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ABSTRACT 

The contributions made by American composers to the repertoire 

for women's chorus have increased significantly since 1940. This study 

was undertaken because previous investigations are interr.ational in 

scope and do not give an adequate view of the broad range of American 

works now available. Criteria established for works to be included in 

the study were as follows: (1) original compositions by American com

posers; (2) at least six minutes in duration; (3) available to the 

public from a publisher, composer, or repository of American works; 

(4) publication or composition date after 1940 and before 1980. The 

study includes both secular and sacred works. Qualitative comments were 

avoided because they were not consistent with the object of the study. 

Since numerous works are out of print and are almost impossible to 

obtain, the 91 works annotated in the study represent but a portion of 

the total output of American composers. 

Each annotation includes composer name; composer dates (when 

available); title of composition; date of publication or composition; 

text source; voicing: ranges of individual parts: level of difficulty: 

duration; accompaniment medium: and publisher and catalog information. 

A descriptive paragraph on the work in toto and on each movement or set 

piece briefly discusses text conteDt, harmonic background, melody, 

rhythm, tessitura, meter, texture, form, role of accompaniment, and/or 

other salient features. 
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CHAPTER 1 

INTRODUCTION 

Since 1940 American composers have augmented considerably the 

repertoire for women's chorus. The purpose of this study was to bring a 

portion of this increased American productivity to the attention of 

choral directors with the intent of aiding them in their search for 

accessible and appropriate repertoire. The music included in the study 

ranges in difficulty from compositions within the capabilities of high 

school choirs to works requiring mature voices and accomplished musi

cianship. 

Need for the Study 

The need for the study arose from the paucity of recent research 

devoted exclusively to SSA works by American composers. (Except in 

Chapter 3, SSA--Soprano I, Soprano II, Alto-- will hereafter stand for 

SA, SSA, SAA, SSAA, or any other combination of voicings for women's 

chorus.) The sole study to date is the 1963 list compiled by Dr. James 

H. Case as a part of the Research Memorandum Serie~ published by the 

American Choral Foundation. Other existing reference works on women's 

choral music, including additional lists from the above source, are 

international in scope and include a limited number of American com

posers and their works. The primary sources discussed in Chapter 2, 

Selected List of Choruses for Women's Voices by Arthur Locke and Charles 

Fassett and Choral Music for Women's Voices: An Annotated Bibliography 

1 
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of Recommended Works by Charles Burnsworth, were published in 1964 and 

1968 respectively. The present study drew on all of these references 

but is varied from them in its emphasis on more recent works by American 

composers. 

Limitations on the Study 

As has been stated, composjtions by American composers are the 

center of this study because no recent reference works establish the 

extent of their contribution to the area of music for women's chorus. 

The number of works by American composers included in the existing 

international references is small in comparison to the total number of 

works in these references. l 

In addition to original compositions, arrangements made by the 

composer of his or her previously existing work are included. Arrange

ments of works by other composers or of folk songs or spirituals are 

excluded. 

Because the amount of women's choral music by American composers 

is extensive, the study has been limited to works at least six minutes 

in duration. This limitation allows for single or multi-sectional works 

of sufficient length to comprise a portion of a program, or for longer 

works which may be a major part of a program. Many of these larger 

works appear to have received minimal exposure and may be unfamiliar to 

conductors, choirs, and audiences. The works covered in the study are 

published or are available to the public from the composer or a 

lSee Chapter 2 for this comparison. 
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repository of American works. A few of the works published after 1940 

and prior to 1966 are mentioned in other references; nevertheless, those 

works are included to give an overall view of the continuity and devel

opment of the resources available. Many compositions which would have 

made a. valuable contribution to the study are, ~t present, temporarily 

or permanently out of print, and multiple copies are almost impossible 

to obtain. Thus, many works have had to be omitted. The 91 composi

tions annotated in Chapter 3 are representative of the aggregate of 

larger works for women's chorus. It is hoped that the numerous works 

which could not be included may form the basis for a supplementary study 

which will be useful as reference as well as resource. 

The year 1940 was selected as a beginning date for the study 

because of the difficulty in obtaining works published prior to that 

time. Not all compositions published since 1940 can still be obtained; 

however, music published since 1960 .is more readily accessible. 

Both secular and sacred works are included. No qualitative judg

ments are imposed on the compositions. Offering the broad cross section 

of available material has been the primary intent of the study. 

The history of women's choruses has been amply recounted in the 

references discussed in Chapter 2. Therefore, historical development 

has not been a part of this project, although the significance of that 

development is the plinth upon which such a study is based. Referring 

to the renewed interest in music composed for and performed by women, 

Armstrong states, " ... since it is a virtual rebirth, it is one of the 

most important events of this century in music" (196B, p. 211). This 

study may help substantiate that statement. 
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Preliminary Research Procedures 

Publisher's catalogs are indispensable sources for contemporary 

choral repertoire. Approximately 50 publishers listed in Choral Music 

in Print (Nardone, Nye, and Resnick 1974) were contacted. Of these, 42 

responded with their most recent catalogs. These were screened for SSA 

compositions. 

The 1974 edition of Choral Music in Print (Nardone, Nye, and 

Resnick) and the 1976, 1981, and 1982 Supplements were checked for list-

ings of SSA selections by American composers. 

Journals and magazines published by choral organizations were 

searched for reviews of publications, for articles on repertoire for 

women's or treble choruses, for articles on women's choruses, for arti-

cles on composers and their compositions, and for advertisements con-

taining SSA repertoire. American Choral Review, published by the 

American Choral Foundation, and The Choral Journal, published by the 

American Choral Directors Association, both proved to be valuable 

sources for many works. Other periodicals which provided several titles 

not previously encountered were Composium Directory of New Music, Music 

Educators Journal, Musical Quarterly, and the Bulletin of the National 

Association of Teachers of Singing. 

Lists published by the American Choral Foundation in its Research 

Memorandum Series and catalogs of the National Federation of Music Clubs 

were also scrutinized. 

The choral holdings of the American Music Center and the American 

Composers Alliance, both repositories of works hy American composers, 

were a part of the research. Also included were the sacred and secular 



listings for women's choral music in the New York Public Library and in 

the Drinker Library. Personal libraries of local choral directors 

yielded several compositions. 

Books devoted to repertoire for women's chorus were a vital 

source of information. Dissertations pertaining to American composers 

and their works for women's chorus and books on American composers were 

also a part of the study and will be discussed in Chapter 2. 

5 



CHAPTER 2 

REVIEW OF THE RELATED LITERATURE 

The literature devoted exclusively to women's choral music con

sists of lists published by the American Choral Foundation in its 

Research Memorandum Series, two books, five unpublished dissertations, 

and numerous magazine articles. Additional sources not solely concerned 

with women's choral music are references with an ethnic emphasis, lists 

of American works in general, and a directory for works by American 

women composers. 

Research Memorandum Series 

The Research Memorandum Series published by the American Choral 

Foundation is a series of repertoire lists for all choral media. The 

lists were initiated in 1958 and have appeared periodically since that 

time. Various aspects of choral music, such as psalm settings, music 

for festivals, collected choral works of one composer, music with small 

instrumental ensembles, discographies, and concert organizations are 

included. Six of the lists are sources of repertoire for women's 

chorus. Each of the lists was compiled by a respected educator/con

ductor and is accompanied by introductory remarks. 

The strengths of the series lie in concise presentation of basic 

information in an easily comprehended format and inclusion of a cross 

section of shorter and larger works. The lists are useful as reference 

sources because they bring together a number of works that were 

6 



available at a given time: The usefulness of the lists is lessened by 

the inconsistency, from list to list, of information included and the 

omission of pertinent information. 

Six lists were examined for material to be included in the 

present study. Since the nationalities for all composers could not be 

established (first names are often omitted), the numbers which follow 

are approximations. One list, however, was devoted solely to American 

composers. 

Memo No. 43, A List of Contemporary American Choral Music for 

Women's Voices, compiled by Dr. James H. Case and published in 1963, 

lists 82 compositions by 39 American composers. The earliest publica

tion dates from 1936, the latest from 1960. No timings, levels of 

difficulty, ranges, text sources, annotations, or publisher's catalog 

numbers are included. 

Because its sole emphasis is American composers of somewhat 

recent date, the work is valuable as a reference. Forty-five of the 

selections are not found in other primary sources of women's choral 

music. Six compositions in Memo No. 43 are included in the present 

study. 

7 

A General List of Choral Music for Women's Voices, Memo No. 32, 

is international in content, spans several centuries, and includes many 

arrangements. Compiled by A. Kunrad Kvam, the list was published in 

June, 1962; an Addendum is dated 1967. Among the 110 compositions and 

64 composers, 16 American composers are represented by one work each. 

The duration of most of the compositions is from two to five minutes. 

An occasional note provides special information on an accompaniment, 



language, or text source, but these are the exception rather than the 

rule. Many Christmas selections are included. 

8 

Much shorter than the other five memos, A Selected List of Music 

for Women's Voices, Memo No. 40, was compiled by Mary E. English and 

published in April, 1963. Ten of the 22 composers are contemporary 

Americans; 11 of their works are included. The majority of the works 

are of multiple movements or are suites; several are sacred works. All 

compositions are original works for women's choir. 

In Memo No. 89, Music for Two-Part Women's Choir, of November 

1969, Richard McChesney, the compiler, has included 93 diverse composi

tions and arrangements " •.• for high school, college, or adult women's 

groups in which true alto voices are scarce or unavailable." The works 

of 25 Americans are included. The compiler suggests that two-part men's 

groups could also perform many of the works. 

The May 1964 list, A Selected List of Music for Junior and Senior 

High School Women's Choruses, Memo No. 50, compiled by Helen Stott 

Spencer, includes many arrangements among the numerous folksongs, madri

gals and glees, sacred works, Christmas selections, and contemporary 

compositions. Also included are six major works originally for women's 

chorus. Five American composers are represented in the contemporary 

section. 

Although the present study does not include material for chil

dr~n's choirs, the works in Memo No. 36, A Bibliography of Contemporary 

Choral Music for High Voices, Performable by Children, are feasible for 

adults as well as children. Compiled by The Reverend Christopher Moore 



and published in December, 1962, the list is comprised of 52 composi

tions by 27 composers, 12 of whom are American. 

Books Listing Women's Choral Music 

9 

Two books dominate the references on repertoire for women's 

chorus, the third edition (1964) of Selected List of Choruses for 

Women's Voices by Arthur Locke and Charles Fassettt, and Charles 

Burnsworth's Choral Music for Women's Voices: An Annotated Bibliography 

of Recommended Works (1968). Both books are international in their 

selective coverage and encompass music from early periods to the 

present. Both emphasize original compositions in the main body of 

repertoire. 

Of the two books, the Selected List of Choruses for Women's 

Voices (hereafter referred to as Selected List) is more extensive in 

coverage than Choral Music for Women's Voices . .• (hereafter referred 

to as Choral Music). Selected List includes approximately 1,450 compo

sitions by 379 composers; 77 American composers are represented by 126 

compositions. Of the 135 works and 76 composers in Choral Music, 21 

works represent 15 American composers. 

The strengths of Selected List lie in the numerous works, the 

extensive time span from the twelfth century to the early 1960s, the 

large number of composers, and the pertinent information in sllccinct 

form for each entry. In three divisions, the work includes a Catalog by 

Composer, Collections, and Indices. 

Nineteen collections, comprised primarily of early works and 

European composers, appear in the second section. Indices include a 



chr0nological List of Composers~ lists of longer works~ compositions 

with chamber or full orchestra~ compositions with solos; authors; text 

sources~ first lines; and titles. 

Whereas Selected List comprises only a list of works, 

Burnsworth's Choral Music includes an historical survey, "Women in 

Musical Performance," and a chapter on "Criteria Used for Selection," 

which contains material useful to annotators and conductors in evalu-

ating a score. 

10 

The annotated bibliography in Choral Music appears in Chapter IV, 

"Recommended Compositions for Women's Voices." For his establishment of 

criteria used in the present study, the author is indebted to Burnsworth 

for "The Average Choir" (pp. 55-56) and the "Graded Levels of 

Difficulty" (pp. 56-60) which precede the annotated works in Choral 

Music. Included in each annotation are composer~ publisher and catalog 

information; title, frequently with opus number~ voicing (solos in 

parentheses) ~ grade of difficulty~ approximate length~ descriptive anno

tation; accompaniment~ range from the lowest alto note to highest so

prano note; and, where applicable, other editions. Also included in 

Chapter IV is a separate section listing 141 arrangements of folk songs, 

spirituals, and other works. 

Chapter V contains indices and recommended collections. Having 

first appeared in dissertation form, Choral Music's first and last 

chapters are related to dissertation-oriented discussions such as 

reasons for the study and a summary. 

The strengths of Choral Music lie in the inclusion of the de

scriptive annotation, the amount of basic information compiled with each 



annotation, the 53 compositions not found in Selected List or the 

Research Memorandum Series, the establishment of evaluative criteria, 

and the recommended arrangements. 

11 

Including text sources and ranges for each choral part would have 

increased the usefulness of Choral Music. In the instance of Poulenc's 

"Litanies" a la vierge Noire, the component movements of the same com

poser's Petites Voix are listed. Whether both compositions were to be 

included is not evident. Frequent value judgments in the annotations 

may present a basis for disagreement. Nevetheless, Choral Music remains 

a fundamental source for women's choral repertoire. 

Dissertations Relating to Women's Choral Music 

Five different emphases mark the unpublished dissertations de

voted to discussions of women's choral music. The women's choral compo

sitions of one American composer constituted a study by McGahan (1983). 

Eight works composed between 1962 and 1979 by Edwin London are analyzed 

and discussed. The parameters applied to each composition include form 

and thematic material; tonal material and texture; scoring and tessi

tura; tempo and dynamics; and meter and rhythm. 

Armstrong (1968) stressed the spread of secular poetry as a text 

source for choral music. With the decline of influence from the church 

in the nineteenth century, composers began writing both large and small 

secular works. In America, the writings of Walt Whitman, Emily 

Dickinson, and e. e. cummings have been of particular attraction to 

composers. Women's choral music based on texts by Dickinson, cummings 

and other important writers receive Armstrong's attention. All 
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compositions discussed in the dissertation are written by American com

posers. In addition to an analysis of the works, a sizeable portion of 

the dissertation is devoted to discussing problems encountered in pre

paring each of the compositions for performance. 

The study by Van Alen (1973) examined stylistic practices found 

in the choral music of three American composers, Vincent Persichetti, 

Virgil Thomson, and Daniel Pinkham. Seven cc~positions for women's 

chorus received an interpretive and stylistic analysis from the aspects 

of sound, harmony, melody, rhythm, and growth. Performance problems 

were treated as they arose within these five areas. 

A fourth approach in discussing women's choral music was taken by 

Anderson (1979) in her study of compositions for women's chorus and a 

specific accompanying instrument--in this case, the harp. Believing 

harp to be better suited to accompanying women's voices than either 

piano or organ, Anderson recommended that choral directors familiarize 

themselves with technical problems of the harp so they can work with 

harpists of varying levels of expertise. In Anderson's study, four 

works--one by an American composer--employing the harp as the basic 

harmonic instrument, are analyzed. 

The unique and extensive lists in the appendices include 24 

compositions for women's chorus accompanied by solo harp, of which at 

least nine are by American composers; of the 30 works accompanied by 

harp and other instruments, American composers have contributed 16. 

Anderson has also included 17 works which could be transcribed for 

women's chorus and harp. 
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Drawing on reco~endations submitted by the American Choral 

Directors Association Com~ittee on Women's Chorus for her study, Breden 

(1983) analyzed five single-movement works and three multi-movement 

works or choral sets for women's chorus. In addition to the in-depth 

analysis, the eight compositions were "used to demonstrate various 

learning oriented activities which might be used to promote musical 

growth during a rehearsal of a treble choir" (Breden 1983, Vol. I, 

p. 71). The analysis of and rehearsal-related activities for these 

eight selections present the primary thrust of the first volume of 

Breden's study. Of the eight compositions, one is the work of an 

American composer. Volume II is devoted to a "point-by-point annota

tion" (Breden 1983, Vol. II, p. 346) of 127 single movement works and 32 

multi-movement works or choral sets. Ten American composers are repre

sented by 13 compositions in Volume II. Not only are the analyses in 

Volume I and the annotations in Volume II a valuable source of reper

toire, but additional repertoire is included in the "Suggested 

Activities" section of each analysis. International in its coverage, 

Breden's study is a valuable resource for numerous works not listed 

elsewhere. 

Sources of Women's Choral Music by Americans 

In catalog form, the listings of Eagon, Gates, and Smith focused 

on the contributions made by American composers to choral music in 

general. The second edition of Eagon's Catalog of Published Concert 

Music by American Composers appeared in 1969 with supplements following 

in 1971 and 1974. Eagon includes a category of "Voice: Women's Chorus" 
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in each edition along with other choral, solo, and instrumental cate

gories. The National Federation of Music Clubs sponsored both the Gates 

Catalog of Published American Choral Music (second edition, 1969) and 

the Smith Directory of American Women Composers (1970) compilation. In 

Gates, compositions for women's voices were interspersed with music for 

mixed chorus and men's chorus. in general, timings in the Gates catalog 

tend to be longer than publisher timings or those made for the present 

study. The emphasis of Smith's directory was on women composers, but a 

limited selection of music for women's voices was included. 

Evelyn Davidson White's Choral Music by Afro-American Composers 

(1981) presented basic information in a concise format. As in Gates, 

each composer's works were entered under his/her name rather than by 

voicings, but, in the well-spaced chart, SSA compositions are easily 

located. In the general listings, arrangements of spirituals dominate; 

however, in the 68 works for women's chorus, a balance exists between 

original works and arrangements. Among the "Collections of Negro 

Spirituals" is one group of ten spirituals arranged for women's voices 

by Frederick Douglass Hall. 

Whereas White attempted a more comprehensive approach with the 

inclusion of 85 Afro-American composers in her work, Tischler is selec

tive in Fifteen Black Composers (1981). Including only succinct biogra

phies, the work was primarily concerned with the compositions, which 

were listed by title followed by pertinent facts. One must search for 

the compositions for women's voices; however, nine of the 15 composers 

have contributed to this medium. 



Women's Choral Music in General Sources 

With an emphasis on music suitable for high school choirs, 

J. Perry White included 20 SSA selections, eight by Americans, in 

Twentieth Century Choral Music (1982). May's Avant-Garde Choral Music 

(1977) also with an international scope, contains 21 American composi

tions among the 40 specifically designated for women's voices. 

15 

The Choral Jouz'nal, published by the American Choral Directors 

Association, has been the main source of periodical articles containing 

repertoire for women's chorus. American music has been included in each 

listing of women's choral music since English (1966) contributed the 

first list devoted to this medium. The majority of articles are inter

national in coverage of repertoire, but McCray's (1981) article focused 

on music for women's chorus by American composer Vincent Persichetti. 

Cox (1972) listed music from the Baroque, Romantic, and Contemporary 

historical periods; Elson (1972) reprinted Cox's lists, adding a recom

mendation of his own. Lowry (1972) discussed five compositions suitable 

as chamber works. Thoburn (1980) presented an extensive list of 

Christmas music, including large and short works, arrangements, works 

edited for women's chorus, and out-of-print works. Breden (1983) edited 

the list of unison and two-part works prepared by the National Committee 

on Women's Choruses. Anderson's (1975) list in The American Harp 

Journal is largely a repetition of works found in her dissertation. 



CHAPTER 3 

ANNOTATED REPRESENTATIVE LIST 

OF LARGER WORKS FOR WOMEN'S CHORUS 

The works examined in this study represent a cross section of 

larger works composed for lAlOmen' s chorus. Each work appears in a two

part format setting forth basic information followed by a descriptive 

annotation. 

Basic Information 

Included in the basic information are the following items 

(numbers refer to the location in the format on page 21): 

1. Composer listed in capitals by last name followed by date(s). 

If no date could be found the letters "n.d." are entered. 

2. Title of the work in the original language, followed by the 

year of pUblication. If the work is not published, but is available 

from the composer, the date of composition is shown. An alphabetical 

listing of titles is found in Appendix B. 

3. Text source listing the poet, author, Biblical reference, or 

other source. If the poem or prose is from a collection or larger work, 

that title is also shown, if known. If the original title differs from 

that of the musical composition, the original title is enclosed in 

quotation marks within parentheses. Text language other than English is 

also given~ however, the majority of compositions are in English. Poets 

and authors are listed in Appendix C. 

16 
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In the many multiple-movement works involving more than one poet 

or author, the number and/or title of each song appears followed by the 

poet or author's name. Numbering agrees with the composer's method, 

i.e., if Roman or Arabic numerals are used, they will appear in the 

annotation~ if movements are unnumbered in the score, no number appears 

in the annotation. 

4. Choral voicings for each selection followed by soloist list

ing. The usual abbreviations apply: S - Soprano, A - Alto, MS - Mezzo 

Soprano, T - Tenor, B - Baritone or Bass. Appendix F contains a list of 

compositions by voicings. 

5. Level of Difficulty described as Easy, Medium, or Difficult, 

and combinations of these. Criteria for determining the level of diffi

culty of a composition for the average choir as described in Appendix A 

follow the guidelines established by Burnsworth in Choral Music (1968). 

These criteria are also cited in Appendix A. 

6. Duration of a work shown in minutes and seconds, thus: 6' 

represents six minutes; 7'15" represents seven minutes, fifteen seconds. 

All timings are approximate unless they appear in the publication. When 

no duration is included in a publication, the work was timed using the 

composer's metronome marking and allowing for tempo variations. 

Timings are for an entire work; durations of individual movements are 

not included although they may appear in the pUblication. 

7. Ranges for each voice shown according to the octave divisions 

in Figure 1 on page 18. Ranges are for all songs in a group. Those 

ranges in parentheses show either divisi or optional tones. If a short 

divisi occurs in a work and the range is smaller than the overall span, 
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Figure 1. Location of pitches by octaves on the Great Staff. 

All vocal ranges employed in this study lie within the 
octave designations shown above. For example, fl lies 
on the bottom space of the treble clef. 

18 



19 

no special mention is made of the divisi except in the descriptive 

annotation. 

8. Accompaniment medium listed as shown in the score. If the 

designation is for "Small orchestra," the entry will read likewise. If 

instrumentation is given in the score, it will be shown unless it is 

extensive. The level of difficulty of instrumental accompaniments is 

entered if the parts appear in the score. Piano reductions are also 

entered with the level of difficulty. A cappella works are indicated as 

such. 

9. Publisher and catalog information--the last entries before 

the description. If the work is in manuscript form, a statement to that 

effect is made along with its availability from the composer or one of 

the several repositories for American music. 

Descriptive Annotation 

The descriptive annotation in paragraph form follows the basic 

information. Pertinent features that will give the conductor or per

former an insight into the work are briefly discussed. The nature of 

the text, harmonic language, melodic contours, tessitura, rhythmic com

ponents, meter and tempo stability or alternation, and textural consis

tency or variation form the nucleus of each annotation. Comments rela

tive to the form of a work are limited in spite of the desirability of 

providing a more in-depth analysis. It is assumed that gradations of 

volume will be present in most compositions; therefore, dynamics are 

mentioned only when they are particularly significant, such as at cli

mactic points or in creating the overall atmosphere. 
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Also included are unifying devices, text painting, major cli

maxes, and factors that underscore the individuality of a work. A large 

number of the descriptive terms employed in the annotations may be found 

in the Glossary (Appendix D). If printing errors were encountered, they 

are mentioned. 

The role of the accompaniment is considered primarily from the 

viewpoint of its support of or independence from the vocal forces. 

"Support" indicates that the accompanying forces include vocal material 

which reinforces the voices but does not always double the parts note 

for note. "Independence" implies that the chorus receives little or no 

harmonic or melodic reinforcement. Notice is also made when the accom

paniment doubles exactly, or is significantly similar to, the chorus 

parts. In several works, the accompaniment is both independent and 

supportive. Due to the expense involved in renting orchestral scores, 

it was not possible to consult them despite their obvious value. When 

instrumental parts appear in the score, experts in each field were 

consulted as to the level of difficulty. 

Mention is also made of other arrangements, of works composed 

before 1940 but published since, and of commissioned works. Dedication 

of a work is not noted. Since the study is also intended as a refer

ence, out-of-print works and their availability are included. Most 

publishers will make photocopies of works for which they still hold the 

copyright. 

For mUltiple-movement works, an introductory annotation covers 

general characteristics of the work as a whole. Specific information 

for each movement follows the general comments. Characteristics 
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mentioned in the preliminary annotation, such as the prevalence of easy, 

diatonic melodies or regular rhythms, are not repeated in the individual 

annotations. 

Each annotation is structured according to the following format: 

1. Composer and date 

2. Title - year of publication or composition 

3. Text source 

4. Voicings 5. Level of Difficulty 6. Duration 

7. Ranges 

8. Accompaniment and level of difficulty 

9. Publisher and catalog information 

Descriptive Annotation 



Annotations 

ARGENTO, DOMINICK (1927-

Tria Carmina Paschalia - 1971 

Peter Abelard (Good Friday ••• ), Benedictbeuern MS (Saturday), 
Sedulius Scottus (Easter Sunday) - Latin 
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SSA DIFFICULT 15' 

Harp, Guitar (or Harpsicord) - Difficult 

Boosey & Hawkes 

Although this composition for Easter is comprised of seven sec
tions which are "to be performed without pause," the sections are 
distinctly identified and titled and will be treated separately. 
Of the seven sections, five are for chorus and instruments; the 
remaining two are instrumental interludes. Complex and regular 
rhythms comingle, cross rhythms occur between vocal lines and 
between chorus and instruments. Complexity also characterizes the 
exciting harmonic blend of harsh dissonances with traditional 
triadic sonorities and the shifting of tonal centers. Except for 
frequent changes in the outer sections, meters rarely vary within 
the divisions. Occasionally the choral settings touch on avant
garde techniques such as tone clusters or, as the composer desig
nates, "unmeasured, decelerating reiterated tones." Melodies 
combine both angular and diatonic contours; however, tessituras 
are comfortably on the staff, or, in the case of altos, near the 
staff. Entrances are usually well prepared. The instruments play 
a significant role both as accompanists for the choral sections 
and as soloists in the interludes. The writing for each instru
ment is idiomatic. Advanced performers are necessary for both 
parts. The text for Good Friday: The Third Nocturn [sic] ex
presses the sorrow and longing preceding Easter's joy; Saturday 
displays an affirmation of faith; and Easter Sunday posits the joy 
of the church for the risen Christ. An English translation is 
provided at the beginning. 

Preludium Larghetto (in the manner 
of an antique song) 

Heterophonic writing in chorus and harp is the most notable 
feature of the Preludium with the harp embellishing the hummed 
unison choral melody. Harsh dissonances result from the 
interplay between the persistent guitar tremolo and the 
voice/harp line. Frequent meter changes include 2/4, 3/8, and 
3/4. 
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ARGENTO 

Good Friday: The Third Nocturn Lo stesso tempo 

An introductory passage, hummed almost imperceptibly, sets the 
atmosphere for the Good Friday section. Major triads give way to 
dissonant chords in the choral setting as the tempo accelerates 
slightly. Homophony and canon are both employed; avant-garde 
techniques appear briefly. At the end, a return of the introduc
tory music gives balance to the form. Except for an occasional 
forte or sforzando in the instruments, dynamics are subdued 
throughout. The harp doubles the voices at times and is indepen
dent or silent at other times. The guitar part alternates be
tween melodic lines and reiterated notes. 

Interludium I Quasi 10 stesso tempo rna sempre 
rubato e movendo 

Full of tension and poignancy, the interlude dramatically 
depicts the discord and confusion reigning after the Crucifixion. 
But as tonal centers shift and polychords accumulate, solid pedal 
point C or E-flat major chords ring through the agitated out
lines. Dynamics build and ebb until a quiet ending leads to the 
Saturday section. 

Saturday Lo stesso tempo 

In two distinct sections, Saturday reflects its text divi
sions. In the first section tone clusters and complex rhythmic 
patterns are employed. The dynamic level keeps pace with the 
ascending pitch, arriving at fortissimo at the climactic point. 
The harp reinforces the voices as the guitar plays a melody in 
quarter-notes. The second part, marked Meno mosso, molto tran
quillo, clearly resembles a chorale with its regular rhythmic 
patterns and homophonic style in direct contrast to the preceding 
part. The dynamic level remains subdued. The guitar now doubles 
the voices as the harp plays an exotic descending scale in synco
pated rhythm. 

Interludium II Presto possibile 

Ascending and descending melodic lines, often with five eighth 
notes on one beat, are interspersed with large blocks of sound 
comprised of tone clusters and ninth chords. Sudden tempo and 
dynamic changes create equally sudden alterations in mood. The 
interlude leads quietly to the Easter Sunday section. 
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Easter Sunday 
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Largo e sereno rna 
senza trascinare 

The serenity of sunrise pervades the opening as second so
pranos quietly begin a chant-like melody which becomes a canon 
when taken up by first sopranos and then by altos. A repetition 
of the "alleluia" in the last line of text gives ~ restrained 
jubilance to the latter part of the section. Dynamics remain 
subdued except for mezzo forte in the "alleluia" portion. The 
independent accompaniment continues arpeggiated figures begun in 
Interludium II. The guitar eventually assumes the melody of the 
canon in the "alleluia" area. 

Postludium Come prima rna piu 
piano e lontano 

Except for the closing measures, the final section is identi
cal to the Preludium in both the hummed choral setting and the 
instrumental accompaniment. As indicated by the composer, the 
closing section is softer, giving the impression of being farther 
away. 
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AUERBACH, NORMAN (n.d.) 

