




























































































IV. Use of Rhythm 

"Rhythm, of course, js the principle of organization that regulates the flow 

of melody, harmony, and counterpoint."24 In Moe's music, rhythmic elements 

are closely related and integrated with melodic structure. It is often hard for him 

to separate the two in his compositional process. When Moe begins his 

compositions, he often composes both pitch and rhythm simultaneously. In 

many instances it is the syllabic stress of the language that determines the 

rhythm. The harmonic structure is always formed after the development of the 

rhythmic and melodic motives. The opening choral phrase of If Ye Then Be 

Risen With Christ is an example where the melody and rhythm were composed 

at the same time. In the Cantata of Peace, Moe chose the chords at the same 

time as rhythm and melody for "Lord, make me an instrument of your peace." 

Daniel Moe involves a frequent use of mixed meters in his compositions. 

The mixed meters are derived from composed bars of great length that are 

broken down into smaller sections, i.e., 3/8, 3/4, 6/8, 7/8 meters, so the sy"ables 

have the correct stress. Moe's use of mixed meters has increased in the last 

twenty years due, in part, to the influence of Britten, whose works he has also 

conducted. One of Moe's most successful anthems, Hosanna to the Son of 

David, is composed in only one meter, 6/8. In regard to this anthem, he states, 

"If I would have written Hosanna to the Son of David in the last twenty years, it 

would not be entirely in 6/8."25 Beginning with Cantata of Peace (1971), his 

use of mixed meters has greatly increased. An example of his use of mixed 

24 Daniel Moe, "The Choral Conductor and �T�w�e�n�t�i�e�t�h�~�C�e�n�t�u�r�y� Choral Music," 
Choral Conducting Symposium, 2nd ed. eds. Harold Decker and Julius 
Herford Prentice Hall: 1988, 156. 

25 Moe, interview. 
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meters can be see~ in the Cantata of Peace, mm. 83-89. (see Figure 12) This 

example shows the natural declamation of the text. The mixed meters 

accommodate the syllabic stress of the text, "Not everyone who calls me Lord, 

Lord, will enter the kingdom of Heaven." 

Figure 12 Cantata of Peace mm.83-89 
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v. Text 

Moe's Lutheran heritage has had a direct effect on the texts used in his 

compositions. The main music in the Lutheran service was limited to hymns, a 

choral call to worship, an anthem, a prayer response and a concluding 

benediction. This tradition has had an effect on his choral output as a 

composer. He states, "Had my early worship experiences, for example, 

included a consistent participation in Matins and Vespers, or even the propers, 

the texts which I chose to set might have been quite ~ifferent."26 

All of his choral compositions use religious texts. In general, he sets texts 

from both the Old and New Testament, as well as religious poetry. When he 

encounters a poem or a passage of scripture that inspires him he states, "It's not 

so much me choosing the text, but the text choosing me."27 He then begins to 

live with the text. He will not memorize it, but sometimes fragments of melodic 

motives that often imply a rhythmic connotation will begin to develop around the 

text. This process played a major role in his composing of the Cantata of 

Peace. Daniel Moe's love for poetry is the reason he has set many poems, 

psalms and proverbs to music. 

Chief Seattle's Psalm was commissioned for the Alabama Church Music 

Workshop. The workshop was scheduled for August 9·11, 1976 but it was not 

until late May that he found a text. Moe stated that this was the closest he has 

ever come to reneging on a commission. Moe had almost given up on the 

commission until he came across this text by Chief Seattle. Moe states, "In late 

26 Moe, Gesangbuch 7. 
27 Moe, interview. 
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May I opened up the Cleveland Plain Dealer and saw this half page spread of 

an Indian chief in full war bonnet. "28 

Daniel Moe explains his reasons for combining the oration by Chief 

Seattle and the beginning lines of the 24th Psalm, saying: 

The text of this composition, commissioned for the University of Alabama 
Sacred Music Workshop, is taken from the great oration by Chief Seattle, 
an Indian Chief of the friendly Duwamish and Suquamish tribes, when he 
accepted the terms of the treaty between Washington and the 
Washington territory. 

