony, and recent reforms in Norwegian Church 

music have influenced the compositional style of both men. 

The evidence suggests that although Nystedt and 

Hovland have many similarities in compositional style both 

men have developed a highly individual musical language 

that is accessible yet challenging to the listener, 

conductor, and choir. 
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I lfTRODUCTI Olf 

Since the end of World War II. many Scandinavians have 

emerged as important composers in the international field 

of choral music. The presence of strong national choral 

traditions has inspired lfordic composers to experiment with 

new compositional techniques. the results of which have 

.added significantly to the body of choral literature. 

Too date. most of the research in this area has 

focused on Swedish composers rather than lforwegian. 

Nonetheless. choral works by Norwegian composers are 

regularly performed on concert programs in both Europe and 

America. Among those who appear regularly are Knut Nystedt 

and Egil Hovland. 

What factors in these two composer's styles have led 

choral conductors to program their works? To what extent 

do their compositional styles blend the folk-derived 

national romantic styles of Norway with older sacred music 

styles and international twentieth century compositional 

trends? How has 

recent reforms in 

this affected music in Norway? How have 

Norwegian church music influenced the 

sacred music compositions of lfystedt and Hovland? These 

are some of the questions this study will attempt to 
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answer. 

A careful examination of concert programs of college. 

university. and church choirs reveals that the works of 

Knut Nystedt and Bgil Hovland have been appearing on choral 

programs throughout Burope and America for over 20 years. 

Prominent choral conductors have stated that these works 

have lasting value because of their expressive qualities. 

In spite of the many contributions Knut .ystedt and 

Egil Hovland have made to the international choral 

community they remain something of a mystery outside of 

Norway. There has been little scholarly research on either 

composer even though they have been actively involved as 

composers, teachers. and musicians in their native land 

since the early 1950's. To my knowledge, this study is the 

first to focus on the compositional styles of Knut Nystedt 

and Egil Hovland. 

The purpose of this study is to survey and analyze the 

compositional style of the twentieth century Norwegian 

composers Knut Nystedt and Egil Hovland. Selected choral 

works will be examined in order to identify and define 

salient aspects of the compositional style of each of the 

two composers. The influence of national trends in 

composition on the style of Nystedt and Hovland will 

considered along with their eVolution as composers. The 

study will also include a comparison between the two to 
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determine stylistic similarities and differences. 

The specific .ystedt works for this study will be "Thou 0 

Lord" and "Praise to God". The specific Hovland work used 

in this study will be Xissa Xisericordiae. 
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CHAPTER ONE 

A SHORT HISTORY OF JlORWEGIAJl ART MUSIC 

To understand the style of these composers, we must 

become familiar with compositional trends which dominated 

Norway during the past hundred years. 

In the early part of the twentieth century Norway was 

musically provincial. There was no long history of art 

music as in most European countries. Folk traditions had 

been the backbone of Edvard Grieg's style and they still 

dominated the Jlorwegian musical scene. 

Edvard Grieg was an enormous influence on the national 

romantic style and many composers of the early twentieth 

century looked to him for inspiration. There were other 

factors which contributed to the further development of 

this conservative style in Jlorway. In the early twentieth 

century there was a strong interest in old traditions in 

every area of Jlorwegian culture. Art, literature, and 

theatre were all dominated by this obsession with the past. 

Composers, poets, playwrights, and painters did historical 
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research, which illuminated folk traditions. 1 

The leading national romantic composer of this era was 

David Konrad Johansen. In spite of his studies in atonal 

music and French impressionism he remained a nationalist 

and emerged as the leader of this movement in the 1920's 

and 1930's. His music shows the strong influence of Edvard 

Gri~g, relying heavily on melodies and rhythms in the style 

of Norwegian folk music. 2 

Nationalism continued to be a strong force in 

Norwegian music into the 1950's, even after other 

compositional techniques became more common. Two events 

helped extend the life of this movement when it was on the 

verge of dying out. The first was the celebration of the 

900th anniversary of King Olav's death in 1930. The second 

was the German occupation of Norway during World War II. 

Both of these events unleashed a strong wave of nationalism 

which was reflected in the works of many contemporary 

composers, authors, and artists. 

In between these two events other influences were 

beginning to find their way into Norwegian music. During 

the 1930's the national romantic movement continued to 

thrive but the influence of musical developments on the 

1 Nils Grinde, Contemporary Norwegian Kusic 1920-1980, 
<Oslo: Universitetsforlaget, 1981), pp. 10-11. 

2 Gr1nde, pp. 24-25. 
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main European continent began to find its way into 

Norwegian musical life. The addition of avant-garde 

techniques to the previously homogeneous nationalist 

tradition created controversy within the Norwegian musical 

community. Norwegian music critics and conservative 

composers were slow to accept composers whose works 

employed avant-garde techniques. 

In the 1920's Alf Hurum used the techniques of French 

impressionism in his compositions. He was not accepted by 

the musical community in Borway and moved to Hawaii in 1924 

where he lived until his death in 1972. A second modernist 

composer. Arvid Kleven. who composed in a highly dissonant, 

expressionistic style, died in 1929 at the age of 30. The 

loss of these two men left modernism at a standstill until 

the 1930' s. 

Pauline Hall and Fartein Valen emerged as significant 

composers in the 1930's. Both had studied abroad. Hall in 

Paris and Valen in Berlin. Hall returned home to Norway 

with an intimate understanding of French impressionism 

which dominated her compositional style until 1939 when she 

developed into a neoclassical composer. 

Fartein Valen studied in Berlin and over the course of 

his life developed a dissonant twelve-tone style which was 

not immediately accepted in his native land. During his 

lifetime music critics in Norway spoke unfavorably about 
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his music but now he is considered the greatest Norwegian 

modernistic composer of the first half of this century and 

his works are programmed more frequently. 3 

Once the wave of patriotism following World War II 

subsided. Norwegian composers began to view musical 

nationalism as a blind alley. The new generation of 

Norwegian composers were more cosmopolitan and well 

informed. International trends in composition began to 

take deeper root in Norway. 

The two most important compositional trends in Norway 

since 1950 are the expressionism of the second Viennese 

school and a more accessible style streSSing melodic 

lyricism. 

Twelve-tone music had a major effect on the musical 

scene in the 1950's and 1960's as did the electronic 

influence& associated with Darmstadt and neoexpressionists 

such as the Polish composers Penderecki and Lutoslawski and 

the Hungarian-born composer Gyorgi Ligeti. Several 

American composers were noticable influences, particularly 

Aaron Copland and John Cage. 4 

The most important modernistic composers in Norway 

today are Finn Mortenson, Finn Arnestad, Arne Bordheim. and 

Alfred Janson. Norway has moved from being totally 

3 Grinde, p.19. 

4 Grinde, pp. 56-57. 
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isolated and inward looking to being a country with its 

identity but yet is in touch with the international musical 

community. This cosmopolitan influence will be apparent in 

the works of Knut Bystedt and Sgil Hovland. 

During the 1970's a new movement called nyvennlig 

evolved which sought to return to a more easily accessible 

style. This movement is sometimes called neoromantic which 

describes it in general but not completely. This stylistic 

trend has had an especially strong influence on Nystedt and 

Hovland. Byvennlighet has also played an important role in 

church music reforms which will be discussed next. 5 

The Norwegian church reforms of the last forty years 

were inspired by the Danish Laub movement and were 

initiated by the Norwegian organist Per Steenberg. The 

basic premise of the Laub movement is that the church must 

return to reformation practices in hymnology. Steenberg 

published a hymnal in 1949 which attempted to revive 

chorales of the sixteenth and 

reformation era and return them to 

and harmonization. 6 

seventeenth century 

their original rhythm 

Knut Bystedt and Bgil Hovland were both students of 

Steenberg and they sought to advocate his ideals. In 1952 

Bystedt and Hovland cofounded Kusica Sacra, a society for 

5 Grinde, p. 57. 

6 Grinde, pp. 50-52. 
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the renewal of church music. Kusica Sacra set four goals 

to help achieve this renewal: 1) a return to the rhythmical 

practices of the reformation in hymn singing; 2) the 

dissemination of newer hymn melodies which comply with 

church music standards and enrich the service; 3) the 

COngregation shall gain a more complete understanding of 

the liturgy and participate more fully in the liturgical 

service; and 4) greater integration of organ music into 

the church service as a whole. During its first twenty 

years of existence Musica Sacra played an important role in 

reshaping church music in Borway. Mus1ca Sacra attempted 

to develop church music in a contemporary style while at 

tb9 same time preserving Lutheran tradition. Many 

commissioned works emerged out of this movement, creating 

a significant impact on the choral music scene in Norway. 

Since most of the professional composers in .orway have 

been primarily interested in composing instrumental music 

the bulk of significant .orwegian choral music has been 

written by church musicians such as Bystedt and Hovland who 

are also active in the international music community on 

many levels. 7 

Up to this point the study has focused on the dominant 

trends in twentieth century Norwegian music which have 

7 Gertie Sjoen, "Nordic Choirmasters review the state 
of the art," !ordic Sounds (Sept 1987): pp. 10-11. 
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helped shape the early development of Knut Hystedt and Eg1l 

Hovland. This information will clarify certain aspects of 

these two composer's style. 
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CHAPTER TWO 

KIUT nSTBDT 

Knut Nystedt was born in Oslo on September 3, 1915. 

His father was an amateur violinist who played in a string 

quartet. Nystedt attended the Oslo conservatory where he 

studied organ with Arild Sandvold, composition with Per 

Steenberg and Bjarne Brustad, and conducting with Oiven 

Fjelstad. He made his organ debut at the age of twenty-

three and at thirty was invited to ~onduct the Oslo 

Philharmonic Orchestra. ,In 1947 the Norwegian Association 

of Composers awarded him a scholarship which allowed him to 

study in the United States. While in America he studied 

composition with Aaron Copland at Tanglewood, organ with 

Ernest White, and conducting with Robert Shaw. By 1950 

Nystedt had returned to Norway and founded the Norwegian 

Soloists choir, a forty-voice professional group which he 

still conducts today. 1 

Bystedt began composing in high school. As a youth he 

read David Konrad Johansen's book on Edvard Grieg three 

times. By his own admission he was deeply immersed in the 

1 )(arvin B. Stallcop, "The a cappella Choral Music of 
An Analysis of selected works." D1ss. Knut llystedt: 

Arizona State Univers1ty, 1976, Ann Arbor: UKI, 1976, pp. 
5-7. 
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national romantic tradition of Norway. The influence of 

this tradition is quite obvious in Bystedt's works composed 

prior to 1946. The music from this period is either based 

on, or influenced by, Borwegian folk tunes. His immersion 

in the national romantic tradition was heightened by the 

German occupation of Borway from 1940-1944. This harsh 

experience lifted the national romantic tradition to new 

heights as folk music increased in popularity and art 

became closely interwoven with politics. Referring to this 

time in his life Bystedt says, "I could not do anything but 

wri te Norwegian. II 2 

As a composer Nystedt has undergone a long process of 

development through a number of style periods. In the 

1940's and 1950's many Borwegian composers were writing in 

a neoclassical style, and there is strong evidence of this 

compositional approach in Bystedt's works from 1946-1958. 

Neoclassicism grew out of a reaction against unrestrained 

emotionalism of the late romantic period. The contrapuntal 

style of J.S. Bach, use of early forms, reduct10n of 

orchestral forces and colors, abandonment of program music, 

and a tendency toward an objective, somewhat detached style 

are all aspects of neoclassicism which may be observed in 

2 Stallcop, p. 8. 

------ --------
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many of Nystedt's works composed between 1946 and 1958. 3 

The Concerto Grosso, op. 17, for three trumpets and 

strings, written in 1946 shows evidence of baroque 

concerto- grosso principles such as less emphasis on solo 

instruments and use of chamber orchestra, combined with 

twentieth-century tonal experiments. The Concertino, op. 