Three Choral Songs - 1968 

Walter de la Mare 

SSAA Soloist: S MEDIUM-DIFFICULT 6'15" 

Soprano I: a-a2 
Soloist: eLb~2 

A cappella 

Soprano II: a_g~2 

Theodore Presser 312-40711 

Alto I: g_e2 Alto II: f-e ~2 

Three contrasted moods result from musical settings reflecting 
texts communicating disguised placidity, bleak despair, and wintry 
cold. Sharp dissonances coupled with secundal, quartal, and quin
tal harmonies serve the texts well. Regular rhythms and syncopa
tions in the first two songs and dotted rhythms in the third song 
flow easily in the constantly shifting meters. The textures 
fluctuate in all the songs resulting in an interesting array of 
sonorities. Sectional in form, each song may be divided ABA', 
but, in the second song, a fourth section (ABCA') is possible. 
Melodic lines in The Vision may prove challenging but are not 
excessively difficult. 

1. The Ghost Andante con moto 

The seemingly placid surface presented in the text and in the 
music of the outer sections is belied in the vehemence of the 
soprano solo in the middle section. Pyramidal entrances culmin
ating in clusters and repetition of motivic treatment are inte
gral features of the framing sections. Disjunct melodic lines 
and sustained a-flats and b-flats in the upper register in the 
solo part are accompanied by the chorus singing in unison or two 
parts. With the reappearance of motives from the opening sec
tion, the calm mood returns, and, although interrupted briefly, 
dominates the ending. 

2. The Vision Lento 

Angular melodic lines and harsh dissonances bring into focus 
the despair in the text. Homophonic framing sections are con
trasted by constantly alternating textures of the middle sec
tion(s) which seems to depict unrest. Grace notes assume a 
quasi-sobbing effect. The main climax arrives just before the 
quiet ending. 
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AUERBACH 

3. The Snowflake Allegretto 

Definite mood shifts emphasize the difference between airiness 
of the snowflake and the somberness of the frozen landscape. 
Triplet figures and dotted rhythms on eighth-note values may 
suggest the snowflake. A slower tempo and quarter note rhythms 
characterize the silent earth. Melodic lines change from lively 
to laborious. 'l'he texture expands to six parts in the transition 
from the middle section to the briefly recurring "snowflake" 
figures. A coda, at one point employing a seven-voice texture, 
maintains a balance between the two moods. The text reflects one 
man's craving for perfection such as is found in the snowflake. 
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BACON, ERNST (1898-

From .~mily's Diary - 1947 

Emily Dickinson 

SAA (SA) Soloists: S,A EASY-MEDIUM 22-25' 

Soprano I (div.): c l _a 2 

Soloists: Soprano: b-a.2 
Alto I: f-ff2 
Alto: c l -f:ll=2 

Al to II: d:l=-f:ft:2 

Small Orchestra - orchestral material available on rental from the 
publisher (Piano reduction - Med.-Diff.) 

G. Schirmer 1879 

From ten poems of Emily Dickinson the composer has fashioned a 
secular cantata with an instrumental Preface and Afterthought. 
The composer has indicated that the songs offer "a program of 
moods, tempos, and tonalities." In keeping with the nature of the 
poetry, the musical components are presented in a concise, unpre
tentious manner. Transparency characterizes the earlier move
ments, with increasing complexity as Death is encountered. The 
vocal forces vary from a solo voice to four choral parts. The 
accompaniment also fluctuates from a single voice to full sonori
ties. In his "Note" the composer denotes which of the choral 
songs may be sung as solos or duets and states that any of the 
songs may be extracted and performed individually or in various 
combinations. He has also given possible obbligato instrumenta
tion when performed with piano. All of the movements are short 
and stylistically different. This work might almost be deemed a 
volume of vocal etudes because of the rhythmic and melodic pat
terns set and carried throughout a movement with just enough 
variation to avoid monotony. The text settings are primarily 
syllabic so that the few melismas bring a momentary dramatic touch 
to the usually subtle understatement. The harmonic language em
braces tonality, heterophony, and modal borrowing. The vocal 
rhythms are regular with occasional deviations; instrumental 
rhythms are more complex. The overall dynamic level is subdued; 
forte and fortissimo singing occur in the later movements. The 
tessitura of the earlier movements maintains a comfortable middle 
range. In the last three vocal movements the alto lines often lie 
below the staff. Entrances are usually prepared. The accompani
ment may be entirely independent of the vocal writing, or may 
reinforce one voice in a distant register. The majority of the 
movements have short instrumental introductions and postludes. 
This work is presently out of print but the publisher will photo
copy and should be contacted for terms. 
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I Preface 
Instrumental 

Allegretto 

A light-hearted movement in duple time opens the cantata, 
initiating rhythmic motives figuring in later movements. The 
texture is kept thin, and treble registers are frequently used 
for both hands in the piano reduction. 

II My river runs to thee 
Air for Chorus 

Andante 

A naive air for unison chorus opens the vocal portion of the 
cantata. The tessitura remains within the octave fl_f2 in a 
graceful melody devoid of awkward leaps or rhythms. 

~II I dwell in Possibility 
Air for Soprano 

Allegretto 

The soprano soloist and a single instrumental line combine for 
thin-textured, angular melodic lines with voice crossings and 
rhythms that often evade conjunction. A climax is reached at the 
end of the first verse on the word "sky" as the soprano begins a 
long melisma and a second instrumental part is added. As the 
last verse begins, the voice and one instrument continue the 
subtle conversation alone. 

IV A drop fell on the apple tree 
Air for Soprano and Chorus - SA 

Allegretto 

The solo voice and two-part chorus alternate phrases. Melodic 
lines for the voices resemble folk song while the two-voiced 
accompaniment has an almost classical feeling. 

V The daisy follows the sun 
Choral Duet - SA 

Andante 

The rhythmic flow and two-part texture of this movement pro
vide its main interest. With subtle text painting in the opening 
lines, the alto voice follows the quarter-note diatonic contour 
of the soprano line with a fluidity derived from its eighth-note 
figures. As the soprano line takes on a more elaborate charac
ter, including a five-measure melisma, closely spaced rhythmic 
canons give an almost heterophonic effect. The accompaniment 
presents a fluctuating texture by doubling the alto voice at 
varying registers. Only in the second strophe is the soprano 
line occasionally doubled and then always at the unison. Dy
namics are subdued throughout. 
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VI What soft, cherubic creatures 
Choral Song - SA 
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With a sing
song lilt 

It is possible that the composer, in this homorhythmic set
ting, is trying to suggest a cherubic choir or the delicate 
conversation of "gentlewomen" with the close harmonies, parallel 
motion, and easy lilt of the duple meter. The ternary form is 
more sharply delineated in the independent accompaniment than in 
the vocal writing. 

VII Our share of night to bear 
Choral Recitative 

Spoken 

Because the chorus speaks a single text line, a strong timbral 
contrast is created in this movement. 'l'he composer gives the 
instructions, "In reciting these lines allow sufficient inflec
tions of voice and avoid a monotonous pitch. The chorus may be 
divided, each section reading the alternate 2-bar phrase." Cre
ating a nebulous atmosphere, the accompaniment consists of 
subdued, sustained chords, one or two per measure with slight 
rhythmic variations. 

VIII When roses cease to bloom, dear 
Air for Contralto or Mezzo Soprano 

In very slow 
waltz time 

Because of the typical left-hand accompaniment figure, this 
solo presents the character of an old-fashioned waltz. The solo 
voice and right-hand accompaniment combine for a duet. Occa
sional short melismas grace the vocal line. 

IX It's coming--the Postponeless 
Creature Chorus - SAA 

A stern, slow 
march-tempo 

This funeral march is the first movement to employ three 
voices. They are presented in wide spacing in a consistently low 
tessitura, especially Alto II. Repeated notes in the vocal 
writing and dark full chords and dotted rhythms in the accompani
ment emphasize the funereal character. With a single exception, 
the dynamics remain mezzo forte or above. 

X "Unto Me?" Fairly slow 
Duet for Soprano and Contralto with Chorus - SA 

The first part of this movement is a dialogue between the soul 
(Soprano) and Jesus (Contralto) in a recitative style. The lines 
of the soul are accompanied by unstable chords played tremolo, 
those of Jesus by solid, steadily rhythmic, triadic progressions. 
The tessitura remains comfortable for both soloists. The second 
part of the movement is a short, two-voice choral statement in 
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canon, first at the sixth, then at the octave with altos follow
ing sopranos at a distance of one measure. The final phrase is 
homorhythmic. Dynamics in the choral section remain subdued 
throughout. The melodic contours include octave leaps and a 
wide range within the first two phrases, narrowing as the section 
progresses. 

XI Not what we did shall be Andante sostenuto 
the test Chorale - SSAA 

The instrumental accompaniment in 6/8 meter takes on a "quasi 
Siciliana" character in the introduction and maintains this 
throughout the movement. Against the flowing accompaniment the 
voices enter homophonically in 2/2 meter with a predominantly 
half-note rhythmic progression. The choral sonority begins with 
three parts and finally opens to four parts in the last two 
phrases. Melodic lines are primarily diatonic. The tessitura 
for the Alto II lies well below the staff. 

XII Afterthought 
Instrumental 

Andantino 

The closing movement reiterates melodic and rhythmic material 
from the first movement but is much shorter. 
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Nature - 1971 

Emily Dickinson 

S(S)A(A) Soloists: S,A 

Soprano: b P-a2 

Alto: e P1-d P2 

Piano - Difficult 

Alto: g(e)-g2 

E. C. Schirmer 2589 
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MEDIUM 16' 

Soloists: Soprano a~1-a2 

As in From Emily's Diary, the composer has gathered ten poems from 
the writings of Emily Dickinson; this group centers on nature. 
Text painting abounds in these animated settings. Melodic lines, 
rarely leaving a comfortable range, vary from conjunct to angular 
as the text painting requires. As in his previous Dickinson 
settings, two-part texture dominates, but is varied by three- and 
four-part singing; solos also add textural contrast. Rhythmic 
ideas, generally regular, occasionally include syncopations or 
cross rhythms. Meters usually remain consistent; however, alter
nations incorporating asymmetric with symmetric divisions are 
employed in movement II. Form and style vary with each song. The 
accompaniment requires an exceptionally skilled pianist, not only 
for choral passages, but also for the introductions, postludes, 
and the many interludes. A few liberties are taken with the 
original poems. In measure 12 of the final song, a dot should be 
added to the quarter note on "seas" in the second soprano part. 

I. The Mountain - SA Andante maestoso 

Melodic lines aurally and visually shape the mountain contour. 
Majesty emanates from the whole-note, half-note rhythmic figures 
sung at the metronome marking of d =76-84. Beginning in unison, 
the voices divide into two parts for the middle section and close 
with a canon. The accompaniment, in its independent chromatic 
scale structure may anticipate choral tones, be sharply disso
nant, or double the voices. 

II. The Gentlest Mother 
S,A solos, SA Choral Unison 

Moderato 
sostenutamente 

Although choral sectional unison alternates with individual 
solos, the composer suggests that the entire movement may be sung 
as a solo, probably by the soprano because of the tessitura, or 
by soloists performing the choral sections. 
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Allegretto, un 
poco vivace 

With the perpetual motion of the spider revealed in the per
sistent eighth-note accompaniment, the two voices diverge in 
mirror fashion from a common beginning tone, returning to it for 
the final tone. 

IV. The Arctic flower - SA Allegretto 

In a dancing 6/8, the piano part simulates a perspicacious wit 
displayed in the final lines of the poem. The simplicity of the 
flower is revealed in the soprano line; the Arctic cold may be 
imagined in the alto "00" on a consistent nr pattern involving 
the interval of a second. 

V. With the First Arbutus - SA Moderato 

The chorus acts as accompaniment to perpetual motion in the 
piano part; sporadic entrances require choral precision in this 
song. Voices frequently move in parallel sixths or thirds. 

VI. There came a day - SA Andante 

Although a reference to nature--the summer day--is made in the 
opening line, the poem is spiritually oriented. A haunting folk
like melody, often employing long, flowing lines, is developed 
autogenetically in the three strophes. Because the first two 
each employ three of the seven stanzas of poetry, the final 
strophe appears in truncated form. Melismas, culminating each 
strophe, create climaxes on the words, "sacrament," "crucified," 
and "love." Triplet figures in the melismas of the first and 
last strophes create cross rhythms with the accompaniment. Tex
ture fluctuates between one and two choral parts. 

VII. A wind like a bugle - SSAA Vivace 

Constantly flurrying rhythmic figures in the accompaniment are 
counterbalanced by four-part chorale-style homophonic texture in 
the chorus. Text painting also appears in the accompaniment in 
the "ghost" section with the sudden sotto voce and change to 
wispy elol.bellishments in the rhythmic figures. The repeated 
unison note occurring at "The bell within the steeple. " 
provides both textural contrast and text painting. The piano 
postlude continues the activity of the wind. 
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VIII. Winter afternoons - SA Andante 

The four successive piano notes, C, F-sharp, B, f, of the 
brief introduction do not prepare the vocal entrance, but the 
piano doubles the voices as they begin. Sixths and thirds appear 
prominently throughout in the primarily two-part texture. The 
final stanza of poetry is not included in this musical setting. 

IX. The cricket sang - SA Moderatamente 

In contrast to a one-measure "cricket" motive in the accom
paniment, the choral lines flow in phrases of three or four 
measures. A textural variation occurs when either sopranos or 
altos hum as the other voice sings text. Thirds and sixths 
predominate in the choral harmonies. 

X. The sea - SSAA Andante maestoso 

Scored in four parts, the choral writing generally results in 
three-part texture because the two upper voices frequently sing 
in unison. Beginning softly, the movement builds gradually to an 
upper register, fortissimo climax in the penultimate phase. Sus
taining this dynamic level, the melodic line descends to the 
sustained final chord. 
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Precepts of Angelus Silesius - 1957 

Johann Scheffer (Translated by Paul Carus) 

3 - 6 Women's Voices Soloists: S,A MED.-DIFF. 

Choir I - Soprano I: c l -a2 
Choir II - Soprano I: c l _g2 
Soloists: Soprano: cl-a~2 

A cappella 

Soprano II: c l -a2 

Soprano II: b-g2 
Alto: b ll- g i'2 

Bennington College Series of New l-1usic B.C.S. 4 

Alto: g-e 2 

Alto: e-e 2 
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9'25" 

Composed for double chorus, the cycle of ten short movements--from 
eleven to fifty·-two measures--affords a variety of combinations of 
voices. The composer has designated that choral forces may be 
varied in some movements giving the conductor latitude in choosing 
a thin or full-voiced texture. Likewise, solo passages may be 
sung by one voice, a small group of voices, or a section. Melodic 
motives stated in the opening movement are woven throughout the 
cycle; this practice serves as a unifying device. Rhythms are 
usually regular but diversified. Cross rhythms and hemiola occa
sionally occur. The harmonic setting consists of frequent pro
gressions to distantly related chords within a tonal framework. 
Supertertian and quartal harmonies lend color in many instances. 
Tempos and rhythms contribute to a staid feeling throughout the 
first four movements. The mood eases in movements five through 
eight, broadens again in nine and ten, and the tempo shifts to a 
resolute Andante con moto for the closing fugal section of move
ment ten. Many gradations of dynamics are employed. Texts might 
be termed "meditations" rather than "precepts." All have a 
sacred cast, dealing either with nature or the author's concept of 
God and man. Notes on the work indicate that it is one of a 
series "commissioned by Bennington College for its Graduation 
Ceremony • • • to encourage creative work within the Bennington 
program of musical study and to .bring new music into the life of 
the College." Although some sections are antiphonal, the work is 
not intended to be performed by widely spaced choirs. 

1. Prologue - S-SSA Lento 

Choir I in unison carries a solo melodic line; Choir II pro
vides a three-part chordal accompaniment. Motive one, introduced 
at the beginning, appears twice in the solo line. A variation of 
motive one is sung by Choir II. Motive two is stated only in the 
solo line. Dynamics remain mezzo forte throughout. 



BACON 

35 

2. Chorale - I-'racet II-S(div.)AA Andante risoluto 

Choir II sings a three-part setting which divides momentarily 
into four parts. Motives one and two and variants are stated in 
original and retrograde form. Text painting occurs as a melisma 
on the word "flow." The soprano line also reflects this, 
beginning high on the staff, flowing downward, and ending on d l • 
Phrase one is sung forte~ phrase two (concluding phrase) is sung 
piano. 

3. Sermon - I-SSA II-SSA Piu lento 

Choir II opens in a three-part texture in close harmony and 
drops out for a measure as Choir I enters in measure eight. 
Thereafter the texture fluctuates between four and five voices, 
often involving unison or octaves in one choir. The choirs 
exchange turns singing the text, humming when they have no text. 
Motives one and two appear both in octaves and with a harmonized 
setting. The solemn mood of the text is reinforced by slow 
harmonic rhythm and tempo. Dynamics remain subdued throughout. 

4. Ground - I-SSA II-SSA Moderato 

Motive two serves as the ground in one or the other of the two 
choirs. Choir I begins in unison, eventually opens to octaves 
and assumes a three-part texture in wide spacing in the final 
phrase. Choir II enters in measure five with the motive stated 
in octaves and rhythmic augmentation, with embellishments adorn
ing succeeding statements. Choir II also breaks into three-part 
texture--root, fifth, octave--for the final phrase. Begir.ning 
softly, the dynamics grow as the texture increases until a 
fortissimo is sustained for the six-part closing phrase. 

5. Air - Soprano Solo and SA Choir Allegretto 

A change in texture and mood occurs at this point in the work. 
A soprano solo, with the option of a sectional solo, interweaves 
gracefully above and below a two-part humming chorus consisting 
of "either choir or both." The final phrase of the closing sec
tion carries the solo voice into a tessitura centering around f2. 
The earlier lines lie comfortably on the staff. The two accom
panying voices move predominantly in thirds and fourths in a 
repetitious rhythmic pattern akin to, yet independent of, the 
rhythms in the solo voice. Dynamics remain soft throughout. (In 
measure four the first note of the upper voice of the humming 
choir should be a dotted quarter note.) 
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6. Drone - Alto Solo and SSA Choir Larghetto 

The three-part hummed drone, actually an ostinato in canon at 
the fourth, is established in the first two measures in the 
chorus. A triplet on the initial beat followed by duple division 
is succeeding beats creates cross rhythms in the repetitions. 
Since all fifteen remaining measures are identical to measure 
two, the sign Y. is used. In the final measure the ostinato 
parts are instructed to "simply fade out." The alto solo enters 
in measure three and reflects the rhythmic pattern of the soprano 
solo in the Air. Diminished triads are featured often in the 
melodic line and a range from b-flat to g-flat2 is encompassed 
in its long curving arch. Dynamics are piano for the choir and 
mezzo forte for the alto solo. 

7. Chorale - SSAA Andante 

A four-part, homophonic setting may be sung by both choirs or 
either choir. The chorale consists of only two phrases with a 
fermata at the end of each phrase. Hemiola dominates the first 
phrase. Dynamics range from piano to mezzo forte. 

8. Song - Soprano and Alto Solos, Unison Choir Grazioso 

The texture thins to two parts as a solo voice on the syllable 
"00" weaves around a sectional unison line with text. Alto 
soloist/alto section alternate phrases with soprano soloist/ 
soprano section. The melodic idea given to the solo voice is 
constantly being varied. The melody of the sectional solo is 
also varied slightly in each of the four phrases. The grazioso 
is achieved by a flowing 6/8 meter and frequent eighth-note 
motion. Dynamics never rise above mezzo forte. 

9. Response - I-SSA II-SSA Grave e molto espr. 

Antiphonal three-part choral textures characterize the ques
tions and answers until midway into the second answer of Choir I. 
At this point Choir II joins on a neutral syllable on octaves, 
creating a five-part texture which recurs in the final answer and 
continues to its end. In the concluding measure, an F major 
chord dissolves to diminished harmony, leaving a harmonic ques
tion in spite of the textual assertion. The triple meter and 
subdued dynamics of this movement are contrasted in the following 
movement. 
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Sostenuto/Andante con moto 
e risoluto 

The seventeen-measure Sostenuto section features both choirs 
together for a four-part, homophonic setting of the opening 
melody of the Response sung forte in duple meter. The subject of 
the concluding fugal Andante section is made up of motive two and 
a variant of motive one. Choir II states the opening subject, 
Choir I altos have the second statement, and Choir I sopranos 
enter with the third statement. Choir II opens with octaves 
which it employs until it nears the Development section, result
ing in four-part texture throughout. Inversion and fragments of 
the motives appear in all voices in the Development. The con
cluding statement of the subject is made by all voices in unison. 
Sopranos of Choir I have several measures of high tessitura above 
the staff and around f2. Altos of Choir II frequently have notes 
well below the staff. Dynamics range from mezzo piano to fortis
simo with frequent sforzando accents. 
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BAKSA, ROBERT F. (1938-· 

Songs of Autumn and Winter - 1971 

After ancient Chinese Poems, adapted from translations by James Legge 

SSA EASY-MEDIUM 8'5" 

Alto: g-d 2 

A cappella (Piano reduction - Easy-Med.) 

Shawnee Press B-328 

The five songs are set to poetry expressing love and/or longing~ 
two poems also make reference to nature. Tonal centers of the 
five songs remain close: G, B-flat, G, F, F. Frequently dia
tonic, the melodic lines present no problems. Compact writing 
results in a comfortable middle tessitura for all voices with 
soprano melodies rarely leaving the staff. Regular rhythms pre
vail with a few areas of rhythmic variance such as syncopation or 
duplets in 6/8 meter. The initial metric indications are seldom 
altered. A piano reduction is provided for rehearsal. 

1. The North Wind Moderately 

Strophic in form, the first song is homophonic but not consis
tently homorhythmic. Text painting occurs on words such as 
"flies" (speaking of snow), "go," and "sigh." 

2. Last Spring With movement 

A change in texture marks the second song which, like the 
first, is strophic. Humming is often employed in two moving 
parts while the third voice sings a rhythmically independent 
melody with text. The humming voices usually move in thirds. 

3. Thinking of How He Loved Me Fairly Fast 

Although expressing grief, the song moves at a rapid tempo. 
In the refrain, the alto part is an inverted canon of the soprano 
duet~ imitation is also employed in the verses. The tessitura is 
especially easy in this song. 

4. Silver Candles Slowly 

Homophonic and usually homorhythmic, the fourth song reflects 
the moods and sounds of an autumn evening. The call and echo of 
a shepherd boy create interest through a repeated pattern, sepa
rated by rests, OIl "Oh!" 
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5. Gather the Fish in the Baskets Lively 

A lilting melody passed from voice to voice serves as the 
basis for this rondo. Although primarily contrapuntal, the sec
tions close with homophonic phrases. The text speaks of the 
abundance of food, drink, and people, and also maybe "someone to 
marry me" at the evening's festivities. 
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BARAB, SEYMOUR (1921-

First Person Feminine - 1970 

Sara Teasdale 

SSA EASY-MEDIUM 9'45" 

Soprano II: c1-e2 Alto: a-d2 

Piano - Medium-Difficult 

Boosey & Hawkes 5751 

Simplicity in the choral settings reflects poetry depicting young 
love from the "first person feminine" viewpoint. Although the 
poems are not treated as a cycle by the poet, continuity may be 
deduced from the order in which the composer has arranged them. 
Much interest is generated in the accompaniment with its rhythmic 
and stylistic variety as contrasted with the primarily chorale
style and triadic vocal writing. The choir encounters few rhyth
mic complexities other than an occasional hemiola. No metronome 
markings are suggested, thus allowing the conductor some leeway in 
interpretation. Although three-part choral writing predominates, 
especially in the last few songs, unison, imitative areas, hum
ming, and even whistling in one phrase provide textural variation. 
Tonal in basic concept, the harmonies are frequently enriched with 
unusual borrowed chords. All the songs open with brief piano 
introductions. Because of the poetry, the "cycle" would probably 
appeal to young singers. The cover page indicates six songs, but 
the work contains seven. 

Pierrot Simply 

Textural variance marks the two strophes of the opening song. 
Unison, imitation, three-part singing, and a whistled phrase 
combine in a simple setting to reflect the young lutenist and the 
girl's honest assessment of the situation. 

The Daisy Very brightly 

Two short imitative areas interrupt the otherwise homophonic 
and homorhythmic setting. Both of these interruptions are melis
mas on the word "oh." Dynamic contrasts mark the several repeti
tions of "He loves me," and "loves me not." Two-part texture 
occurs as frequently as three-part. 

The Song for Colin Andante 

Two phrases recur at various points throughout the song giving 
it a quasi-rondo form. An opening hummed phrase, sung with a 
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single piano note in syncopation against the voices, is employed 
as the closing phrase, and its melody appears elsewhere in the 
accompaniment. The "song at dusking time" is sung on "Ah," 
providing further timbrel contrast. Several tempo and meter 
changes occur as reference is made to the various young suitors. 

The Wayfarer Slowly 

The song divides into three sections: homophonic
contrapuntal-homophonic. The final homophonic section receives 
some variation at its inception, with st~ggered entrances in a 
two-part texture which soon returns to three parts. A persistent 
pattern in the accompaniment receives little variation until the 
final section. 

The Look Gaily 

Lilting melodies in 6/8 meter characterize this strophic 
setting. 

Love Me Very brightly 

As in several of the earlier strophic songs, the second 
strophe is slightly varied from the first. A staid rhythm and 
melodic line in the homophonic choral writing presents a contrast 
to the polychordal accompaniment. In a constant eighth-note 
rhythm in both hands, the left hand outlines one chord on the 
beat as the right hand outlines a second chord beginning a six
teenth after the beat. 

The Kiss Rather brightly, rubato 

Beginning in unison, the chorus eventually breaks into three
part harmony. The final measures are also sung in unison, ending 
pianissimo. The unfulfilled expectations expressed in the poetry 
are reflected in the anticlimactic musical setting. 
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BARNES, ALBERT (n.d.) 

Missa Brevis - 1965 

Ordinary of the Mass - Latin 

SA Soloists: S,A EASY-MEDIUM 12' 

Soprano: e l -a2 Alto: a-b1 

Soprano: d1-ft:2 
(Alto I: a-c 2 

Alto: al1-c 2 Soloists: 

Fl 1(2), Fl 11(2), B~Cl 1(2), B~Cl 11(2), Hrn in F, Tenor Trmb, 
Bass Trmb, Tuba--Wind Ensemble parts available on rental (or with 
Organ - Med.) 

G. Schirm~r (Lawson-Gould) 51160 

The brevity of the Mass results from the omission of much of the 
Gloria and the elimination of the Credo and Benedictus altogether. 
The tonal center for the entire Mass is A, with a shift in the 
tonal emphasis in the inner movements. Traditional harmonic 
progressions are a minority in the work, and a wide variety of 
sonorities is employed. Conjunct motion predominates in the me
lodic lines. Vocal writing remains primarily on the staff~ the 
extremes of ranges noted above rarely occur. Divisi occurs in 
both voices in the Sanctus and Agnus Dei. Rhythms are usually 
regular with dotted rhythms prevailing in the Gloria. Except in 
the Agnus Dei, the meters constantly fluctuate. The piano reduc
tion, according to the publisher, must also serve as the organ 
part, i.e., no edition including a separate pedal line is avail
able. The accompaniment should be within the scope of advanced 
students, whether performed by the wind ensemble or on the 
keyboard. 

Kyrie 

Flowing melodic lines in both voices are sung homophonically 
(but not homorhythmically) in the "Kyrie," and imitatively in the 
"Christe." The "Christe" is slightly slower than the enclosing 
"Kyrie" sections. The accompaniment reinforces the voices in the 
"Kyrie" sections, but is independent in the "Christe." 

Gloria 

Only the text "Gloria in excelsis Deo, et in terra pax homin
ibus bonae voluntatis" is used, and it is used repetitiously. 
Chain imitation, with slight variations, continues between the 
two lines until an instrumental interlude which precedes the 
homophonic "et in terra pax ••• " section. A quasi-echo effect 
on "Gloria," sung fortissimo, at the end climaxes with the voices 
in octaves. 
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Sanctus 

Rhythmic unity, with some contrast and variation, charac
terizes the movement. The opening motives, begun in two parts, 
alternate easily between 3/4 and 2/4. At measure 19, the 
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voices divide into four parts with the two inner voices still 
chanting the "Sanctus" motives~ the outer voices, singing in 
octaves, assume the "Dominus Deus" text. The "pleni sunt coeli" 
section employs free imitation. The return of the "Sanctus" text 
and motives employs paired sonorities at a higher pitch than the 
original statements. The HOsanna" section features a unison 
pedal in Soprano II and Alto I as the outer voices continue the 
repetition of "Sanctus." The voices unify the text on a climac
tic four-part "Osanna." 

Agnus Dei 

The accompaniment in the closing movement provides textural 
accents at the end of solo passages, pedal points with the choral 
statements, and interludes between vocal phrases. The meter 
remains 3/4 throughout. No "Amen" follows the "dona nobis pacem" 
phrases, but an instrumental recall of an opening movement motive 
provides a quiet closure. 



BAVICCHI, JOHN (1922 -

Five Short Poems - 1968 

No.1 Anonymous 
No.4 Leigh Hunt 

SSAA 

No.2 John Nabbes No.3 Charles Swain 
No.5 William Shakespeare 

MEDIUM 
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6 ' 

Soprano I: a-g;l:2 Soprano II: a-g2 Alto I: g-e 2 Al to II: g-fl 

A cappella (no piano reduction) 

Oxford University Press 95.401-95.404 

The diversity of the humorous, pensive, or whimsical texts is 
reflected in the musical settings. A variety of rhythmic figures 
and melodic ideas generate a lively mood throughout, although none 
of the material employed is complex. Dissonance enlivens the 
harmonic language as tonal centers shift frequently and easily. 
One facet of the composer's idiom in this work is the use of long 
descending lines answered by ascending lines (or the reverse) or 
long converging lines between voices. The use of these long lines 
and a liberal use of imitation, often canonic, becomes a unifying 
device. Parallel planing occurs several times. The songs are too 
short for large-scale climaxes, but high points occurring in 
several of the songs result in a balance between the moods. The 
work would make a light-hearted, but not frivolous, closing--or 
opening--section of a program. 