As I read and re-read these deeply moving words, the opening lines of 
the 24th Psalm kept jumping into my mind: "The Earth is the Lord's and 
the fullness thereof." It struck me that Chief Seattle was indeed writing 
his own "Psalm", and that his words were adding new meaning to those 
of David written centuries earlier. It seemed appropriate, therefore, to 
juxtapose these two texts. It is also appropriate, I believe, that, in the 
spirit of a continuing celebration of the beginnings of this nation, we 
should honor (by implication) a great man who happened to be red -
an American Indian.29 

28 Moe, interview. 
29 Daniel Moe, Chief Seattle's Psalm (and a fragment from David). 
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Analysis 

The final section examines Cantata of Peace, Psalm Concertato, and 

Exhortation from Proverbs. The order of this discussion is based on the number 

of brass instruments used, beginning with a solo trumpet and moving to brass 

sextet. 
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Cantata of Peace (1971) 

Text - No Bars To Manhood - Daniel Berrigan, Prayer of St. Francis of 
Assisi, Matthew 7: 21-24, Isaiah 2:1-4. 

Forces - SATB, solo trumpet, piano or organ, narrator 

Commissioned by the Fellowship of United Methodist Musicians for the 
International Biennial Convocation, Houston, Texas, August 1971. 

In 1971 Daniel Moe was commissioned by the Fellowship of United 

Methodist Musicians to write a work that would be premiered at their 

convocation. Cantata of Peace is that work. The instrumentation was 

influenced by that of Halsey Stevens' Magnificat. Both works use solo trumpet, 

keyboard, and SATB choir, but Cantata of Peace adds narrator. Daniel Moe 

chose to use this instrumentation due, in part, to his delight with the overall 

sonority of the Magnificat. The terms of the' commission did not specify the use 

of certain texts or instrumentation. Moe was given free reign to compose a work 

that was suitable for this International Biennial Convocation. 

Daniel Moe's reason for choosing peace as the theme of this 

composition involved the Vietnam war. The protests against the war in Vietnam 

were at their peak during 1971. There were mass protests against the war on 

the streets of Iowa City, where he was living at the time, as well as throughout 

the United States. Moe decided to write a musical composition that was his 

own statement against war. He states, "Cantata of Peace is the best way of 

making my own personal statement against the Vietnam war, and war in 

general. "30 

In Cantata of Peace, Moe uses a combination of contemporary literature, 

liturgical prayers, and texts from the Old and New Testaments. The opening text 

30 Moe, interview. 
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delivered by the narrator is from No Bars to Manhood by Daniel Berrigan, a 

Roman Catholic priest who was active in the Peace Movement during the 

Vietnam War. Next Moe uses a text that the Church has used for many years 

related to peace, the "Prayer of St. Francis of Assisi". He asked himself the 

question, "What has the church done over the years for peace?"31 The "St. 

Francis Prayer" was the first text that came into his mind. The next section 

comes from the New Testament, Matthew 7: 21-23 and the final section of text 

is from Isaiah 2: 1-4. The Isaiah text explains that if we go up to the house of the 

God of Jacob, we will be taught God's ways and never again will we learn to 

make war. The work ends with a final statement of "Make me, Lord, an 

instrument of your peace." Moe states that this is the final plea: now, no matter 

what the cost, make me that instrument of your peace.32 

Cantata of Peace is a musical sermon that can be used as part of a 

worship service. A suggested use for Cantata of Peace is to perform it in a 

public worship service and follow the performance with a verbal exhortation 

based on the texts by the minister. To better see how the various texts are 

pieced together, the following is a complete reading of the text for Cantata of 

Peace. 

We have assumed the name of peacemakers, but by and large, unwilling 
to pay any significant price. And because we want the peace with half a 
heart and half a life and will, war, of course, continues ... because the 
waging of war, by its very nature, is total- but the waging of peace, by our 
own cowardice, is partiaL. We cry 'peace, peace,' and there is no peace. 
There is no peace because there are no peace makers. There are no 

31 Moe, interview. 
32 Moe, interview. 
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makers of peace because the making of peace is at least as costly as the 
making of war.33 

Lord, make me an Instrument of your peace. Lord, Lord. Not everyone 
who calls me "Lord, Lord" will enter the kingdom of heaven, but only 
those who do my Father's will. When that day comes, many will say to 
me, "Lord, Lord, did we not prophesy in your name, cast out devils in your 
name, and in your name perform many miracles?" Then I will tell them to 
their face, "I never knew you: out of my sight, you and your wicked waysl" 
Not everyone who calls me "Lord, Lord" will enter the kingdom of heaven. 
Not everyone, but only those who do my Father's will. Lord, make me an 
instrument of your peace. 