29, for English horn and strings, utilizes sonata form 

emphasizing mot!vic fragments which eventually undergo 

extensive development. Other ueoclassical works written 

after his studies in the United States are the Symphony for 

Strings op. 26 and the String Quartets, no. 1,2,3 which are 

also written in sonata-allegro form. These works show 

evidence of unconventional rhythms, syncopations, and many 

changes in tempi. 4 

"Cry Out and Shout," a 1956 composition which was the 

first choral work Nystedt wrote for publication in the 

United States, is an example of Nystedt's neoclassical 

style. Three 1958 choral works, "Thus Saith the Lord," 

"Peace I Leave With You," and "I Will Praise Thee 0 Lord," 

also exhibit traits of neoclassicism. 5 

By 1958 Nystedt felt he had exhausted his 

3 Willi Apel, Harvard Dictionary of Kusic. 2nd ed. , 
(Cambridge: The Belknap Press of Harvard University Press, 
1969, p. 569. 

4 Stallcop, p. 8. 

5 Stallcop, p. 20. 
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possibilities in the neoclassical style. In a 1968 lecture 

at the University of Oslo he said. 

I felt I had to create my own unique 
form in order to freely express my 
innermost musical visions. My own 
ideas began to emerge on the surface. 
I have little faith in music which is 
only based on structural principles. 
This kind of music is often lifeless 
like a skeleton without flesh and 
blood. 6 

Thus. in 1958 .ystedt began a style period that he 

characterized by the invention of "new forms." Many large 

choral works were written during this period. The two most 

important works of this type are The Triumph of Faith. op. 

32. a suite for mixed chOir, and The Burnt Sacrifice. op. 

36 for narrator, mixed choir and orchestra. !he ~~! 

Sacrifice is based on I Kings 18 in which Elijah 

confronts the priests of Baal. In this work Bystedt makes 

extensive use of the pentatoniC scale to represent the 

priests of Baal. The use of this scale associated with 

Eastern cultures and the extended forms employed in this 

work are examples of Bystedt's attempts to break down the 

restrictions of neoclassicism. These efforts may also be 

seen in The Seven Seals, op. 46. for Orchestra which is 

based on the Book of Revelation. In this work Bystedt 

experimented with twelve-tone writing handled freely in 

inverted and retrograde form. The works cited above are 

6 Stallcop. p. 9. 

- --------------
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based on highly dramatic and descriptive biblical passages. 

During this period .ystedt drew considerable inspiration 

from biblical texts. He sought out new compositional 

techniques, hoping to find a wider range of musical 

expression. He became fascinated by the use of new 

sonorities for accurate and dramatic expression either of 

the text or of some abstract musical idea. Two 1963 works 

reflect the results of his experiments in this area. The 

Koment, op. 52, is a chamber work written for soprano. 

celeste, and percussion. The use of unusual colors and 

sonorities is prominent throughout. Collocations. op. 53, 

for orchestra employs different spheres of sounds. 

Clusters are used and contrast is created with bells 

sounding against brass groups or tremolo strings. 7 

.ystedt's preoccupation with sound led him into his 

present style period. often called the experimental period. 

beginning in 1964. Host of .ystedt's mature works come 

from this period. in which he introduces innovations in 

notational devices and combines aspects from his earlier 

style periods with new techniques such as cluster 

harmonies. planing. and aleatoric procedures to achieve a 

more expressive compositional language. Many of his choral 

works have been composed since he adopted this style. In 

fact, since 1966 he has composed choral music almost 

7 Stallcop, pp. 9-10. 
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exclusively. Both Bystedt works selected for this study 

are from this period. 

The first work to reflect the new style was De 

Profundis, op. 54, for a cappella choir. Bystedt employed 

clusters, graphic notation, and a wide variety of other 

techniques to accurately express the text, based on Psalm 

134. This monumental composition was selected as the work 

of the year by the Society of Borwegian Composers in 1965 

and was seleoted for performanoe 

Society for Contemporary Music's 

Stockholm in 1966. Other important 

at the International 

World Festival held in 

ohoral works include 

Suoni for flute, marimba and women's choir, "The Proverbs," 

"Praise to God," "Psalm 77," and "Thou 0 Lord." 8 

By Bystedt's mature period the influence of 

Palestrina, J.S. Bach, Bela Bartok, Polish Composers W1told 

Lutoslawski and Krzysztof Pendereck1, as well as the 

Hungarian-born composer Gyorgy Ligeti can be seen in his 

music. The roster of oomposers who influenced Bystedt 

reflects his interest in combining the old and new. The 

use of Delod1es in Gregorian ohant style oombined with 

twentieth-century harmonio techniques is very oommon in the 

music of Knut Bystedt. In an interview with Marvin 

Stallcop. Nystedt acknowledged his interest in the very old 

8 Stallcop. p. 10. 
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and very new with little oonoern for the time between. 9 

This interest in old and new is further refleoted in 

the oompositional teohniques of his mature style whioh 

inolude, the use of plainsong and anoient ohuroh modes, 

oross relations, oonjunot harmonio motion leading to 

oluster harmonies, pitoh layering, pandiatonioism, planing, 

bitonality, seventh, ninth, and eleventh ohords, and 

aleatorio prooedures. 10 

It should be noted that regardless of style period 

Bystedt's ohoral works have always refleoted his varying 

musioal roles as ohuroh musioian, University professor, and 

oonduotor of a professional ohoir. Bystedt himself divides 

his ohoral musio into three basio oategoriesj easy, medium 

diffioult, and diffioult. The oompositions olassified as 

easy are written primarily for ohuroh ohoirs with limited 

rehearsal time, suoh as his own ohuroh ohoir at the Torshov 

Churoh in Oslo. The seoond oategory medium diffioult, 

oontains works written primarily for oonoert use by 

univerSity or in some oases, advanoed ohuroh ohoirs. Many 

of these are oomposed in neoolassioal style. "Thou 0 

Lord," one of the works seleoted for this study refleots 

9 Stalloop, p. 13. 

10 Linda Krakowski-Spioher, "An analysiS of Seleoted 
Choral Works by Knut Nystedt." Unpub. K. A. diss. 
University of Iowa, 1974, p. 51. 

-- ---------_. 
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many of the traits associated with the medium difficult 

category. Compositions from the final category, difficult, 

are written for concert use by advanced university and 

professional choirs. These works frequently employ 

experimental graphic notation, clusters, and a variety of 

other compositional techniques which may pose challenges to 

even the most advanced choirs. "Praise to God," the other 

.ystedt work selected for this study is from the difficult 

works category. 

.. Thou 0 Lord" 

The first work to be examined in this study is "Thou 0 

Lord." This 1968 composition is classified as a work of 

medium difficulty. The text is adapted from Hebrews 1:10-

12. 

Thou 0 Lord didst found the earth in 
the beginning and the heavens are the 
work of Thy hand. The earth shall 
grow old like a garment and be changed. 
The heavens will perish but Thou, 0 Lord, 
art the same and Thy years will never 
end. 

The setting of the words is completely syllabic which is 

characteristic of .ystedt's compositions. The basically 

homophonic setting combined with textual repetition make 

it easy to understand the words. In general the setting of 

the text is subordinate to the harmonic and textural 

aspects of the work which will be discussed later. 
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The rhythmic aspects of the work include the use of 

triplets and hemiolas. However, these are relatively few 

in number and the rhythm is primarily made up of even 

figures. The dynamic range of the work is very wide 

creating an enormous contrast in dynamic expression. 

"Thou 0 Lord" is through-composed with four separate 

sections. All four sections are written in similar style 

emphasizing a thick, slow moving texture which gives the 

work a great sense of unity. The sections are divided by 

rests in measures 13, 21, and 32 which are the only breaks 

in the otherwise continuous flow of the music. The formal 

division of the work is as follows; A 1-12, B 13-20, C 21-

31, and coda 32-38. Since Nystedt uses many different 

formal designs in his works of medium difficulty this 

particular pattern can not 

atypical although there is 

works of medium difficulty 

be described as typical or 

nothing unusual about it. The 

often borrow formal procedures 

used in either the easy works or the difficult works. For 

example, ternary or binary forms may be used as in the 

easier works but without symmetrical phrase structure or 

related keys. "Thou 0 Lord", on the other hand is driven 

by harmonic and textural features and the through-composed 

formal design allows these musical elements to dominate the 

work. 11 

11 Krakowski-Spicher, p. 117. 
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The works of medium difficulty employ basically three 

types of melodies. The first type are easy cantabile 

melodies containing 

to the melodies in 

basically conjunct, 

leap. They may 

wide leaps and lyrical shapes similar 

the easy works. The second type are 

that is, they move by step rather than 

be either diatonic or chromatic, 

unidirectional or bidirectional, homophonic, polyphonic, or 

monophonic. These melodic types are frequently dependent 

on harmonic movement. The third melodic type in the works 

of medium difficulty are disjunct melodies which move by 

skip. These melodic lines frequently contain unusual 

intervals which are difficult to sing, such as a 

tritone. 12 

The melodies in "Thou 0 Lord" are primarily of the 

second type, conjunct-chromatic. There are only two short 

examples of disjunct motion, the third melodic type. The 

first is the tritone in the tenor part in measure 14-15 and 

the second is the augmented second also in the tenor part 

in measure 30 (see figure 1). These are isolated examples 

in an otherwise homogeneous conjunct-chromatic melodic 

style. For the most part the melody flows out of the 

harmony (which is typical of Bystedt-especially in the 

conjunct-chromatic melodic style). In fact, the melody is 

so subordinate to the harmony that at times it appears to 

12 Krakowski-Spicher, pp. 95-100. 
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be indiscernible. 

The works of medium difficulty may be divided into two 

groups, those which fall into a key and those which do not. 

The non-key works frequently have several different tonal 

centers or shift back and forth from tonality to atonality. 

"Thou ,0 Lord" is an example of a work which does not fit 

well into a specific key. The expanded chromaticism of the 

work creates several different tonal centers. The tonal 

center in the beginning of the work is C. The tonality 

gradually shifts to Ab in measure 6 with both the major 

third and the minor third sounding in the chord at the same 

time. The tonal center is further obscured by the presence 

of two tritones in measure 16. This lack of harmonic 

clarity is finally resolved by a cadence in F major at 

using stepwise measure 20. 

(conjunct) 

He 

motion, 

approaches the cadence 

a favorite Bystedt formula. This 

movement creates a number of chords including the final F 

major chord in second inversion (measure 20>. Returning to 

the discussion of the harmonic progression in "Thou 0 

Lord," the tonal center returns to C at 21, goes through 

very unstable harmonic movement against a G pedal in 

measures 27-30 eventually cadencing in F major at measure 

31. The coda (32-38) oscillates between C major or minor, 

finally cadencing in C major once again with conjunct 

motion leading to a major chord in second inversion. The 
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discussion above of the tonality of "Thou O Lord" may be 

aided by referring to Figure 1, which reproduces the entire 

work. 

SOPRANO 

ALTO 

TENOR 

BASS 

gin - n ing, 

gin • ning, 

~ 

Thou, 

Thou, __ 0 --
Thou, __ 0 

pp 

--Lord, Thou . 0 

0 Lord, ___ didst found the earth in the be . 

--ning, in the be · g i n --
Lord. Thou, 0 L ord . 

....-...... 
Lord, Thou , 0 Lord , 

And thehea- vens a.re the work of Thy hand, of Thy hand , 

ue-: -c,& ; 

L~- Th~---- -- --
Thou, _ 0 Lord ,_ Thou ,_ 0 Lord. 

---- -- ---
Thou,_ 0 Lord,_ Thou, _ 0 Lord. 



hand . 

-0 

vn poco accel. 

s hall grow old li~e 

un p{)c 'J n r:ce!. 

old--------- like 

I" 

I\ pp-== '?-- -c:::::::. 