No.1 Mister Finney Sprightly 

Persistently repeated staccato eighth notes initiate the 
"sprightly" character which is maintained to the end. A few 
imitative areas give variety to the generally homophonic setting. 
Scattered throughout the song are veiled usages of ascending or 
descending phrygian, mixolydian, aeolian, and harmonic minor 
scales. The high point in the song is the apex of a crescendo on 
an upward parallel sweep with voices in two parts rising to e 2 

and g-sharp2. At the end of the song, pyramidal entrances also 
rise to a brief climactic point before cadencing on an added-note 
chord. 

No.2 What a dainty life Reflective 

Canonic imitation is employed first between the two soprano 
voices~ then with a different musical phrase the two alto voices 
sing a brief canon. Homophony, including parallel planing, 
follows the canonic opening lines. In one passage, ascending 
pyramidal pianissimo entrances build to a homophonic and triadic 
fulfillment of the phrase. In a surprise ending, the tempo 



45 

BAVICCHI 

changes abruptly to Allegro for a quick final phrase. The text 
reveals the simple pleasures of the milkmaid's life. 

No.3 Let tomorrow take care of tomorrow Thoughtfully 

Canon, sung pianississimo, appears again but with altos 
following the sopranos at the fourth. In an ensuing homophonic 
phrase the altos and sopranos converge in mirror fashion, ending 
a major second apart. The concluding phrase begins homophonic
ally but ends in rhythmic canon. Dynamics remain subdued, re
flecting a text which looks philosophically at life. 

No.4 Jenny kiss'd me Easily 

Melodic lines encompassing a wide range are the basis for the 
canon of the fourth song. In the previous songs canonic material 
was soon replaced by homophonic passages. In this song, canon 
prevails throughout, with the exception that when a voice ap
proaches the final use of "Jenny," a pedal, different for each 
voice, is maintained until all voices arrive at the homophonic 
conclusion on "Jenny kiss'd me." 

No.5 When icicles hang by the wall With vigor 

This brisk, strophic song employs a homophonic opening. 
Parallel planing ensues as sopranos sing a two-part descending 
line, followed by altos answering with a two-part ascending line. 
A meno mosso section, beginning with the owl's call, "Tu-whit, 
tu-who," echoed from voice to voice, closes the strophe. 



BECKER, JOHN J. (1886-1961) 

Moments From the Passion 

Adapted from McLaren's translation of The Drama of The Passion by 
Goday 
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SSA Soloists: High, Medium EASY 35-40' 

Soprano I: apl-f~2 Soprano II: e pl-c t2 Alto: cl_al 

Soloists: Jesus: (High) g-f l The Evangelist: (Medium) g-f l 

Peter: (Medium) eP-fl Two Damsels: (High) e~2-f2, d2_e 2 

Pilate: (Medium) f-c l Small groups: The Disciples: (High voices) 
Choir of twelve: bV-f l The Pharisees: (High voices) cl-fl 

If male roles are sung by women, ranges should be considered an 
octave higher. 

Organ - Easy 

Gamble Hinged Music Co. or American Music Center B7 

Loosely patterned after the Passions of Sch6tz and Bach, this 
cantata for Easter-tide consists of recitatives and choral sec
tions. There are no arias nor are there choruses with any devel
opment. Soloists are simply designated High or Medium voice. The 
parts of Jesus, the Evangelist, Peter, the Disciples, Pilate, and 
the Pharisees could be sung by either male or female voices. The 
Evangelist serves as narrator as in the German Passions. The 
narrator's part employs a reciting tone of e l , or c 2 if sung by a 
soprano, with little variation. All the soloists are given 
simple, chant-like recitatives sung predominantly above sustained 
chords on the organ. The accompaniment does not require an accom
plished organist. The choral sections are elementary three-part, 
triadic, chorale-like settings which are interspersed in entirety 
or in truncated repetition between a shift of scene or change in 
speaker. The final chorus attempts the "Goodnight, beloved Jesus" 
idea used by Bach in his closing choruses. 
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BEESON, JACK (1921-

Homer's Woe - 1967 

Anonymous 

SA, SSA, SSM EASY-MEDIUM 14'40" 

All voices: b (Alto: b~) - f2 

Boosey & Hawkes 5690 

The work is a collection of "12 Rounds for Treble Voices" in 
contemporary settings. Most of the texts are famous old riddles 
with the answer given in the title. "Homer's Woe" COlt".;!G from the 
tradition that Homer could not solve the riddle of Th~ Thorn and 
subsequently died of shame. The rounds vary from two to four 
parts after the opening unison statement. Three rounds (each 
consisting of two parts) appear in a simple unison version with a 
repeat sign. Three of the remaining nine rounds are notated as 
the exposition only, without the initial unison statement. Number 
eight is a two-part canon at the fourth. All the rounds have 
captivating melodies, and many present rhythmic challenges. Har
monies are primarily diatonic with dissonance occurring frequently 
as the parts are added. Although not suggested in the score, 
several of the rounds could be excerpted for a shorter group. The 
twelve titles with their expression markings and number of parts 
(in parentheses) are as follows: 

1. Teeth and Gums - Vigorously (2) 
2. §ir Eachknight - With good accent (4) 
3. Long Song - Swinging (2) 
4. An Egg (As I was walking) - Sharply accented (2) 
5. A Well - ---- (2) 
6. A Walnut - With the words well accented (3) 
7. The Man, the Stool, the Mutton, and the Dog - With great 

energy (2) 
8. The One-Eyed Man - Flowing (canon-2) 
9. A Thorn - With ease (3) 

10. An Egg (In marble halls) - ~lowing (3) 
11. Wishful Thinking - With the feeling of a very broad two (4) 
12. A Bed - Lyrically (4) 
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BEESON, JACK (1921-

The Model Housekeeper - 1972 

Receipts [sic] by Elizabeth W. Smith (adapted) 

SA, SSA, SSAA DIFFICULT 18-20' 

Soprano: b-a~2 Alto: g-e 2 

A cappella 

Boosey & Hawkes 5818 

The "Nine Rounds and Canons for Women's Voices" draw on old
fashioned, and often humorous, home remedies for the "Solution" to 
a variety of problems. (The written-out exposition of each round 
or canon is designated the "Solution.") No piano reduction for 
rehearsal is shown for those rounds with three or four parts, 
which is understandable considering the complexity and the number 
of voice crossings. The composer directs that "unless voice types 
(e.g. soprano, alto) are called for specifically, they are to be 
mixed and divided equally between or among the numbered parts." 
Rounds two, seven, and nine indicate soprano/alto divisions; the 
remainder contain three or four equally divided parts. Rounds two 
and nine begin with the exposition, or "Solution," omitting the 
opening unison statement of the theme. This is probably because 
two rounds are sung simultaneously, i.e., first and second altos 
sing one round, first and second sopranos sing a different round. 
Round eight is designated to be sung by four solo sopranos. As in 
the composer's Homer's Woe, the melodic and rhythmic treatment is 
varied and challenging. Diatonic harmonies are employed in 
several rounds; others combine tonal and modal characteristics. 
The second round is poly tonal and the seventh is a study in 
chromaticism. The titles with their expression markings and 
number of parts, or voicings (in parentheses), are as follows: 

1. Strawberries As A Dentifrice - Vigorously (3) 
2. How To Stop The Spread Of Disease And To Cure Cuts - With 

circumspection (SSAA) 
3. Plumpening Cream for Hollow Cheeks - Rather fast (3) 
4. Rose Lip Cream - Lyrically (4) 
5. Love Sandwiches - With a strong line (4) 
6. How To Tell When Lard Is Hot Enough - Foursquarely (4) 
7. Vegetable Down Pillows - Very fast and very softly (SA) 
8. Milk To Fatten - Prayerfully (4 solo sopranos) 
9. To Plumpen Cheeks, And To Remove A Double Chin And Other 

Unwanted Flesh - Somewhat labored, but moving along (SSAA) 



BENSON, WARREN (1924-

Psalm XXIV - 1977 

(King James Version) 

SSAA 

Soprano I: b~-g*2 
Alto II: tJ-e2 

MEDIUM 

Soprano II: b P- gt 2 Alto I: a-e 2 
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11'30" 

Piano or String Orchestra (Orchestral score and parts avail~ble on 
rental) - Medium 

Carl Fischer CM7982 

Peacefully 

The work was commissioned by the Epsilon Chapter of Sigma Alpha 
Iota. In this multi-sectional setting of the psalm, each verse, 
except verse ten (the final verse), is set apart by instrumental 
interludes. An instrumental introduction of twenty-two measures 
precedes the choral entrance. Text repetition occurs only in the 
later verses and primarily on "the King of glory." A variety of 
textures, including unison, contrapuntal, and homophonic, are pre
sented in the choral writing with a contrast from verse to verse. 
Meters are alternated frequently; tempo fluctuations occur between 
the verses in the instrumental interludes. A definite mood change 
from the opening peacefulness to a joyful, buoyant character is 
introduced at verse seven, "Lift up your heads •••• " In addi
tion to a faster tempo, the previously regular rhythms give way to 
syncopations in the accompaniment and occasionally in the voices. 
Harmonies, which in the earlier verses included compound chords, 
quartal and secundal combinations, bitonal chords, and shifting 
tonal centers, still employ polychords but center around the key 
of E Mixolydian. The final, climactic phrase ends with an E major 
chord in both voices and accompaniment. 
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BERGER, JEAN (1909-

A Child's Book of Beasts - 1973 

Hilaire Belloc 

SA (or TB) EASY Set I: 7'35" 
Set II: 7'30" 

Set I: Soprano: b~-e2 
Set II: Soprano: b-f#2 

Piano - Easy-Medium 

Alto: b~-d~2 
Alto: b~-e2 

J. Fischer - Set I: 9562, Set II: 9796 (Belwin-Mills) 

In two sets of six songs each, this work, with its clever rhymes 
and lighthearted music, might be termed the vocal "Carnival of the 
Animals." Because the verses are short, repetition is common, 
with a slightly different musical ending the second time through. 
Easy melodies, tessituras, rhythms, and harmonies characterize all 
the songs. Thirds and sixths dominate harmonically in the two
part vocal texture. The independent accompaniments add interest, 
yet support the harmonies in the voices. The mood of each song is 
set by a short piano introduction. Established tonal ce~ters gain 
a freshness from the frequent insertion of chromatic harmony. The 
work may also be sung by a tenor/bass combination. 

SET I: 

The Yak Quite fast 

The two-part texture rarely employs intervals other than 
thirds. In both stanzas, the repetitive vocal rhythm of ~~J~ 
contrasts with a static accompaniment which becomes livelier in 
the interludes. 

The Polar Bear Slow 

The lumbering gait of this animal is reflected in the drone 
accompaniment, the sequential melodic treatment, the phrase 
repetition, the even, plodding rhythm, and the tempo. A light 
touch comes at the end on "Brrr." 

The Dromedary Very slow 

This movement is a canon employing a quasi-Middle Eastern 
melody. 
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The Hippopotamus Fast 

Much in the style of a patter song, this movement also is 
reminiscent of "Chopsticks" with its persistent eighth-note 
rhythm and repeated notes in the soprano part. Once the stanza 
has been sung, it is reiterated, moving chromatically to the next 
key as in piano finger exercises. Several truncated modulations 
appear in the piano interludes. 

The Rhinoceros Moderately Fast 

This song also employs a repeated eighth-note rhythmic pat
tern, but phrases are separated by rests. The treatment of the 
word "Rhinoceros" features antiphonal unison in a ricochet 
effect. 

The Frog Very gently 

For a change of pace, the longest and final song of Set I 
resembles a waltz with a graceful melody and appropriate 
accompaniment. 

SET II:-

1. The Lion - The Tiger At a gentle pace 

The lion is characterized by an easy tempo, repetitive melodic 
and rhythmic patterns, and 6/8 meter. The tiger is depicted by 
active melody, 4/4 meter, and faster tempo. 

2. The Dodo Slow and funereal 

The two stanzas and coda of this strophic song begin in unison 
but soon divide to two parts. A rhythmic pattern of d.J I d .J 
persists throughout most of the song. 

3. The Whale In moderate waltz tempo 

As in the previous strophic song, each of the three verses in 
The Whale begins with unison writing. Large leaps (sixths and 
sevenths) occur in the unison areas; the ensuing two-part texture 
is more conjunct. 

4. The Big Baboon Not too slow 

This canon features melodic lines that fall and rise in a wave 
contour. The second appearance of the melody receives mirror 
treatment then returns to the original order. 
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5. The Elephant Moderately fast 
and heavy 

The voices employ only the harmonic interval of the third 
throughout the entire song. The dynamic level is a consistent 
forte. 

6. The Marmozet Martial 

unison prevails in the voices until the final syllable which 
is sung in two parts. A persistent rhythmic figure in the 
accompaniment resembles a polonaise rhythm. 



BERGER, JEAN (1909-

A New Year Carol - 1973 

Anonymous 

SSAA 

Soprano I: e 1-a2 
Al to II: g-d#2 
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EASY-MEDIUM 6' 

Fl(2) - Med.-Diff., Perc - Med. 

Carl Fischer 04908 

An archaic text welcoming the New Year combines with lively music 
in this joyous carol. The score does not include the date of the 
anonymous text, but phrases such as "Sing levy dew" and "Open you 
the West door, and turn the Old Year go" bear a ring of early 
poetry. Cluster, tertian, quartal, and supertertian harmonies; 
repetitive and syncopated rhythms; alternating meters; and a quick 
tempo support the exuberant mood. Varied textures occur in each 
section of the ternary structure. In the framing sections, the 
flutes drop out as each choral phrase begins, resulting in a vocal 
texture punctuated only by percussion. In the middle section the 
flutes appear more often with the voices and percussion. Meters 
in the outer sections fluctuate between 9/8 and 6/8; the middle 
section includes 9/8, 6/8, 4/8, and 3/4. Melodically, repeated 
notes are common in the framing sections; diatonic movement domi
nates in the middle section, especially in the altos. The main 
climaxes, in each of the outer sections, arrive after an eight
part cluster built as an ascending pyramid. The final climactic 
areas consist of text painting on a bugle call. The flute and 
percussion parts are notated in the choral score. Percussion 
instruments include the tambourine, antique cymbals, side drum, 
and triangle. 
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BERKOWITZ, LEONARD (n.d.) 

Chamber Music - 1968 

Robert Frost ("Departmental" or "The End of My Ant Jerry" from Taken 
Doubly) 

SSA Soloist: S 

Soprano I: a~-g2 
Soloist: e L f*2 

MEDIUM 

Soprano II: a~-f2 Alto: f-b H 

Vln, Vla--avai1able from publisher - Easy (Piano reduction - easy) 

Associate Music Publishers A595~ Str parts A595a 

6' 

Robert Frost's amusing commentary on the impersonality with which 
the ant carries out his duties provides the text for this multi
sectional work. The choral writing moves freely between triadic, 
quartal, and quintal harmonies. Unison, in either two or all 
three of the voices, and octave pairing are common. Mild disso
nances occasionally occur. Regular rhythms prevail~ at times a 
triplet figure creates cross rhythms between voices and accompani
ment. The few meter changes are well-accommodated to the text 
flow. Although predominantly homophonic, the work is not entirely 
homorhythmic~ imitation is employed also. Melodic lines are gen
erally conjunct, but a few areas of disjunct motion are included. 
Tessituras remain comfortable for the upper voices, but the alto 
lines often lie well below the staff. Textural contrast is pro
vided by frequent instrumental interludes and by the soprano solo, 
sung in recitative style, which occurs midway through the work. 
The accompaniment, while usually supportive of the voices, may 
also be independent. The string parts are notated in the score 
above a piano reduction which may be used if the strings are not 
available. Printing errors: measure 59--the viola part should 
read ~.~ measure 135--on the second beat of the right hand piano 
part a quarter rest is missing~ measure 222--on the last beat in 
all three voice parts a quarter rest is missing. 
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BIALOSKY, MARSHALL (1923-

Arner.ican Poet's Suite - pre 1980 

I. May Swenson, II., IV. r V. Howard Nemerov, III. Mark Strand 

SA (div.) Soloist: S MEDIUM 7' 

Soprano (div.): b~-a2 Alto (div.): f-f 2 

A cappella 

Sanjo Music Co. 

Although the subject matter of the poems does not form a cycle, 
the tempo and/or moods form an arch, beginning and ending with 
fast movements and centered by the slowest movement. A unifying 
feature throughout the suite is the frequent inclusion of canonic 
areas, primarily rhythmic, and imitative fragments. Two-part 
texture predominates with occasional division to three parts. 
Within the songs, staggered entrances often vary the texture. No 
particular intervals dominate; all are employed. Tonal centers, 
sometimes obvious, sometimes nebulous, change within each move
ment. Melodic movement is never static and is often wide ranging 
in both voices. Alto voices, particularly, may lie low in the 
range. Regular and irregular rhythms are employed in both sym
metric and asymmetric meters that shift frequently. The manu
script score is easy to read. Although challenging, the work 
should be within the capabilities of high school choruses. 

I. Speed Fast 

The text presents a graphic, but artistically slanted, depic
tion of a windshield as insects smash onto it. The movement 
begins with a melody sung in octaves, but voices soon become 
independent. Rhythmic imitation frequently occurs. 

II • Fall Song Darkly 

Through measure 9 the alto section is divided but sings in 
unison beyond that point. These first few measures are sung in a 
low register giving credence to the expression marking and the 
initial word of text, "Darkly." Contrasting with this dark alto 
sonority, sopranos sing a lyrical melody in a bright area of 
their range. The text expresses the reaction of lovers to sea
sonal changes. 

III. Another Place Very slowly 

The movement begins with voices moving in mirror fashion 
followed by a mirror canon. In a textural variation, a short 
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coda features sopranos humming as the divided alto section reit
erates the final text phrase. Mention of a mirror is made in the 
text which seems to express longing for insight or prophetic 
sight. 

IV. Madrigal Moderato 

Sopranos divide several times in this movement. A brief 
soprano solo appears mid-song and at the end. Although usually 
conjunct, the melodies in the soprano section occasionally become 
angular. The countermelody of the altos covers an extensive 
range. The text refers obliquely to lost love. 

V. A Primer of Daily Rounds Fast 

Ingeniously conceived, the poem is a circle of alphabetical 
activity: "A peels an apple, while B kneels to God, • •• " (not 
all of the actions are as innocent). Each letter through "H" 
(B-natural is used for both "B" and "H") is sung on its respec
tive pitch; the ensuing letters fit into the melodic scheme. The 
letter "I" instigates a recurring phrase, "I do not understand," 
which also closes the work. The musical arrangement of the text 
is such that several clever expressions occur between the voices. 
Frequently changing meters may present a challenge. 
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BIGGS, JOHN (1932-

Missa "Pacem in Terris" - 1963 

Ordinary of the Mass - Latin 

SA EASY 11'10" 

Alto: c1 (a)-d2 

Organ - Easy 

Manuscript - American Music Center B12 

This simple setting of the Mass is conceived for "two mixed or 
equal voices and organ," and is characterized by easy, diatonic 
melodic lines and triadic harmonies. In keeping with this sim
plicity, the composer has used compact forms, yet has managed to 
insert a variety of styles throughout to give an overall effect of 
lightness and charm. An occasional use of distantly related 
chords keeps the harmonies from becoming static. The Mass is in 
arch form with the plainchant of the Credo as the capstone of the 
arch. The Kyrie and Agnus Dei frame the entire work. 

Kyrie Tranquillo 

Two melodic ideas are treated contrapuntally over an ostinato 
accompaniment in the "Kyrie eleison" section. After a four
measure "Christe eleison," consisting largely of repeated notes 
in rhythmic canon, the "Kyrie eleison" returns. 

Gloria Vivo 

Unison singing and imitation are employed throughout the 
movement" 

Credo Declamato con moto 

The singing of the creed in unaccompanied unison or two-part 
plainchant creates a textural change in the center movement of 
the work. At "et incarnatus est •• • " a short four-part 
homophonic section appears along with suddenly augmented rhythm. 

Sanctus Festivo 

The chorus intones the text over an accompaniment figure which 
suggests the pealing of bells. 
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Benedictus Dolce 

Short, imitative statements of the Benedictus text are fol
lowed by a brief "Hosanna" section resembling a canon. 

Agnus Dei Tranquillo 

The music of the Kyrie recurs in this movement. At "miserere 
nobis" the "Christe eleison" theme is heard. A da capo recalls 
the ternary form of the Kyrie. The final "Agnes Dei" and "dona 
nobis pacem" utilize new material and serve as a coda. 
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BRIGHT, HOUSTON (1916-

Four Sacred Songs for the Night - 1961 

Houston Bright 

SSA EASY-MEDIUM 11'30" 

Soprano I: b-g2 Alto: f(e opt.)-c2 

A cappella 

Shawnee Press B-190 

With easy-flowing diatonic melodies, triadic harmonies in close 
position, regular rhythms, and comfortable vocal registers, the 
songs are accessible to performers at various levels of ability. 
Tempos increase as the songs progress: ~ = c. 48, ; = c. 72, 
J = c. 48, J = c. 108. Dynamics remain subdued--rarely above 

mezzo forte--in the first two songs and reach fortissimo and forte 
in the last two. The texts are not only sacred, but also are 
descriptive of the night hour to which each pertains. A footnote 
infers that the songs may be performed by large or small ensem
bles. If excerpted, anyone of the songs would make an acceptable 
anthem. 

I. Evensong (Vespers) Lento assai 

A calm tempo reflects the text; a gentle mood prevails. 
quent meter changes occur but do not impede the text flow. 
form is ABA' with a slightly faster tempo in the B section. 

II. Nightfall (Compline) 

Fre
The 

Soave 

The first four phrases open with similar unison contour, if 
not exact pitches. In each phrase, the unison of the first few 
notes soon gives way to three-part harmony. The meter fluctuates 
between 3/4 and 4/4 with an occasional 2/4. Dynamics are usually 
subdued; even the forte at the climax toward the end is qualified 
by rna dolce. From that point the dynamics subside to a quiet 
ending. 

III. Dawn (Matins) Tempo moderato rna giusto 

A pyramid dynamically and an arch texturally, the movement is 
built on a seven-measure ostinato which appears ten times in five 
settings. The ostinato appears in the alto line except for the 
seventh and eighth statements when it is given to the sopranos. 
Dynamics rise from pianissimo in early statements to fortissimo 
midway in the song and subside again to pianissimo at the 
conclusion of the final statement. A footnote, "Emphasize in a 
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subtly bell-like fashion the two main rhythmic accents in each 
measure," refers to the manner in which the ¢ meter and repeti
tive rhythmic figures may be interpreted. 

60 

IV. Sunrise (Lauds) Jubiloso 

In a sprightly, homophonic hymn-like setting, the final song 
employs four-measure phrases with text, immediately followed by 
"alleluia" in asymmetrical phrases. The climax occurs on the 
forte and fortissimo "alleluias" of the coda. 
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BRIGHT, HOUSTON (1916-

Trilogy for Women's Voices - 1967 

I. Emily Bronte II. Percy Bysshe Shelley III. Anonymous 

SSAA EASY-MEDIUM 6'10" 

Soprano II: b-a2 Alto I: g-c 2 Alto II: e-al 

A cappella (Piano reduction - Easy) 

Shawnee Press B-276 

Nature provides the backdrop for the melancholia expressed in the 
poems. A profusion of seventh chords gives sameness to the set
tings. Other harmonic entities in the tonal structure include 
clusters and ninth chords, but none presents a problem other than 
intonation. Diatonic planing is present in the first two songs. 
Regular rhythms prevail, and meter changes contribute to the 
interest of the songs. Second alto lines often lie well below the 
staff on f-sharp or an occasional e; the other voices lie in 
comfortable ranges. 

I. Fall, Leaves, Fall Lento 

The predominantly compact writing includes a profusion of 
seventh, ninth, and half-diminished chords moving frequently in 
diatonic planing. At times the first soprano lines move contrary 
to the three lower voices. Text painting is present in the 
falling melodic lines of the opening text, and with the introduc
tion of sixteenth notes on "fluttering." Frequent meter changes 
are incorporated in the opening and closing 3ections of the song, 
but the lyrical flow is not impeded. Fall, Leaves, Fall is more 
than twice as long as the other two compositions. 

II. Rough Wind That Moanest Loud Poco pesante 

Asymmetrical meters are included in the meter changes of this 
short song. A middle to low tessitura prevails. The final 
cadence on a B minor seventh chord in third inversion leads to 
the opening E minor chord of the third song. 

III. The Sigh That Heaves the Grasses Doloroso 

Of equally short length, the final song employs fewer meter 
changes than the first two songs. The ranges of all four voices 
are narrow: first sopranos move within an octave; the other 
three voices move within a sixth or seventh. Dynamics remain 
soft throughout, resulting in a subdued ending. Homophony 
prevails. 



CARTER, ELLIOTT (1908-

The Harmony of Morning - 1955 

Mark van Doren ("Another Music" from Winter Diary) 

SSM MEDIUM-DIFFICULT 

Soprano I: b P-a 2 Soprano II: b~-a2 Alto I: gf-e 2 

Chamber Orchestra--available on rental from the publisher 
(Piano reduction - Difficult) 

Associated Music Publishers A-196 (G. Schirmer) 
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8'30" 

The work is divided in three large parts defined by textural 
changes and unified by recurring harmonic and melodic ideas. The 
choral writing is primarily triadic: occasional quartal chords and 
open fifths appear. Melodic lines are often diatonic. When they 
are not, the leaps are logical and are not awkward. Although the 
range is wide for all voices, the majority of choral lines lie 
comfortably for each part. Harmonies often lie within the tonal 
structure of A major, the given key signature, but they also move 
freely through distantly related chords and other tonal centers. 
Vitality is generated by a wide variety of rhythmic figures. Text 
painting occurs frequently: smooth text flow in the final section 
involves several meter changes. Entrances are usually prepared. 
The orchestra, which is independent yet supportive, provides 
rhythmic and timbral contrast. The piano reduction requires an 
excellent pianist. Dynamics fluctuate frequently for both chorus 
and accompaniment and must be strictly adhered to for the most 
effective rendition of the work. The first part (rom. 1-65) is 
comprised of three divisions: Allegro-Tranquillo (l'istesso 
tempo)-Allegro. The corresponding four-part choral writing is 
homophonic-contrapuntal-homophonic. The con fuoco second part 
(rom. 66-171) involves greater orchestral activity. Voices sing in 
unison or octaves until the closing area in which three- and four
part textures are employed. Argument may be made for beginning 
the third section at the stanza break in measure 157 which is 
preceded by a homophonic, a cappella phrase employing thematic 
material. However, the instability generated by the quartal har
monies of the final chord increase the probability of a later 
cadential area overlapping with the beginning of the third part at 
measure 172. The third part (rom. 172-283) begins with a Maestoso 
fugal section and closes with a homophonic Subito allegro molto 
section. After a fortissimo climax, the work ends quietly. More 
extensive analyses of the work may be found in Armstrong, pp. 90-
95 and 174-183 and in Pisciotta, pp. 92-98: these two authors 
disagree on the starting point of the third section. 



63 

COATES, GLORIA A. KANNENBERG (1938-

Kyrie, Gloria, Toccata, Sanctus, Agnus Dei - 1965 

Ord~nary of the Mass 

Three treble voices [SSAj Soloists: S,S,A EASY la' 

Soprano I: c 1-a2 Soprano II: b-f2 Alto: g-d2 

Soloists: Soprano I: gl_a2 Soprano II: f1-e 2 Alto: c 1-a1 

Organ: Accompaniments - Easy: Toccata - Medium 

Manuscript - American Music Center OV12 

The voice parts designated for this Mass as Trebles I, II, and III 
have ranges equivalent to first and second soprano and alto. With 
few exceptions, the solos, which may be sung by small ensembles, 
consist of short phrases interspersed throughout each movement. 
In the choral writing, unison occurs frequently. Melodic lines 
are often written stepwise within a small interval span, and 
repetition is common. Quintal and quartal chords appear occa
sionally, but the harmony is primarily triadic. The organ 
toccata, Crucifixion, replaces the Credo. The accompaniment is 
kept simple and supportive without merely doubling the voices. 
The score is oversize, the manuscript notation easy to read. The 
American Music Center will assist in contacting the composer for 
copies. 

Kyrie Slowly moving 

A quintal bourdon, D-A-E, in the organ part persists through
out the entire movement and serves as a reference point for the 
dispersed vocal entrances. Variety is created by fluctuation in 
the texture and exchange of motives between voices. A few meter 
changes assist the flow of the vocal lines. 

Gloria Lively 

Unison singing dominates this movement, although phrases occa
sionally open to three-part harmony. Each soloist sings a short 
phrase which provides a break in the texture. The music gradu
ally builds to a climax in the final phrase and the closing 
"Amen." 

Crucifixion - Organ toccata Moderato 

Although the movement never reaches the level of virtuosity 
usually associated with the term "toccata," it does require 
technical skill. The key signature of one flat is used in the 
pedal part, but no key signature i5 given for the manuals. 
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Sanctus Joyously 

Short phrases in counterpoint are stated by the chorus and 
echoed by the soloists. The "Benedictus" consists of a melis
matic soprano solo phrase followed by a homophonic answer from 
the chorus. A climactic three-measure "Hosanna" closes the 
movement. 