In the last days it will come to pass that the mountain of the Lord will be 
the highest mountain, lifted high above the hills, and all the nations shall 
come to it. Many people will arrive and say: "Come, let us go up to the 
mountain of the Lord, and to the house of the God of Jacob." ... the God of 
Jacob. He will teach us his ways, and we will follow his paths. And he 
will judge between the nations and rebuke many people. Then they shall 
beat their swords into plough shares ... , and their spears into pruning 
hooks, and never again will they learn to make war. Lord, Lord, make me 
an instrument of your peace.34 

Daniel Moe's process of composition begins with the development of 

fragmented melodic and rhythmic material. In Cantata of Peace, the choral 

statement of the "Prayer of St. Francis", mm. 26-29, was the first section 

composed. (see Figure 13) The next major section of composition was mm. 44-

56. Following the "Prayer of St. Francis" Moe focuses on the word "Lord". He 

uses a series of entrances, mm. 44-56, that focus on all the different ways man 

has expressed the word, Lord.3s The text comes from the New Testament, 

Matthew 7: 21-23. The two other major sections, mm. 61-100, and mm. 124-

188, contain new material but are surrounded by interludes based on the theme 

of the "Prayer of St. Francis" mm. 26-29. 

33 Daniel Berrigan, No Bars to Manhood, Copyright © 1970 by Daniel Berrigan. 
Published by Doubleday and Company, Inc. 

34 Daniel Moe, Cantata of Peace. 
3S Moe, interview 
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Figure 13 Cantata of Peace mm.26·29 
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Cantata of Peace begins with keyboard, trumpet and narrator. The 

opening narration is first presented while the keyboard sustains a single chord 

in m. 9. This process is repeated in m. 13, but is followed by the narrator 

presenting the text over a drum-like accompaniment in mm. 14-21. (see Figure 

14) Throughout the opening 45 measures, the trumpet motives are based on 

the intervals the chorus sings in the first statement of the "Prayer of St. Francis." 

Intervals used in the trumpet are descending minor 3rds and descending 7ths, 

but they are often camouflaged with other pitches. These motives seem to be 

fighting to break out in a sense of melody. tn m. 16, the trumpet hints at the 

opening of taps as the narrator states "but the waging of peace, by our own 

cowardice, is partiaL." 
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Figure 14 Cantata of Peace mm.14-21 
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The role of the trumpet in Cantata of Peace is not melodic as is the case 

in Chief Seattle's Psalm. In mm. 19-21, Moe superimposes the main melodic 

motive of mm. 26-29 in the trumpet over the drum-like keyboard figure and the 

narrators text. In mm. 30-44, he continues to use material from the main theme, 

mm.26-29, in the trumpet which act as an interlude leading in to m. 44. 

In Chief Seattle's Psalm, the solo trumpet introduces the opening fanfare, 

continues melodic development, and strengthens or underlines the harmony of 

melodic passages. (see Figures 15, 16 &17) 
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Figure 15 Chief Seaft/e's Psalm mm. 1-3 
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In mm. 44-58, which focus on all the different ways man has expressed 

the word, Lord, the intervals used by the chorus are dominated by the 
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descending minor 3rd. The keyboard continues to play the drum-like 

accompaniment, and the section ends in m. 58, with the trumpet playing a 

descending 7th. Thus, the first 58 bars of Cantata of Peace are unified by the 

intervals of the choral refrain, mm. 26-29, and the keyboard accompaniment. 