... v~ --The hea - vens will 

Fl'<::::: .::::,,.. -== 

The hea • Tens will 

•f 

"'CY 
The earth shall grow old 

ff' 

The earth 

"'f 

and 

.,,,f 

---and 
•n /oco rit . 

f. ~mf 

a gar ment __ 
vn /ocv rit . 

f _ ::::;:;=- mf 

a gar ment __ 

-=== 

--- --- ~ --per ish~ the 

-=:: 

..._ 
per • ish,___ the 

and 

and 

p 

.,,,f 

shall grow 

rit. 
pp 

be changed. 

rit . 
lf' 

---be changed. 

'ff' 

be ___ changed. 

pp 

be ___ changed. 

-, 

-" , __ --
hea • vens will per ish I_ 

p 
-, 

-" -...__.. 
hea - •ens will per ishl_ 

31 



,) I\ 
H' cresc. - f~ ?=-- ~.===-~ - - - p 

But Thou . 0 Lord , but Thou, 0 Lord. and Thy 

:If' cresc. f ====- ===- p 

But Thou, 0 Lord, hut Thou , 0 Lord, and Thy 

cresc. , _ =..-....- .t;_ ===- ====---
But_ Thou, Q __ 
cresc. I - l __ 

Lord , Thou _ art the same, 

tbe- i,~4 .ba ~..--- L 

..._.. 
But_ Thou , Q__ Lord , Thou_ art the_ same , 

rit. 

ne ver end, will ne ver end. ___ 

rit. 
pp r.,. 

-- 0- -- be: t:J" -u-
ne ver end, Will ne ver 

rit. 
pp r.,. 

and Thy yeu-s will ne - ver , will ne - ver , w ill ne . ver 
rit. 

p pp r.,. 

and Thy years will ne - ver, will ne-ver. will ne - ver end . ___ 

Figure 1. "Thou O Lord", measures 1-38. 
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The entire work shows strong evidence of horizontal 

expansion. In this technique a section begins on a single 

pitch and moves bidirectionally or unidirectionally by 

conjunct motion into clusters which obscure the tonal 

center and create dissonance. Nystedt continues the 

conjunct motion through these sections until the dissonance 

is resolved at a cadence point. It should be noted that 

these cadences are unusual in several ways. First, 

Nystedt's insistenc e on continuing the conjunct motion 
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tends to create parallel chords which do not normally serve 

functional purposes. Secondly, the final chord at the 

cadence is usually discernible as the tonal center but it 

frequently appears in second inversion which creates a 

feeling of instability at the cadence as in the examples 

cited above in measures 20, 26, and 37. Thus, in practice 

the syntax of chord grammar is untraditional but is used 

within the limitations of traditional tonal procedures. 

The section from 13-20 illustrates all of these points in a 

manner that is very typical of Nystedt's works of medium 

difficulty. 

w,f 

V "V' 
The earth dl&!J grow 

oJd _____ _ 

w,f 

TIie aart.Ji -------
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•f 
ril . 

pp 

and be changed. 

.. f rit . 
H' 

-- -
"" ,oco acul. 

and be changed. 
"" 1oco rit. 

f. ===- ,,,f ,ff> 

I 
shall grow old fike a gar - ment_ and be __ changed . 

.... ,oco ,.,·,. 

- ::::.?- ... f If' 
"" !OC'J f'.~U/. 

old _____ _ 
a ~u - _ .. _ 

ud "--~ed. 

Figure 2. "Thou O Lord", measures 13-20. 

Another example of Nystedt's harmonic technique is 

illustrated in measures 27-31. This method is called 

planing, which involves moving harmonies, frequently in 

parallel motion, against a pedal note. The movement may 

occur either above or below the pedal. In measures 27-31 

of "Thou O Lord," the tenors and basses move in parallel 

triads below the G octave pedal in the soprano and alto. 

The sequence of the chords in the men's voices are Eb 

major, f minor, ab half diminished, Bb minor, B major, and 

Ab major, finally cadencing on F major. These chords are 

unrelated and destabilize the tonal center. The G pedal 

lends a strong foundation to this section and helps bridge 

the preceding section with its C tonal center with the coda 

which also has a C tonal center. The G could be perceived 

as the dominant. 
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pp cYes c. 
~ - ~ 

j .. - - f_ ?=- ._,,::=::=- p 

But Thou . 0 Lord , but T hou, 0 L ord . and Thy 

ppcyesc. f ====- ===- p 

3 
iJ But Thou, 0 Lord, but Thou, 0 Lord, and Thy 

C1't!S C. -.-. .{_ ====- ====-, _ ..-

But_ Thou, Q __ Lord , :,~- a}t ~- same, 

cr esc. I - L --- L~"""- ~~,&.I. -0, ~~'U- L.-- • -

- -...._....-
But _ Thou , o__ Lord , Thou_ art the_ same , 

Figure 3 . "Thou O Lord," measures 27-31. 

Other i nteresting harmonic features in this work are 

the double tritone between the bass and tenor II, and the 

baritone and tenor I in measure 17 (see figure 2), the 

cross relation between soprano II <e) and tenor (eb) in 

measure 9, and the parallel fifths in measure 28-31 <see 

Figure 3 ). These methods also appear frequently in the 

works of medium difficulty. 

Like the melody, the texture in "Thou O Lord" grows 

out of the harmonic methods employed . The texture can be 

described as thick and largely homophonic. The one thing 

that is somewhat atypical in this work is that the texture 

is consistent throughout . Thin texture oc curs only at the 

beginning of sections prior to the chromatic expansion 
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which immediately creates a thicker texture. The thick, 

slow moving texture in "Thou O Lord" gives the work a sense 

of timelessness and eternity and expresses the overall 

sense of the text very well. This may be an example of the 

influence of Gyorgy Ligeti who uses a similar type of 

texture in some of his choral works. In many cases the 

works of medium difficulty have more abrupt texture changes 

between sections of a specific work. 13 

"Praise to God" 

The second Nystedt choral work to be discussed is 

"Praise to God." This 1968 composition for a cappella 

choir is classified as a difficult work. This work uses a 

text written by Anna Laetitia Barbauld in 1722. In "Praise 

to God" Nystedt continues the experiments in notation he 

began in "De Profundis" four years earlier. 

devices are not used as gimmicks or affects. 

The notational 

Rather, they 

develop naturally from the expressive needs of the text. 

Nystedt first used the cluster technique to create the 

impression of individuals crying to God in "De Profundis." 

The same principle applies to the notational devices used 

in "Praise to God." The sense of individuals singing 

praise is very apparent in measure 11, where graphic 

notation resulting in fast paced clusters is used to 

13 Krakowski-Spicher, p. 32. 



express the text "let Thy Praise our tongue employ". 

,., 

u 

,., 

u 

,., 

~ 

a tempo 

"l 

Let thy praise our tongue em -ploy, 

1Trf creu. 

Let thy praise;our . 
cresc. 

1 et thy praise our tongue employ 

* ln the .... rhythmnnnJ . ••cb •ia.1er uceod• ditfereatly ill order to anive at a full choral di1tzibutioo of tone• 
within. the iD.dic•t.ed diasram. 
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Figure 4. "Praise to God," measures 11-12. 

A similar procedure is used at measure 60, marked 

Giubilante, where the women's voices divide into six parts 

singing a rapid, quasi coloratura section in quick 

succession. This very effectively expresses the 

unrestrained joy Nystedt intends at this point. 14 

14 Make Talley, "Knut Nystedt's Compositional Style 
as Analyzed in Praise to God." ~~_Qra.!__:!_ou!:~~.!. 15:1 <1974), 
p. 12. 



~ Giubilante • 
mf 

. . 
I.Siog _____ :ye,__ :sing _____ :y e, __ 

: ye, __ j sing : ye, __ II . Sing 
mf 111.! Sing _____ i:·-- , !sing ____ _ 

: 
I. r:: i~-1" II. Sing_-::-:-+:iy,,..e,::::::::-ye,--.-

"';I Ill. !Sing ____ _ 

• Giubilant.e· quasi coloratura (non glissando) 

•i.o.1---Y•,--

Figure 5. Praise_to_God, measure 60. 
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The form is basically through-composed, although a 

recapitulation of the A section occurs, creating a sense of 

completeness. In all there are eight sections as follows; 

A 1-10, B 11-17, C 18-22, D 23-29, D' 30-37, E 38-59, F 60-

68, A' 69-74. Other aspects related to the form will be 

discussed later. 

Rhythmically, there is some use of triplets and 

syncopation, although simple divisions are most common. 

Since Nystedt frequently uses the half note as the unit of 

pulse in many of his works there is nothing unusual about 

the 3 /2 and 4/2 time signatures used in this work. 15 

15 Stallcop, pp. 127-128. 
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"Praise to God" uses a greater variety of melodic 

writing styles than "Thou O Lord" which employs primarily 

conjunct melodies. In "Praise to God" there is conjunct 

motion within the framework of equality in the voices in 

measures 1-2 <Figure 6), equality of voices in sequential 

passages in measures 18-19 <Figure 7), and disjunct style 

in unison passages in measures 21-22 <Figure 7), and 

partially conjunct and disjunct motion in measures 41-44 

<Figure 8). The greater variety of melodic styles is one 

factor that helps distinguish the works of greater 

difficulty from the works of medium difficulty. Nystedt 

normally sets disjunct passages in unison as he does in 

measures 21-22 (Figure 7). 16 

II d...,~, I I 

Soprano I,~~~~~~~~~~~~~~~~~~~~~~~~~ If tJ I r I I 1 1 , , _ 1 1 1 
Praise to God, 1m - mor- tal praise , for the love __ that 

II ~ 

Alto 
t) I r I I 

Praise lo God, 1m - mor - tal praise, fo r the lov e __ that 
I\ ~ 

Tenor l~~~~~~~~~~~~~~~~~~~~~~~~~::jJ:j tr ~) I P I I I r ....,; I I I ::n: 
Praise to God, 1m - mor - tal praise, for the love __ that 

J:. . - "• .. .... .. ~ ~~-~. • • 
1 r· P a F :- = 12-- [~ 

Bass 

Pra, se to God , im - mor - tal praise, for the love __ that 

Figure 6. "Praise to God," measures 1-3. 

16 Stallcop, pp. 128-130. 
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tJ 

cm · ploy . 
,., 

t) I 
-- em • ploy . 

" • I':\ 

~ __ cm • p l o y . 

_ _ em · p lo y. 

ow e. 

Ii owe. 

owe. 

Figure 7. 

p dolce 

I 
and by de eds of 

love, 

kind ly 

Figure 8 . 

a tempo 
f • 

I r I 

I I,.. I 

r I 

I I (unis.) 1 

r 
> 

All to Th ee, all to Thee ___ our God , we 

f. 

I r 
All to Thee , all to Thee ___ ou r God, we 

f , .... I I I ~ I 

r 

All to Thee, a ll to Thee our Go d, we 

f._.. -·· ~ · II.A ? ' ! - b.a. bp. 

All to Thee, all to Thee our Go d, we 

3 I':', 

Source whence all __ our bles s . ings n o w. 

3 I':\ 

Source when ce all __ our ble ss • ings - Oow. 

3 I':', 

Source whence all __ our bless . ings Oow. 

I':', 

Source wh en ce a ll __ our bles s · ings_ Oow. 

"Praise to God," measures 18-22. 

kind· ly lov e, ____ _ by deeds ___ of 

love , of kind · ly love , of 

of le. ind • ly love, of 

------. 
love , of kind . ly love, of 

"Praise to God ," measures 41-44 . 

4 0 



41 

Melody is used several places to create unity and 

diversity. For example, in measure 61 <Figure 10) Nystedt 

uses the theme motive of measures 3-5 <Figure 9) in 

augmentation for the motive in the men's voices. 