Agnus Dei Slow and solemn 

Motives from the Kyrie are reiterated in the voices, but an 
ostinato in the organ replaces the bourdon of the first movement. 
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CRAWFORD, JOHN (1931-

Three Shakespeare Songs - 1970 

I Merchant of Venice, III, ii, 63-71 
II Twelfth Night, II, iv, 52-68 

III As You Like It, V, iii, 17-36 

SSA Soloist: S MEDIUM-DIFFICULT 6'55" 

Soprano I: b~-a2 
Soloist: e l _e 2 

Alto: g-d2 

Fl, Ob, B P Cl, Bsn, Hn in F, Str Quintet, Timp. Full score and parts 
are available on rental from the publishers. 
(Piano reduction - Medium-Difficult) 

E. C. Schirmer 2587 

Familiar songs from three Shakespeare plays form a well-balanced 
group of musical moods: graceful, mournful, and cheerful. The 
harmonic settings employ tonal materials without establishing 
tonal centers for any length of time; quartal harmony figures 
prominently in the first song and occasionally in the other two. 
Stepwise motion dominates the wide ranging melodic lines, although 
angular lines appear in several areas. This stepwise motion aids 
the singers in view of the nebulous tonal scheme. Texture is 
varied throughout each songi canonic imitation often interchanges 
with homophony. Entrances are usually prepared. The accompani
ment, though independent, is supportive of the voices. The com
poser arranged the piano score from the original accompaniment for 
eleven instruments. Each song opens with a short instrumental 
introduction. 

I Tell me where is Fancy bred Allegretto 
grazioso 

In spite of the graceful tempo and line, the contradiction 
expressed in the text is reflected musically in the irregular 
rhythms and unstable harmonies frequently utilizing quartal 
chords. 8/8 meter is divided into groupings of 3+2+3, 3+3+2, or 
2+3+3. 7/8 and 5/8 are interspersed among symmetric meters. A 
short soprano solo introduces the bell motive of the imitative 
closing "Ding, dong, bell" section. 

II Come away, come away, death Mesto 

In this strophic setting, the voices are doubled by the accom
paniment. The rhythmic pattern of the first vocal entrance is 
repeated in the second phrase, but the melodic line is inverted 
at a higher pitch level. Sequences, progressing from voice to 
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voice, figure prominently in the closing portion of the strophe. 
The interval of the sixth is important harmonically. The second 
strophe, a variant of the first, is treated as an inverted canon. 

III It was a lover and his lass Allegro comodo 

The first and fourth, or final, strophes in this lively song 
are nearly identical. The second strophe alters the pitch level 
and inverts certain intervals. The rhythm of the melody is aug
mented in the third strophe, and other sections deleted or 
expanded. A quasi-ostinato figure appears in the accompaniment 
at the beginning of each strophe. Definite tonal centers are 
established at the end of each strophe but are dispelled as a new 
strophe begins. The work ends with a rousing climax in C major. 



CRESTON, PAUL (1906-

None Lives Forever - 1968 

Rabindranath Tagore (LXVIII of The Gardener) 

SSA Soloists: S,A MEDIUM 

Soprano I: fl-a2 Soprano II: c1_f#2 Alto: a~-c#2 
Soloists: Soprano: fl_f~2 Alto: b-a#l 

Piano or Organ - Medium-Difficult 

Carl Fischer 04736 
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Commissioned by Mu Phi Epsilon sorority, Creston's Opus 92 employs 
a Tagore text dealing with the disparities and transitoriness of 
life. Text repetition occurs frequently within stanzas. The use 
of similar musical settings for the concluding phrase of each 
stanza, "Brother, keep that in mind and rejoice," becomes a unify
ing device. This phrase also receives canonic treatment in the 
coda. Although the choral writing is predominantly homophonic, 
canon and imitation are employed in several stanzas. In the pri
marily triadic writing, frequently shifting tonal centers and 
nebulous tonal center areas occur. Melodic contours are both 
conjunct and disjunct. Rhythms are not complicated, but triplet 
figures freely interchanging with duple figures create many cross 
rhythms. Tempo modulations and instrumental interludes often 
delineate sectional divisions in the work. The few solo passages 
are short; the soprano soloist sings the opening phrase. The 
accompaniment usually supports the voices, sometimes doubling 
them. The organ pedal line is notated in the score but appears in 
the piano part also. In measure 10 the second soprano part should 
show a half note for beats two and three. 
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DAVYE, JOHN J. (1929-

A Child Is Born to Us - 1973 

I. John Milton II. and III. Anon. English Carols 
IV. Robert Southwell V. Richard Crashaw 

SSA Soloists: S,S,A MEDIUM-DIFFICULT 12' 

Soprano I: bP-bV2 Soprano II: b~-a~2 Alto: g-e p2 
Small ensemble: Soprano I: fl_f2 Soprano II: fl_b Vl 

Soloists: Soprano I: e pl --b P2 Soprano II: d P1 _av2 Alto: 
Alto: cLfl 

b V-e2 

A cappella (Piano reduction - Easy: Rhythm in movement I is 
Difficult) 

Associated Music Publishers (G. Schirmer) 

This Christmas cantata of five movements features a variety of 
textures: choral unison, two- or three-part homophony, antiphonal 
exchanges between choir and small ensemble, and solo passages. 
Irregular, and sometimes intricate, rhythms are interspersed among 
regular rhythms in movements I, II, and III: frequent meter 
changes occur in I, III, and V. The harmonic treatment, while 
tonal, often employs seconds or sevenths between two of the 
voices. The tonal center for the cantata is B-flat, whether 
major, minor, or modal settings are involved: movement II employs 
the dominant key, F minor. Melodic treatment is balanced between 
conjunct and disjunct motion. In movement V, the soprano tessi
tura briefly shifts from middle to high. The Christmas texts, 
each by a different author, date from the fifteenth through the 
seventeenth centuries but form a plausible continuity and are well 
served by the contemporary settings. A piano reduction is pro
vided for rehearsal. 

I. This is the Month, and 
this the Happy Morn 

With awe and a sense 
of anticipation 

In this strophic song, meters change constantly and several 
tempo alternations occur. Easy 'flowing melodic lines are offset 
by polyrhythms and polymeters reminiscent of Renaissance style. 
The three-part texture generally appears in compact position. 

II. A Babe is Born Rhythmically 

The music of three sixteen-measure sections of varying style 
and texture is repeated in reverse order resulting in arch form. 
The opening section features solo versicles and responses for two 
solo voices. In the cantabile second section, the unison choir 
sings a chant-like melody. A rhythmic figure of n. predomi
nates in the 3/8 meter. Antiphonal singing between the choir and 
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a small echo ensemble employs a faster tempo and three-part 
texture for each group in the third section. Although the music 
is repeated, new texts appear in the repetitions of the sections. 

III. Sweet was the Song the Virgin Sang Andante 

Frequent tempo and mood shifts characterize this multi
sectional lullaby. Both homophony and imitation are present. 
Constant meter changes occur in several of the short sections. 
An antiphonal section with t,he chorus repeating "Lullaby" between 
phrases of text from three solo voices closes the movement. 

IV. Behold a Simple Tender Babe Arioso-quasi 
recitative 

More chant-like than recitative style, the melody of an ex
pressive, non-mensural solo passes from alto to second soprano to 
first soprano, rising in pitch level as each soloist repeats it. 
The choir sections then enter in the same manner, repeating the 
music of the solos. In the concluding cadential phrase, the 
rhythm is augmented, and the choir breaks into three-part tex
ture. The melodic line vacillates throughout the movement be
tween the Phrygian and minor modes. In the Soprano II solo, the 
first note of the second phrase should be a sixteenth note. 

V. Gloomy Night Embraced the Place Darkly 

As in previous movements, several short sections are combined 
to form a varied whole. Opening the movement, two strophes 
employ staggered entrances, homophony, an ostinato in the opening 
alto measures, areas of harsh dissonances, and modal touches 
before modulating to a middle section in the key of the dominant, 
F minor. This quiet middle section soon returns to the original 
B-flat minor key and a closing section in which unison repeated 
notes on the tonic form the phrase or open stepwise to a sub
mediant triad. The ending phrase fades to a unison b-flat. The 
text expresses the hope kindled by the birth of the Christ-child. 



DELLO JOIO, NORMAN (1913-

A Jubilant Song 

Walt Whitman (Adapted from A Song of Joys) 

SSAA Soloist: S MEDIUM-DIFFICULT 

Soprano I: d1_b2(g~2) Soprano II: b-ff2 
Alto II: f#-d t2 Soloist: f#1_f#2 

Piano - Difficult 

G. Schirmer 9672 

Alto I: b-d #2 
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Great vitality pervades this joyous outburst of song. This is 
achieved through frequent meter changes, alternating regular and 
irregular meters, strong dynamic contrasts, fast harmonic rhythms, 
syncopated rhythms, primarily syllabic setting on short notes, and 
a driving accompaniment which gives impetus to all the other 
factors. Plosive and sibilant consonants vitalize the text, and 
advantage is taken of words such as "lightning," "harmony," and 
"shout" for text painting. Colorful and varied harmonies includ
ing secundal, triadic, quartal, quintal, and supertertian chords 
abound within a tonal framework, resulting in brilliant sonori
ties. Rhythmic figures are not excessively intricate but will 
need careful and adequate rehearsal to assure precision within 
phrases and clean attacks at fast tempos. Rapidly alternating 
meters of three, four, five, and six beats per measure are common. 
A calm, a cappella middle section gives a brief respite from the 
intensity of the outer sections. A short soprano solo occurs in 
the middle section over humming in the chorus. This textural 
change is a welcome contrast but is quickly superseded by the 
earlier vivacious spirit. As this mood progresses the text con
verts to "la, la, la" as if no words could express this joyous 
feeling. A vibrant E major section brings all to a close. For 
this demanding but rewarding work a large chorus is essential. A 
Jubilant Song could easily be termed a duet for choir and piano.
The virtuosic writing for the accompaniment is vital to the char
acter of the work and requires an accomplished pianist. The 
choral writing demands attention to detail from the singers and 
thorough preparation from all forces, including the director, for 
the most effective fulfillment of its potential. This arrangement 
was prepared by the composer from the original mixed chorus score. 
A few misprints occur: in measure 40, Soprano I, the first two 
notes should be sixteenths; in measure 104, Alto I, the last note 
should be c-sharp as in Alto II. A textural analysis of the SATB 
version may be found in Pisciotta, pp. 166-171. 
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DIEMER, EMMA LOU (1927-

Fragments From the Mass - 1961 

Ordinary of the Mass - English 

SSAA MEDIUM 6'* 

Soprano I: e l _g 2 (a 2) 
Alto II: g-c~2 

A cappella 

E. B. Marks MC96 (Belwin-Mills) 

Alto I: g-d2 

In this short work, brevity is achieved through the inclusion of 
principal text phrases only and the exclusion of the Benedictus. 
Uncomplicated melodic lines are offset by vigorous rhythms derived 
from syncopations and hemiolas. The contrast in tempo from move
ment to movement also lends variety. The harmonic scheme is built 
around A, the tonal center for the Kyrie and Agnus Dei. Tessi
turas are usually comfortable, but, in the Gloria, soprano lines 
on four different occasions revolve around f-sharp2 for several 
measures. The work was composed for a high school chorus and 
should be well within the ability of choirs at that level. 

*Although the duration of the Mass is designated by the composer 
as five minutes, fifty seconds of music, the performance time 
needed, including pauses between movements, will vary and may be 
longer than six minutes~ therefore, the work is included in this 
list. 

Kyrie Moderato 

Employing two-part harmony and occasional expansion to three 
parts, the opening movement establishes the tonal center of A. 
Only 12 measures in length, the Kyrie contains six different 
meters which include 6/4, 4/4, 5/4, and 7/4. Phrases of one 
measure are common, thus easily accommodating the meter to the 
text. 

Gloria Fast (in one) 

Only the text, "Glory to God in the highest, and on earth 
peace to men of good will," is included but is often repeated. 
Hemiola occurs several times in this movement. A short middle 
section features imitation, syncopation, and momentary four-part 
harmony before returning to the opening ideas. The final, 
extended cadence also expands to four voices from the original 
three. 
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Credo Moderately fast--expressive 

Somewhat in the style of an early motet with a cantus firmus 
of sustained notes and upper voices moving more rapidly, the 
chant-like Credo fluctuates between two, three, and four voices. 
Altos sing the sustained melody in the opening and closing sec
tions; first or second sopranos assume the cantus firmus melody 
in the middle section. The predominant rhythmic pattern consists 
of quarter notes moving against single or tied whole notes. 

Sanctus Moderately slow 

The altos again sing sustained tones. In this movement the 
pedal point dl , with text "Holy," serves as the basis for the 
upper voices singing intervals of thirds or fourths. In the 
middle section, the addition of a fourth vocal line provides 
textural variety. The "Hosanna" that follows the return of the 
original Sanctus music is a fast three-part fugue until a fourth 
voice, with contrasting rhythm, joins in for the final homophonic 
statement. A tempo change to Slow marks a coda which introduces 
the Agnus Dei text of the following movement. 

Agnus Dei Tempo I 

The music of the Kyrie returns with occasional slight rhythmic 
changes to accommodate the text. The phrase, "Grant us peace, 
Amen," is omitted. Whereas the final chord of the opening move
ment was an open fifth, the closing chord of the Agnus Dei in
cludes the third, giving a sense of completion. 
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DONOVAN, RICHARD (1891-1970) 

Songs of Nature - 1954 

Frances Fenton Park 

SSA EASY-MEDIUM 7'15" 

Piano - Difficult 

Associated Music Publishers A-184 - A-187 (G. Schirmer) 

The choral writing in all four songs is primarily triadic. 
Melodic lines are diatonic, rhythms are regular, entrances are 
prepared, and texts are given syllabic settings with few repeti
tions. Contrasting tempos reflect the mood shifts of the four 
songs--slow-fast-slow-fast. In contrast to the traditional 
harmonic setting for the voices, the accompaniment displays fre
quent supertertian harmonies within a tonal framework. It also 
encompasses much more rhythmic activity and variety. An accom
plished pianist is needed for the accompaniment. Selections two 
and four are out of print, but photocopies will be supplied by the 
publisher. 

I Dawn Moderato 

Using a subtle ostinato-like rhythmic pattern, a delicate mood 
is set by the piano with the voices entering gently one by one 
and carrying the mood. As the text depicts the unfolding day, 
the music keeps pace as it builds, relaxes, and builds again in 
tempo, register, and dynamics to a forte poco stringendo climax. 
Text repetition at the end reinforces the sense of expansion. 

II Wind Sings Allegretto 

More of a breeze than a wind, the second song is short and 
graceful. The breeze is simulated melodically and rhythmically 
in the piano part. The three-part harmony expands when altos 
divide for several measures in the middle of the song. The 
divisi area presents rhythmic imitation in the usually homophonic 
and homorhythmic setting. 

III The Yellow Lily Andante tranquillo 

The piano opens the song but drops out for the first section 
when the voices enter. A few a cappella measures appear at the 
end also. Contrapuntal lines reflect the unfurling of the lily 
and, at the end, the poet's previous uncertainties. In the 
middle section, staggered entrances build to homophonic phrases 
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which depict the poet's insight. Frequent meter changes accommo
date the flow of the text. 

IV Wind of Heaven Con brio 

The closing song begins tumultuously and ends quietly. Within 
the con brio tempo, frequent meter alternation and occasional 
syncopation lend a sense of energized motion. Text painting 
occurs on accented and stressed words such as "harry," "scatter," 
"fling," "storms," and "break." The accompaniment is more de
manding than in the previous songs and plays an integral part in 
the representation of the wind and its activities. Melodic lines 
are more angular and agitated in the stanzas depicting the tur
moil of the wind. The text rhythms, which move rapidly in the 
first section, expand and slow as the song progresses to a calm, 
pianissimo ending. 
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DUKE, JOHN (1899-

o sing unto the Lord a new song - 1961 

Psalms - verses from 33, 95, 96, 98, 100 - King James Version 

SSA EASY 7'10" 

Soprano II: a~-f~2 Alto: g_d2 

Organ - Medium (String Orchestra version, and parts, available on 
rental from the publisher) 

G. Schirmer 10650 

Texts of affirmation receive a setting of conventional triadic 
harmonies in this multi-sectional work. Diatonic melodies and 
regular rhythms present no problems as tempos, meters, and moods 
change. Meters alternate occasionally with several large areas of 
5/4 among symmetric meters. Imitative passages frequently inter
change with homophony; organ interludes also provide textural 
relief. Tessituras consistently remain comfortable. After a 
return of the opening section, an animated coda builds to a for
tissimo climax on the closing verses of Psalm 100. The publisher 
will provide photocopies and should be contacted for terms. 
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FETLER, PAUL (1920-

Now This is the Story - 1967 

Dorothy Parker ("Biographies" from Enough Rope) 

SSA EASY-MEDIUM 6' 

Soprano II: b-g2 Alto: g-d2 

Piano - Medium 

Carl Fischer 04643 

Fast and very light 

The humorous "biographies" are a contrast between the propriety of 
a perfect little miss and the impropriety of a perfect little imp. 
The outcome of the latter may not be as expected. The composer 
employs staccato, syncopation, and "patter song" style to portray 
Dorothy Parker's ironic text. The homophonic three-part setting 
is rarely interrupted by textural variation. Quartal, quintal, 
and added-note sonorities are interspersed occasionally in the 
triadic setting. Modal borrowing occurs in a tonal framework. 
Melodic lines for the two upper voices usually lie within the 
staff~ alto lines hover in the lowest region of the staff or below 
it. The lively 6/8, and occasional 9/8, meter employed for the 
single life of each girl becomes a graceful 4/4 for the descrip
tion of their married lives. The work was commissioned by the St. 
Paul-Minneapolis chapter of the Sigma Alpha Iota Alumnae. 
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FINE, IRVING (1914-1962) 

Alice in Wonderland (Series 1) - 1943 & 1944 

Charles L. Dodgson (Lewis Carroll) 

SSA Soloist: S,S,A,A EASY 9'15" 

Soprano I: c l -a2 Soprano II: cl-f~2 Alto: g-e2 

Soloists: Soprano I: c1-f#2 Soprano II: e 1-c#2 Alto I: c~1-c#2 
Alto II: a-a1 

Orchestra--parts available on rental (Piano reduction - Med.-Diff.) 

Jenson Publications 48330234, 48330244, 48330111 

Mild dissonances spark the conventional tonal setting; chords with 
added notes abound. The engaging diatonic melodic material may be 
repetitive, but, through variation, its vitality is maintained and 
serves the humorous texts well. Tessituras are comfortable for 
all voices. Much interest is created by the rhythmic treatment, 
particularly the syncopations. Brief solo passages occur in the 
second and third songs. A few liberties are taken with Carroll's 
texts, but nothing is significantly altered. The accompaniments, 
while independent, are also supportive. If orchestral accompani
ment is not a possibility, the piano reduction would serve well. 
Some fairly difficult areas would require an accomplished pianist. 
The humor of the texts and the composer's settings would make the 
group a light closing selection for a program. SATB arrangements 
exist for all the songs; the TTBB arrangement of Father William is 
out of print. A second series by Fine including The Knave's 
Letter, The White Knight's Song, and Beautiful Soup is presently 
out of print also. 

I The Lobster Quadrille Moderato 

Taken from the chapter of the same title, the first song is 
based on the Mock Turtle's song ("Will you walk a little 
faster ••• "). Strophic in form, the song is set homophonically 
with textural variations. A diatonic, folk-like melody is passed 
around to the different voices. 

II Lullaby of the Duchess Moderato (In tempo of 
slow waltz) 

The "Pig and Pepper" chapter provides the text. The two 
stanzas share the same musical setting. Carroll states that the 
Duchess gave the baby "a violent shake at the end of every line," 
but the composer confines this sha.!~e to the "Wow, wow, wow" 
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passage. He also ~dds a phrase, not found in available Carroll 
editions, for a brief soprano solo employing a disjunct melodic 
line. 
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III Father William In a lively tempo 

Stanzas three, four, seven, and eight of Alice's recitation in 
the chapter, "Advice from a Caterpillar," eIre omitted in the 
song. A rolicking tune, with the flavor of a Broadway show, is 
introduced in unison, breaks into parts, and becomes material for 
a "development" section which includes a four-part solo ensemble. 
The solos may be sung by a small group. A long instrumental in
terlude precedes the return of the original tune setting for the 
final stanzas (five and six). The climactic closing phrase is 
sung fortissimo in unison. 
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FLANAGAN, THOMAS J. (1927-

Four Songs of Unknown Poets - 1965 

Unknown 

SSA MEDIUM 11'30" 

Soprano II: a-e2 Alto: f-c 2 

Piano - Difficult 

G. Schirmer 11219-11222 

The group begins and ends with verve; the lively tempos of the two 
outer songs contrast with the slower tempos of the inner songs. 
The composer has included a note that the "songs may be sung 
separately or as a group." Musically, they make a well-balanced 
unit when performed together, but textually, the carefree expres
sion of the fourth song seems an awkward sequence to the somber, 
sacred text of the third song. The choral writing is primarily 
compact and homophonic, but a marked diversity exists between the 
songs. Their harmonic treatment includes triadic, quarta1, and 
quintal structures, and modal borrowing also occurs. The melodic 
treatment is diatonic or modal. No key signatures are used, 
necessitating the use of many accidentals. Syncopation and dotted 
rhythms, including Lombardian, occasionally interrupt the other
wise regular rhythms. The accompaniments provide support and 
variety. The third song is a cappella with incidental piano 
support. The last song, Sister, Awake!, is out of print, but the 
publisher will make photocopies; inquiries should be directed to 
the Copyright Department of G. Schirmer. 

Love and May Allegro vivo 

Lively rhythms, marked with syncopation and highlighted with 
accents and staccatos, distinguish the opening homage to the 
delights of spring. Textural variation and slower harmonic 
rhythms occur in the middle stanza. Although often independent 
rhythmically, the constantly active accompaniment reinforces the 
triadic choral sonorities and provides additional interest. 

Lullaby Andante lamentoso 

For the setting of "Weep you no more, sad fountains •• • " the 
Dorian and Aeolian modes are employed interchangeably. Consecu
tive perfect fifths occur frequently in the two lower voices, 
adding to the lamenting quality of the text. First sopranos have 
an occasional chromatic line. Phrases generally begin with 
voices in imitation, followed by homophony. Melodic lines flow 
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easily--sometimes within a narrow compass. Tessituras are com
fortable for the two lower voices, but first soprano lines often 
lie in the passagio. Since dynamics are frequently subdued, this 
tessitura may present an intonation problem. In measure 35 the 
last note in both Soprano II and Alto parts should undoubtedly be 
~, as in measure 75. The accompaniment is unobtrusive in the 
opening and closing sections, more active in the middle section, 
and occasionally drops out for a cappella passages. 

Non Nobis Adagio 

The a cappella setting of the third song provides a change in 
texture; the piano contributes instrumental interludes between 
the three strophes. Care must be exercised in the a cappella 
passages so that no intonation discrepancies exist between the 
choral cadences and the piano entrances. The sacred text re
ceives somewhat the same treatment as employed in the preceding 
song--imitation at the beginning followed by homophony at phrase 
closings. The first two strophes are similar; the third is a 
variant of the first two. 

Sister, Awake! Allegro moderato con brio 

The call to arise and come a-maying moves quickly and lightly 
in close harmony. The sonorities shift between E and D, includ
ing both major and minor modes. The piano plays an important 
role with a persistent eighth-note motion, ~ ~figure, or occa
sional U in the 12/8 meter. 

z. 



FOSS, LUKAS (1922-

Three Airs for Frank O'Hara's Angel - 1972 

Frank O'Hara (and V. R. Lang) 

Two female choirs Soloists: S, Male Speaker DIFF. 

Soloist: b_g#2 

Mandoline or Guitar, Harp or Harpsichord, Perc (Vibraphone, Gong, 
Cymb, F1exaton), Pitch pipes and/or Harmonicas for Choirs, Piano, 
Tape recording (available on rental) - Easy 

Editions Salabert or American Music Center 
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This avant-garde and partly aleatoric work requires the two choirs 
to be positioned around the end of the piano (preferably a grand) 
with the other performers also in prescribed positions; however, 
no position for a conductor is indicated in the staging diagram. 
Each choir should consist of at least four voices. The male 
speaker, who need not be a musician, may be heard through a micro
phone, without being seen, or may emerge from the audience and 
advance to the stage while speaking. Timbral organization of the 
work suggests four sections, all with instrumental accompaniment 
of aleatoric fragments, resonating effects, or canonic treatment. 
In the framing sections, the choirs maintain a continuous unison 
of either quasi-par1ando, high-pitched whisper, or high-pitched 
speech. In the second section, the choir echoes the soloist with 
an aleatoric treatment of word fragments. The soprano solo fea 
tures angular melodic fragments, often involving tritones, sepa
rated by fermatas indicating silence. Initiating the third sec
tion, the chorus accompanies the soloist and speaker with random 
pitches played on pitch pipes or harmonicas, at times simulta
neously whistling or humming with the playing. A tape is intro
duced in this section, and as it becomes more perceptible the 
chorus and soloist drop out. The speaker continues his recitation 
in the closing section as the choir and instruments fade in and 
out with music from the first se~tion. The work ends quietly with 
special sound effects from the instruments and choirs. The 
e1even-by-seventeen inch score is somewhat awkward but is easily 
read. All instructions or commentary are given both in English 
and French. The poem of the choral opening section, Words to 
Frank O'Hara's Angel, was found among O'Hara's papers after his 
death, and presumed to be his, was published with his collected 
poems; minus some of the last lines, this is the version used by 
the composer. The poem, originally written by V. R. Lang, may be 
found in Lurie's collections of Lang's works with the title, To 
Frank O'Hara's Angel. The soprano sings O'Hara's Three Airs which 
mentions "things in the air," one of which may be an angel. The 
speaker recites a section of O'Hara's tribute to the actor James 
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Dean, Four Little Elegies, 4B, in which the actor responds to the 
poet's comments that Dean's name is fading from public awareness. 
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FRACKENPOHL, ARTHUR (1924-

The Natural Superiority of Men - 1964 

Jean Pearson 

SSA Soloist: S MEDIUM 13'50" 

Soprano I: c l _g2 Soprano II: b-f2 
Soloist: f#1_f~2 

Alto: g*-d2 

Piano, or Str Quartet with Piano, or Chamber Orchestra - FI(2), Ob, 
B~CI(2), Bsn, Strings--available on rental - Medium 

Carl Fischer 0 4400 

This parody is termed a cantata by the composer. Eight short 
songs are unified by their jocular texts which poke good-natured 
fun at men. Traditional forms and styles used with mock solemnity 
point up the facetiousness and triviality of the texts. Slow 
tempos, alternating with faster tempos, also add to the humor of 
the work. A tonal framework contains tertian, supertertian, 
quartal, and quintal harmonies with added-tone chords used as 
harmonic accents. The diatonic melodies, with occasional emphasis 
on fourths, frequently lie within the range of an octave and 
always remain in a comfortable tessitura. Altos rarely sing below 
b--the g-sharp occurs only in VI. The choral writing forms a 
textural arch, beginning and ending in unison, with three parts in 
the middle (III-VI) songs. The seventh song varies from the 
second song by the inclusion of a soprano solo with the two choral 
parts. The accompaniment is supportive, sometimes actually 
doubling the voices, with occasional independent passages. The 
piano reduction would be adequate if the string quartet or chamber 
orchestra are not available. The work should undoubtedly be 
performed with a straight face--and a twinkle in the eye. 

I. The Natural Superiority of Men Stately 

" • if she can't [see it], he'll cheerfully point [it] 
out." The opening song is in unison. Fourths figure prominently 
harmonically and melodically. A recitative-like melody and ac
companiment grace the humor of the text. 

II. Men are Tougher Slowly 

"They can overcome incredible weariness to play golf ••• " 
Ostinatos figure prominently in the voices and accompaniment. A 
repetition of the text features a role exchange; the ostinato 
moves to the soprano line and altos carry the melody. 
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III. Men are Braver Fast 

"They do not wince when their women empty mousetraps • • 
An "oom-pah-pah" figure accompanies a quasi-waltz melody in 
three-part vocal writing with occasional unison and two-part 
phrases. 

" 

IV. Men are More Frugal Slowly 

"They save money by wearing the same hat for ten years 
The song is divided into two sections: the first, homophonic, 
and the second, canonic. Both use the same melodic material. 
Syncopation lends interest rhythmically. 

" 

V. Men are More Objective I.:i.vely 

"They can see your faults better than you can •• .. Longest 
by number of measures (121), the song moves briskly in 6/8 meter 
with an occasional interpolation of a 9/8 measure. Pyramidal 
entrances and imitative counterpoint with homophonic accents at 
cadence points bring textural variation to the overall effect of 
the work at this midpoint. 

VI. Men are More Careful of Their Health Slowly 

"They don't risk respiratory diseases by cleaning out dusty 
attics. "The text receives a tongue-in-cheek setting in the 
style of church anthems of the late nineteenth and early twen
tieth centuries. A three-part homophonic setting includes fre
quent meter changes to accommodate text flow. A sudden "drama
tic" tonal center shift occurs on the word "death." 

VII. Men are More Honest With motion 

"When asked to give their honest opinion about a new hat, they 
give it, "As in the second song, the next-to-last song 
features ostinatos. A five-note ostinato employs only three 
tones in four different melodic figures. Altos begin~ second 
sopranos follow in canon at the fourth a measure later. The two 
parts accompany a lovely soprano solo (which may be sung by a 
small group of sopranos). The song is sung a cappella, resulting 
in further textural contrast. 

VIII. Men are Smarter Tempo I 

"They know how to delegate authority. •• " The fin&l song 
is a recapitulation of the first song, but with different text. 
A coda reiterates the main attributes of men as set forth in the 
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titles of the eight songs. The concluding "Oh men!" distinctly 
resembles the "Amen" expected at the end of a sacred cantata. 
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FREED, ISADORE (1900-1960) 

In Distress I Called Upon the Lord - 1942 

Psalm 118:5-8, 10, 13, 14, 24 

SSA Soloist: B or MS MEDIUM 

Soprano I: fl-a2 Soprano II: c l _ft2 
Soloist: BP_el (MS: b P-e2) 

Orchestra (Keyboard reduction - Piano or Organ - Diff.) 