The next section, mm. 61-100, begins with a two bar introduction in which 

the narrator states the text from Matthew. As an introduction to each of the new 

sections the narrator always presents the text before the chorus. The narrator is 

accompanied by the trumpet and keyboard. In mm. 61-100 the text, "Not 

everyone who calls me Lord, Lord will enter the kingdom of heaven" is 

presented by the choir. Moe uses mixed meters to help present the text with the 

proper declamation of syllables. As was mentioned in the section on Moe's use 

of rhythm, Cantata of Peace was one of his earliest compositions to contain a 

frequent use of mixed meters. Beginning in m. 101 Moe sets up the second 

statement of the "Prayer of St. Francis" refrain. The setting of this refrain, mm. 

103-109, is accompanied by the martial keyboard figure which was first heard in 

m.14. 

Measures 110-123 are an introduction in which the narrator reads the 

text for the next choral section, mm. 124-188. The choir begins with a statement 

of "Come let us go up to the mountain of the Lord ... " Here again Moe uses a 

series of mixed meters in order to attain proper declamation of the text. 

Throughout mm. 147-164 he writes four emphatic phrases of "the God of 

Jacob." The final statement of "the God of Jacob," comes in mm. 161-164. Moe 

stops on the most dissonant chord, mm. 162-63, and holds it for four beats. (see 

Figure 18) In regard to this use of dissonance he states: 
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One of the decisions a composer has to make when dealing with a 
religious text is how to say "praise God." There are many composers 
who choose to use bold reiterated statements of C major or G major. I 
choose the use a more dissonant harmonic language to best describe 
our Lord and King. This is an abstract way to describe the ultimate, a 
stronger conviction for me than a loud major chord.36 

Figure 18 Cantata of Peace mm.160-167 
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36 Moe, interview 
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The final section of Cantata of Peace is based on the material of the 

"Prayer of St. Francis." The work ends with the third and final statement of 

"Make me, Lord, an instrument of your peace." The refrain acts as a unifying 

device and continually reminds the performers and audience what the main 

objective of Cantata of Peace really is: Now, no matter what the cost, "Lord, 

make me an instrument of your peace." In conclusion Daniel Moe states: 

This is one of my best pieces, it represents me as a composer in terms of 
the integration of motives, variation of rhythm and melody. I can come 
back to the Cantata of Peace time and time again and I would not 
change a note. It is my highest form of expression.37 

37 Moe, interview. 
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Psalm Concertato 

Text - Psalm 150: 1,2,6 
Psalm 103: 1,2 
Psalm 47: 1,7 

Forces - SATB, Brass quartet (two trumpets, two trombones), string bass 

Commissioned by Concordia College, St. Paul to praise God on the 
occasion of its 75th Anniversary. 

Psalm Concertato, a three movement work, was commissioned in 1969 

by Concordia College, St. Paul, Minnesota. The terms of the commission stated 

that they wanted a major work with brass accompaniment that would "praise 

God" on the occasion of its 75th Anniversary. Moe knew ahead of time that the 

brass players were to be hired from the Minnesota Orchestra. This knowledge 

gave him the freedom to write more difficult brass parts. 

Psalm Concertato combines elements of jazz with Moe's own style of 

rhythm and compositional language. Some of the jazz elements include the 

use of a pizzicato bass, syncopated rhythms, and composed "riffs" for the 

trumpet. (see Figure 19) Psalm Concertato is scored for two trumpets, two 

trombones and string bass. As suggested by the composer, an electric bass 

can be used in place of a string bass. 

Figure 19 Psalm Concertato Part I mm.64·69 
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The main influence in the composition of Psalm Concertato was Heinz 

Werner Zimmerman. This influence, however, was not from a positive 

viewpoint. In the 1960's Zimmerman began composing psalm settings that 

involved elements borrowed from the American jazz idiom of which his use of 

the pizzicato bass was most prevalent. Daniel Moe reacted to Zimmerman 

psalms as being superficially associated with jazz and not at the gut level.38 

Zimmerman's psalm settings that involve the use of pizzicato bass include 

Psalms 13, 23, 67, 100, 117, 130, and 148. Many American conductors 

performed Zimmerman's works which Moe referred to as "cheap jazz."39 

Therefore, Daniel Moe's Psalm Concertato is a sort of protest against the 

"cheap jazz" of Zimmerman. 