I fl 
d :=60 _.,, I I 

Soprano 
tJ I • I I I I I r - I I I 

Praise to God, 1m - mor - ta! praise, for the lo ve-- that 

II "" Alto 
tJ I r I I I , -.; I I I 

Praise to God, 1m - mor - ta! praise, for the lo ve __ that 

I\ "" Tenor 

~ 
I r I I I r -.I I I I 

Pra i sc to God, im - mor - ta! praise, for the love __ that 

f.. - ~. - .. .. -- - -~ -Bass 

Praise to God, ,m - mor - ta! praise, for the love __ that 

[fil 

our days, boun-tcous source of CV -'ry joy, 

> 
days, boun-teous source of CV - 'ry joy;.---.__ 

> 

days, boun-tcous of ev -'ry 
_......___., 

of CV -'ry our source JOY--.. .,.----., 

crowns_ our days, boun.tcous source of CV -'ry joy __ of ev -'ry 

Figure 9. "Praise to God," measures 1-6. 



sing _______ ye, __ _ si ng _______ ye, __ _ 

sing ______ ye, ___ sing------- ye, __ _ 
ye,___ sing ye, __ _ sing ______ _ 

> ........... 
si ng _______ ye, ___ sing _______ ye, __ _ 

sing -------Y•,--- sing ye, __ _ 
ye, __ _ 

Sing 

f . 

Sing 

sing ye , __ _ sing ______ _ 

ing 

ing 

thu s -------

>~ 

thus --------

through 

th rough 

sing ------- ye, ___ sing _______ ye, ---
sing _______ ye, ___ sing Yl!,---

ye,___ sing _______ ye, ___ si ng -------

-..... __ ....... -
s ing _______ ye, ___ si ng _______ ye, ___ _ 

_______ ye,___ si ng ye,---
sing ye, ___ sing _______ _ 

all ___ _ our days , 

n. 

all ___ _ our days , 

Figure 10. "Praise to God," measures 61-62. 

Conversely, diversity is achieved by contrasting the 

42 
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parlando section in measures 30-37 with the long stretched 

out melodic figure from measures 38-54. 

In "Praise to God," as in "Thou O Lord," the melody 

tends to emerge out of the harmony. However , the melody in 

"Praise to God," is not dominated by the harmony to the 

same extent as in "Thou O Lord." 

Harmonically the difficult works tend to be very 

eclectic with a variety of techniques used . In this sense 

"Praise to God" is typical of Nystedt's difficult works. 

There is no key but the tonal center seems to be split 

between B and Bb. There is some use of neomodality with 

evidence of G phrygian. Bitonality occurs in measures 7 0 -

71 with the women in G major and the men in Ab major . 

mor - ta! praise, ____ _ praise to God, im - mor - ta! 

mor • ta! praise, ____ _ 
prai se to God, 1m - mor ta ! 

im - mot - t a! praise , im - mor - tal praise, 

im - mo r - ta! prais e , im - mor- ta ! prais e , 

Figure 11 . Praise to God , measures 70-71. 



44 

Clusters are indicated in the graphic notation section 

from measures 11-17. The voices begin a tritone apart as 

they enter. 

a tempo 
J " 

u 

fl 

u 

fl cresc. 

v Let thy praise our 

"'lf cresc. 

' 
Let thy praise our tongue em -ploy, let thy praise our tongue employ 

* In the eame rhythm~n.J. each singer ascend• differently in order to arrive et a full choral distribution of tonee 

within the indicated diacram. 

fl mf cresc. 

Let thy praise our tongue emplo y, Jet thy praise our 

fl mf cresc. 

tJ tb .-) 

Let thy praise our · tongue employ, let th y praise our tongue employ, 

fl f. cresc. 

~ tongue employ, let th y praise our tongue employ, Jet thy praise our 

cresc. 

let thy praise our tongue employ, let thy praise our tongue employ , 
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f cresc. rit. 

tongue employ, let thy praise our tongue employ, tongue ____ _ 

cresc. 

let thy praise our tongue employ, tongue employ, tongue ____ _ 

tongue employ, let thy praise our tongue employ, tongue ____ _ 

let thy praise our tongue employ, tongue employ, tongue ____ _ 

Figure 12. "Praise to God," measures 11-16. 

Voice layering which is frequently used to create clusters 

is in evidence from measures 27-29 producing bi tonality, 

with the men's voices singing an E major-minor seventh 

chord against the women's g minor seventh. 
poco accel. 

may we, may we, may we 
~ ~ ?' ~ > > > 

> > > f I 

> > > -rt > > may we, __ may we give hee of our 
p 

may we, m~ W5,-- f>. >. > >. ·, 

> I 
> > > > > > > may __ we, mav we give Thee of our 

p 
may w:;, we 

f>. >. >. ?' 

> > > > > 
mf 

may we give Thee of our 

may we ___ 
> >. > > f> > . 

1-----------. 1 f' '! ·1 

> > > > > > 
may we give Thee of our 1 

Figure 13. "Praise to God," measures 27-29. 
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Some sections which do not quite achieve bitonality at 

least create seventh, ninth, and eleventh chords as in 

measure 2 <see Figure 9). Other interesting chordal 

movement may be observed in measures 8-10 where parallel 

triadic movement occurs. 

ace el. 

II I J i I I i ·, fro ·1 ~ ·, i ·, ·, > ·, I 

t.J I I ~ I I I '· '· ~ '· '· I '· '· > > > 
CV -'ry joy, CV -'ry joy, CV :ry joy, CV !ry joy, CV •'ry joy . 

II 

> ...,,._ 
t.J 

CV !ry joy, CY !ry joy, CV !ry joy, ev .!ry joy, · cv~. 

tl ~j l I j ·, ·, j ·, I j ·, ·, J 11J 

V > I I > '· '· > '. I > '. ·I . '---"'> .. 
joy, CV -'ry joy , CV !ry joy, CV !ry joy, CV -'ry joy ___ 

-===> 
II~ Ll ~ II~ ~ 11---· .. ~ 
joy, CV !ry Joy, CV !ry joy, CV !ry JOY, CV •'ry Joy . __ 

Figure 14 . 

The tritone is used in a variety of ways. In this 

work, for example, measure 4 contains a triplet figure 

which outlines a triad. It is also seen in the graphic 

notation at measures 11-17 where each voice enters the 

texture a tritone above the point of entry of the previous 

voice (see Figure 12). The disjunct melodic figure at 

measures 21-22 uses the tritone intervallically from b to f 
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and cadences on an open tritone from f to b (see Figure 7). 

Furthermore the men's part in the Giubilante section uses 

the melodic motive of measures 3-6 in augmentation which is 

then repeated a tritone lower (see Figure 9 and 10). 

Finally a double tritone occurs between the men's and 

women's voices in measure 68. 

"Praise to God" utilizes all twelve pitches of the 

chromatic scale throughout in a very free, unrestricted 

manner. In fact all twelve pitches appear within the first 

eleven measures obscuring the tonality and at some points 

creating bitonality. The accidentals alter many chords 

producing a richer and more extensive harmonic language. 

Cross relations occur in measures 28, 44, 46, 47, and 51. 

Finally, the ostinato section in the lower three voices 

from measures 42-54 in which the harmonic movement a, c, 

and g# minor (enharmonic) serves as a foundation for the 

combination disjunct and conjunct melody <see Figure 8). 

Obviously many of the same techniques used in the 

medium difficult compositional style are seen in the 

difficult style. The difference lies in the freer 

application and the expansion to new levels of these 

techniques achieved in the difficult works. 

In his difficult works Nystedt employs a greater 

variety of textures than he does in either the easy or 

medium difficult works. He creates variety .from section to 
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section by exploiting and contrasting many different 

textures. "Praise to God" is absolutely typical in this 

respect. In spite of the harmonic diversity of this work 

each of the eight sections begin in unison, either with all 

four sections together or just one section alone. The 

first section, measures 1-11, begins in unison and expands 

into the thick texture employing all twelve tones in the 

manner discussed above <see Figures 9 and 14). The second 

section, measures 11-17, is very different as clusters are 

created by graphic notation <see Figure 12). Another quick 

change is achieved in the next section with the return of 

the original tempo in dissonant sequential writing leading 

to unison, disjunct melodic writing in measures 21-22 (see 

Figure 7). The next section, measures 23-29, features the 

voice layering followed by the spoken parlando passage from 

measures 30-37 <Figure 15). 

J=48 
..l;::cfl Pl ~ I ~ I .... 

~ 
As thy pros - p'ring hand hath bl est, 

l-4-. p 

iJ I r 
As . thy pros p'ring hand hath blest, 

~,., p 
I 

~ 

V As thy pros - p' ring hand hath blest, 

P.._. 
~ .. . ... 

... 

As thy pros - p' ring hand hath 



~ 
I ~ I h I ~ ' J I\ :x: 

~ 

tJ 
thy p' ri ng hand ha th bl est, as pros -

I\ ' -r-,_ 

tJ I • 
as thy pro s - p' riog han d ha th bl es t , 

I', - t. •. - ' .. ,_ 
~ 

~ as thy pros - p' ring hand hath bl e s t, 

' n .. - ... n 

..... 
I 

bl est, as th y pro s - p' n ng band ha th bl e st, 

pocu accel. 
may we , may we , may we 

::a:- ~ ?" > > 1 > ·1 > > > f I 

> > > 
-fhe e tf > 

may we, ___ may we gi VC our 
p 

may we, mgy 
we ___ 
>. f>. >. :;,, 
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* whis;>e ring 

Figure 15. "Praise to God," measures 23-37. 

Nystedt shifts textures abruptly once again by the disjunct 

contrapuntal passage in measures 38-40 which eventually 

evolves into the lyrical soprano melody accompanied by an 

ostinato harmonic pattern in the lower three voices. 
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I ,. 
and by deeds of kind ly 

p dolc e 

I bg 1:>: I ~ E r ]ij .. lo I Ii I r 
and by deeds of kind ly love, 

Figure 16. "Praise .to God," measures 38-40. 

The Giubilante section at 60 represents another abrupt 

change and is the climactic point in the work <see Figures 

5 and 10). The return of the A section at 69 rounds the 

work off and ties all the diverse textures together. The 

end result is a work which has surprising contrasts yet 

seems unified by the melodic and harmonic techniques 

described above. 

Although much more could be said about Knut Nystedt 

and his works, the salient features of his compositional 

style have been dealt with. The focus of the study shifts 

to Nystedt's slightly younger contemporary Egil Hovland. 
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Egil Hovland was born in Fredrickstad, Norway on 

October 18, 1924. From 1944-1949 he was a student at the 

Musik Konservator in Oslo. Like Bystedt he studied with 

Arild Sandvold and Per Steenberg. In 1949 he became 

organist at Glemmen Church in Frederickstad, a posit1on he 

still holds .. In 1950 he studied composition with Bjarne 

Brustad. In 1954 he studied with the Danish neoclassical 

composer Vagn Holmboe. He became a Kus1ca Sacra instructor 

in Bergen, in 1955. In 1957 he went to the United States 

to study composit10n with Aaron Copland. In 1958 he spent 

a week with the Benedictine monks in Solesmes, France 

studying Gregorian chant. The next year he went to Italy 

to study composition with Luigi Dallapiccola. The last two 

trips cited above, the study of Gregorian chant in France, 

and twelve-tone writing in Italy are evidence of his dual 

interest in ancient music and modern music. 1 

Hovland's efforts to help congregations achieve a good 

understanding of the liturgy and Gregorian chant have 

1 Harald Herresthal. "Komponisten og Kirkemusikeren 
Egil Hovland," Festskrift til ~.!.! __ HovlandL 
(Frederickstad), 1974, pp. 15-16. 
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helped revive Norwegian sacred music. Many of his hymns 

are used by congregations in Bordic countries. He has 

composed in many genres including orchestral works, 

concertos, chamber music, organ works, and large and small 

scale church works. 2 

Unlike Bystedt, Hovland has never composed in the 

national romantic style, even though he and Bystedt had 

some of the same teachers early in their careers. He began 

as a neoclassical composer in the 1950's. Two of his 

teachers from this time, Bjarne Brustad and the Danish 

composer Vagn Holmboe, were also neoclassical composers and 

their influence on him was strong. During this time 

Hovland also became interested in Gregorian chant. His 

involvement in the Kusica Sacra movement allowed him to 

explore the possibilities of incorporating Gregorian chant 

ideals into the liturgy and his sacred music compositions. 