Transcontinental Music Corp. 310 
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The soloist dominates the opening section introducing verses five, 
six, eight, ten, thirteen, and fourteen. Although lengthy and 
requiring expressive interpretation, the solo part could be per
formed by an advanced student. The choir introduces only verses 
seven and twenty-four and reiterates text from verse eight. Solo
ist and chorus alternate sections--not until the closing lines do 
they join together. The choral writing is predominantly triadic, 
homophonic, and homorhythmic. Melodic lines flow well and are 
varied. Rhythmic patterns are regular and energetic. Entrances 
are usually prepared. The expressive solo for baritone (or mezzo 
soprano) opens the work, then gives way to a quiet choral state
ment which gradually becomes more excited and evolves to a stately 
Andante followed by a Maestoso solo section. The ensuing instru
mental interlude takes on a dance-like character and breaks into a 
jubilant closing section--verse twenty-four--for the chorus. 
Within this section a semi-chorus of two parts contrasts with the 
tutti chorus. The tessitura of the semi-chorus lies within the 
soprano range and probably should be sung by them, but first altos 
could also manage the lower part. The coda, employing chorus and 
soloist, brings the work to a joyous close. Throughout the work, 
the choral parts are doubled by the accompaniment. The keyboard 
reduction requires a skilled accompanist. In measure 17, first 
sopranos should sing a-flat l on the word "me." This work is out 
of print, but the publishers will make multiple copies upon 
request. It is also available in SATB. 



FREED, ISADORE (1900-1960) 

Postscripts - 1945 

The Saturday Evening Post 

No Parking - James Alexander Black 
Paging Emily Post - Milton Pascal 
Voice of Experience - Avery Giles 
Hist! - W. E. Farbstein 
A Theory in Ratios - Kin McNeil 
The Movies - Figenshu 
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MEDIUM 7'20" 

Soprano I: bl1_g2 Soprano II: g~_g~2 Alto: f-d 2 

Piano - Medium 

Carl Fischer 5347 

Humor holds sway throughout these six short choruses. Clever and 
lighthearted texts find fulfillment in jaunty musical settings. 
The composer has generously given "Suggestions for Performance." 
If followed, they should facilitate interpretation and contribute 
to the overall effect. To faithfully interpret ideas in the text, 
harmonies and chord progressions are necessarily dissonant in 
spots, traditional in others. All "work" in bringing about the 
desired effect. 

No Parking Andantino 

The title is reflected in the music--rests regularly occur 
between the notes. A honking horn is imitated in the opening 
measure by the piano, and in the final measure by the voices. 

Paging Emily Post Moderato 

The dull "conversation" is suggested by the static rhythm and 
harmony. The dynamics in the piano "run low," emulating the pre
ceding conversation. In the final phrase, the waxing and waning 
dynamics on the word "dying" provide a fitting summation. 

Voice of Experience Tempo de Seguidilla 

Spanish rhythms set the stage for exaggeration in the vocal 
line, "Love at first sight." In the final lines melismas are 
used for text painting on the word "time." 
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Hist! Allegro 

The chorus suggests gossips with whispered "Hist" and porta
mento "whee," introducing and interrupting the text about life in 
a small town. 

A Theory in Ratios Andante 

The piano drops out after a short, solemn introduction. The 
"chorale" is then sung in homophonic style with a not-so-proper 
"Amen." 

The Movies Allegro 

A take-off on songs that repeat the same text throughout, the 
final selection, in a lilting 6/8 meter, goes through several 
pages of "1 went into the movies, and what did I see?" sung to a 
ditty which also is repetitious. The answer is finally given in 
a climactic closing phrase. The piano has the final word. 



HAILSTORK, ADOLPHUS C. (1941-

Oracle - 1978 

Tu Fu (Chinese Poet) 

SS(S)AA(A) Soloist: T 

Sopranos: dl-b~2 
reciting tone 

MEDIUM 

Soloist: d-g1 , b1 falsetto 

Perc(2) - Medium··Difficult, FI - Difficult, each chorus member: 
Woodblock or claves 

Manuscript from the composer 

89 

10' 

In this "ritual," as the composer designates the work, a contrast 
between questioning of present injustices and hope for the future 
is evident in the text. Contrasting performance styles distin
guish the different perspectives of the text. Singing, in the 
form of recitative, chant, and canon, characterizes the question
ing section; aleatoric choral whispering or speaking and falsetto 
chanting by the soloist are employed in the section expressing 
hope. Secundal, quartal, and quintal harmonies figure prominently 
throughout. The tritone occurs frequently. Complex rhythmic 
patterns appear in the solo. That part of the solo which is 
repeated by the chorus contains complex meters, but the rhythms 
are not complicated. Choral divisi is common. Along with the two 
percussionists who play the metal wind chimes, suspended cymbal, 
vibraphone, claves, finger cymbals, and conga drums, each choir 
member contributes to the "Chinese" percussion effects by playing 
either claves or a woodblock. The flutists also perform a speak
ing part in the aleatoric final section. The ~wenty-six introduc
tory measures, consisting of a flute solo and canon (Flutes 2 and 
3 playing together in fourths follow Flute 1) and a six-measure 
choral bridge to the tenor solo are pre-recorded. When this tape 
is played later in the work it coincides with the return of the 
opening measures, but the timing of its entrance creates a second 
canon. The tenor soloist sings several unaccompanied passages. 
His closing lines are spoken as the chorus and instruments fade to 
imperceptibility. The composer has included a staging diagram and 
indicates that the speakers for the tape recording must be placed 
behind and preferably above the audience. The large manuscript 
score is easily read; the composer may be contacted regarding 
terms for photocopies. 



HAILSTORK, ADOLPHUS C. (1941-

Serenade - 1971 

Elizabeth Barrett Browning (XXII - Sonnets from the Portuguese), 
Walt Whitman 

SSA Soloist: S 

Soprano I: c 1-a2 

Soloist: c 1-a2 

EASY, Solo: MEDIUM 

Piano - Medium, Vln - Difficult 

Manuscript from the composer 

90 

6' 

The solo "serenade" occupies the larger part of the work w~th the 
choir and violin providing variations in the texture~ however, the 
violin plays a more prominent role than the chorus. The chorus 
makes its entrance following a long soprano solo. Until the mid
point, the chorus employs only humming or vowels. Thereafter, the 
text is sung in unison as often as in two- or three-part harmony~ 
short, two-voice canonic passages also are included. The senti
mental text is given a setting to match, with various related key 
regions and borrowed chords enriching the C major framework. In 
the chorus, triadie writing predominates~ in several instances 
clusters also result as harmonies emerge in a wedge. In the first 
section, comprised of Browning's sonnet, frequent meter changes 
occur in the soprano solo, but meters fluctuate less in the latter 
sections where the chorus is more active. Conjunct melodies and 
regular rhythms in the choral writing contrast with the disjunct 
melodic lines and the triplets, syncopations, cross rhythms, and 
hemiolas of the solo and piano parts. In each of the three cli
mactic areas within the work, the apex is reached as the soprano 
soloist's line builds to tones above the staff, supported by 
chorus, piano, and excepting the last climax, the violin. The 
final climactic area leads directly to a coda which provides a 
gentle close. The soprano solo requires a skilled interpreter 
both for the technical and the emotional demands~ the viclin solo 
also requires an advanced performer. The choral writing is within 
the capability of high school choirs. The manuscript score is 
easily read~ the composer may be contacted for terms regarding 
photocopies. 



HAINES, EDMUND (1914-1974) 

Dialogue from the Book of Job - 1965 

Job (entire or in part, in order used) 21:22, 23, 25, 26, 28, 34; 
32:8; 22:29, 30, 12 - King James Version 
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SSM Soloists: S,A DIFFICULT 7 1 30"-8 1 

Soprano I: b-b2 
Alto II: e-fJ:2 

Piano - Difficult 

Alexander Broude 

Soprano II: a#-a2 
Soloists: Soprano: 

Alto I: f-fi2 
e 1-b2 Alto: a-e#2 

Rather slow - freely 

Commissioned by the Chorus of Sarah Lawrence College, where Dr. 
Haines was a faculty member, the work was composed in memory of 
the assassination of President John F. Kennedy. The vocal forces 
might be labeled Soprano/Alto with divisi since much of the work 
is for two parts. The disjunct melodic lines often encompass an 
extensive range, and wide leaps, sevenths, octaves, and ninths are 
common. The tessitura is frequently high for all voices; sopranos 
sing a 2 in many phrases. Pianissimo a cappella sections and 
phrases alternate with accompanied sections. Piano reductions are 
included for rehearsal purposes in the a cappella areas. Spoken 
passages also are employed, but those accompanying the soloists 
are optional. Both homophony and imitation are included. Altered 
character and moods in the music coincide with numerous tempo 
changes. The broad spectrum of harmonic language consists of 
secundal, tertian, quartal, quintal, and compound chords. Solo 
lines are similar in contour to the choral writing. In addition 
to the spoken choral lines, the chorus accompanies the soloists 
with a flowing, three-part, triadic a cappella setting on "Ah." 
The piano accompaniment, when present, effectively adds to the 
dramatic impact, especially in the build-up to the final fortis
simo climax. 
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HALLSTROM, HENRY (1906-

Songs From A Midsummer Night's Dream - 1958 

William Shakespeare 

SSA EASY 6' 

Soprano II: b-f2 Alto: g-e P2 

A cappella (Piano reduction for rehearsal - Easy) 

Shawnee Press B-157 

As lighthearted as the play to which they pertain, the four songs 
are characterized by adroit text painting, triadic harmonies en
livened by well-placed dissonances, and, except in II, by 
sprightly tempos. Accents and staccatos also contribute to the 
overall sense of buoyancy. The writing for the three parts, 
predominantly homophonic with a few imitative entrances, is often 
in compact position. Melodic lines are diatonic, rhythms are 
regular but varied, and dynamics provide a wide range of con
trasts. For each song, the act and scene number are included, as 
well as the preceding lines and the identity of the singer. This 
group would give a light and animated ending to a program. 

I. Over Hill, Over Dale Vivace 

The song is in AABA' form; the A section depicts hurried 
motion through frequent use of eighth notes in 2/2 meter. The B 
section, in describing the Fairy's duties, employs staccato, 
meter changes, longer note values (d, Q , 0.), and repeated 
tones. Material reiterated from the A section builds to a for
tissimo climax in the upper registers, but the song ends with a 
pianissimo codetta. Of the Fairy's answer to Puck at the opening 
of Act II: Scene 1, all but the last two lines are included in 
the song. 

II. Fairy Lullaby Adagio 

The second song stands in contrast to the other three in tempo 
and texture. Humming in two voices often accompanies a two-note, 
lulling motive or a chant-like melody. The lullaby, in ABA' 
form, is expressed in 6/8 meter. A change to 3/2 meter identi
fies a codetta with slower harmonic rhythm leading to a pianis
sissimo ending on the word "Goodnight." Dynamics are subdued 
throughout. The order of the text, from Act II: Scene 2 (in 
which the fairies lull Titania to sleep), is changed, with the 
chorus appearing first in the song, followed by the two stanzas 
together, and closing, as in Shakespeare, with the chorus. 
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III. The Woosel Cock .Allegro molto 

A simple strophic song matches its performer, Bottom, as he 
sings, to no one in particular, in Act III: Scene 1, just so 
"that they shall hear I am not afraid." (The bird referred to is 
the ouzel--"ousel" in Shakespeare.) 

IV. Up and Down Allegro 

A homophonic setting in binary form (AABA'A'B), the closing 
song is performed by Puck in Act III: Scene 2. Dynamic contrasts 
between phrases create interest. The lively fortissimo ending 
employs text painting with first sopranos "Up" and second 
sopranos and altos "Down." 
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HAND, COLIN (1929-

Jolly Wat - 1961 

Anonymous, 15th century 

SSA Soloists: Medium (2) EASY-MEDIUM 11'30" 

Soprano I: b-g2 Soprano II: b-e 2 Alto: a-b1 

Soloists: Wat: d l -d2 Mary: d l -c2 

Piano, Descant Recorders (2) - Easy 

Oxford University Press 44.066 

Subtitled A Christmas Pastorale, the work tells the story of the 
shepherd Jolly Wat on Christmas night. Five movements comprise 
the work; number three is instrumental. The composer's note 
states that the work may be performed in concert or tableau ver
sions. It is suggested that the third movement--the instrumental 
"Shepherd's Dance"--be omitted in the concert version. However, 
this movement is the center of the work and gives textural varia
tion. It would add interest even in a concert version. Other 
information in the composer's note gives suggestions for the 
tableau and approves substituting other wind instruments for the 
recorder parts. The simple setting of the work, faintly remlnlS
cent of Renaissance style, employs a thin keyboard texture, two 
recorders, and three-part vocal writing in both contrapuntal and 
homophonic textures. In many instances the instruments drop out 
when the voices enter. A unifying device used throughout is the 
phrase, "Ut hoy! For in his pipe he made such joy," coming at the 
end of stanzas and movements. The fifteenth-century origin of the 
text is evident in style and word order; archaic words are trans
lated in footnotes. Triadic harmonies, diatonic folk-like melo
dies, comfortable tessituras, and independent, but supportive, 
accompaniment make the work accessible to beginning choirs. The 
work is interesting enough to appeal to advanced choirs as well. 
Watts solo lines could be sung by a male or female voice. Mary, 
mother of Jesus, sings a one-phrase solo. The work is presently 
out of print, but for a reasonable fee Oxford will grant permis
sion to photocopy and should be contacted for terms. 

1. Allegretto giocoso 

The first movement is strophic with variations in each return. 
The choral melody is suggested in the instrumental introduction 
by the recorders over a keyboard ostinato. The first two 
strophes are contrapuntal with homophonic cadential formulas; the 
third strophe is more homophonic than contrapuntal. The verse 
part of the first two strophes is Dorian; the verse of the third 
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strophe shifts to major. The first few phrases are sung a cap
pella, then instruments join in. In the second strophe, harp
like arpeggios accompany the "Gloria in excelsis." The climax of 
each strophe comes at the end in the lOUt hoy! For in his pipe he 
made so much joy." A meter change and a fleeting divisi to four 
parts occur within this area. 

2. Andante con moto 

The movement begins in 6/8 with a compact homophonic choral 
setting accompanied by piano alone. After the choral opening the 
meter changes to 3/4 for the middle section. Here the texture 
varies from unaccompanied recorder duet, to Wat's solo with 
piano, to a variation of the lOUt hoy! ••• " for the choir. 
These are repeated, then followed by a return to the 6/8 meter 
for an instrumental postlude. The solo passages, lying within 
the span of the fifth gl_d2 (or the equivalent in a lower regis
ter) employ easy rhythmic and melodic material. 

3. Allegro 

In 6/8 meter, the "Shepherd's Dance" is a simple, folk-like 
dance tune. It is intended for piano alone, but the treble voice 
is notated as a single melodic line and could be performed by the 
recorders, either continuously or entering at various sectional 
spots. However, it should be noted that the range would be more 
demanding than the other recorder parts and a more advanced 
performer would be needed. As stated in the opening comments, 
the movement should be omitted if the work is performed in a 
concert version. If performed before a tableau, the dance takes 
place as Wat journeys to Bethlehem, which is depicted on another 
part of the stage. 

4. Moderato e con rubato 

The movement opens with a homophonic choral setting for the 
first of the three strophes. Textural variation is achieved by 
alternating piano and choral phrases at the beginning, then using 
harp-like chords with the voices. In the second strophe, Wat's 
solo phrases alternate with the choir singing chorale-style 
phrases and the "ut hoy! •••• " Mary's brief sola opens the 
third strophe, is succeeded by another solo by Wat, and a closing 
"Ut hoy! ••• " by the choir. The recorders are tacit throughout 
the movement. 

5. Allegro comodo 

An instrumental introduction leads to an a cappella, chorale
style setting of Wat's first solo melody from movement two. The 
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piano then joins the chorus for the final appearance of the "Ut 
hoy! For in his pipe he made so much joy." An instrumental 
postlude brings the work to a joyous close. 

96 
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HENNAGIN, MICHAEL (1936-

Three Emily Dickinson Songs - 1976 

Emily Dickinson 

SA DIFFICULT 14' 

Soprano: b~-a2 Alto: g-f2 

Piano - Difficult 

Walton Nusic M-139 (obtain from Hinshaw Music) 

The three songs form a slow-fast-slow group. In spite of the 
faster tempo, the middle song is still more than twice as long as 
the framing songs. No metronome markings are indicated, thus 
allowing for some interpretive flexibility. The composer's 
harmonic language leans heavily toward secundal, quartal, and 
quintal chords, often juxtaposed, but triadic writing is also 
encountered. The use of canonic passages in all three songs, 
while not treated as a unifying device, nevertheless serves as a 
link between the songs. Melodic lines may occasionally assume 
angular proportions~ however, small intervals dominate the voice 
leading. Varied and vigorous rhythmic figures in the vocal parts 
are often less complex than those of the accompaniment. The piano 
part contributes a great deal of the interest and vitality in all 
three songs and requires a competent pianist. A link may be found 
between the texts of the last two songs which focus on death and 
dying, but the text of the first song is addressed to forgetting a 
lost love. 

Heart, We Will Forget Him Slowly 

Repetition of text and melodic phrases implies that the for
getting will not be easy--rather, that memory is being rein
forced. The slow tempo, the ostinato in the opening accompani
ment measures, and the quiet, rocking mood of the accompaniment 
throughout also support this implication. In the canonic B 
section, rhythmic imitation is exact~ melodic contour is usually 
imitated but intensified with wider intervals. Material from the 
A section returns at a higher pitch level in the closing section. 
The soprano tessitura is sometimes low in this first song. 

Going to Heaven Fast 

The recurring theme of this energetic rondo evolves from the 
repetitive music of the title phrase. Areas of constant meter 
change contribute to the vitality. Asymmetric meters of 11/8, 
7/8, and 5/8 are interspersed among symmetric meters. Two 
sections employ the combination of 6/8 and 2/4, but rhythmic 
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figures of ~. ~. J J or J. J are maintained in the vocal parts. 
Several canonic areas provide a variation from the homophonic 
two-part writing. 
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The World Feels Dusty Slowly 

The lyrical melodic lines occasionally assume an angular con
tour but are most frequently stepwise. A measure of 3/4 meter 
twice interrupts the otherwise constant 6/4. The perfect fifth 
instigating the opening ostinato in the piano anticipates the 
quintal harmony which dominates the harmonic writing. 
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HENNAGIN, MICHAEL (1936-

The Unknown - 1968 

walt Whitman ("The Million Dead, Too, Summ'd Up" in Specimen Days) 

SSA MEDIUM-DIFFICULT la' 

Soprano I: gt-ff2 

Piano - Medium, FI - Easy-Medium; Perc (Bass drum, 2 Tom Toms, Gong, 
Suspended Cymbal, Vibraphone) - Easy 

walton Music 2802 (obtain from Hinsha~ Music) 

Singing, speaking, and whispering are combined with instrumental 
motives to dramatize Whitman's poignant text centering on the 
unknown soldiers who died in the Civil War. Instead of lyrical 
melodies, the vocal writing consists primarily of a series of 
short phrases or fragments, longer phrases of repeated notes, or 
chant-like recitations. Lyricism is reserved for the recurring 
motives of the piano and flute parts; the exception is the choral 
climax near the end. In this climax, melodies move in thirds, 
then by seconds, to culminate in a reiterated B major chord build
ing to the word "Unknown" which, in a dramatic turnabout, is 
delayed and sung softer in a lower register. The interval of the 
second is important both melodically and harmonically. Also play
ing a role in the harmonic scheme are quartal and quintal chords, 
sometimes juxtaposed a second apart, and chords containing root, 
fifth, and octave but rarely including the third. Flexibility and 
freedom are emphasized through mood changes, varying vocal tech
niques, dynamics, and changing meters and tempos. The Unknown is 
from a multi-media work by the same name for mixed chorus, piano, 
flute, trumpet, percussion, and electronic tape. 
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HENSEL, RICHARD (1926-

Three Songs from The Kingdom Between - 1970 

Kenneth Patchen (from The Dark Kingdom) - Secular 

SSAA EASY-MEDIUM 6'30" 

Soprano I: b-a2 Soprano II: b-f~2 Altos I and II: f#-df2 

Piano - Medium-Difficult 

Westwood Press, Inc. ESE 1869 

Moods changing from languid to blithesome to solemn mark the three 
songs, resulting in a slow-fast-slow form for the group. Choral 
harmonies consist primarily of secundal, tertian, and quartal 
chords, but the accompaniment often adds supertertian qualities. 
The lyrical flow of melodic lines in the first two songs is aided 
by regular rhythms~ slightly more angular lines in the third song 
occasionally include syncopations. Comfortable tessituras prevail 
throughout, with the upper limit in the final song. An even 
balance among unison, two-part, and three-part choral textures is 
maintained. The independent accompaniment is usually supportive. 
Each song opens with a brief piano introduction. 

I Suggest That This Day Be Made Holy Slowly 

Diatonic melodies and homophony are employed for the first 
strophe. Two- and three-part textures quickly supplant the ini
tial unison choral entrance. In the strophic variation, sopranos 
sing text as altos sing "Too" before joining in the text. Undu
lating melodies in both parts reflect "swimming" and the "river." 
A five-measure coda contains the only four-part choral texture in 
the entire work and is unaccompanied until the final two mea
sures. The third stanza and last two verses of the fourth stanza 
of the poem are deleted in this setting. Wonder at the beauty of 
an unhurried summer day constitutes the atmosphere of the text. 

We Go Out Together Moderately slow 

The initial marking changes to moderately fast (~=152) when 
voices enter in unison. In the C section, speaking and singing 
alternate. A slower, three-part, homophonic a cappella closing 
section concludes with a return to the faster tempo and unison 
for a reiteration of the opening phrase. Among several possible 
interpretations of the text is the specialness attached to 
mundane actions when perceived through the eyes of love. 
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Such Was Their Honor Slowly 

Primarily homophonic but not always homorhythmic, the third 
song alternates between two and three parts as first and second 
sopranos frequently join forces. The initial E-f1at/e-f1at 
sonority is supplanted by several different key regions before a 
final return. Two climaxes occurring in this song are the high 
points of the work as a whole. The first climax builds gradu
ally. The second bursts suddenly from mezzo piano to fortissimo 
and leaps an octave in all three parts before subsiding. The 
text centers around the death of young men in wartime. 
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HESS, ROBERT (n.d.) 

Our Little Kinsmen - 1961 

Emily Dickinson 

SSA Soloist: S EASY 7 1 35" 

Soprano I: c l _g2 Soprano II: b-e~2 (sings only in I, II, & VI) 
Alto: f-d 2 Soloist: ePl-a~2 

Piano - Easy 

Manuscript - American Music Center 

The poems in this set of six songs deal with small creatures of 
nature--bobolink, cat, bee, butterflies, angleworms, sparrow--and 
the settings have been kept accordingly simple and light. Grace
ful melodic lines and uncomplicated rhythmic patterns are typical. 
With the intermingling of triadic, quartal, quintal, and super
tertian chords the harmonic language is enriched. The text is 
syllabic throughout; the music accommodates any irregularities in 
the poetry. Compact writing for the voices prevails. Vocal lines 
are often doubled in the accompaniment. Varying the number of 
voices from solo to three-part chorus, with occasional a cappella 
sections, gives textural contrast. All choral movements except V 
are homophonic. The use of succinct forms devoid of keyboard 
interludes gives an overall sense of cohesion. Movements II, III, 
IV, and V begin without piano introduction, but entrances occur on 
the dominant or subdominant of the concluding chord of the pre
vious song. The accompaniment, while not difficult, does require 
skill. The manuscript score is easily read, is of octavo size, 
and has been used for performance. The American Music Center will 
aid interested persons in contacting the composer for copies. 

I The bobolink has gone - SSA Like a waltz 

The piano drops out after a short i~troduction and the re
mainder of the movement is sung a cappella. The composer has 
indicated this as the preferred manner of performance but has 
provided a piano reduction if accompaniment should be necessary. 

II She sights a bird - SSA Larghetto 

Voices sing in close harmony throughout and often in parallel 
motion. Brief a cappella sections provide a change in texture. 
The tessitura rarely strays from a comfortable middle range. 
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III A bee his burnished carriage - SA Andante 

In bar-form, this movement consists of a stollen with moderate 
dynamics, and an abgesang with more extreme dynamics. The two 
voices sing primarily within the compass of a fifth. 

IV Two butterflies went out at noon -
Soprano Solo 

A graceful waltz 

The solo provides a lightening of the prevailing choral tex
tures at the half-way point of the entire work not only because 
of the single voice but also because the accompaniment lies 
primarily in the treble clef for both hands. A pattern of a half 
note followed by a quarter note dominates the rhythm. If excerp
ted, this song would be appropriate for student contests and 
festivals. 

V Our little kinsmen - SA Andante 

Altos follow sopranos in canon through much of the movement. 
No meter signature is given, but the conductor is instructed to 
beat the half note. The meter alternates between two and three, 
with an occasional four, beats per measure. 

VI A sparrow took a slice of twig - SSA Maestoso 

The final movement is tQ be performed "like a chorale, vigor
ous and broad throughout." 



HUTCHESON, JERE TRENT (1938-

Mysterious Voices of the Afterworld - 1975 

Phonetic sounds 

Four groups, subdivided, 4 soloists MEDIUM-DIFFICULT 

Group Part 1 Part 2 Part 3 Part 4 

A gpLd~3 f L c 3 bH-a~2 b~Lg2 
B e L g2 e L g2 e l _g2 eL~2 
C b-e ~2 b-e~2 a-e p2 a-e 2 
D b~-c2 a-c 2 a-c 2 a-c2 

A, B, C, glissando from low to high or from high to low areas 
D glissandos from middle to high or high to middle areas 
Soloists: c 2-e2 

Marimba - Medium-Difficult 

Manuscript from the composer 
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6' 

Commissioned by the East Lansing (Michigan) High School Women's 
Chorus, Mysterious Voices ••• employs a variety of vocal sounds 
rather than a prose or poetic text. Consonants sung singly or in 
combinations, vowels, and nonsense syllables are the means of 
expression in this challenging avant-garde work. Four groups--A, 
B, C, D--are subdivided into four smaller sections. The highest 
voices comprise Group A, the lowest, Group D. Four solo voices 
are required early in the work and briefly in the final moments; 
they need not be the same voices. Avant-garde techniques include 
improvisation on given patterns, glissandos in different regis
ters, overlapping glissandos, approximate timing of patterns or 
glissandos in seconds, sliding from note to note, sudden changes 
in dynamics used for special effects, repetitious staccato pat
terns, frequent use of clusters, and opening and closing the mouth 
on sustained tones. With the subdivision of the choir, large 
clusters are possible, and these clusters form the basis of the 
harmonic fabric. Meters change often. A few complex rhythms are 
interspersed throughout the generally regular patterns; figures 
introduced in solo motives later appear in sectional passages. 
The challenge of the work lies in fitting its substance together; 
individual parts should not be difficult to master. One difficult 
area is the pianissimo hum on b 2 and a 2 sustained by high so
pranos. Care must also be taken that young voices correctly 
attack the few glissandos descending from the extremes of the 
upper register. The marimba not only adds timbral, melodic, and 
harmonic interest, but also prepares entrances for the voices. 
The oversize manuscript score is easily read and contains helpful 
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instructions for performance. The composer may be contacted re
garding terms for copies. 



KAY, ULYSSES (1917-

Pentagraph - 1978 

No.1 Isaac Bickerstaffe Nos.2 & 3 Anonymous 
Gaylord Clark No.5 Goldwin Goldsmith 

SA-SSSAAA EASY-MEDIUM 

Soprano I: d1_g2 Soprano II: c~1-f~2 
Alto I, II, & III: a-e 2 

Piano - Medium 

Pembroke Music (Carl Fischer) PC1011-1015 
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No.4 Lewis 

13' 

Combining amusing or nonsensical texts, light-hearted folk-song 
melodies, and traditional tonal settings, the five songs present 
music for relaxed enjoyment. Although composed for young choirs, 
the music holds appeal for mature groups as well. Strophic form 
is employed for the first and last songs, strophic variation for 
the second, ABA' for the third, and ABCB'A' for the fourth. Among 
generally regular rhythmic patterns, the rhythm of the fourth song 
presents the greater variety. Three songs begin in unison and add 
parts as the stanza progresses or as a new strophe commences. The 
fifth song employs this device after a grandiloquent introductory 
six-part section. The first four songs begin with piano introduc
tions~ voices and piano end relatively together in all five songs. 
Medium tessituras, prepared entrances, and usually supportive 
accompaniments add to the accessibility of the group. The songs 
are published separately and could be performed singly or in small 
groups. 

No.1 The Miller's Song - SSA Allegretto 

In this tale of a miller who learns his lesson the hard way, 
frequent meter changes accommodate the text flow. An "oom-pah" 
accompaniment supports the simple melody. Close harmony prevails 
in the homophonic writing as the texture thickens with each 
strophe until three parts are achieved. 

No.2 King Arthur - SA Andantino 

Strophic variation serves the three strophes of the second 
song. Following the unison singing of the first strophe, a 
descant introduces the second strophe and soon assumes the 
melody. The two-part homophonic texture continues to the end. 
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No. 3 To Be Or Not To Be - SSA Adagio 

A slower tempo marks the central song with its imitative 
framing sections and homophonic middle section. A mock serious 
text, with no relation to Shakespeare, ponders the differences 
between crows and roosters. 

No.4 The Flamingo - SA Allegretto 

The unison A and B sections consist of sopranos posing ques
tions about this "curious bird" in the first two phrases, an
swered by altos in the two succeeding phrases. Homophony is 
reserved for the two-part texture of the C section and the clos
ing phrase. The distinguishing feature of the song is the con
stant interchange of hemiola and duple division of the 6/8 meter; 
the interchange frequently pits voices against accompaniment. 