This was also the time when Gunther Schuller was discussing third

stream music. Third-stream music is, "Music that combines elements of jazz 

38 Moe, interview. 
39 Moe, interview. 
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and of twentieth-century art music. In the late 1950's, Gunther Schuller, who 

coined the term, and John Lewis led an effort to compose complex forms 

without destroying the vitality of jazz Improvisation.40 

In regard to the performance of Psalm Concertato, the articulation 

between brass and chorus must match each other. The conductor should alert 

the choir to think of the type of articulation brass instruments are capable of, and 

transfer that articulation to the voices. In Moe's comments he states; "We as 

conductors need to acknowledge that brass instruments are able to speak with 

such immediacy and clarity when articulating. Therefore, when we sing with 

brass, the choir needs to think like the brass play and articulate."41 The choir 

needs to define their rhythm with the same precision as the brass. (see Figure 

20) 

Figure 20 Psalm Concertato Part I mm. 37-39 
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40 Don Randall, ed. The New Harvard Dictionary of Music (Cambridge: 
Harvard UP, 1986) 854-55. 

41 Moe, interview. 
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Exhortation From Proverbs (1977) 

Text - Paraphrase of Proverbs 3: 1,2: 13-16 

Forces - SATB, Brass sextet (two trumpets, two trombones, horn, tuba) 

Commissioned for the Inauguration of John D. Rockefeller, IV as the 
President of West Virginia Wesleyan College 

Exhortation from Proverbs was written in 1977 for the inauguration of 

John D. Rockefeller as president of West Virginia Wesleyan College. The 

college commissioned Moe to write a work for instruments and voices. He 

asked Rockefeller to submit three texts that would be appropriate for the 

occasion. Of the texts that were submitted, Moe selected the text from Proverbs. 

Since the college wanted a work for instruments and chorus, Moe asked what 

instrumentalists were available. They -suggested a score for two trumpets, two 

trombones, horn and tuba. These were the best instrumentalists available to 

perform at such an occasion as the presidents inauguration. Thus, the 

instrumentation for Exhortation from Proverbs was determined by practical 

factors, the availability and ability of instrumentalists. 

Exhortation from Proverbs begins with a brass introduction. The first 

choral entrance is essentially two part choral writing with some instrumental 

doubling. The simple harmonic under pinning of the brass serves as an 

accompaniment and is one of the few places where Moe uses instrumental 

doubling. Beginning in m. 14, the brass function in a counter melody to the 

chorus. The choir parts are identical from mm. 7-11 and mm. 13-17, but the 

brass accompaniment has been altered to increase the rhythmic development. 

Moe's style of transparent scoring is evident from mm. 18-29. The brass 

play accompanying figures while the chorus is singing. The chorus reaches its 

first climactic section, mm. 23-26, a cappella. The brass, mm. 26-29, play at 
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their loudest dynamic levels while the choir is not singing. These three aspects 

are all important in Moe's transparent style of writing. The brass interlude from 

mm. 26·29, is one of Moe's favorite phrases in the work; he tells the brass to 

"think Maynard Ferguson and let it all out."42 This can be accomplished without 

sacrificing anything in terms of balance with the choir since the brass are 

playing alone. (see Figure 21) 

Figure 21 Exhortation from Proverbs mm.19-30 
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42 Moe, interview. 
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Beginning in m. 30 Moe's composition becomes more rhythmically 

complex. The brass respond to the unison choral parts with alternating triplet 

and quarter note figures. In response to mm. 30-40 Moe replies, "In these 10 

measures there is a kind of playfulness as to what is going on in the brasses, it 

has nothing to do with the voices which are in a strong unison. It is almost like 

an Ivesian moment and no other section in this piece is quite like it."43 (see 

Figure 22) The climax is reached in m. 41 on the Eb major chord with an added 

second and fourth. (see Figure 23) The chorus establishes the chord and the 

brass solidify it at a lower pitch level. Here again we see the thoughtful 

treatment of the voices during a fortissimo section. The soprano is given the 

highest pitch to avoid any problems in balance between brass and chorus. 