Although Hovland is not identified with the national 

romantic movement, some of his early works attempt to 

combine Norwegian folk music with neoclassical idioms. 

Jotulslatt his first Orchestral work, composed in 1951, is 

an example of this type of writing. In 1954 he composed 

his first successful symphony. Suite no. 1 for organ, the 

first work based on the principles of Kusica Sacra, was 

also composed in this year. His Symphony no. 2 dating from 

2 Herresthal, p. 15. 
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1956 won first prize at the Bergen competition. His 

studies with Vagn Holmboe produced the Concerto for 3 

trumpets and strings. In 1957, while in America studying 

with Aaron Copland, he wrote Kusic for 10 instruments which 

was awarded the Koussevitzky Composition Prize. As the 

1950's progressed, he continued to make a conscious effort 

to avoid the national romantic tradition in favor of a more 

international style. As a result there is very little in 

his compositional style that could be identified as 

exclusively Norwegian. 3 

Like Nystedt, Hovland began to feel restricted by 

neoclassicism in the late 1950s and early 1960s. Speaking 

about this time in his life Hovland had this to say; 

I had nothing more to say in this idiom, 
and really had to go for something new, 
rather than stagnate. I chose to go to 
Luigi Dallapiccola in Florence to stUdy 
dodecaphony and atonality, a very hard 
period. 4 

His sojourn to Italy in 1959 began a period of 

experimentation with many avant garde techniques. ~~nti, 

his 1963 composition for orchestra, represents an important 

breakthrough during this style period. This work is built 

on twelve-note scales and includes clusters and aleatoric 

techniques. Cantus, a 1964 composition for flute and 

3 Herresthal, p. 16. 

4 Herresthal, p. 16. 
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Cembalo, Varianti per duo pianoforte, and Wind Quintet no. 

!, both composed in 1965, continued Hovland's experiments 

with these compositional techniques. 5 

Hovland also applied some of these experiments to his 

church music. Even as early as the 1960's Hovland was 

considered a strong musical leader in the Norwegian 

Lutheran Church which was extremely conservative musically. 

In 1965 Hovland composed Blementa pro Organo, a milestone 

in Norwegian church music. In this composition Hovland 

investigated all the sonoric possibilities of the organ 

utilizing many of the avant garde techniques used in his 

secular music. The Church in Oslo refused to allow this 

work to be performed. A heated debate followed and Hovland 

became known as a rabble rouser in the church. His 1967 

composition Kissa Vigilate, a church play, created further 

scandal by its use of ballet dancers. Hovland says, 

Ballet enables us to revive church 
paintings by giving them movement. The 
church has certainly neglected the 
visual aspect, but in my opinion 
dance should be presented in church 
only to intensify the experience of 
liturgy. 6 

In spite of the church's resistance Hovland perSisted 

in his experiments with church music. His commitment to 

the ideals of the Kusica Sacra movement made it necessary 

5 Herresthal, p. 16. 

6 Herresthal, p. 17. 
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for him to search out new means of inspiring worshipers 

liturgically and musically. Kusica Sacra was born out of 

the desire to restore the best aspects of the past musical 

traditions as they were practiced in the century 

immediately following the reformation. However under the 

guidance of Rystedt and Hovland the movement also set goals 

which included adopting new hymns and musical practices 

into the Lutheran musical tradition. Hovland's goal in his 

church music is to find new ways of presenting viable 

liturgical literature to Norway in the twentieth 

century. 7 

In 1966-1967 Hovland began to modify his avant garde 

style. He composed Fanfare and Choral, a work for 

orchestra in 1966. This was followed by Rorate, a 

liturgical work for Organ, chamber orchestra, soprano, and 

tape. This work combines dodecophonic. and aleatoric 

technique with lyrical expressiveness. The word rorate 

comes from the beginning of the Latin introitus for the 

fourth Sunday in Advent, which describes the incarnation. 

Here Hovland shows his tendency to combine old traditions 

with the very newest methods by using electronic sounds to 

illustrate the "dew from heaven." In contrast to this. the 

second movement Kyrie is based on an old Gregorian chant 

7 Raymond Arnold Olien. 
Works. Diss. University of 
UKI, 1982, p. 2. 

Egil Hovland: 
Illinois, 1982. 

Four Select 
Ann Arbor: 
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tune and the third movement Alleluia is based on a setting 

from the Byzantine liturgy. This stunning work is followed 

by a passion play, church opera, several outstanding motets 

and much simpler music for use within the church. Other 

important works from this time period include Symphony no. 

3 for choir, recitation, and orchestra based on the book of 

Job. "Liljalt
, Opt 61, from the Song of Songs, "Saul,1t Opt 

74, a 1971 motet for choir, organ, and recitation and 

"Job," Opt 79, a suite for organ. 8 

In the 1970's Hovland began to seek a simpler romantic 

idiom in works such as "Trombone Concerto," 1972, "Vio11ne 

Concerto," 1974, and the orchestral suite, "Tombeau di 

Bach," of 1978. The introduction of more popular idioms 

into works which also include clusters and twelve-note 

scales is apparent in three large organ works of this 

period; In Canto del mare, a 1981 organ toccata, Nu la oss 

takke Gud 1975, and Crux Ave, a complex polyphonic work in 

a style resembling Reger which is based on the chorale 

"Jerusalem du hoch gebaute Stadt." Danses de la mort, a 

religious ballet commissioned by the Bergen Festival 

continues Hovland's tendency to combine old and new 

elements. In this work Hovland uses all the compositional 

techniques which have become a part of his mature style 

with traditional western music. The work was inspired by 

8 Grinde, p. 98. 
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the medieval poems Dances of Death. Each movement is based 

on Renaissance and/or Baroque dance forms such as the 

pavane, galliard, and salterello. The music itself is in a 

style which may be described as twelve-tone technique 

loosely applied. 9 

In these works a gradual shift into a new style period 

may be noticed. The more accessible music of the 1970's 

and 1980's, which abandons some but not all of the avant 

garde techniques of the 1960's, is written in a neoromantic 

style. Hovland himself says that this is an accurate 

description of his mature style period. Naturally this 

style has been very apparent in his church music. Hovland 

has been instrumental in developing the ~~nlig style in 

Norwegian Church music. This attempt to develop a style 

that is accessible and involves the congregation in the 

liturgy has led Hovland and other Borwegian church music 

composers to write masses in which the congregation 

actively participates with the performers. Hovland's ~!ss~ 

Verbi includes propers which involve the congregation. 

Other Hovland masses which involve the congregation are 

AlIa Helgens Kessa (1971), and Kissa Brevis op. 73 (1971). 

Hovland has been joined in his efforts by Knut Nystedt and 

Trond Kverno who have each composed several masses which 

9 Herresthal, p. 19. 
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call for congregational participation. 10 

Hovland has also composed many motets for church use 

and/or concert performance. Many of these works use an ABA 

form. The emphasis on melody, often influenced by 

plainsong, is very noticeable in Hovland's 

Kisericordiae op. 80 (1973), the work 

examined in this study, was selected 

motets. Kissa 

which will be 

because it is 

representative of Hovland's mature style in the numerous 

masses he composed in the 1970's yet many of the stylistic 

traits of Hovland's motets are used in this work as well. 

Therefore Missa Kisericordiae provides an excellent 

comprehensive introduction to Hovland's mature 

compositional language. 

Hovland's style periods may be summarized in the 

following manner: neoclassical, 

expressionistic, 1959-1966; experimental, 

neoromantic, 1971 to the present. 

Kissa Miser1cord1ae 

1950-1959; 

1966-1971; and 

The Missa M1sericord1ae, op. 80, 1s an a cappella work 

composed for SSATB choir. This work, completed on December 

7, 1973, was commissioned by the Finlands-Swedish Church 

song association. An English setting of the work was 

10 Dlien, p. 9. 
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published by Walton in 1975 for distribution in America. 

Kissa Kisericordiae adheres to an old 

Brevis tradition by omitting the Credo 

ordinary due to the length of its text. 11 

Norwegian Kissa 

from the sung 

In this mass Hovland uses all the compositional 

techniques which are a part of his mature style. He 

develops melodic units from note cells and segments of the 

octatonic scale. The use of free tonal harmony produces a 

mix of major. minor. and modal tonality. The scalar 

construction creates a high degree of chromaticism with 

chordal structure becoming subordinate to the horizontal 

movement of the individual voice parts. Tritones appear 

harmonically and melodically. Imitation. recitation tone 

passages and chant-like recitation are used in several of 

the movements. A technique called agitation-imitation. 

Hovland·s most identifiable compositional trait is used in 

two of the movements. 12 

The discussion begins with the Kyrie. Textually 

Hovland first alternates and then combines Greek text with 

the vernacular-originally Norwegian. English in this 

version. The Kyrie is the only movement in this work which 

uses Greek text. 

Tradb.ionally. the form of settings of the Kyrie is 

11 Olien. p. 118. 

12 Olien. p. 118. 
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dominated by the text, resulting in a three-part structure. 

While Hovland's setting adheres to this practice, the 

mixing of vernacular and Greek text subdivides each of the 

three main sections into two smaller ones. Thus, the form 

is basically A 1-16, A' 17-33, B 34-46, and coda 47-54. 

The use of similar and related musical material in all 

three sections giv~~ a sense of unity and coherence to the 

entire movement. These particular elements will be 

discussed at the appropriate point in the paper. Section 

A, measures 1-16, is subdivided 1-7 Greek text and 8-16 

English text. Section A', measures 17-33, subdivides into 

measures 17-23 Greek text and 24-33 English text. Section 

B, measures 34-47, subdivides into 34-39 Greek text and 39-

47 English text. 13 

In Hovland's music the harmony usually develops out of 

the melody. Evidence of strong melodic emphasis may be 

seen throughout the Kissa Kisericordiae. The melodic 

figures used in the Kyrie are made up primarily of short 

three to eight note motives. In fact many of the melodies 

in K1ssa K1sericordiae are derived from specific note cells 

which serve as motives. The figure in measure 8, a 

disjunct five note motive, serves as the unifying thread in 

the Kyrie. The second subdivision of each of the three 

sections and the coda are derived from this figure. In 

13 Dlien, pp. 119-120. 
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each case the original motive undergos extensive 

development and it is always treated imitatively. 
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Figure 17. Missa Misericordiae. Kyrie. measures 8-10 

Following its initial appearance in measure 8 the motive 

returns in measure 24 inverted and sounding a major third 

lower. 
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Missa_Misericordiae, Kyrie, measures 24-25 . 

In measure 39, the second subdivision of the second Kyrie, 

the motive is less recognizable due to a change in the 

intervallic structure of the motive . In this case the 

motive is extended in length and in the number of pitches 

used. Imitation occurs at the fifth rather than the unison 

as it did in the first two appearances. 

s I 

I ~ J l • I -
o __ 

f 
Al~· ~~~~ ....______,.. 

o ___ _ 

Lord, have 

o __ _ Lord , have mer 

Figure 19. ~is§~_Misericordiae, Kyrie, measures 39-40 . 
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In the final appearance in measure 47 <the coda), the 

figure is identifiable mainly by the use of the same 

intervals, a minor second and a minor third. By this time 

the tritone has resolved to a perfect fourth and each 

succeeding voice enters a perfect fourth higher than the 

previous voice. The more conjunct nature of this treatment 

gives the movement a greater sense of resolution. 14 

I ;J Jd I = 
Ky ri · c: le - i - son, __ 

f 

-----ri - e , Ky ri - e c: - le i - son , __ 

Ky ri · c:_ e • le - i · son , -le - i · son, __ 

Figure 20. Missa Misericordiae, Kyrie, measures 47-50. 