No.5 The Monkey's Glue - SSSAAA Andante 

Each of the two strophes of the final song opens with a 
grandiose six-part statement which underscores the nonsense of 
the text to follow. The repetitive bitonal chord contained in 
the initial statement presents the harshest dissonance within the 
five songs. The incongruity of this massive introduction is 
accentuated by the vamp in the piauo, the choral unison, the 
quickening tempo, and the nonsensical verses of the ensuing 
section. The song provides an appropriate ending to this merry 
group. 
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KONOWITZ, BERT (1931- ) and ORLANDO DI GIROLAMO (n.d.) 

Cantus Firmus - 1970 

SSA (all divisi) MEDIUM 6' 

Soprano I: a-b~2 Soprano II: a-f#2 Alto: a-fJ2 

Piano - Medium 

Alfred Music - Alfred Choral 11045 

Subtitled "A Vocal Improvisation Encounter," this secular work 
links a medieval idea with stylistic practices found in vocal 
jazz. A "Program Note" succinctly describes a cantus firmus and 
the emphasis of the present work--improvisation. A generous 
amount of suggestions for performance will aid conductors not 
familiar with vocal improvisation. The work is multi-sectional 
with each section presenting a different improvisational technique 
or jazz rhythm. The sections are as follows: A: Presentation of 
the Dorian mode upon which the cantus firmus is based ("Freely 
chant on any tone ••• "), and the cantus firmus sung with free 
tempo and dynamics on "dooo." B: A canon, based on the cantus 
firmus, sung on the syllable "too," a repetition sung with jazz 
accentuation and scat syllables. C: Piano entering as voices 
sing three different riff sections consecutively; divisi in all 
three voice parts. D: Choral Speaking Improvisation on musical 
terms such as "happening, ,. "synthesizer," "Stockhausen," and 
"aleatory." E: Conversation employing these terms; El: 
Dialogue; E2: Scat talk. F: The terms and scat syllables sung. 
G: Blues with some voices doubling the piano riff. H: Rock 
section. I: Soprano I and Alto sections improvising on the 
cantus firmus on "too." J: The cantus firmus in second sopranos 
with the other two parts improvising on the material in I. K: 
Coda: three measures of a softly sustained tone evolving to (L:) 
a unison hum. The work closes with improvisation on the cantus 
firmus gradually fading away. Conductors and performers not 
familiar with interpretation of jazz rhythms should be aware that 
literal performance of rhythmic notation is not expected. For 
example, at Bl (p.4), the figure J J J J J J would be more cor
rectly interpreted in standard " swing"-style as .J J> .J ,iJ.J J> . ;:;. =-- >-
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KORTE, KARL (1928-

Four Blake Songs - 1966 

William Blake (from Songs of Innocence) 

SSA MEDIUM 7'15" 

Soprano II: b-f2 Alto: a-e~2 

Piano - Songs 1, 3, 4 - Medium Difficult (2 is a cappella) 

E. C. Schirmer 2563-2566 

The cycle consists of four songs well contrasted in texts and 
musical settings. Choral writing is divided about equally between 
unison, two parts, and three parts. Triadic writing predominates, 
but quartal and added-note chords also occur. The accompaniments 
often include bichords--occasionally in conjunction with the 
choral harmonies--within a tonal or modal setting. Rhythms are 
usually regular~ the dotted rhythmsr cross rhythms, and syncopa
tions of songs one, two, and four lend interest. Melodic lines 
flow easily~ tessituras are comfortable for all voices. A good 
accompanist is required--especially for the final song. Printing 
errors in Spring occur in measure 8--the first note in all voices 
should probably be a dotted quarter, and in measure 32 the second 
note in the soprano line should be an eighth-note, as in measure 
51. 

Piping down the valleys Adagio, rubato 

The opening tempo marking belies the nature of most of the 
song. In the ninth mEasure the first words of the "cloud child" 
are the occasion for a change in tempo to an Allegro gioioso that 
persists until the opening tempo returns for the final nine 
measures. Pedal tones accompany the primarily unison choral 
singing in the Adagio section. The strophic Allegro gioioso 
features alternating three-part and two-part vocal textures with 
supportive accompaniment throughout. The tonal center shifts for 
the last strophe of the Allegro gioioso section, and a brief 
instrumental interlude modulates back to the original tonal 
center for the concluding Adagio section. Dynamics fluctUate 
with the tonal and tempo changes, providing mood variations in 
the song. 

Infant Joy Adagio, con alcuna licenza 

As the only a cappella movement, the homophonic, three-part 
setting creates textural variation in the cycle. A scant sixteen 
measures in length, the song is a lovely setting of the text 
reflecting a parent's joy in the newborn child. A few meter 
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changes occur, but are not interruptive. The text relates well 
to the ambiguous key in the opening phrases and the major key 
established mid-song. 

A Cradle Song Lento e semplice 

The strophic form of the lullaby is relieved by an occasional 
contrasting stanza. Of the original eight stanzas, numbers three 
and five are omitted. Choral unison and octaves playa prominent 
role in a folk-like setting in the Dorian mode. The accompani
ment, predominantly in the treble clef and/or upper registers, 
creates a fragile aura surrounding the voices. As the lullaby 
progresses, sequential key changes mark the entrance of each new 
stanza. 

Spring Allegro moderato, gioioso 

A constant sixteenth-note movement in the accompaniment sets 
the mood for a jubilant paean to Spring. Syncopation in the 
lively rhythms, crescendos in many phrases, and a ricocheting 
motive on the word "welcome" add to the vibrant vitality which 
builds to a fortississimo climax at the end. 
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KREMENLIEV, BORIS (1911-

Grapes - 1965 

Alexander Pushkin 

SSA MEDIUM 7' 

Alto: g-d2 

Str quartet - Easy-Medium 

Manuscript from the composer 

The string quartet is on an equal footing with the choir in this 
gentle setting of Pushkin's genial perception of summer's lustrous 
grapes. The introduction and a sizable interlude are performed by 
the quartet, and are more animated than the choral writing. Al
though independent of the chorus, the accompaniment is generally 
supportive; the quartet occasionally drops out in the quiet clos
ing passages. In both choir and quartet, a balance is maintained 
between homophonic and contrapuntal writing. Several tempo and 
meter changes accommodate the text flow. The only deviations from 
regular rhythmic patterns are occasional cross rhythms in both 
choral and instrumental parts. The limited tessitura of the vocal 
lines, prepared entrances, and predominantly stepwise melodic 
movement contribute to the accessibility of the work. Grapes is 
within the capabilities of a good high school string quartet and 
girls chorus. The manuscript score is easily read; the composer 
may be contacted for terms regarding photocopies. 



KREMENLIEV, BORIS (1911-

Song for Parting - 1949 

Elva Kremenliev 

SSA(div.)A(div.) Soloists: S,S,A MEDIUM 

Soprano I: c1_f*2 
Alto II: f(e)-b1 
Alto I: g-a1 

Soprano II: c1_e 2 Alto I: f-ff2 

Solos: Soprano I: d1-e2 Soprano II: d1-b1 

Str orch - Easy-Medium; Eng Horn - Easy 

Manuscript from the composer 
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6'35" 

As in Kremenliev's Grapes, the accompaniment plays an integral 
role in Song for Parting. A wealth of textural variety is present 
throughout with English horn, string, and vocal solos contrasting 
with combinations of chorus and instruments. Easy-flowing writing 
marks all parts. Occasional insertions of triplet figures within 
duple meter are the only interruption of regular rhythmic pat
terns. Asymmetric meters are employed in one region, but sym
metric meters are soon resumed. Climactic areas occur in the 
twenty-two-measure instrumental interlude and, for the chorus, in 
the asymmetric region. Interspersed among the tertian harmonies 
are secundal, quartal, quintal, and added-note chords. The poi
gnant text addresses the passage of familiar things and queries 
who knows whence they have gone. Middle tessituras contribute to 
the subdued mood reflecting the text. In the manuscript score, 
which usually is clear and easily read, it is sometimes difficult 
to discern whether a particular note is intended for a line or 
space. When contacting the composer regarding terms for photo
copies, request should be made that care be taken to insure the 
inclusion of the contrabass part on the full score. 



KRENEK, ERNST (1900-

Aegrotavit Ezechias - 1976 

Isaiah 38:1-6 - Latin (English adaptation-Maurice Wright) 

SSA Soloist: A 

Soprano I: e1_a2 

Soloist: e H_f2 

Piano - Medium Difficult 

DIFFICULT 

Alto: g_e2 

Mobart Music Publications (obtain from Jerona Music Corp.) 

113 

7' 

The dramatic deliverance of Hezekiah from the sentence of death 
pronounced by the prophet Isaiah as recorded in the first six 
verses of Isaiah 38 is forcefully depicted in this setting. The 
English translation follows closely the Latin text used by Krenek 
with a minimum of textual or rhythmic adjustment. Text painting 
is vividly present in the depiction of illness, weeping, death's 
imminence, and Hezekiah's prayer. Texture also is employed to 
point up text content, but a balance is maintained between imita
tion and homophony. The primary rhythmic complexity lies in the 
abundance of syncopated patterns. The majority of melodic mate
rial consists of small intervals. Supertertian harmonies prevail 
with quartal harmonies smoothly integrated. Tonal centers shift 
or become unstable for text painting purposes, but D frequently 
asserts itself as a tonal center. The independent accompaniment 
supports the voices--solTIetimes doubling them--and prepares entran
ces. Instrumental phrases recur throughout the work. Hezekiah's 
prayer in verse three is sung by the alto soloist. The succeeding 
imitative choral treatment depicting the king's weeping rises to 
the first major climax. Climactic areas also occur in God's 
response to Hezekiah, but the work subsides to a quiet ending. 



KREUTZ, ROBERT (1922-

Trees, Horizon, and Memories - 1974 

1. and 3. Richard Doonis 2. Stephan Crane 

SSM 

Soprano I: b-g~2 
Alto II: ft-b1 

EASY 

Soprano II: b-e 2 Alto I: g_cf2 

A cappella (Piano reduction - Easy-Medium) 

Shawnee Press B-390 

114 

6 1 6" 

The poetry of the first and last songs centers on nature; the 
middle song humorously depicts a futile pursuit of the horizon. 
Triadic writing, generally conventional tonal harmonies, frequent 
parallel motion, and diatonic melodies seem to imply accessibility 
for beginning choirs; however, the low tessitura for second altos 
may present a problem for young voices. Because triplet figures 
are often inserted in the regular rhythmic patterns, and cross 
rhythms rarely occur, this would be a good group to teach duple 
and triple alternations. Tempo and meter changes in each song fit 
smoothly into the text flow. Textural variety, from one to five 
parts, helps to create interest. A piano reduction is provided 
for rehearsals. 

1. Trees Excitedly 

The homophonic treatment of the three upper voices contrasts 
with the soloistic character of the second alto part creating 
textural contrasts in the A, C, and AI sections. In the B sec
tion, homophonic writing for all four voices predominates. The 
climactic peak of the song occurs at the end of this section. 
The tonal center is less stable in this song than in the other 
two songs. 

2. Horizon Humorously 

Text painting is vividly employed on "round and round" and on 
the word "futile" which, insistently repeated, builds to a brief 
climactic phrase with five-part texture. The ensuing silence and 
spoken entrances serve to underline this climax. The interaction 
of imitation and homophony furthers the text painting. 

3. Memories Warm and mellow 

The quiet setting reflects the text which expresses longing 
for seasonal changes remembered, but long past. Imitative areas 
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relieve the prevailing homophony. Climaxes are subdued rather 
than rousing. The song creates a calm closing for the group. 
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LAMB, HUBERT (1900-

Six Scenes from the Protevange1ion - 1951 

James the Lesser (Apocrypha) - Excerpts 

SSAA Soloists: S,MS,C,C MEDIUM 

Soprano I: eP1_b~2 Soprano II(div.): b(b~)-f#2(g2) 
Alto: f~-e2 Soloists: 1: e~1_g2 2: d 1-f2 3: a P-e2 

4: a~-f*2 

Orchestra 

Wellesley ed. no. 2 (Available only from Yesterday Service) 
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60' 

The text, dealing with the life of Mary, mother of Jesus, from 
conception through the Annunciation, is taken from the apocryphal 
Book of James, called The Protevangel. The work consists of a 
Prologue, six Scenes, and Epilogue for chorus, soloists, and or
chestra, with a Symphony or Instrumental Interlude between each of 
the scenes. A minimum of 120 choral voices is requested by the 
composer, but the work would profit from the maximum number of 180 
voices, due to divisi into double chorus in Scene II with 
antiphonal as well as tutti passages. In Scene VI, the chorus 
divides into six parts. Second sopranos divide further on several 
occasions, often to double the alto voices. Chorus and soloists 
never join forces. Throughout the scenes, Soloist 4 (Contralto 
II) serves as the narrator through varied recitatives. Lyrical 
ensembles involving the other three soloists fill an intermediary 
textural function between narrator and chorus. Little text 
repetition is used in the primarily syllabic setting. Many 
imitative entrances and a few melismas occur. Paired sonorities 
are employed in the double choruses. Frequent meter changes, both 
regular and irregular, and tempo changes delineate scene changes, 
moods, and speakers, and choral or solo passages. Rhythms in the 
choral parts are regular except for a few cross rhythms~ ensemble 
and narrator lines have more irregular rhythms. The melodic lines 
for the narrator and solo ensemble are more disjunct than those 
found in the choral writing. The harmonic treatment of the choral 
settings is dominated by triadic structure, but secundal, quartal, 
and super.tertian harmonies also are included. The choir and solo 
ensembles sing few a cappella passages. The orchestra, although 
independent, is usually supportive harmonically. The full score 
is the only edition available. 
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LASTER, JAMES H. (1934-

De Profundis - 1979 

Psalm 130 (129 - Vulgate) - Latin 

SSAA(div.) DIFFICULT 7-8' 

Alto I: a-e 2 Alto II: a-e 2 

Piano and Perc - Medium 

Mark Foster MF911 

Homophony, imitation, chant, and improvisation are combined in 
this energetic, multi-sectional setting of Psalm 130. Text 
painting is particularly obvious in the opening statement as 
voices enter imitatively and rise cumulatively from d l to f2 to 
form a secundal chord of seven parts. The texture thins, however, 
as the voices approach the second section. A canon between the 
accompaniment and unison choir introduces the imitative second 
section. The freely chanted homophonic third section expands to 
as many as eight parts. An ensuing improvisatory section features 
both speaking and singing. The closing lines of the psalm are 
sung in two-part homophony, but the work concludes with the 
customary Gloria Patri, sung in plainchant. At beginning and end, 
the tonal center of D is established, but scant reference is made 
to it in the inner sections. Important intervals are the second, 
fourth, seventh, and ninth. While not strictly stepwise, melodic 
movement rarely becomes angular. Both regular and complex rhythms 
are employed. Special effects required in the piano part, such as 
plucking strings and glissandos inside the piano, suggest the use 
of a grand. Percussion instruments include a cymbal, glocken
spiel, tom-tom, and xylophone. In measure 9, the second note of 
the first soprano part should undoubtedly be e-flat l ; in measure 
33, the alto text should read "observaveris." 
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LEVY, MARVIN DAVID (1932-

Alice in Wonderland - 1966 

Charles L. Dodgson (Lewis Carroll) 

SSA MEDIUM 7'30" 

Soprano II: c#1_g2 Alto: g_d2 

Bsn or VIc - Medium-Difficult, or Piano - Medium 

Boosey & Hawkes 5614 

The four movements are based on texts making reference to acquatic 
creatures. A unique departure is the use of the solo bassoon as 
accompaniment~ cello or piano are alternate accompaniments but 
would not complement the humor as effectively. Within the tonal 
settings, the harmonies often seem just slightly out of tune 
because of the secundal harmony created by the accompaniment--a 
fitting tribute to Carroll's wry humor and a contributing factor 
in the appeal of this work. Entrances are not always prepared, 
necessitating special attention to initial intonation. Diversi
fied melodic lines that escape a definite tessitura designation 
generally employ regular, but sprightly, rhythms. Triadic writing 
prevails in three-part choral texture, and thirds and sixths in 
two-part areas. The composer has indicated that the chorus may be 
equally divided in two-part areas. All songs except the second, 
which is ABA', consist of two strophes. Each song begins with a 
brief instrumental introduction. 

Turtle Soup Seriously 

Divided into three sections, each strophe progresses from 
"Seriously" to "Gaily." The mock-serious opening section employs 
4/4 meter, homophony, and two-part texture. The lighter mood of 
the two ensuing sections shifts to 3/4 meter, imitative en
trances, and three-part texture. Syncopation, strategically
placed rests, and staccato notes occurring in all three sections 
create humorous effects. A three-part glissando on the word 
"Beau-oo-ti-ful" beginning the final phrase also adc!s a comic 
touch. The text, with slight liberties taken, is from "The 
Lobster Quadrille" chapter. 

The Little Crocodile Sweetly 

The sections of the ABA' form are marked "Sweetly"-"Sadly"
"Sweetly." This short song is sung entirely in parallel motion 
employing thirds in the framing sections and sixths in the middle 
section. A change of key also occurs in the middle section. The 
return of A is shortened~ the initial figure is inverted, and the 



LEVY 

119 

closing notes are expanded rhythmically. The text source is the 
chapter "The Pool of Tears." 

The Little Fishes Pompously 

The only text to originate in Through the Looking Glass (chap
ter VI, "Humpty Dumpty") appears in a truncated version in the 
third song. The two strophes are each divided into two sections 
marked "Pompously" and "Brightly." In the second strophe, the 
four measures of the first section are repeated at a higher pitch 
level before proceeding to the second section. Triadic choral 
writing is employed for the "pompous" sections, staccato unibon 
and bitonal exchanges between voices and accompaniment for the 
"bright" sections. 

The Lobster Quadrille Elegantly 

The character of each section changes as the song progresses 
from "Elegantly" to "Sentimentally" to "Playfully." Each suc
ceeding section becomes shorter. Lyrical singing, sectional 
solos, a duet between the two soprano sections with altos even
tually joining in counterpoint, and occasional unaccompanied 
measures comprise the opening section. The sentimentality, be
ginning at "Will you, won't you ••• ," is reflected in the three 
parts sliding from the first chord of the measure to the second 
in the manner of a time when sliding from note to note was an 
acceptable fashion. The glissandos occur in descending sequences 
to a new tonal center. The brief final section employs the same 
"Will you, won't you ••• " text, but tosses it about from voice 
to voice, culminating in a climactic ending in the second 
strophe. 
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LILJESTRAND, PAUL (n.d.) 

A Christmas Wreath - 1976 

I. Anonymous II. and III. Christina Rossetti 

SA/SSA EASY 6' 

Soprano II: c 1-d2 (II. and III.) Alto: g_b~l 

Piano - Easy; Handbells - Easy 

Shawnee Press B416 

Three simple, graceful, strophic songs with a church choir flavor 
comprise a Christmas group accessible to choirs as young as junior 
high age. Conventionally tonal harmonies occasionally include a 
distantly-related chord for variety. "Challenging to young choirs, 
but not discouraging," describes the rhythmic writing in the second 
and third songs. All three songs employ average tessituras; the 
lowest alto note, g, occurs twice in each strophe of the second 
song only. Handbells enhance the supportive piano accompaniment 
in the introductions, interludes, and postludes of the first and 
last songs; the second song is sung a cappella. The handbell part 
is notated on a separate page but also appears in the piano part 
and is to be played by the pianist in the absence of handbells. 

I. Sweet Was The Song - SA Gently 

A lullaby in two-part texture opens the group. Thirds and 
sixths dominate the choral writing. If excerpted, the song could 
be performed by elementary school choirs but also retains appeal 
for more mature groups. The easy handbell part could be played 
by choir members. 

II. In The Bleak Midwinter - SSA Expressively, following 
rhythm of text 

Although bar lines are employed, the second song flows easily 
in a non-mensural setting. Three-part a cappella singing varies 
the texture from the two outer songs. Modal touches are evident 
in the prevailing D minor key. Each strophe contains a homo
phonic section and an imitative/homophonic section. 

III. The Shepherds Had An Angel - SSA Lightly 

Interweaving 3/4 and 6/8 meters lends interest rhythmically. 
Choral texture varies from unison to three parts. With a fast 
tempo, the eighth-note as the prevailing rhythmic unit, and an 
arpeggiated melodic pattern, the demands made on the handbell 
players are greater than in the first movement. 
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LOCKWOOD, NORMAND (1906-

The Birth of Moses - 1949 

Exodus 1:22 - 2:10 (King James Version) 

SSA MEDIUM-DIFFICULT 6' 

Soprano II: b-gt2 Alto: f~-e2 

Piano - Medium-Difficult; Fl - Easy 

Mercury MC140 (Theodore Presser) 

A sense of compact drama permeates this work. The narrative 
follows the scripture faithfully except for a few minor deletions. 
The story is set off into episodes delineated by short instrumen
tal interludes and occasional meter changes. Choral recitatives 
are interspersed between lyrical homophonic passages. The recita
tives consist primarily of chanted unisons, seconds, or octaves. 
The tessitura of the diatonic melodies is not extreme, but the 
altos have several consecutive measures in the lower part of their 
range. In the lyrical passages two vocal lines are often combined 
resulting in an interweaving of two- and three-part texture. The 
secundal, quarta1, and quintal harmonies employed both in the 
vocal and accompaniment parts contribute to the sense of drama 
inherent in the text. The flow of the melodic line in the solo 
flute, which plays only in the lyrical sections, subtly evokes a 
Middle Eastern aura. 
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LONDON, EDWIN (1929-

Dream Thing on Biblical Episodes - 1974 

Ecclesiastes 1:9, Jeremiah 23:28, Isaiah 47:2, Genesis 41:15, Numbers 
5:21, Daniel 4:5, Judges 1:6, Job 19:2, Isaiah 66:8, Jeremiah 6:11, 
Psalm 51:6, Psalm 126:6 - King James Version 

Women's Voices Divisi DIFFICULT 

All divisi - Soprano I: b-b2 Soprano II: a-a p2 Alto I: f~_g2 
Alto II: f_g 2 Solos range from one tone to almost two octaves. 

A cappella 

Margun Music GM 09 

14' 

An impressive array of avant-garde practices is implemented to 
simulate dream sequences based on Biblical verses or verse frag
ments. The work involves fluctuating divisions of the choral 
parts; on one occasion as many as 21 parts form a large cluster. 
Soprano and alto sections require constant realignment to achieve 
balance between the varying number of parts. Thirty-eight solos 
also add textural contrast. At no time do more than six soloists 
combine, thus allowing a soloist to cover more than one role if 38 
individual soloists are not available. Although solo roles are 

. usually short, they are demanding i~ breath control, and several 
sustain tones in a register above the staff. Ranges denoted above 
refer to sung notes; the choir and several soloists glissando as 
high as possible, and others as low as possible. Two refrains are 
employed improvisationally and become a unifying device. 
Ecclesiastes 1:9, the first refrain, is recited by the choir early 
in the work and by Soloist 12, the narrator, near the midway 
point. The second refrain, HOsanna," appears initially in Solo 1, 
reappears to accompany the narrator, and is heard in the closing 
moments in both solo and choral voices. The remaining scriptures 
comprise the narrative development. A German phrase, built on 
whole-tone clusters, is incorporated following a fortissimo cli
mactic point and functions as a bridge to a quieter mood. Fre
quent meter changes, tempo variations, uncoordinated rhythms, and 
timed improvisations assist in creating a nebulous time frame. 
Complex rhythmic and melodic material alternates with improvisa
tional areas in both chorus and solo parts. Solos vary in length 
and content. No piano reduction is provided for this challenging 
work, therefore necessitating a pianist adept at score reading. 
An in-depth discussion of the work may be found in McGahan, pp. 
165-196. 
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LONDON, EDWIN (1929-

Four Proverbs - 1968 

Old Testament I- Proverbs 14:23~ II- Proverbs 14:33~ 
III- Proverbs 14:10~ IV-Proverbs 15:31 

SA(both div.) Soloist: S DIFFICULT 8-10' 

Soprano I(div.): b~-b2 Soprano II(div.): aP-g~2 
Alto I(div.): e-f#2 Alto II(div.): e-fi2 Soloist: b-b2 

BP Tpt(2), Bsn - Difficult 

Alexander Broude 

Avant-garde techniques and aconality prevail throughout this work. 
The techniques employed in the voices include flutter-throat~ 
aleatoric repetitions of words~ rapidly alternating extremes of 
dynamics~ varying vibrato widths, speeds, and dynamics~ finger 
snaps~ glissandos; and sliding attacks. All instruments employ 
aleatoric repetitions and varying vibrato, speeds, and dynamics; 
flutter tonguing and glissandos also occur in the trumpet parts. 
In footnotes the composer has given indications for executing 
special notation. Throughout the work the interval of the third, 
its inversions, and its enharmonic forms play an integral role. 
Complex asymmetrical rhythms are common in each Proverb. Frequent 
meter changes occur in I and II. Timing in seconds, for aleatoric 
passages, is notated in II and IV~ III also contains aleatoric 
material. Choral writing varies from unison to seven parts. The 
angular melodic lines for both chorus and soloist embrace an 
extensive range. The soprano soloist either sings or speaks the 
Proverbs in Hebrew, which is presented in transliteration. The 
choir sings the English version of the Proverbs in conjunction 
with or following the soloist's rendition. Instructions for per
formance read, "After each Proverb the various groups should move 
further and further apart. (If possible, the last Proverb should 
be in the round.)" The accompaniment is independent; unaccompa
nied areas also occur. The instrumental parts are notated in the 
score; no individual parts are available from the publisher. 
Further discussion of Four Proverbs may be found in McGahan, 
pp. 129-164. 

I. (Proverbs 14:23) 

The choral texture varies from unison to six parts. When each 
section divides, the composer has designated that the division be 
two-thirds and one-third except where equal division is shown. 
Consistently alternating measures of 3/4 and 4/4 meter are pres
ent throughout the Proverb. As in all the Proverbs, the inter
val of the third and its various permutations receive emphasis. 
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Dynamics occasionally drop to a subdued level but usually remain 
forte or above. The climax arrives as the choral voices suddenly 
divide from two parts to six on a sustained fortississimo chord, 
with first sopranos singing a-flat2 for almost seven beats. 
Through this chord the soloist weaves a line to b 2, which is 
sustained. From this high point the Proverb soon draws to a 
quiet ending. 

II. (Proverbs 14:33) 

The soprano soloist reads the Hebrew text before the instru
ments enter for a brief introduction. The chorus enters with an 
aleatoric repetition of the word "wisdom" for 19 seconds. Other 
aleatoric areas include another timed, chant-like repetition and, 
at the end, sustained staggered entrances. All four voices 
employ intense vibrato. Second altos not only must sustain forte 
tones in the extreme lower range, but also, while sustaining at 
one point, must crescendo within one measure from pianississimo 
to fortississimo. In the same measure, first sopranos crescendo 
from pianississimo to fortississimo on a 2 • Other than these 
extremes, tessituras are comfortable for all four voices. Fre
quent meter changes occur, including 3/4, 7/4, 5/8, 2/4, 9/16, 
4/4, and 4/1. 

III (Proverbs 14:10) 

Staggered entrances for text fragments sung in different 
tempos, sustained tones employing varying vibratos and dynamic 
extremes, finger snaps, and glissandos are utilized in the third 
movem~nt. Seven-part chords occur on two occasions. The first 
is a repeated chord on "bitterness"i the second spans f-sharp to 
b 2, becoming a converging glissando to b-flat1 • The subdued 
ending is sung a cappella. 

IV (Proverbs 15:31) 

As the soloist slowly speak~ the text, the chorus expands from 
four parts to six parts. A mass of sound results from aleatoric 
singing of text fragments or from imitative phrases sung with 
descending pyramidal entrances. The sparse, pointillistic in
strumental accompaniment lends color but not support. The work 
ends on a quiet sustained chord in the voices as instruments vary 
dynamics on their three final chords. 
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MAVES, DAVID W. (1937-

A Bestiary - 1978 

Kay K. Maves 

SSAA MEDIUM 6' 

Soprano I: b-a2 Sorano II: b-f2 Alto I: ~_d2 

Perc(2) - Medium-Difficult 

Henrnar (obtain from Peters 66742) 

Three exotic mythological creatures are recreated in these unique 
settings. Avant-garde practices, including Sprechstimme, glis
sando, clusters, microtones, speaking, and shouting, are inter
woven with conventional writing in picturesque, often humorous, 
depictions. Tempos change often in The Unicorn and The Siren, 
meters alternate rapidly in the latter, and tonal centers are 
transitory throughout. The prevalent unison choral writing varies 
to as many as four parts. A cappella singing occurs frequently in 
the first two songs; instrumental activity increases and texture 
thickens in the final song. Entrances are not always prepared, 
thus contributing to the level of difficulty. The percussionists 
interact with the singers, creating effects for text painting, 
reacting with facial expressions, and, in one instance, question
ing the choir. Percussion instruments include for Player I: 
bongos and suspended cymbal, for Player II: bass drum, wood 
blocks, and pitch pipe; both players share duties on the snare 
drum, tom-tom, and marimba. The manuscript score, presented in 
the Sigma Alpha Iota American Music Award series, employs large 
print for the text, but the small notes are occasionally difficult 
to read for both choir and accompaniment. 

I The Unicorn Allegro 

Employing a medium tessitura and subdued melodic material, The 
Unicorn, nevertheless, is energized by lively rhythms, sudden 
tempo changes, and periodic percussion outbursts. A cappella 
singing predominates. The choir briefly supplies finger
snapping, hand-clapping, and speaking on two occasions. After 
succinctly describing the unicorn, the text addresses the use
lessness of having only one horn. 

II Gargoyle Adagio 

The tempo remains Presto throughout this contrast between the 
daytime immobility and the riotous nighttime activity of the 
gargoyle. Stolid melodic and rhythmic treatment marks the unison 
singing until a shouted "Gargoyle" releases the alter ego and its 
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matching musical characterization. The second strophe leads 
directly to the third song, but the Attaca is preceded by suffi
cient rests to prepare for the mood change. 