43 Moe, interview. 
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Figures 22 & 23 Exhortation from Proverbs mm. 3()"40, 41-42 
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The final section begins in m. 43 with a restatement of the opening theme 

in the brass. In m. 45 there is a shift to the 618 which is an example of metric 

modulation. This example of metric modulation is a shift where the quarter note 

in m. 44, equals the dotted quarter in m. 45. This adds a playfulness to the 

rhythm that leads into the statement of "Happy is the one who finds wisdom." 

Throughout the final section there are constant shifts in meter and different 

meters will appear simultaneously in the brass and chorus. Metric modulation 

and the use of mixed meters have become characteristic in the music of Daniel 

Moe. In terms of his compositions he has been greatly influenced by the 

compositions he has conducted and performed. He states: 

By 1970 I had conducted Britten's Rejoice in the Lamb ten times, the War 
Requiem in 1963 and Stravinsky's Symphony of Psalms. All of these 
pieces introduced me to this type of rhythmic complexity. After being 
introduced to this style it was becoming more and more a part of my own 
compositions.44 

44 Moe, interview. 
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Exhortation from Proverbs ends with a coda beginning in m. 120. The 

opening theme is restated and followed by a return to 6/8. The brass and 

chorus alternate phrases in a style of transparent scoring. The final 5 bars 

employ the brass to add rhythmic energy and increase tension while the voices 

are sustaining. Exhortations from Proverbs ends on a F major chord with an 

added 2nd. The chord is again voiced with the highest pitch in the soprano. 

The final example (see Figure 24) best represents Moe's style of 

transparent scoring. The example involves an alternation of sections and Moe's 

use of brass interludes. Here we see the use of a C major chord in the choir 

which is not a normal part of his expression. This leads into the open fifths 

which is the real climax of the section. Followed with an extended interlude by 

the brass. This piece was recently performed by the Oberlin Choir and 

tollowing the performance Edwin Miller, a member of the composition faculty at 

Oberlin, stated, "One of the reasons that this piece is so effective is that it almost 

could be a piece of brass chamber music."4S 

Figure 24 Exhortation from Proverbs mm.67-107. 
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Conclusion 

Daniel Moe's choral works with brass accompaniment involve a 

combination of twentieth-century harmonies and rhythms, Biblical and liturgical 

texts influenced by his strong Lutheran heritage, and a style of transparent 

scoring which carefully integrates the brass instruments into the overall texture 

of his compositions. His compositional language is based on whole step 

dissonances, irregular meters and incomplete chords with added 2nds, 4ths 

and 6ths. Although the sonority and rhythms are complex, the works have 

maintained an essential melodic simplicity and directness of style which is an 

expression of Moe's Scandinavian heritage. Choir and brass remain 

independent and never dominate each other. In the compositional process, 

they are not dealt with individually, but involve an alternation of phrases and 

dynamics. The brass consistently play at their loudest dynamic levels while the 

choir is not singing. The heights of the choral phrases are unaccompanied. 

Final cadences are voiced with the highest pitches in the choral writing which 

allows an equality of forces. 

Daniel Moe continues to be actively at work as a composer. He has 

recently completed a work for brass and chorus commissioned by Gustavus 

Adolphus College, St. Peter, MN. It is titled, Cantata Gustavus (May Peace 

Blossom) and is scored for 20 trombones, chorus, and synthesizer. 

Moe will soon be retiring from his position at Oberlin College 

Conservatory of Music, but plans to continue his creative adventures in 

composing. In reflecting on his time at Oberlin, he said that he has had "one 

foot in the church and one foot in college." In regard to his involvement in 
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church music after retirement he comments, "As long as my wife, Ann, is 

involved with church music there is no doubt that I will be as well." One of his 

long-term projects is to write anthems for church choirs based on lectionary 

texts on which a minimum of good music has been written. 

It is possible that aspects of Moe's style of composition may change in 

the coming years. He expressed the thought, "Maybe in myoid age I will 

become very gentle and write things that any choir can sing." In 1950 Moe had 

his first encounter with the Christmas Oratorio by Schlitz. In the edition by 

Arthur Mendle it stated that in this oratorio Schutz had arrived at his second 

naivate. Maybe this will happen to Daniel Moe -- Moe does have a picture of 

Heinrich Schutz hanging in his living room. 