Harmonically the Kyrie can not be analyzed by 

traditional means. The chromaticism of the individual 

voice parts, fueled by the five note motives, produces free 

tonality which destroys any sense of key. The use of 

similar motivic patterns from one section to another 

creates certain harmonic relationships between sections as 

14 Olien p. 120. 
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well. Certain sonorities appear to be emphasized in each 

subdivision of the four main sections. Careful examination 

reveals a pattern in the harmonic structure. 

Although there is no key center in the Kyrie, the first 

section, measures 1-7, emphasizes Ab major. The homophonic 

treatment from 5-7 gives clarity to this sonority. 
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Figure 21. Missa Kisericordiae, Kyrie, measures 1-10. 

The second subdivision of section 1, measures 8-16, 

emphasizes an e half-diminished seventh chord in second 

inversion throughout . 
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Figure 22. Kissa Kisericordiae, Kyrie, measures 11-2 0. 

The second major division is from measure 17- 30 which 

corresponds to the first in that measures 17-23 emphasizes 

f minor, a minor third down, and the relative minor of Ab 

major which was the main sonority of the first section. 

Thi s is also the natura l resolution of the e half-

diminished (first inversion) sonorities of the previous 

section . 
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Figure 23. ~!§§~_Misericordiae, Kyrie, measures 21-34. 
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The second subdivision, measures 24-30 (see Figure 23 ) , 

emphasizes a g half-diminished <first inversion) sonority, 

a minor third up from the corresponding section in measures 

8-16 <see Figures 21 and 22). As the third section begins 

the tonality becomes more confused. Measures 31-32 

introduces an A major-minor seventh chord which never 

resolves <See Figure 23). Instead it continues into four 

measures of clusters on the text Kyrie Eleison which 

finally settles into a Bb major ninth chord at measure 38. 

The tonality from measures 38-46 shifts between Bb minor 

seventh sonority which changes to the familiar g half-

diminished (first inversion) chord with the addition of a g 

in the soprano part in measures 42, 44, and 46. 
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Figure 24. Missa_Kisericordiae, Kyrie, measures 35-46. 
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The coda, from measures 47-54, is dominated by an Ab major-

minor seventh chord which is never resolved. The frequent 

use of seventh chords of dominant, diminished, and minor 

sonorities is a common thread throughout this movement. 

This technique further obscures any sense of tonal center 

in the Kyrie . Clearly, the harmonic relationship between 

sections of this movement and the overall harmonic 
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structure are produced by the motivic unity achieved in the 

Kyrie. 

Ky ri 

Ky ri 

Ky ri e, Ky 

T -

ri · e_ e · le · i · son, 
l 

I

t) 

Ky 
I 

,J jd. } j 4-A 
le · i · son , 

Id- J5 :J I =--
le · i -son , __ 

I J J I I f I .. ~ ... . -61-..____ 

ri · e e · le · i · son,_ 

---le · i · son,_ 

l -. ------------"--.! B? I ™8Wd. Ji J-==-=--[ 
Kv - ri - e e - le · i · son, _ 

~

p pp nt . 
. ~~ _ __ I _ _..,!,~ - ~~ 

I ~ j~1 z I fl 1-r· ! 
:v Ky - ri · e, 

s : 
===-

ll ~ 

l -1 -
1 ===-

B b=,_) 

Figure 25. 

Ky 

p 

z bm i J. ....__.,., 
Ky 

p 

t :(1 1,J. 

p 

l 43JBJ. 
Ky 

ky - ri -e . _ 

ri r 

Jj j I l 
ri . e 

rif . 

b J I t .. 
ri e 

rir . 

} J t 
ri e 

r if . 

Ji ,J t 
ri . e 

pp I':'\ 

37J ~J. J,1 ~w __. 
e le i son . 

pp I':'\ 

b{[J l J: I I 
-61-

e le i son. 

pp I':'\ 

ea d- J,I ~w 
e le i son. 

pp r., 

d3J d. Jl I d 
le i son . 

The texture in the Kyrie shifts between homophonic and 

close imitation. The imitative sections are related to the 

five note cell motion. 

The Gloria is through composed with six separate 
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sections as follows; A 1-15, B 16-37, C 37-51, D 52-79, 

E 79-88, F 89-98. As is customary in settings of the 

Gloria the form is determined by the text. Since the text 

of the Gloria contains many diverse ideas the music 

naturally reflects this diversity and great independence 

is achieved between sections. 

Melodically, the Gloria derives many of its motives 

from five-note cells like the Kyrie. In measures 22-25 

Hovland employs a melodic figure composed in recitation 

tone style giving evidence of his interest in early music 

including Gregorian chant. 15 

PP 

We praise_ thee, we 

s 

We praise thee , we wor ship thee , WC thee .we 

pp 

We praise thee , we wor · ship thee , we 

T 

We praise thee , we wor ship thee , we bless _ thee, 

pp 
Ii 

thee, We praise thee, we wor ship thee , we bless_ 

Figure 26. Missa Misericordiae, Gloria, measures 22-25. 

15 Olien, pp. 127-128. 
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Melodic passages based on specific five note cells 

occur in all four parts in measures 28-37 <see Figure 28) , 

the soprano in measures 42-46, tenor measures 45-47, bass 

measures 47-50, the bass again in measures 74-77, and the 

soprano in measures 74-76. As in the Kyrie these 

particular melodic cells tend to be very chromatic. Some 

of the motives are presented in paired voices and some in 

unison. 16 

The melodic cells of notes are closely related to the 

harmonic aspects of the Gloria. The movement begins with 

four part women's voices which emphasize a four note 

cluster of Eb, F, G, A. These pitches, all a major second 

apart, are based on a whole tone scale beginning on Eb. 

This figure is repeated eight times in the first 15 

measures. -= 120 

~ ~ C : ~n : j ,3 : .~ : • ~ : .~ ~:" ·:: 
Glo · ry be to God on high , and on earth_ peace, and on 

·1 1£ J J f :J rQ I J 
Iv earth be peace un - to all men 

:1pa;;an1a 
earth be peace un · to all men 

I 1@4t¥¥J ~2 £J I j 
A \. earth be peace un · to all men 

Il l@dJjJEJld 
earth be peace un · to all men 

16 Olien, pp. 129-131. 
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~ J J J ifJ1 J J fAs.EJ±fOcJ J j 
s earth, peace on earth be un to men of_ good_ will . _ And on 

I\ ~ 

D 
' 

::' 
V earth, earth be of_ good_ will._ And peace on un to men on 

~ 

V 
earth, earth be of_ g~- wili:"'_ And peace on un to men on 

A 
I\ 

D 
v ~- : ~ ::' - : : -~ -...._- ~-

earth, peace on earth be un to men of good_ will._ And on 

I\ I -----===-
T 
~ I I 

thee , we bless thee, __ v.e praise, __ 

Figure 27. Missa_Kisericordiae, Gloria. measures 1-9. 

Similarly the five note cell employed in measure 28 

consisting of A#. B, C#. D. and Eis derived from a portion 

of an octatonic scale pattern which alternates half and 

whole steps. 

pp 

l I ~· 
poco a poco cresc. - - - - - - - - - - - - - - - · · - · -

J~t==i¥ . H 'dk-h-. qJ .. J :@ 
We 

I We 

i pp 
I .. ~ r---

B ~i£1F E : 

thank_ thee for thy great_ 
poco a poco cresc. - - - - - - -

We thank_ thee for thy great _ glo - ry, for thy great glo ry, thy great ___ _ 



glo ry, for thy great glo · ry, we thank __ _ 

u ~b.J J 
thee, 0 

.............. pp p ·r l a ~-l= bu 
Lord 

._, :; =t 0 • J. ..J L ~ J 
A rs ~ . f d~n . . 1 · ~ . . . . pp 

~~ ------ ~ "~-------d 
ry, we thank thee,-----

~ dim . - - - - - · · - · · · ·PP p V=t· [,---
F k' F T 0 ° · ,t5Hr-==p·r-T 

I -:"'k . . . . . . . . . . :_;,!'P ,h«. O Lord_ God, __ _ 

B FE5-- I f ·r I ~a 

thee, 0 Lord_ 

74 

Figure 28. Missa Misericordiae, Gloria, measures 28-38. 

The use of whole tone and octatonic scale passages in 

the Gloria is an extremely important factor harmonically as 

well as melodically. In addition to the five-note cell at 

measure 28 there are several other note groupings that stem 

from octatonic scales. Other octatonic passages in the 

Gloria occur in measures 42-46 where there is a five-note 

pattern in the soprano line consisting of Bb, C, Db, Eb, 

and E and at measures 74-77 in the bass part, consisting of 

F#, G, A, Bb, and C. The bass-note cell is also used for 

the soprano at measures 74-76. There is also one six note 

figure from an octatonic scale in the Gloria. It occurs in 

the tenor at measures 6-15 on the notes G#, A, B, C, D, 
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and Eb. 17 

In the Missa Misericordiae, Hovland uses many 

compositional techniques that are common in his motet 

style. The most important of these techniques occurs for 

the first time in the Gloria. Hovland calls this method of 

composition "agitation-imitation." In this type of 

imitation the voices enter in quick succession usually only 

one beat apart. The tempo is frequently rapid and a sense 

of excitement or agitation occurs as a result. In the 

Gloria, Hovland uses this technique twice, each time in a 

slightly different fashion. In measure 22, agitation

imitation occurs using paired voices and two separate 

themes <see Figure 26). 

first theme, for our 

The soprano II 

purposes called 

and bass sing the 

theme A, while alto 

and tenor sing the second theme, B, each part entering one 

beat apart with alternating themes in the following order; 

soprano II theme A, tenor theme B, bass theme A, and alto 

theme B. Meanwhile the soprano I enters in measure 24 

singing theme A in augmentation with all note values 

doubled. Hovland ends this sequence abruptly by stopping 

all voices at various points in mid-phrase at the end of 

measure 27. Agitation-imitation occurs again in measures 

84-86. This time the voices enter quickly one beat apart 

as in the first example but only a single theme is used and 

17 Olien, pp. 125-126. 
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imitation occurs at the unison. 18 

Another interesting aspect of the harmony in the 

Gloria occurs in measures 52-60. At this point the lower 

three parts sing in triadic harmony consisting primarily of 

major triads sometimes moving in parallel motion. Against 

this very consonant foundation the soprano sings a 

chromatic melodic line which utilizes 10 of the 12 

chromatic scale tones. The presence of this fairly 

consonant section after the dissonance of the first 50 

measures produces a striking contrast to the opening of the 

Gloria. 

PP 

Lord_ God, 0 Lamb of_ God, that_ tak - eth a -

0 Lamb of God, that tak · eth the world's sins 

T m-=t,.b==:F-=1-~J:g=:ff4§b-W.J ,l , ~ 
I Lord God, Lamb of God, Lamb of God,_ that tak -eth the 

B l22£j 32D¥,] rttft\J I ·, 11 I 44--444-J 
Lord God, Lamb of God, that tak eth, that 

~~ I s -
I : 1 -

Jv-----:> ~ o------o :e-

~ 
way the world's sins , 

pp 

A PF±S¥ttf==P : ~ I jd 
Iv g J J ~J 

Lamb __ of God, that_ tak eth a 

rak · eth the world's sins, tak · eth the world's sins , 

tak - eth a - way , that tak · eth a - way, that tak · eth a • 

Figure 29. Missa_Misericordiae, Gloria, measures 52-60. 

18 Olien, pp. 127-128. 
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Hovland's interest in early music may be seen again in 

measures 63-69 where the soprano line is set in the Lydian 

mode. 

tak-eth the 

B 

way a - way the world's __ 

world's_ sins, 

-====== 
I J J J I J ;o=?l J. J I ,L d 

sins, h~ _ mer - cy, Lord, up - on __ 

sins, 

Figure 30. Missa Misericordiae, Gloria, measures 62-72. 