III The Siren Adagio 

Sprechstimme, glissandos, accentuated consonants, and occa
sional microtones evoke the siren's anomalous character. The 
marimba creates a shimmering backdrop for the voices. Brief 
solos of three or four notes occasionally interrupt the choral 
texture. After a description of the siren's human and piscine 
resemblances, the climactic phrase describing her winged feet 
soars to fortissimo in an upper range. Subsequently, her poi
gnant song, expressed in four-part harmony on "Ah," fades to a 
quiet instrumental ending. 



McDONALD, HARL (1899-1955) 

Dirge for Two Veterans - 1940 

Walt Whitman (from "Drum Taps" in I.eaves of Grass) 

SSM Soloist: S EASY-MEDIUM 

Soprano I: c~1_g.2 Soprano II: c~1_g#2 
Alto II: ft-e~2 Soloist: e~1_g2 

Al to I: af- ef2 
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7'30"-8'30" 

Orchestra--parts available on rental (Piano reduction - Medium) 

E1kan-Vogel 362-03012 (Theodore Presser) 

This poetic reference to the Civil War has appealed to several 
composers. In the present work, homophonic choral settings are 
used throughout except in stanza seven which features the soprano 
solo with a hummed choral accompaniment. The soprano solo may be 
sung by first sopranos, if desired. The work consists of conven
tionally conconant triadic harmonies, diatonic melodies, and regu
lar rhythms. Textures vary from one to four parts; tessituras are 
comfortable for all voices. The work would profit from a large 
chorus since dynamics reach fortissimo and fortississimo several 
times. The accompaniment provides an introduction which estab
lishes the solemn, funereal mood. Stanzas three and six (frag
mented), consisting of unison and two-part textures, are supported 
by the accompaniment. All other choral passages, including the 
solo, are sung a cappella with short instrumental interludes be
tween stanzas. A piano reduction is provided for a cappella sec
tions. Music used in early stanzas is reiterated in later stanzas 
in a different sequence. The stanza order of the poem has been 
rearranged with some text deletions and substitutions. In measure 
31 the Alto I and II parts should probably read a-sharp and 
f-sharp, respectively, as in the piano reduction and measure 165 
in the voices. 
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McELHERAN, BROCK (1918-

Here Comes the Avant-garde - 1969 

Brock McElheran 

Ten or more singers EASY-MEDIUM 15' 

As high as possible and as low as possible 

Piano - Easy, Perc - Easy, Tape 

Oxford University Press 95.005 

Here Comes the Avant-garde is a humorous, painless introductipn to 
avant-garde practices for both singers and audiences. A minimum of 
ten singers is required, but any number above that may partici
pate. The work may also be performed by a male or a mixed chorus. 
The piano part is necessary, but the percussion part is optional. 
The section for electronic tape employs a locally prepared tape 
and may be eliminated if a tape cannot be made. The score con
sists of three columns as follows: 1) narration, which provides 
the cues and continuity; 2) chorus part with all material to be 
performed by chorus or soloists; 3) instructions for execution of 
column two to achieve the desired effect. The part of the princi
pal narrator may be divided among several speakers. The composer 
has included information to assist in performance. Following the 
conclusion of the narration, the "coda" consists of a demonstra
tion of techniques just presented, including an elaboration on 
the word "coda." 
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MECHEM, KIRKE (1925-

The Winged Joy - 1968 

I and VII-Grace Fallow Norton; II-Margaret Sackville; III-Theodosia 
Garrison; IV-Harriet Monroe; V-Lizette Woodworth Reese; VI-A. Mary F. 
Robinson (from "An Italian Garden"); - Secular texts 

SSM Soloist: S DIFFICULT 

Soprano I: b~-a2 Soprano II: b~_g2 Alto I: g-e~2 
Alto II: g-e~2 Soloist: II: e~1-f2; VI: d 1-fJ2 

Piano - Difficult 

E. C. Schirmer 2580 

14'55" 

The seven poems forming the basis of Mechem's Opus 22 appeared in 
Sara Teasdale's 1917 collection of love poetry written in English 
by women. Although the poems stem from the Romantic period, the 
composer has avoided sentimentality and has paid tribute to their 
dignity with well-crafted musical settings. The pain and ambigu
ity of love seem to be the underlying thread that serves to unify 
the cycle. In several songs, one musical idea is developed, in 
the manner of an etude. Musical ideas from preceding movements 
return in the final movement giving a cyclic unity to the work. 
Harmonies include secundal, tertian, quartal, bitonal, and super
tertian chords. Clusters also are used freely. Texture varies 
widely and frequently within movements, from a solo soprano to 
five-part chorus. Movements II and VI are settings for soprano 
solo and chorus. The overall scheme forms a textural arch with 
the thickest texture at the base, the thinnest at the apex: 
I: SSM; II: SSA/So10; III: SA; IV: Unison; V: SA; VI: SSA/Solo; 
VII: SSM. Text repetition or rearrangement is slight. Cross 
rhythms and syncopation are liberally inserted among the regular 
rhythmic figures. A few meter changes, facilitating text flow, 
occur in the first four songs. The piano accompaniment, indepen
dent but usually supportive, becomes virtuosic at times and re
quires an excellent pianist. 

I Love Is a Terrible Thing - SSM Adagio, con moto 

The contrapuntal-homophonic-contrapuntal writing corresponds 
to the ABA' form. Cross rhythms occur between voices and between 
voices and accumpaniment. The B section begins homorhythmically, 
but parts become more independent rhythmically as the section 
ends. The tonal center of E is established at the beginning and 
referred to throughout, occasionally by pedal tones in the piano 
part. The tessitura for sopranos sometimes hovers above the 
staff. The dissonant harmonies resulting from bitonal chords 
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between choir and accompaniment and the rhythmic conflict reflect 
the poetry. 

II The Message - SSA, Soprano Solo Allegro vivo 

Contrasting styles between choir and soprano soloist reflect 
the pathos of the poetry. The poem asks for some reassuring word 
from the absent lover--a sailor--whose "easy come, easy go" atti
tude is depicted in the "Fa, la, la" phrases sung by the choir in 
a pseudo-madrigal style. Intertwined with the "Fa, la, la" 
phrases are snatches from sea chanties, "A Rovin'," "What Shall 
We Do With A Drunken Sailor?" and "Shenandoah." Clusters appear 
frequently in the "Fa, la, la" sections. The tessitura of the 
plaintive solo is primarily between b-flat l and e-flat 2 • 

III The Cynic - SA Allegretto 

In these strophic variations, canon is the sole medium of 
choral expression. The first couplet of each stanza appears as 
follows: Stanza 1 - canon at the unison; Stanza 2 - canon at the 
fourth; Stanza 3 - canon at the second; and Stanza 4 - canon at 
the unison. The second couplet of each stanza is an inverted 
canon. Each canon is presented at the measure. The meter com
bines 6/8 and 3/4 (with an occasional digression). This combina
tion results in 6/8 in one voice and 3/4 in the other since the 
meters alternate measures in the voices; it is also evident in 
the accompaniment with the 6/8 sometimes occurring in one hand as 
the other plays a steady 3/4. 

IV A Farewell - Unison Tranquillo, senza strascinando 

The accompaniment sets the mood with a ground bass in the left 
hand and a cantilena in the right hand. The choir in unison 
sings a graciously lyrical melody in a medium tessitura. Phrases 
consist of an unequal number of measures to accommodate the 
poetry and often begin on the last half of the first beat. The 
final chord opens to two parts ~nd ends on th0 Dominant. 

V Love came back at fall 0' dew - SA Allegretto 

Vocal lines are presented as a mirror throughout, beginning 
with a major second and expanding and contracting until a unison 
is reached at the end of the first stanza. The second appearance 
of the mirrored lines begins a half step higher in pitch. The 
accompaniment occasionally follows the technique noted above. 
Frequently changing meters, asymmetric and symmetric, occur in 
this movement. 
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VI Red May - SSA, Soprano Solo Lento 

This binary movement for three-part chorus and soprano solo is 
the only a cappella movement in the cycle. The chorus is treated 
as a harmonized chant under the lyrical solo. Although the meter 
for the solo is 3/4, the rhythm often falls into 6/8 patterns. 
Triplet figures in every choral measure of the first section 
occasionally create cross rhythms with the solo part. Divisi in 
Sopranos I and II creates a ninth chord composed of stacked 
thirds for the quiet closing chord. A piano reduction is pro
vided for rehearsal. 

VII You say there is no love - SSAA Vivace 

After a virtuosic piano introduction in the key of the opening 
movement, the chorus enters fortissimo on the closing ninth chord 
from the preceding movement, sustains the chord, and breaks into 
swiftly chanted marcato a cappella text employing juxtaposed 
fourths. The chant is punctuated with the ninth chord by the 
chorus and quick sforzando chords in the piano. Allusions to 
movements II and V interrupt the chant. A subito piano coincides 
with the return of the juxtaposed fourths, i.e., a second apart, 
with a steadier rhythm. This chord opens and closes in different 
combinations giving emphasis to the word "eternity" from the 
closing line of text. In the final phrase, a sixteenth-note 
figure from the introduction returns in the piano, the vocal 
rhythm broadens, and a crescendo begins. The dramatic E major 
coda features sustained tones in the soprano and a final return 
of the "Fa, la, la" from movement II in the lower voices. 



MENNIN, PETER (1923-

Reflections of Emily - 1979 

Emily Dickinson 

SSA(div.) Soloists: 3 voices 

Soprano I: c~1-a2 
Solo voices: b-g2 

Soprano II: a-g~2 

Harp, Piano, Perc - Difficult 

G. Schirmer 
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DIFFICULT 25' 

Alto: f-e P2 

Mennin's major work for treble voices was commissioned for the 
Newark Boys Chorus by the National Endowment for the Arts. The 
stature of the work assures it a place in the repertoire for adult 
voices as well. Five movements of the total seven are for chorus 
and instruments and, as indicated by the title, employ texts by 
Emily Dickinson. Movement four is for solo harp; movement six is 
a solo piano interlude. Conventional and avant-garde practices 
are combined, resulting in variety and challenge for both per
former and listener. In the vocal writing, diatonic harmonies, 
hocket, and canon mix with harsh dissonances, clusters, spoken 
text, and glissandos. The harmonic setting involves tertian, 
quarta1, bitonal, and supertertian chords and serialism. The 
tonal center of D, established in the instrumental introduction of 
the first movement, remains significant throughout the entire work 
and becomes a unifying factor. Harmonic entities introduced in 
initial instrumental measures are repeated frequently in each 
movement. Dissonance is often more pronounced and rhythms more 
complex in the accompaniment, which is independent but at times 
supportive. Syncopations and a few cross rhythms are the main 
digressions from regular rhythmic patterns for the chorus. 
Throughout the work, individual choral lines rarely contain leaps 
larger than a fourth, thus aiding the singers in dissonant pas
sages. The tessitura is often high--at the top of the staff or 
above--for sopranos. Instrumental writing is idiomatic to each 
instrument. 

1. This is my letter to the world - SSAA Adagio 

The poem is set twice, resulting in binary form with different 
music, rising pitch levels, and expanding texture--to four voices 
and full accompaniment--for each successive stanza. A fortissimo 
climax at the end is followed by a coda in which the final text 
phrase is softly repeated. Within the movement, dissonance in 
the vocal writing usually resolves quickly to consonance. The 
dissonance is reflected in the final F major/E major sonorities. 
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Except for a brief a cappella area, the accompaniment is thin but 
supportive in the A section and doubles the voices in the B 
section. 

2. 'Tis so much joy! - SSAA Allegro con brio 

Sopranos, altos, and percussion begin without introduction. 
Two-part texture soon expands to four parts for a homophonic 
section which is momentarily interrupted by hocket in the line 
"Life is but Life, and Death but Death." A thick accompaniment 
balances the thick vocal texture. The B section comprises a 
spoken canon, a sung contrapuntal area with a reappearance of the 
hocket phrase, and a thinner accompaniment. In section D, paired 
voices move in thirds sung staccato in different rhythmic pat
terns and text above a sixteenth-note ostinato in the piano. A 
return to the A section closes the movement with the addition of 
a climactic fortissimo coda. Dissonance is more pronounced in 
this movement. 

3. That I did always love - SSA, Solo Libero 

A solo encompassing a wide range, choral responses chanted on 
triadic harmonies, solo and choir in unison, and a frequently 
thin accompaniment make up the expressive third movement. The 
form is ABA'A" with thematic material appearing at a higher pitch 
level in the A' section. The movement begins and ends softly in 
contrast to the previous movement. The tubular bells lend an 
important timbre and also perform a solo role. A meter is not 
set until several measures into the song and changes often from 
that point. 

4. Cadenza capricciosa - Harp solo Libero 

A brilliant display of technique constitutes this unmetered 
serial movement. Tempo alternations usually denote stylistic 
changes. 

5. Read, sweet, how others strove, ••• -SSA Sostenuto, stately 

A "chantlike, melismatic" canon holds the central position of 
the fifth movement. Long, fluid melodic lines are common. 
Meters alternate constantly. The middle section contains homo
phonic, but not homorhythmic, and imitative writing. Leaps of an 
octave occur briefly, but present no problem. The first phrase 
of the canon returns in the alto part without text, is accom
panied by the other two voices, and is doubled in the piano part. 
This phrase pa.:.ses from altos to first sopranos before evolving 
to a coda and a quiet ending. 
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6. Interlude - Piano solo Libero 

Motives from the harp solo are transposed and incorporated 
into another serial setting. As in the previous instrumental 
solo, this movement is unmetered, fluctuates in tempo, and in
cludes virtuosic passages. A brief lento closing section leads 
directly to the final movement. 

7. Musicians wrestle everywhere - SSAA Allegro molto 

In ABAC form with an extended coda, the final movement re
capitulates sonorities and motives from previous movements in 
addition to presenting new material. Both imitation an~ homo
phonic writing receive varying treatment. Repeated notes and 
chords, staccato singing, high tessituras, fluctuating textures, 
and rhythmic vitality are combined in a dynamic depiction of 
Dickinson'S dramatic text. The coda consists of repeated 
fortissimo chords culminating in a fortississimo phrase. First 
sopranos soar to a brief b2 • The ultimate B major sonority re
ceives emphasis in the final phrase through accented repetition 
of the title line. 
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MIDDLETON, ROBERT (1920-

Three Christmas Carols - 1965 

December Robert Herrick and Richard Crashaw O! O! O! 
Erck and Robert Middleton - from an early mystery poem 
Mary Griffin and Robert Middleton - from a 15th century 
freely adapted 

Myrtle Soles 
X and M 

carol - All 

SA MEDIUM 12'30" 

Soprano I: b-a2 Alto: f-f 2 

Piano - Medium 

E. C. Schirmer 2575-2577 

The three carols may be performed as a cycle or individually. The 
cycle forms a slow-fast-slow group (Larghetto-Allegro-Larghetto). 
The slow songs are of similar length, each lasting over four 
minutes~ the middle song requires almost three minutes. Unifying 
characteristics include the following: 1) texts are adapted from 
early or no-later-than seventeenth-century poetry~ 2) each carol 
consists of two strophes, the second of which is presented as a 
strophic variation~ 3) the variation in the second strophe appears 
as an inversion at a pitch different from the original~ 4) the two 
vocal parts sing antiphonally or as choral solos, then join as 
they approach a cadential area. In the first and last songs, 
short, active melodic fragments are mixed with longer lyrical 
lines. A few fragmentary phrases depicting animal sounds appear 
in the lyrical lines of the second song. Dissonance, resulting 
from the use of compound, bitonal, and secunda 1 harmonies, per
meates the work without being overpowering. The accompaniment, 
responsible to a large degree for the dissonance, often supports 
the voices, but at times assumes an independent role. In the 
second song, a double chorus is simulated by placing a smaller 
group of singers at a distance from the main group. A male 
speaker is required for a scant part in the first song. 

December Larghetto 

Each strophe consists of three parts~ a coda closes the song. 
Short, staccato figures combine with longer phrases in the A 
section. Antiphonal singing gives way to a homophonic concluding 
phrase. In the homophonic B section, the male speaker recites 
three measures against a slow harmonic choral rhythm. Succeeding 
choral phrases expand in length and increase in rhythmic move
ment. The C section returns to short motives that are extended 
as the section progresses. A choral soprano solo is followed by 
a contrapuntal area that builds to concluding "Alleluias." Even 
in climactic areas, dynamics rise no higher than mezzo forte 
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until the coda. The previous restraint emphasizes the forte and 
fortissimo of the "Alleluias" in the coda; however, the final 
"Alleluia" returns suddenly to mezzo forte. 

01 0' O! Allegro 

A distant small chorus (Chorus II), as mentioned above, repre
sents the angelic choir. The A section is sung by Chorus I. 
Chorus II enters mid-strophe, sings antiphonally, then doubles 
the parts of the main chorus. In Chorus i sections, Latin 
phrases are intermingled with English; double chorus areas are 
sung entirely in Latin. The text presents the reactions of 
various animals to the birth of the Christ Child, creating a 
humorous effect as Latin words and phrases represent the animal 
sounds. The angelic choir responds a cappella initially and is 
joined later by Chorus I and the piano in a climactic closing. 
Sopranos must sustain a 2 for seven measures in the expanded 
closing of the second strophe. 

X and M Larghetto 

By means of symbolic letters the Christmas story is told in 
the first strophe, the Easter story in the second. No pronuncia
tion guide is given for the archaic spellings of words, but this 
should present no difficulty if common sense and phonetic pronun
ciation are used. The final "yth" should receive the "ight" 
sound as in "right." Letters are sung pianissimo, and a unique 
timbre is produced when the voice part not singing whispers the 
letter simultaneously. Stark dynamic contrasts from pianissimo 
to fortissimo mark the progress to the final, climactic phrase, 
"Salvator mundi n~tus est," the only Latin text. 



MOLLICONE, HENRY (1946-

Five Poems of Love - 1971 

Emily Dickinson 

SSAA 

Soprano I: c 1_a 2 
Alto II: g-J2 
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MEDIUM 10'15" 

Alto I: g-c:jj:2 

Harp or Piano - Medium-Difficult - separate harp part available from 
the publisher 

E. C. Schirmer 2595 

This work, commissioned by the Wheelock College Glee Club, was 
composed early in Mollicone's career. The light touch permeating 
the settings of unsentimental but intense verse is obtained by the 
frequent use of a thin or sparse accompaniment and thin choral 
textures of unison, two harmonizing parts, or octaves. Constantly 
changing meters occurring in all five songs also contribute to the 
feeling of lightness. The harp is better suited as an accompani
ment timbre than the piano. Tertian, supertertian and compound 
chords dominate the harmonic structure. Seconds, tritones, sev
enths, and ninths often color the choral harmonies. Syncopations 
and cross rhythms enliven the otherwise regular rhythmic patterns. 
Fluctuating melodic contours within phrases in songs I, II, and V 
contrast with the arching melodic contours of phrases in III and 
IV. The first two songs begin with minimal instrumental introduc
tions, the third and fourth songs have no introduction, and the 
fifth song opens with a three-measure introduction. 

I I held a jewel Moderato 

Beginning in octaves between altos and sopranos, the A section 
employs octave pairing in the closing phrase. The B section, 
repeating the text of A, begins imitatively und a cappella but 
soon expands to four parts and adds accompaniment. In the cli
mactic C section, melodic lines for first sopranos soar above the 
staff several times, but never exceed a 2 • 

II I envy seas Fluente 

The longest of the five songs, I envy seas could be considered 
strophic variations except for a canon which midway interrupts 
the four strophes, thus resulting in A-A'-B-A"-A'" form. Tempos 
shift with sectional changes. First sopranos sing a 2 three times 
within the space of seven measures in the song's climax, marked 
forte and brillante, at the A" section. 
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III A solemn thing it was Calmo 

In the A section, a thin texture results from sopranos in 
unison, altos entering imitatively but singing only phrase frag
ments, and spasmodic accompaniment consisting of single notes. 
Contrary motion predominates when the altos enter. Altos lead 
with generally ascending lines in the B section. The chordal 
accompaniment occasionally includes bichords or creates harsh 
dissonances with the voices. 

IV Did the harebell loose her girdle Leggiero 

A canon in the opening strophe involves either second sopranos 
or altos following the staccato melody established by first 
sopranos. As in the previous song, the accompaniment begins 
simultaneously with the voices and remains thin. Frequent tempo 
changes, unison or octaves in the chorus, and arpeggiated chords 
in the accompaniment occur in the variation. A brief coda in
cludes imitation, tempo changes and a reference to the opening 
music. 

V Have you got a brook Moderato 

First and second sopranos sing in unison for more than half of 
the total 49 measures, with altos joining the unison in 13 mea
sures. The unison of the opening (first stanza) is succeeded by 
an imitative section (second stanza) which includes cross 
rhythms. The poco piu mosso of the third stanza features so
pranos and altos in octaves through the climactic area of the 
song; two-part harmony closes the stanza. The final stanza 
employs both homophony and imitation in quick succession. The 
song ends quietly. Harsh dissonances are freque~tly encountered 
between voices and accompaniment; however, the accompaniment 
occasionally drops out for two or three measures. 
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FJ::WBURY, KENT (1925-

Three Seasons - 1972 

1. Anonymous 2. Adelaide Crapsey 3. John Woods 

SSA EASY 6'20" 

Alto: g-c2 

Piano - Easy 

Somerset Press SP702 

A summer breeze, November's falling leaves, and kites blown in the 
spring wind receive the poetic focus in this recognition of the 
year's mellower seasons. The ease of the three songs lies in the 
triadic, tonal and generally homophonic settings. Regular 
rhythms, diatonic melodies, and a supportive accompaniment also 
contribute to the accessibility. Tessituras are usually middle 
and entrances are prepared. Brief piano introductions set the 
mood in each song. Beginning moderately, tempos increase slightly 
for each song, but the subdued mood of the second song inhibits a 
comparable increase in the climactic growth within the group. 

1. Summer Wind Flowing 

Short, lyrical phrases, parallel triads, and flowing melismas 
depict the soft south wind. A minor climax occurs during the B 
section in a melisma sung on "Ah!" The coda features voices 
rising in a parallel sweep to a final climactic fortissimo, 
followed by a final melismatic phrase which subsides in dynamics 
and texture. The parts drop out one by one until only the altos 
are left to sustain the final tone above a final repetition of a 
recurring rhythmic pattern in the accompaniment. 

2. November Night Gently and freely 

Combining fifths and fourths, the accompaniment creates a 
crisp atmosphere, like November air or dry leaves, for Adelaide 
Crapseyis cinquain. Repetition of the word "Listen" at both 
beginning and end lengthens the setting. A melodic arch employed 
for the remaining text reaches only mezzo forte in volume at the 
apex. The accompaniment doubles the voices in this middle region 
but returns to its original character for the closing "Listen" 
section. 

3. Spring fantasy Crisply, brightly 

The A and A' sections feature unison fanning to three parts at 
the cadential areas. The B section is imitative. In the closing 
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section, the final expansion into three parts builds to a climac
tic fortissimo. While the first two poems deal directly with 
nature, this final poem combines symbolism with the images of 
nature. 
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PERERA, RONALD C. (1941-

Everything that hath breath - 1979 

Psalms 148 and 150 

SA(div.) MEDIUM-DIFFICULT 6'15" 

Soprano: b-e2 Alto: a-d2 

Prepared electronic tape - for sale by the publisher 

E. C. Schirmer 3048 

Performed with a prepared electronic tape, the work also may be 
sung by a two-part men's or mixed choir~ a minimum of twelve 
singers is required. The tape is necessary to the performance. 
Although most of the work is sung, the first section is talf
spoken/half-whispered, and a spoken area occurs later. Clusters 
play an important role. An average tessitura prevails in the sung 
areas. Complex rhythms occur primarily in the spoken sections. In 
addition to homophony, rhythmic and melodic canons are employed. 
The climactic area is preceded by an exchange of large clusters 
and a pedal c l • The climax consists of seven solo voices entering 
in a downward pyramid to culminate in a choral cluster which 
dramatically ascends to an upper register. From this apex, the 
choir slowly diminishes with the fading tape. Throughout the 
work, the composer has added notes to assist performance. The 
notation of the manuscript score is easily read, but the hand
printed text is not always immediately clear. 
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PERERA, RONALD C. (1941-

Three Night Pieces - 1977 

I-Attributed to Sappho (translated by Willis Barnstone); II-Ad.elaide 
Crapsey; III-Tzu Yeh (from The Orchid Boat: Women Poets of China -
English translation by Kenneth Rexroth and Ling Chung) 

SSAA Soloists: S,A MEDIUM-DIFFICULT 12' 

Soprano I: c 1-a2 
Al to II: f:ft:-ci(:2 

Soprano II: a-g~2 Alto I: g(f.)-e~2 
Soloists: Soprano: gl_a2 Alto: g_d2 

Piano - Diff.; Perc (one player) - Diff.; VIc - Med.-Diff. Perc and 
VIc parts available for sale from the publisher 

E.C. Schirmer 2834 

Three short poems evoke images of the night or evening. Text 
repetition occurs in each musical setting. The first and last 
songs, which are twice and three times as long, respectively, as 
the a cappella second song, contain almost as much music for 
instruments alone as for voices and instruments. Secundal, 
quartal, and bitonal chords figure prominently in the harmonic 
writing. Ambiguous tonal centers frequently appear. Harsh dis
sonances abound. Rhythmic complexity is more pronounced in the 
instrumental parts and the solos of the third song than in the 
choral writing. Melodic movement is usually stepwise or by small 
intervals, but angular motion also is present. Tessituras are 
generally comfortable, and entrances are prepared. Choral 
textures are varied by the use of both homophony and imitation, 
and solo voices add further textural interest. The score, re
printed from the manuscript, is frequently difficult to read 
because of the small size. 

I. Alone Allegro misterioso 

The instrumental writing suggests the activity of night crea
tures with the restrained choral writing seemingly conveying the 
larger panorama of the heavens, the midnight hour, and the spin
ning of time. Sustained notes often dominate the homophonic 
choral lines. Dynamics generally remain subdued in the chorus, 
but occasionally a sudden outburst, countered immediately by a 
subito piano, enlivens the dynamic level. The brief soprano 
solo, underlined by the chorus singing the word "alone," precedes 
the climactic forte phrase which begins the coda. Altos quietly 
close t.he song. 



PERERA 

143 

II. Triad Adagio semplice 

In this a cappella movement for double choir, the three-part 
choirs oppose each other in a bitonal fabric. Repeated triads in 
one choir are answered in a different tonal region by the second 
choir in the opening phrases. As the movement progresses this 
texture begins to disintegrate until similar voice parts in each 
choir harmonize and the homorhythmic structure gives way to 
counterpoint. Following a pause, all six voices bridged by a 
solo voice in the middle unite for a pianississimo dolcissimo 
chord from which voices are subtracted in fan order until only 
the solo voice is left. In a closing fragment, Choir II joins 
the soloist. Except for the last line, the text of the cinquain 
is sung three times, which, with the three-part choirs, rein
forces the "triad." 

III. I Am The North Pole Ben ritmico 

Although the solo was only a minor part of the first two move
ments, the alto and soprano solos of the last song playa larger 
role, introducing the plaintive cry of the opening text and 
alternating the ensuing sections--set off by instrumental inter
ludes--with the chorus. In the final section, the two textures 
are treated as a call and response. This homophonic exchange, 
begun a cappella, builds in chural texture, solo tessitura, 
dynamic level, and accompaniment involvement evolving to a brief 
choral fugue overlaid by the independent solo voices. The fugue 
and the initial choral appearance are the only imitative areas in 
the predominantly homophonic choral writing. The paired solos 
employ both imitation and homophony also. The important instru
mental accompaniment thins out in several vocal areas, occa
sionally functions imitatively with the soloists, and is 
generally supportive in at least one part. 
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glad and very - 1976 

e. e. cummings 
III: 54 of XAIPE 

(I: 10 of No Thanks 
IV: 21 of XAIPE 

II: 49 of 50 Poems 
V: X of 1 x 1) 

SA MEDIUM II' 

Alto: g-e 2 

Piano - Medium 

E1kan-Voge1 362-03214 (Theodore Presser) 

Persichetti's Opus 129 was commissioned by the Huntington Choir. 
These "five cummings choruses," composed for two-part women's or 
men's voices, may also be performed by a combination of ST/AB. 
The technique of enlarging on an idea presented in a brief instru
mental introduction is employed in this work as in the composer's 
earlier Winter Cantata and Spring Cantata. Comfortable tessituras 
predominate throughout the constantly varied and sometimes angular 
melodic lines. The intervals of the second and seventh are promi
nent harmonically; quartal and quintal passages occur in the 
second and last songs. Unison and octaves appear frequently in 
the varying textures. Rhythmic vitality marks even the slower 
songs. The flow of cummings's texts is facilitated by frequent 
meter changes in II and occasional changes in III. Persichetti's 
emphasis on the poetry results in abundant text painting. The 
accompaniment supports the voices, echoes vocal motives, and cre
ates energetic momentum without obscuring the texts. The piano 
part, while not difficult except in IV, requires rhythmic preci
sion and interpretive flexibility. McCray's article, "Vincent 
Persichetti's Music For Women's Chorus," contains a succinct but 
excellent discussion of this work. 

I little man Expressivo 

The tempo of J =72 and the many extended rhythmic figures in 
both choir and accompaniment reflect the text which urges man, in 
his hurry and worry, to "forget, relax, wait," and become aware 
of the magnitude of nature. The unison and two-part choral 
writing is characterized by fragmented phrases and a combination 
of conjunct and disjunct melodic lines. Seconds, tritones, and 
sevenths are prominent in the accompaniment and occasionally 
appear both melodically and harmonically in the voices. 