Looking back on his career decision of whether to become a theologian 

or musician, one can say that, in Daniel Moe's life, it has been one and the 

same. His decision to express the Holy words and ideas of the Bible through 

music has been maintained through all of his choral compositions. As a 

composer, he has gone as far as writing his own "sermon" in the Cantata of 

Peace. As a conductor, he tries to convey his interpretation of these texts and 

music to the choir so the pieces will speak to the congregation in a meaningful 

and spiritual manner. His process of expressing and interpreting religious 

passages and poetry is done in a way that helps guide all people to focus on 

the central point of their own relationship with God. He comments that overall, 

the main objective of his music has always been, "Soli deo Gloria."46 

46 Moe, interview. 
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Mixed Chorus 

o Praise the Lord (SAB) 
As Joseph Was A-Walking 
A Joyful Psalm (SA TS) 
Easter Canticle (SATS) 

List of Works by Daniel Moe 

Sing Aloud to God Our Strength (2 trpts, SATS, organ) 
How Beautiful Upon the Mountains (SAB) 
A Babe Is Born (SATB) 
Prelude and Hodie (SA TB) 
I Lift Up My Eyes (SATB, organ) 
Hosanna To The Son of David (SATS, organ) 
Rejoice In The Lord Always (SA TB, organ) 
God Be Merciful SA TB, organ) 
o Jesus Christ, To Thee May Hymns Be Rising (SATB, organ) 
Lo, I Am With You (SATS) 
Easter Te Deum (SA TB) 
He Shall Give His Angels Charge (SA TB) 
Blessed Be The Lord God (SATB) 
Fall Softly, Snow (SSAATTBB) 
Rejoice, Ye People (SATS, 2 trpts, 2 trombs, organ) 
Stranger, Share Our Fire (SATS) 
I Am The Alpha (SATB, organ) 
Psalm Concenato (SATB, 2 trpts, 2 trombs, Str. bass) 

Part I 
Part II 
Pat III 

Fanfare and Choral Procession (SATB, 2 trpts, 2 trornbs, organ) 
William Penn Reflections (SA TS) 

1. The Glory of This Day 
2. Whether Young or Old 
3. Let Your Eye Be To The Lord 
4. A Man of Integrity 

The Lord is My Strength (SATB) 
Nunc Dimittis and Gloria 
Magnificat (SSATSB, orchestra) 
To Us Is Born a Blessed Child 
Cantata of Peace (SATS, trpt, organ, narr.) 
Chief Seattle's Psalm (SATS, trpt, keyboard) 
Exhortations from Proverbs (SA TB, 2 trpts, 2 trornbs, horn, tuba) 
Rise Up, My Love, My Fair One (SA TBB) 
Therefore, Give Us Love (2 part, organ) 
Magnificat (SATB, organ) 
If Ye Then Be Risen In Christ (SATS, brass quintet or organ) 
Oh, Sing Jubilee to the Lord (SA TB, organ) 

Women's Chorus 

o Holy Spirit, Enter In (SSA) 
Come Holy Ghost (SSAA) 

J. Fischer 
J. Fischer 
J. Fischer 
J. Fischer 
J. Fischer 
Theodore Presser 
Theodore Presser 
Theodore Presser 
Mercury 
Mercury 
Abingdon 
Augsburg 
Augsburg 
Augsburg 
Augsburg 
Augsburg 
Augsburg 
Augsburg 
Augsburg 
Augsburg 
Augsburg 
Augsburg 

Augsburg 
Augsburg 

Sacred Music Press 
Hope 
Carl Fischer 
Carl Fischer 
Hope 
Carl Fischer 
Carl Fischer 
Augsburg 
Augsburg 
Manuscript 
Augsburg 
Mark Foster 

Augsburg 
Augsburg 
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Male Chorus 

I Will Extol Thee (nBB) 

Larger Choral Works 

Three Portraits of Jesus (SA TB) 
Cantata of Prophecy (nBB) 
The Coventry Nativity (chorus, orchestra, soli) 
He is the Way (SA TB) 
Psalm 150 (symphonic wind ensemble, chorus) 
Te Deum (symphonic wind ensemble, choruS) 
Christus Nunc (wind ensemble, three choirs) 
One People· One God (wind ensemble, double chorus) 
The Vision of Isaiah (SATB, tenor solo) 
o Lord, How Manifold Thy Works (SATB, piano) 
Cantata Gustaws (May Peace Blossom) 