In the coda, measures 89-98, G major tonality is introduced 

by the arpeggiated G major triad in the tenor line at 

measures 90 and 91, the Band Gin the bass at measure 90, 

and the F# leading tone also in the bass at measure 90. 

This brief moment of tonality ends in measure 93, when the 
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sopranos enter emphasizing a c# minor tonality. This 

bichordal structure is maintained to the end. Like many 

twentieth century composers. including Nystedt, Hovland 

emphasizes the tritone in many ways- as here, where the G 

major-minor seventh and c# minor are a tritone apart. 19 

-~ 
.I,,~ ·a-: 

V 
Christ . _ 

s 

~ 
D 

.v 

f 
ttt t==±Mr=bd 1,EP ,J j J Jtt4tt_g 

with the Ho · ly_ Ghost, art in God 's 

I'\ f 
Tl~~~~~~~~~~ 

t) ...--1 I 
Christ , 

Christ , 

~ 
s 

I 

I " 

A · men. 

f 
II 

.tJ 
A · men . 

" 
A 

·v '-.._-.J --
glo ry. __ 

-~ 
T 

V I I 
glo ry. __ 

glo ry . __ 

with the 

with the 

mp 

Ho · ly_ Ghost , art in God's 

. .. -..-.·-
Ho · ly _ Ghost , art in God's 

pp I':', 

_--v I ~F' ::::rsJ=tJ ~(-Tp 4 
A · men. A men. _ 

mp pp 

A men. A men._ 

mp pp I':', 

-u....___~ 
~ 

fi6'--9 
A men. A men._ 

mp pp I 
I':', 

- ~ -;: -I I I 
A men. A men ._ 

mp..- pp 0 
~ =' --- ---A men . A men._ 

Figure 31. Missa Misericordiae, Gloria. measures 88-98. 

19 Olien, p. 135. 
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In the Gloria Hovland creates a thick texture by use 

of the harmonic devices discussed above, primarily 

octatonic and whole tone scales, agitation-imitation, 

triadic harmony, chromaticism and bichordal endings. The 

agitation-imitation in particular creates thick texture 

since all voices are involved in this technique either 

singing the same theme or two different themes one beat 

apart. 

The Sanctus is built on many of the same techniques 

that were used in the first two movements. The clear cut 

binary form of the Sanctus produces a movement unified by 

the use of the same or similar musical elements in each 

section. The form is ABA'B'coda. A is measures 1-11, B 

measures 11-20, A' measures 21-27, B' measures 27-36, and 

coda measures 36-41. Obviously the text is well suited to 

this type of formal treatment. The first section of text 

is the Sanctus section (A), followed by the Hosanna (B). 

The second section, Benedictus <A') is then followed by the 

Hosanna section once again. The coda summarizes the 

thematic material bringing the movement to a well rounded 

close. 20 

This movement is dominated by two melodic motives. 

The first is the opening B, C#, A, motive which begins both 

the A and A' sections. 

20 Olien, p. 137. 
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ly. _ 

p 

I 

Ho 

ho 

ly . 

ly , Lord God of 
,9 

Sa 

Lord God of Sa 

ba 

I 

Missa_Misericordiae, Sanctus, measures 1-6. 
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The second motive is more dominant than the first one. The 

soprano provides a small hint of this figure in measures 7-

10 but it is not fully introduced until the sopranos begin 

the hosanna section with this melody in measure 11. 

cresc. - - - - - - - - - - - - - -
~ p ~ ~ t=-&~r 1i' r-~--::~;~-~ 
[,o Ho~"'i,,h,high rn; • ~~""omd; ~~ u, _ ';!" 'f'hr_glo _ _ -~Ho . _ 

A l~ , ___ tf~~ J I:;,-~ 

'

V ..... I ... I 
ry; Hea\"'n and earth are_ full of thy glo - ry; 

I P-.- p cresc. - - - - - - - - _ _ _ _ _ _ 

T ' - ~ ~r· -:;~f{i;J=k - ~ I ~=--==:x-~ 
.v .l..~- - . ..:::. - - . -- . t..ll~~ 

ry; Ho - san · na: Hea,·'n and earth are_ full of thy glo 

B :~) .· -= _:~ '_::---~~::_- :_( Jflt~~~ . -
Hu - , .:ri ·nJ: 

p cresc. - · - - - - - - - - - · -

·--~ f ~~~=I~ ~=~E)E~-: 
l k.11 ·n JnJ .:.mh arc_ fu ll of th, !!l o · 

Figure 33. Kissa Misericordiae, Sanctus, measures 11-14. 

This consistent use of same or similar melodic material in 

each section contributes to the sense of unity in this 
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movement. Even the coda uses the Hosanna motive in the 

soprano line in rhythmic augmentation in measures 36-41. 21 

E:Q PP 1, ,. 

s~-- d -J I[ 
Iv H"-o - san · th h' h na m e 1g - est; 

rit . 

rir ~ M.,J 
pp 

1 ~ -A4'.J J 1¥l 
~ - u 
Ho - san na. 

~ PP rit. PP 

A l~~: ~~l~cp~--~~J ~, ~J~~~~~c;:·~Efi3'--"~--..J ::::;:=J€@_~--::r=.€.JE_ -==-~J ~__._I ~-tti~__.. 
Ho · san - na, Ho - san - na. 

~ n ~» 
T ~---,-t --=-~~ I 4 .Q~t~i±L~J -#,-JjJj_;,_¥l_ 

. ~~ 
ho - san - na, ho - san na ._ 

na . 

Figure 34. Missa_Misericordiae, Sanctus, measures 36-41. 

Harmonically the Sanctus combines several elements 

employed in the earlier movements. The Sanctus begins 

using free tonal harmony once again created by 

chromaticism. Eventually the movement settles into modal 

harmonies. This movement does not make extensive use of 

note cells based on twentieth century scales. Rather, the 

Sanctus shows more evidence of the ancient church modes 

applied in a twentieth century context. In measures 4-7, 

the Lydian mode overlaps D phrygian on the way to a D major 

cadence at measure 7 <see Figure 32). The soprano entrance 

at measure 7 leads the tonality into Eb Lydian. 

21 Olien, p . 137. 
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Heav'~ and earth , hea,·'n and earth are_ iull of thy glo · 

__ .e_ 

-- -- - j 
ba - oth; Heav'n and earth are full of thy glo -

P . " i""' ~ - . . 'ij .. · .. ·. 
z--at~~.ottp~ 

Heav'n and earth are_ full of thy glo - ry ; Ho · 

~ p ~ 
s lili21 .Qfitf : f f 

I 
Ho -san-na in the high - est; 

A tg: I 
\

v 

p cresc. - - - - - - -~ 

- -fJ:yfi==fM I i:0 fSJ W J 
ry; 

Heav 'n and earth are_ full of thy glo - ry; 

T~e fE%B~€trfriitttr~ 
I I) . 

\,. .:: -_ ·-- -,- ~~'7. • • . 
B I:) ----=- --- - ..:.:_: _ :J.. : ~ - ] :::-:::-=- - :-

Hcav 'n and earth are_ full of thy glo 

~s::<~1@~1:~ 
I k .1, ·n .ind cJrrh arc _ 1ull ot t!1\· git, -

Ho - san -nJ; 

!lo - SJn - no: 

B rt4 
ry; Ho - san -na in the high est; Ho - san na, 

- pp 

s i& a DJ I J 
I "' . '." ,h,. high. .· . ;~ p 

A ~JfL~gtj~§~~h=~~~L'g~~,;~~~ij~~-~~§t~z ~}=~,;=:-+§~~~ 
/ - na in the high - est . Bless ed 

p 

T ~ j~J1:.iin1 EN=!= 
; san na , ho - san na. 

I - - - - - - • - - PP 

B ;9:-o:-r=sr=+c.tFSFf-r:=r= 
ho - san - na, ho - san na. 

+ 
I 8=ij 

Bless 

is he th Jt 

j 
ed is 

Figure 35. !.!.~~~_Misericordiae, Sanctus, measures 7-23. 

82 
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Eventually E phrygian is established in 12-20 for the 

entire B section. This tonality is actually present in 

measure 11 but is somewhat obscured by the simultaneously 

sounding upper and lower neighbor tones in the tenor and 

bass respectively in measure 12. For a brief unstable 

moment the interval between the bass and tenor is a 

diminished octave and the interval between tenor and 

soprano is a tritone. 22 

The second motive is treated using agitation-imitation 

in measures 12-20 (see Figure 35). The softer dynamic 

level and slower tempo at this section produces a very 

subdued mood more appropriate to the quiet sense of awe 

Hovland is trying to establish in this movement. 

Agitation-imitation was used for 

expressive purposes in the Gloria. 

entirely different 

Once again the 

entrances are spaced one beat apart beginning with soprano 

followed by alto, tenor, and bass. lJilitca:tion occurs at the 

fifth with soprano and tenor beginning on F and alto and 

bass on C. 23 

The texture of the Sanctus alternates between thin and 

thick. In the thin sections, such as measures 1-7, Hovland 

pairs two voices in a variety of ways. Sometimes each 

voice is independent of the other as in measures 1-7 (see 

22 Olien, pp. 137-138. 

23 Olien, p. 137. 
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Figure 32). Other times two voices serve as accompaniment 

to a melodic line as in measures 36-41 where the alto and 

tenor sing a rhythmically unified part against the soprano 

melody (see Figure 34). In measures 11-20 and 27-36 

agitation-imitation causes the texture to become very thick 

(see Figure 35). 

The form of the Agnus Dei is through composed in four 

parts. Part A, measures 1-17, B measures 18-34, C measures 

34-57, and D measures 57-73. It is uncommon to have a 

four-part through-composed Agnus Dei since the division of 

the text usually implies a three part division. However, 

Hovland does not divide the text in the traditional manner 

which would be to state the "Lamb of God, that taketh [sic; 

takestl away the sin of the world, have mercy upon us", 

text twice ending with a statement of the text "Lamb of God 

grant us Thy peace". Sections A, C, and D are dominated 

by the "Lamb of God" text with only short reference to 

"that taketh away the world's sin have mercy upon us." The 

same is true of the final section where "Grant us Thy 

peace" occurs only in a short phrase at the end of the 

movement sung by tenor and a1 to sol1.. 24 

The melodies used in the Agnus Dei consist once again 

of short motives derived from scale segments. The initial 

melody established by the alto in measures 2-10 combines 

24 Olien, p. 142. 



85 

two short note cells, the first one on A, B, C, and the 

second on C#, D, D#, and E. All seven of these notes fall 

within the range of a perfect fifth. The number of notes 

combined with the small range of a perfect fifth causes the 

melody to be very chromatic, a common melodic 

characteristic in this work. 

B ~~$=jj ~CJ22±iRj I e e 

God,__ O Lamb of God, __ -

EJ-- l e -F - --=-r 
E_• 3 

0 Lamb. 

Figure 36. Kissa Misericordiae, Agnus Dei, measures 2-10. 

The same general characteristics are present in the second 

melody which is introduced by the sopranos in measures 9-

17. This melodic figure also contains seven notes within 

the range of a perfect fifth and is arranged chromatically. 
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A ;;_.~~~]I@-~-~-~-:I~~~-~~~:=~-1+~---~-~-~ ~-~=ff-%~-~-~!-===l=:;~§1 ~I~~~. -~---g 
v .-u ~ - e- 6 6 v 

, 11.orld , Lamb_ of God, 0 Lamb 01· 

T w@k rt=l¥.o o;;j£f o- -, ~ f' 
J _ 0 Lamb ,______ 0 Lamb of 

I " 
B gg 1- -- 0 It I - ,J t2 

0 Lamb , 0 Lamb of 

p 

WTI 
I 

u u i+6 have 

Ai~-~~tiu~~~~eth~~~~~w~ay~~~th~e~~~~w~o~rld~·s~s1Jn,~~~·~ 

-God ,_ that tak · eth a way the sin , 

T 1@+,J ;,) 
I God, that 

JJ ~i2J9;:,, 
tak - eth a - way___ the world's sin, 

p =n 
Hive 

i 

B '.g~ ,. .J i ,J 
God. that tak · eth a · wa,· the 

Figure 37. Kissa_Misericordiae, Agnus Dei, measures 7-18. 

The melody in measures 17-22 presented by the soprano and 

tenor comes from a four-note motive Bb, C#, D, and E, based 

on d minor tonality. 



I~ e 

u 

s I ,J ,:J I w I e 

~ & u 
tak c:th way the: world's 

A -God,_ that tak - c:th a way the: 

tak - c:th a - way the: 

I~ ~Ii 

world 's 

I~ ,;~ .. 

T If ,J ;,) 
God, that 

B @: J 
God . that tak · eth a · way the world's 

s 0 r ;rf£t==r-1-n== 
If. mer - cy up - on_p __ 

A ~ n -?r r Fl-r 
us . 

I 
' Oh Lord , have mer 

T ~ ff=¥;_~ Ii 

It.; mer - cy up · on__ us. 

I bpb ~ I 9 

B:;]: l b t f {=£ t5t-H r---'t=pr==f 

cy . 

Oh Lord.have mer cy. Lamb of 

= sm, 

sin, 

,] 
sin, 

~ 
sin, 

p ,~ - ?TI 
have: 

p 

12 T 
Have 

I~ 

p 

gL~ 
Lamb of 

p 

I V V 
Lamb of 

God , 

j 
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Figure 38. !!~~~_Misericordiae, Agnus Dei, measures 13-23. 

The melody presented in the alto from measures 23-28 is 

based on the octatonic scale of Eb, F, Gb, and Ab, 

alternating whole and half steps. 

God . that_ tak · eth a · way th e world's __ _ sin. 

:-ft=;;. ~~=r.::=i=--~a~ ~ 
T «,:- A-h~-J=::ic:=.t =rt=--==--;~1 -- - ·ccrr---i 

I

t.; God , 

B mur ~r r Ir 
Lord .God that tak - eth the: world's_ sm , 

r r i ~r 4- I ~e 

Lord.God that ak c:th a • way the: world 's sin, 

Figure 39. Missa Misericordiae, Ag-nus Dei, measures 24-28. 

Similarly, the alto melody in 29-34 is based on a five-note 
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Bb, and A which is once again treated 

chromatically. 

ar!F I'(' I v- - I r: 3 I : 
Lamb, Lamb_ of God , Lamb of God, 

0 Lamb , that tak - eth a - way the world 's__ sin, 

pp 

0 Lamb__ of God, Lamb_ of God, 

p 

Lamb _ 

Figure 40. Missa Misericordiae, Agnus Dei, measures 29-34. 

The remaining melodies are based on the melodic figures 

discussed above. Although some of the early melodic 

material seems to return in the last part of the Agnus Dei 

the texture is different and the motives have been altered 

enough so that even though formal unity is in evidence the 

melodies are not recognizable as derivatives of earlier 

motives. The soli melody in measures 66-70 by alto and 

tenor is another example of Hovland's preference for 

melodies in the style of Gregorian chant. 25 

25 Olien, pp. 144-147. 



s @- f 0 1=f===~ I 
t) u u u u 

si;;:--- - Lamb of 

pp 

g pp 

~o~ 1

1

~ -E&ffi;J J e]=QfEw I 
A . Lamb_ of God . grant_ us_ thy peace . 

S:~~~on ~ I o f ~J - ·- tttttt pp I 
V 0-0----

. u n 
san, pp Lamb of 

T:~rs ~-rTr F r I ;r=r-:ASEcr I I 
T I Lamb_ of God . grant_ us_ thy peace . 

s~~~~;n ~~~ctftttt p2212i 
V --- 0 

I sin , Lamb of 
I 

B 

u_u 
God ._ 

t:"I 

I w 

I iilJd 
God._ 

89 

Figure 41. Kissa Misericordiae, Agnus Dei. measures 66-73. 

The harmony of the Agnus Dei grows out of the 

horizontal movement of the individual lines. Since the 

relationship between the melody and harmony is so close, 

many of the harmonic aspects, such as the use of octatonic 

scales and note cells have already been discussed in the 

section on melody. The free tonal harmony of the first 

half of the Agnus Dei begins to settle into specific modes 

in section C. Measures 34-45 appear to be either in A 

aeolian or Dorian. The tenor-bass structure consisting of 

two sets of major seconds separated by a minor third 

creates a thick texture against the women's voices which 

causes harmonic tension that is finally resolved to an A 

major triad in measures 43-45. 
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....... I V F n r 

that_ tak cth a 

I j j I j J J I -Lamb of God, that_ tak cth a . 

Tl~i~~~~[[[[f~Ej_~~,:p-~-~~~~~~~~~o~~~~~~~~ 
Lamb of God , Lamb of God , Lamb of 

of God , __ _ Lamb of God , Lamb of 

s ~ ~ ,J=i}<,-- j II l--o I -~hd-JffJ±fZiW 
It.) lay the world's__ sin, Have mer · cy up · on_ 
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;t.J 77 6' ,u-~ u V ~v ; ; V~J 
l wav the world 's__ sin . Have mer· cy up · on_ 

. PP 
-~ - - - i - ,- . -,---=;=r=..--=-~ 

T i~ - -t=;;;=~~cP-?fr-'-~~~ 
: God, Lamb of God, Lamb of God , Lamb of God. 
l pp 

B @:=-:k===J==~=us---d--#b-;t-3=;s---=t;J-aza:;_ ~ 
God. Lamb of God, Lamb of God , Lamb of God , 

Figure 42. Kissa Misericordiae, Agnus Dei, measures 35-47. 

In measures 45-57 the tenor and bass c# minor triad in 

second inversion reestablishes the unresolved c# aeolian 

harmony. A common tone modulation from c# minor or aeolian 

to Ab major occurs in measures 48-49. At measure 50 Db 

major is established in the tenor-bass sequence. The 

harmony modulates tog mixolydian progressing to G major. 

The tenor-alto soli chant on the text "grant us Thy peace" 

hints at the g lydian mode but the tonality at the end is 

firmly in G major. 
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Figure 43. Kissa Misericordiae, Agnus Dei, measures 41-60. 

Overall, the chromaticism created by the use of different 

scale patterns and note cells causes the tonality to shift 

frequently and be obscured. Cross relations which occur in 

measures 24 and 30 may also be attributed to the 

chromaticism. 26 

26 Olien, pp. 147-148. 
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The texture of the Agnus Dei is thick throughout. 

There is some use of imitative technique. especially in the 

first thirty-four measures. but the predominant texture is 

homophonic with the bass-tenor clusters thickening the 

texture and providing accompaniment for the soprano and 

alto unison melody in measures 34-56. 

Since melody is the dominant element in Hovland's 

music even his most avant garde works are still accessible. 

Hovland creates his melodies in many ways. Some are based 

on patterns derived by octatonic or whole tone scales. 

Some ace derived from specific sets of notes combined in 

various patterns. Very singable melodies in the style of 

Gregorian chant are also a very important aspect of his 

style. All other elements of his music, form. rhythm. 

harmony, and texture, tend to spring out of his emphasis on 

melody. The Missa Misericordiae is a typical example of 

Hovland's compositional style during his mature period. 

Perha!,s the most accurate assessment of Hovland's 

contributions to the choral repertoire was made by 

Professor Harald Herresthal who says. 

It is too early to judge about Egil Hovland's 
future reputation. But it is a fact that 
his contemporaries utilized his music and 
still Hovland did not compromise his 
ideals. 27 

--------------------
27 Herresthal, p. 20. 

--- ----------



CHAPTER FOUR 

CONCLUSIONS 

93 

In order to further clarify and summarize the most 

salient features of Knut Nystedt's and Egil Hovland's 

compositional language it may be helpful to compare them 

to determine their stylistic similarities and differences. 

One would expect that these two composers would share many 

things. Nystedt and Hovland have lived most of their lives 

within one hundred kilometers of each other and have worked 

together as colleagues and friends for many years. In 

their early training they studied with Norwegian teachers 

Arild Sandvil and Per Steenberg. They both went to America 

to study with Aaron Copland. Both composers are organists 

and have been extremely involved in church music all their 

lives. Hovland and Nystedt co-founded Musica Sacra, an 

organization dedicated to the renewal of Norwegian church 

music by reestablishing the best aspects of the Lutheran 

worship tradition while also incorporating new musical 

elements into the church trad1t10n. 

Both composers have stated a preference for the very 

old and the very new and have achieved an un1que individual 
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compositional language by combining older sacred music 

traditions with twentieth century compositional techniques. 

Gregorian chant has been a major influence on both 

composers . 

• ystedt and Hovland have also shared some things in 

common in their development as composers. Both men 

immersed themselves in neoclassicism during the 1950's. 

The two composers tired of the neoclassical idiom around 

the same time in the late 1950's and sought ways to broaden 

their compositional language. This led to many experiments 

and innovations by both composers. 

In spite of these obvious similarities their are 

several pOints of difference between the two men. Hovland 

is not. and never has been, seriously influenced by the 

national romantic tradition. Folk melodies and rhythms 

have not played a large role in his works. Nystedt on the 

other hand, started out as a national romantic composer and 

even some of his mature works incorporate folk melodies and 

rhythms. This is especially true of some of his easier 

works and those of medium difficulty. The two composers 

branched out into different areas following their 

neoclassical period. .ystedt began his experiments with 

new forms, while Hovland went to Italy to study twelve-tone 

composition with Luigi Dallapiccola. As a result, Hovland 

composed in a greater number of genres and his music 
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developed a very international flavor with little or no 

evidence of his Borwegian roots. .ystedt on the other hand 

turned his attention to experiments with form and harmonic 

expression resulting in many innovations in notation and 

formal design. Eventually, both composers moved beyond 

experimentation, incorporating the things they found useful 

into a mature style which in each case is highly 

individualistic and expressive. 

In Bystedt's case the basis for his mature style is 

that the harmony, sonority, and form have priority and the 

melody flows out of these elements. This is not to say 

that Nystedt is completely unconcerned about melody. 

Indeed, like Hovland, he emphasizes Gregorian chant 

melodies and frequently the entire choir sings a unison 

melody together. This is especially true of the melodies 

that are written in a disjunct style. The point is that 

harmonic elements have priority over melody in Bystedt's 

works. 

Hovland's works are dominated by melody. The harmony 

and form develop naturally out of the horizontal movement 

of the individual parts. Harmony and form are still 

vitally important in Hovland's works yet it is the melodic 

elements that unify and define the structure of Hovland's 

choral works. 

Every conductor has their own reasons for selecting 
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the works of certain composers to appear on their concert 

and tour programs and it would be impossible to state 

all those reasons here. However, having now examined works 

by both composers in detail, their inherent musical value 

as highly expressive choral works is self evident. The 

skillful blending of traditional compositional elements 

with the non-traditional, melodic grace and beauty, 

harmonic interest, inventive formal designs, and diverse 

textures are often cited as important examples of the 

expressive compositional language of these two composers. 

In sum, the choral works of Knut Bystedt and Egil 

Hovland are accessible yet challenging to listener and 

choir alike. Choral works that consistently meet these two 

diverse criteria are always welcome additions to any 

choir's concert repertoire. The large corpus of 

significant choral works these two men have contributed to 

the international field of choral music has established 

them as important twentieth century choral composers. 

"Praise to God," "Thou 0 Lord," and Kissa Kisericordiae 

make up only a small portion of these works yet they are 

certainly excellent examples of the consistent quality and 

value of the choral music of Knut Bystedt and Egil Hovland. 
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