Vocal Solo 

The Greatest of These is Love 
Sing Agreeably of Love 
Limericks 

Instrumental Works 

Overture for Orchestra 
Symphonia Breve (orchestra) 
Four Contrasts (piano) 
Duo (Violin, piano) 
Sonata (Violin, piano) 
Concertato for Brass Quintet and Piano 
Three Preludes for Organ 
Woodwind Trio (oboe, clarinet, bassoon) 

Liturgical Music 

All Glory to This Blessed Morn (From Christmas Annual) 
The Contemporary Liturgy (Congregation and Choir) 
The Lutheran Service: A Contemporary Setting 
Worship for Today: An Ecumenical Service 
The Holy Communion in Contemporary Worship 2: Services 
"Hymn of Praise" in Contemporary Worship 3: Marriage Service 
"Glory to God" and ''This is the Feasf' 

in Contemporary Worship 5: Service of the Word 
Introit and Graduals for the Lutheran Service 

Series B, Vol II (Lent I, Good Friday) 

Augsburg 

Manuscript 
Manuscript 
Manuscript 
Manuscript 
Manuscript 
Manuscript 

. Manuscript 
Manuscript 
Manuscript 
Manuscript 
Manuscript 

Augsburg 
Manuscript 
Manuscript 

Manuscript 
Manuscript 
Manuscript 
Manuscript 
Manuscript 
Manuscript 
Manuscript 
Manuscript 

Augsburg 
Lutheran Student Assc. 
Manuscript 
Carl Fischer, Inc. 
Augsburg 
Augsburg 
Augsburg 

Augsburg 
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Hymns 

Four Contemporary Hymns, Set II 
o Jesus Christ, To Thee May Hymns Be Rising 
Stranger, Share OUr Fire 
Ve Lands to the Lord in Four Modern Hymns 
Lord Christ, The Father's Mighty Son 

This is the Day 
Song of David 
Therefore, Give Us Love 

Hymn Accompaniments and Preludes 
Free Organ Accompaniments to Festival Hymns 

Vol. I (Praise to the Lord, Jesus Christ is Risen) 
Free Organ Accompaniments to Festival Hymns 

Vol. " ( As With Gladness -'Dix') 
God Be Merciful (Organ Prelude) 
Lord God, the Father's Mighty Son 

Books and Pamphlets 
Problems in Conducting 
Responsibilities of the Choir Member 

I. Some Basic Principles of the Artistic 
Choral Performances 

II. Preparing for the Concert 
Basic Choral Concepts: 

Communication, Analysis, Articulation 
"The Choral Conductor and Twentieth-Century Music" 

in Choral Conducting: A Symposium 

Augsburg 
Augsburg 
Augsburg 
Concordia 
Board of Pub., Luth. 
Church in America 
Manuscript 
Frontiers 
The Church 
Hymnal Society 

Augsburg 

Augsburg 

Augsburg 
Fortress Press 

Augsburg 
Augsburg 

Augsburg 

Prentice Hall 
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MUSICAL SCORES 

Moe. Daniel. Cantata of Peace. Carol Stream: Hope, 1982. 

Moe, Daniel. Chief Seattle's Psalm (and a fragment from David). New York: 
Carl Fischer, Inc., 1977. 

Moe, Daniel. Exhortation from Proverbs. New York: Carl Fischer, Inc., 1978. 

- Moe, Daniel. Fanfare and Choral Procession. Minneapolis: Augsburg, 1971. 

Moe, Daniel. If Ye Then Be Risen with Christ. Manuscript, 1990. 

Moe, Daniel. 0 Jesus Christ to Thee May Hymns Be Rising. Minneapolis: 
Augsburg, 1957. 

Moe, Daniel. Psalm Concertato. Minneapolis: Augsburg, 1970. 

Moe, Daniel. Rejoice, Ye People. Minneapolis: Augsburg, 1965. 

Moe, Daniel. Sing Aloud to God Our Strength. Glen Rock: J. Fischer & 
Brothers, 1964. 
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