II i am so glad and very Leggero 

Unison, fifths, and octaves occur frequently in the voice 
parts. Longer phrases than were found in the previous song, wide 
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ranges (sopranos reach a 2), and disjunct melodic lines depict the 
cheerful and positive text. The music of the opening phrase 
returns to introduce the closing section which ends with a soft, 
sustained unison on "i." 

II I maybe god Semplice 

In a gentle setting of twenty measures' duration, the composer 
captures the essence of the text, "maybe god is a child's 
hand •••• " An interesting effect results when one voice part 
completes a text phrase and sustains the final tone as the other 
voice sings the next phrase. Melodic seconds and thirds are 
rarely interrupted by larger leaps. The prolonged final pianis
simo minor second heightens the ethereal quality of the setting. 

IV jake hates all the girls Con spirito 

A spirited setting of a text that conveys not only the atti
tude of Jake, but also of several other boys toward girls pre
sents a direct contrast to the preceding movement. Text painting 
is especially evident on words such as "dead," "tall," and 
"sleek." Sopranos sing a 2 in a climactic phrase toward the end. 
Piano interludes separate the vocal phrases. Although the piano 
part is not virtuosic, the tempo and dynamic gradations make it 
more challenging than the accompaniments of the other movements. 

V a politician 

The endless speechmaking of politicians is satirized by the 
repetition of the word "politician" in eighth-note ostinato and 
sporadic comment. Melismas also point up humorous aspects of the 
text. Except for the final five measures, the entire movement is 
repeated pianissimo as fast as possible. High school directors 
should note that the cummings text contains a common, but perhaps 
to some objectionable, four-letter word. 
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Spring Cantata - 1964 

e. e. cummings (I: XLIX of 1 x 1 
IV: I of Chansons Innocentes) 

II: 16 of XAIPE III: III of N 

SSA MEDIUM 7' 

Alto: f-d2 

Piano - Medium 

Elkan-Vogel 462-00010 (Theodore Presser) 

"commissioned by Wheelock College Glee Club on the 75th Anniver
sary of the Founding of the College," the cantata consists of four 
poems relating to Spring. The transparent quality of the poetry 
is sustained in the musical settings. Movements I and III are 
composed for three parts and have many textural variations. Move
ments II and IV are composed for two parts. Sporadic, light 
accompaniments in the first three movements--often as textural 
accents--leave many a cappella passages for the voices. Movement 
IV has a more consistent involvement of the piano which is sup
portive but independent. Unity is achieved throughout the work by 
the use of related tonal centers and through the employment of 
intervals, and their inversions, introduced in the opening move
ment. These intervals, primarily seconds and thirds, are an 
integral part of the harmonic language. Melodic lines are pre
dominantly diatonic; chromaticism is occasionally employed. 
Vigorous rhythms include syncopation and triplet figures. The 
tessituras are usually comfortable for all voices, but soprano 
lines sometimes remain in a low register. Extensive discussions 
of the work may be found in Van Alen, pp. 15-33, and in Armstrong, 
pp. 63-72 and pp. 147-155. McCray briefly discusses the work. 

I Trees Dolce e calmo 

The format of the poetry has not been entirely obscured in the 
first movement. In several instances, the composer has followed 
the poet's manner of linear sequence and indentation by giving 
the words of each line to a different voice (hocket), thus cre
ating an aural experience akin to the visual for those familiar 
with cummings's style. The three-part contrapuntal setting is 
strophic and becomes more complex with each strophe. Rests 
separate the stanzas. The accompaniment serves as sparse tex
tural accents within the stanzas and cadential accents at the end 
of stanzas. The voices fluctuate from poco accel. to poco rite 
in the second and third strophes. Frequent meter changes are 
common. Dynamics remain subdued, rising only to mezzo forte. 
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II If the green Con agilita 

The two-part 'homophonic setting contains frequent use of 
thirds, fifths, octaves, and unison. Text repetition is common. 
The composer's text painting in a melisma on the word "opens" 
reflects the poet's vertical spacing of the letters. The poem is 
repeated pianissimo verbatim melodically and harmonically but 
with note values augmented, i.e., J> = ~ I ~ = c:I, etc. for the 
first seven lines. Abruptly, the original note values return on 
a subito forte. A variety of dynamic levels creates excitement, 
and the movement ends on a climactic fortissimo. The accompani
ment is slightly more active in the second movement, but the 
texture remains consistently thin. 

III Spring is like a perhaps hand Delicatemente 

The movement features compact three-part homophonic writing 
alternating with a single vocal line reinforced occasionally by 
the other voices. Tessituras are often low with the three parts 
contained within the space of a fourth or fifth. Although the 
movement is in 2/4 meter, triplet figures are common. The 
restrained accompaniment again results in a strong emphasis on 
the text. As in the first movement, dynamics are subdued. 

IV In Just-spring Giocondo 

The closing movement is more vigorous than the other three and 
also has a more active accompaniment. Exuberance is instigated 
in the piano introduction and carried through the entire song by 
voices and accompaniment. Dynamics also reflect the excitement, 
employing many forte and fortissimo areas~ however, soft passages 
are also included. Each time the word "spring" occurs, it is 
highlighted fortissimo on a high pitch and with a short melisma. 
Text painting is evident in several other areas also. The two 
parts are sung homophonically, but octaves and unison are fre
quently employed. Because of cummings's format the composer has 
rearranged certain text phrases to aid musical climaxes as a 
culmination of an idea. Through rising pitch levels, the climac
tic ending builds to a forte semi-climax, subsides, and rises 
again to fortissimo on the final sustained chord. 
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Winter Cantata - 1971 

Haiku Verse in A Net of Fireflies - tran1. - Harold Stewart 
I. Kikaku; II: Basho; III: Ho-o; IV: Buson; V: Basho; VI: Yaha; 
VI!: Ranke; VIII: He-o; IX: Ryokan; X: Izembo; XI: Basho 

SSAA 

Soprano I: c1_~2 
Alto II: f~-eP2 

MEDIUM-DIFFICULT 

Soprano II: b~-g~2 Alto I: ft-e~2 

Marimba - Medium-Difficult; Fl - Medium-Difficult 

E1kan-Vogel 462-00014 (Theodore Presser) 

18' 

Composed a year after his Spring Cantata, Persichetti's Opus 97 
was commissioned by the Emma Willard School of Troy, New York. 
Twelve short movements utilizing translation of Haiku verse paint 
eleven winter vignettes; the concluding movement is a composite of 
text phraGes from the preceding eleven movements. The traditional 
seventeen syllables and their arrangement are not retained in the 
translations. Another departure from Haiku tradition is text 
repetition. The coloristic flute and marimba accompaniments lend 
an aura of shakuhachi and koto and are aptly suited to the numer
ous opportunities for text painting. A tone cluster comprising 
the first five steps of the Phrygian mode on D opens the work and 
serves as a unifying devire later in the cantata along with other 
subtle links. Also woven into the harmonic fabric are superter
tian, seventh, quartal, compound, and added-note chords. Tonality 
consists of shifting tonal centers and nebulous tonal regions. 
Rhythmic patterns for the voices, while not as complex as those of 
the accompaniment, are varied and energetic. Stylistic contrast 
between movements and a wealth of textural variety generate inter
est. Movements IV, VI, IX, and, to a lesser extent, XI stand as 
climactic points of the cycle as a whole. Binary and ternary 
forms prevail. Tessituras are generally comfortable but are occa
sionally low for both sopranos and altos. The first eleven move
ments begin with short instrumental introductions which anticipate 
choral motives. Seven songs end with a choral chord sustained 
through several measures of instrumental activity. The flute and 
marimba parts are notated in the score (no separate parts are 
published for them) and may serve as a rehearsal piano part. A 
macr~analysis of the work can be found in Barham (pp. 59-85); Van 
Alen (pp. 34-52) discusses style and interpretation. Both authors 
provide insight into the nature of the poetry. Breden (pp. 568-
570) presents the characteristics of the work in outline form, and 
McCray's article offers brief comments on each movement. 
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I A Copper Pheasant - SSAA Serioso 

A tone cluster encompassing the initial five steps of the 
Phrygian mode on D is introduced in the flute and marimba. The 
first choral phrase fans from d l to this cluster. The second 
phrase resembles the first in contour but varies the harmonic 
setting. Strong dynamic contrasts occur within each phrase. The 
closing phrase fragment, functioning as a coda, reiterates the 
tone cluster. 

II Winter's First Drizzle - SSAA Leggiero 

Staccato singing emulating "drizzle" contrasts with legato 
phrases. Canonic imitation and homophony further support this 
text painting. The instruments often drop out when voices enter. 
The final major seventh chord recalls the "shivering monkey" just 
mentioned and leaves a sense of inconclusiveness. 

III Winter Seclusion - SSA Amabile 

Homophonic, slow, lyrical, and serene, the binary third move
ment projects a feeling of seclusion behind a frosted window
pane. Quartal, triadic, and added-note chords are employed in 
the voices. The first few vocal phrases receive sporadic accom
paniment; later phrases are accompanied by sustained tones. A 
melisma on the word "grown" wends downward to a quiet ending with 
all voices in a low register. 

IV The Woodcutter - Unison Con intensita 

In sharp contrast to the two framing movements, this binary 
movement presents a picture of lively action. With the use of 
hard mallets, the marimba represents the axe striking wood and 
chips flying. The unison vocal line rises and falls in the 
motion of the axe head. An energetic instrumental interlude 
follows the forceful single statement of the text. A ritard at 
the end leads to a tranquil coda comprised of a fragment from the 
last text phrase. 

V Gentlest Fall of Snow - SSAA 

A gentle atm0sphere prevails throughout the song. 
melodic lines in the framing sections, first in the 
in the sopranos, are imitative. The middle section 
phonic. Subdued dynamics rise only to mezzo forte. 

Delicato 

Descending 
altos, then 
is homo-
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VI One Umbrella - SSA Capriccioso 

A bitonal instrumental introduction is followed by an unaccom
panied choral entrance which quickly opens in fan motion as the 
title is insistently repeated, first in steady rhythm, then in 
syncopation. Repetition of this capricious music is succeeded by 
an expressive sostenuto area in which the ~oem is completed. 

VII Of Crimson Ice - SA/SSAA Semplice 

A shimmering effect in the marimba leads to choral thirds and 
seconds repeated solidly like the "frozen rime." A sudden quar
tal chord and increased activity in the instruments on the word 
"gems" create their own brilliance. Secco staccato notes sung in 
a low register on "of crimson ice" also reflect the text painting 
employed in the movement. The marimba supports the voices 
throughout. 

VIII The Branch Is Black - SSA A bene placido 

First sopranos sing a concise, child-like melody. The two 
lower voices serve as background with a quasi-ostinato repeating 
"bare" once per measure. At phrase end, the "black and bare" 
becomes dissonant, and voices momentarily sing homorhythmically. 
A repetition employs a lower pitch level causing sopranos to 
sing between c l and e-flat l • 

IX Fallen Leaves - SA Con agilita 

A rapidly swirling canon at the fourth, cleanly articulated 
and charactp.rized by numerous falling vocal lines, builds and 
ebbs in dynamic levels. Tension gathers as the final text solu
tion is prolonged. The momentum culminates in climactic fortis
simo parallel fifths in the chorus. The final sustained fifth in 
the voices is accompanied by vigorous rhythmic fourths in the 
accompaniment. 

X So Deep - SA Espressivo e sostenuto 

The mood of So Deep is in total contrast to the preceding 
movement. In the first section, the "0" vowel is prolonged 
through slowly moving melismas involving a series of suspensions 
above the softly throbbing marimba, resulting in a blanket of 
sound akin to the blanket of freshly fallen snow. The second 
section features altos sustaining "deep" as sopranos complete the 
poetic phrases. A return of a single phrase of the original 
music rounds the movement to a peaceful close. 
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XI The Wind's Whetstone - SSAA Pesante 

The instrumental introduction restates the Phrygian cluster 
from the first movement. Text painting in the initial choral 
phrases employs a hocket effect and irregular rhythms to create 
the sharp edge of the wind. A unison phrase featuring 
exaggerated choral dynamics and an augmented ninth chord in the 
accompaniment evolves quietly to the Phrygian cluster in both 
voices and instruments. As the final sustained cluster fades, the 
instruments begin leaps of ninths. The instrumental postlude, 
ending with a cluster in the marimba and d l in the flute, becomes 
a prelude to the closing movement which has no introduction. 

XII Epilogue - SSAA Tranquillo 

A quodlibet incorporating text and musical references to the 
preceding eleven movements closes the cycle. As it began, Winter 
Cantata ends with a tone cluster, but now quiet and comprising 
voices and instruments. 



152 

PHILLIPS, BURRILL (1907-

Declaratives - 1945 

No.1 Tom Boggs No.2 e. e. cummings No.3 (n.a.) 

SSM Soloists: S,S,A,A DIFFICULT 10'50" 

Soprano I: dl -a2 Soprano II: d l _gJ2 Alto I: b P-d 2 

Alto II: g-d2 Soloists: Soprano I: el-f~2 Soprano II: el-bl 
Alto I: el-bl Alto II: el-bl 

Chamber Orchestra--available from the publisher (Piano reduction -
Difficult) 

Elkan-Vogel 3022-3024 (Theodore Presser) 

The work contains three songs with highly divergent texts declar
ing: (1) ironic admonitions from church bells; (2) enigmatic 
assertions about love; and (3) an Amerindian chant. Vivid set
tings result from the composer's consistent admixture of tertian, 
quartal, quintal, bitonal, and poly tonal sonorities. Ambiguous 
tonal centers occasionally occur. Melodies are predominantly 
conjunct with a few disjunct lines. Entrances are usually pre
pared or move logically from previously sung notes. In the first 
two songs, regular meters prevail, but the third song contains 5/4 
and 7/4 passages which sometimes alternate rapidly with regular 
meters. The difficulty lies not only in the rhythmic groupings in 
the third song, but also in the many dissollant passages of all the 
songs. The accompaniment is independent, but supportive, of the 
vocal parts. Although the piano is adequate in expressing the 
character of the accompaniment, the work would definitely be more 
effective with the orchestra. 

No.1 Bells Con fuoco 

Instead of peace and good will, these church bells sound forth 
messages with a negative cast--"Keep the babe bitter," "Pray for 
the Borgias." Major and minor seconds and sevenths, and quartal 
and quintal chords appear frequently, seeming to suggest over
tones of the bells. Unisons and octaves figure prominently also. 
Interest is created through variation of texture, accented notes, 
varied dynamics, staggered entrances, similar and contrasting 
rhythmic figures between voices, and off-pairing of voices. The 
climactic final a cappella phrase features an upward sweep of 
quartal intervals in the three lower voices under a repeated f2 
in Soprano I. The rhythm of the final phrase moves dramatically 
at a fast tempo: rJ ell 0' 10'10'1))) to the text, "Say the bells 
of St. Thomas's." 
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No.2 Love Andante 

The slower tempo of the middle song provi'des a c~ntrast to 
those of the two framing songs, reminiscent of the middle move
ment of a sonata. In the first two stanzas, canonic imitation, 
with both single and paired voices, is frequently employed. 
Paired sonorities, pyramidal entrances, two-part and four-part 
homophonic passages are also employed. The third stanza fea
tures a textural contrast of four-part a cappella singing 
throughout with textual canon in a melodic mirror in two of the 
voices. The remaining two voices sing "Ah." A homophonic phrase 
closes the stanza. The final stanza features an ostinato melody 
sung in unison. The stanza is repeated except that the final 
verse is replaced by pianissimo humming. Dynamics are subdued 
throughout, never rising above mezzo forte. Bitonal passages are 
scattered liberally throughout the accompaniment. Instrumental 
interludes separate the stanzas. In measure 88, the letter "d" 
is missing from the word "and." 

No.3 Pueblos 

The Amerindian character of this multi-sectional piece is 
unmistakable with its chant of vocables, its English text reflec
ting identification with nature, and its repetitious drum beat. 
Frequent changes of both regular and asymmetrical (5/4 and 7/4) 
meters occur, with fewer changes in the later sections as the 
rapid tempos gather momentum, and drive to the final shouted "Hi
ya." The usually comfortable tessituras occasionally shift to a 
high range for several phrases. Text repetition is common in the 
English passages. Choral textures vary from unison to four 
parts; occasional rhythmic canons provide relief from the pre
vailing homophony. Short solos for all four voices occur midway; 
the soprano soloist also sings in the opening vocal section. 
After an eighty-four measure instrumental introduction, the 
voices enter; from that point the accompaniment features various 
ostinatos and repeated chords simulating (in the piano reduction) 
a tom-tom beat. Polytonality results from a layering of tonal 
centers in the vocal and instrumental lines. In measure 13 of 
the piano reduction the half-note should be dotted. 
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Company at the Creche - 1979 

Norma Farber 

SSA EASY-MEDIUM 7'20" 

Soprano I: C1-f~2 

Handbe11s or Glockenspiel - Easy-Medium, and Piano, Organ (Med.) or 
Harp (Med.) 

E. C. Schirmer 2838A 

Commissioned by the Worthington United Methodist Church in 
Worthington, Ohio, Company at the Creche presents poetic comments 
of seven animals as they survey the manger scene. The we11-
crafted poetry, neither profound nor maudlin, is matched with 
unpretentious but well-crafted musical settings. Text repetition 
is almost non-existent. The prevailing unison choral texture 
frequently shifts to two or three parts. Triadic writing is 
important in the three-part sections, usually appearing as close 
harmony in root position or first inversion; two-part texture 
rarely exceeds an octave. A coloristic use of dissonance marks 
the kaleidoscopic harmonies. Both scalar and modal material are 
incorporated into the melodic structures. The independent accom
paniment is supportive when the voices enter. The texture remains 
monophonic or homophonic throughout. Although not so designated 
in the score, the work could be performed by a young choir. Three 
versions of the accompaniment are possible; the handbell obbligato 
(handbell choir of six or seven players, suspended handbells with 
one player, or glockenspiel) is essential to each version. The 
versions include the following: A - piano or organ; B - harp; C -
harp and organ. The version desired should be indicated to the 
publisher when ordering. In measure 16 of the final song, the 
last dyad in the chorus part should be dotted. The handbell part 
is published separately but also appears in the keyboard score. 

1. Stork 

Divided into sections denoted by tempo changes, the first song 
is also marked by frequent meter changes. The unison of the 
first section m0mentari1y opens to two par'ts; octaves prevail in 
the faster second section as the stork demands a clear view of 
the child. In the brief closing section, the proud stork's 
sudden humility and awe are evident in the hushed repeated choral 
notes and the slower tempo. 
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2. Dove 

A nine-measure pattern heard four times in the keyboard right
hand part is accompanied by a one-measure ostinato in the hand
bells and keyboard left-hand part. The vocal text phrase enters 
in the seventh measure to double the descending parallel triads 
of the keyboard for three strophes. An elision results as the 
keyboard pattern begins again while voices are sustaining the 
closing "Coo-roo." .In the third strophe, a slight variation and 
rise in pitch occurs in the triadic keyboard/vocal measures. A 
single soft "Coo-roo" closes the fourth appearance of the instru
mental pattern. 

3. Caterpillar 

In an otherwise unison texture, two-part texture is reserved 
for word painting on the "ing" verbs which end each line. The 
two voices move in thirds chromatically on "creeping"; on the 
word "stretching" the rhythm stretches. The handbells playa 
ninth at irregular intervals, but the keyboard part supports the 
voices. 

4. Rooster 

The rooster's crow appears as a five-measure ostinato melody 
in the handbells as the keyboard plays the choral melody and 
triads. Voices employ 9/8 meter, instruments 3/4. The unison 
melody breaks into octaves in the final phrase before returning 
to unison for the final tone, which is sustained. The final 
sound of the first two phrases is sustained for two measures; in 
the third, and last, phrase the final "n" is sustained for ten 
measures. 

5. Spider 

A shimmery effect results brom bitonal chords in close 
position. Beginning simply, the unison melody spins wider and 
longer as it progresses. 

6. Porcupine 

Beginning without instrumental introduction, this song begins 
a half-step below the final note of the previous song. The 
opening unison springs suddenly to triads then returns to unison 
for the final phrase. Dynamics remain subdued until a crescendo 
to fortissimo on "ev'ry savage spear," but this outburst is 
momentary and subsides in the closing notes. 
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7. Lion 

Alternating meters give the closing song an energetic charac
ter as the lion offers his skin "to wrap a brand-new baby in." 
The handbe11s play only in the introduction, the interludes, and 
the coda; the 5/8 meter may present a problem to young handbe11 
players. After the two-part harmony of t~e main body of the 
song, the coda, which uses every interval from the second to the 
octave, begins in unison but opens to three parts for the final 
measures. The instruments bring the work to a climactic close. 
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An Emily Dickinson Mosaic - 1963 

Emily Dickinson 

SSM DIFFICUL'l' 10' 

Alto I: ft=-f2 Alto II: d-f2 

Piano - Difficult, or Small Orchestra 

Peters 6515 

Co~nissioned for the one-hundred-twenty-fifth anniversary of the 
founding of Mount Holyoke College, the work contains six poems 
chosen by the director of the Glee Club for their "specific 
significance for education." The form of each poem usually deter
mines the form of its musical setting; number four is an excep
tion. The choral settings range from unison to four-part texture. 
Spacing of voices varies from unison and quasi-clusters to widely 
separated registers. Extensive chromatic activity occurs, often 
resulting in obscured tonal centers. The interval of the fourth 
is prominent melodically and harmonically. Melodic lines are both 
diatonic and disjunct. Entrances are usually prepared and tessi
turas are normal for all voices. Text repetition is present, but 
rare. Rhythmic vitality, an important ingredient, is engendered 
by the utilization of both regular and irregular rhythms; syncopa
tion enlivens numerous passages. Regular meters prevail, but 
asymmetrical meters also are present. During choral sections, the 
accompaniment doubles vocal parts but often takes on a different 
harmonic and rhythmic character in the interludes. A quoted 
review of the first performance noted that the work is " ••• dis
tinguished by a striking orchestral background." Various percus
sion instruments " ••• were responsible for several special 
effects which highlighted the piece; ••• " The piano reduction 
requires above-average performing ability. The work is discussed 
at length in Van Alen, pp. 134-153 and Armstrong, pp. 46-61 and 
137-146. 

1. The Brain Is Wider Than The Sky Andante 

The opening song employs a four-part homophonic texture for 
three stanzas in a varied strophic setting with instrumental 
introduction, interludes, and postlude. Frequent meter changes 
occur--fewer in the second strophe than in one and three. The 
main climax occurs in the second verse of the third stanza with 
an upward parallel sweep arriving at fortissimo as first sopranos 
continue to a 2 and begin a descent before the other three voices 
have risen to their highest level. A semi-climax occurs in the 
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final verse. The text of the final verse is repeated in a 
quieter musical setting, followed by an instrumental postlude. 

2. The Heart Is The Capital Of The Mind Andante con moto 

The chorus, now in three-part texture, and the accompaniment, 
doubling the voices, begin together. A brief, staccato a cap
pella passage occurs in the third phrase; the accompaniment re
enters on the last note, and continues the doubling to the end of 
the song. Incidental quartal harmonies appear. Measures 9-18 in 
the twenty-measure song contain six meter changes. 

3 • The M~.nd Lives On The Heart Adagio 

The accompaniment both doubles and supports the unison melody 
throughout. In a pseudo-mirror effect, lines of the first half 
exchange registers and roles in the second half; melody becomes 
the bass line of the accompaniment, and the bass line becomes the 
melodic line for both chorus and accompaniment. Harsh dissonant 
harmonic intervals of sevenths and ninths are featured promi
nently reflecting the deprivation which results when the heart is 
starved for love. 

4. To Be Alive Allegro vivace e molto ritmico 

In irregularly accented rhythms, disjunct melodic lines, text
repetition, melismas on "alive," and well-placed meter changes, 
the text "To be alive" is vividly reflected. With a metronome 
marking of ,,~= up to 184" and a profusion of eighth notes, the 
song presents a high level of difficulty even for advanced 
choirs. The vivacity of the first 11 measures is supplanted by a 
three-part chorale-style setting that continues through the 
fourth verse of the poem without a change in the tempo. The 
poetess made no stanza break at this point, but the poetry lends 
itself to division. The composer inserts an instrumental inter
lude between the halves, leading back to a repetition of the 
choral material in the first half. An instrumental postlude 
concludes the movement. In the opening section and in the in
strumental interlude, a unifying factor is the consistent use of 
quartal harmony and melodic movement. In the choral sections, 
the accompaniment doubles the voices. Dyn?mics for the chorus 
remain forte or above until a diminuendo to piano on the final 
notes. 

5. Exhilaration Is The Breeze Andante con moto 

A recitative style prevails throughout the 16 measures. The 
static nature of a first inversion E chord is aurally and struc
turally important. Text painting represents the "breeze" but 
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comes as a melisma (partially repeated in the accompaniment) on 
the word "Ground" rather than on the word "breeze." Unison at 
the beginning momentarily expands to three voices before settling 
into a two-part texture. 

6. Each Life Converges To Some Center Andante 

The repetition of the instrumental introduction serves as a 
harmonic ostinato underlining the choral setting. Unison singing 
with occasional textural thickening to two parts predominates in 
the first three stanzas. Stanza four begins in unison but soon 
adds a second voice with a textural expansion to three voices at 
the cadence. The final stanza and codetta fluctuate between one, 
two, and three parts. A further cadential expansion in the 
closing measures results in four parts. First sopranos sing a 
sustained b 2 twice in the last measures, the final b 2 coming in 
the climactic fortissimo chord which closes the work. 
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PINKHAM, DANIEL (1923-

Magnificat - 1969 

Luke 1:46-55, Gloria Patri Latin (English version - Jean Lunn) 

SA-SSSSAA (div.) Soloist: S DIFFICULT 

Soprano: af -a2 (div.-b2) 
Soloist: c~!=1-a 2 

Alto: e~(div.-d)-ff2 

Harp, Ob(2), Bsn(2) - Med., (or Piano - Medium-Difficult) 

Peters 66180 

8' 

This challenging work was commissioned for the one-hundredth anni
versary of the founding of Wells College in Aurora, New York. 
Throughout each movement the interval of the second, and its 
inversi.ons, play an important role harmonically and melodically. 
In addition, clusters, transitory tonal centers, and bitonality 
are employed. In the first two movements, meters change con
stantly with fewer changes in successive movements. The last 
movement recapitulates the music of the opening movement. In the 
many asymmetric measures, right angles (L) and triangles (~) are 
included above the staff as visual aids to assist the conductor in 
establishing metric accent (for example, 7/8 L L ~ ). Complex 
and regular rhythms are balanced in the vigorous rhythmic scheme. 
Tessituras are usually comfortable, but several instances of low 
register singing for sopranos occur, especially in the early 
movements. Text repetition is common. The basic two-part texture 
contracts to unison and expands to as many as seven parts. Van 
Alen's in-depth discussion (pp. 116-133) is particularly enlight
ening in the area of instrumental/vocal relationships. As in 
Pinkham's other choral music, the accompaniment is an integral 
factor in the sonority. If the wind instruments and harp are not 
used, the piano reduction requires an advanced pianist. 

Magnificat Allegro 

Constant meter changes, both asymmetric and symmetric, enliven 
the opening movement. The main climax builds from d1 , sung piano, 
through a rising melodic line and crescendo to fortissimo four 
measures later. The opening music and the word "Magnificat" are 
repeated three times at the end, with each repetition at a higher 
dynamic level until a fortissimo is reached for the final 
"Magnificat" which breaks into three parts, without accompani
ment, and diminishes rapidly. 
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Quia respexit Andante 

Fluctuating texture marks the second movement: unison, two
part, sopranos alone, altos alone, unison, solos with a large 
tone cluster for chorus, three-part, and two-part. Each textural 
area is brief except for the final two-part section. Dissonance 
is prominent throughout this movement. The tone cluster, in 10/8 
meter, consists of the soloists singing figures in octaves with 
the chorus filling in the interjacent semi tones. The ensuing 
three-part texture features bichordal harmony between voices and 
instruments, and an increase in tempo. The lyrical closing two
part textural area employs overdotted rhythms and sopranos sing
ing in 4/4 meter as altos sing a;';:' pattern in 12/16; sopranos 
eventually join the 12/16 meter. In the quiet ending, the choir 
sings unaccompanied seconds in a low range. 

Fecit potentiam Con moto 

After the pianissimo ending of the Quia respexit, the fortis
simo beginning of the third movement comes as a sudden outburst 
of energy. Angular, imitative melodic lines, harsh dissonances, 
unaccompanied voices punctuated by fortissimo arpeggiated chords, 
and irregular rhythms pervade the first section. Accompaniment 
activity increases, and the two-part writing expands to three 
parts before the second section. This section, Andante con moto, 
features a three-part canon sung on a consistent eighth-note 
pattern in 3/8 meter. The subdued dynamics are a direct contrast 
to the fortissimo first section. A pedal point of C and G is 
maintained in the accompaniment. The movement ends quietly with 
voices in unison and a sustained chord in the accompaniment. 

Suscepit Israel Adagio 

Bitonal strata emerge as the soprano solo overlaps the triadic 
three-part choral writing. Solo lines shift between stepwise and 
angular contour while the choir sings sustained chords in close 
harmony except for a brief imitative region at "recordatus." The 
choral tessitura is low until "recordatus." Frequent tempo 
changes also mark the first section which closes softly with the 
soloist and a single accompanying instrument on c-sharp1. The 
"Sicut locutus est," exploding vivace and fortissimo, features 
supertertian outlines as voices expand in textural fans, only to 
descend in two-part quartal harmony and melodic contour. The 
climactic fortississimo, arriving at the height of "ad patres," 
continues through the descending fourths of "nostros" to diminish 
suddenly to piano. The drama of this movement is protracted by 
the sudden lento, accelerando, and crescendo from piano to fort
issimo of the repeated "Abraham" and the equally sudden ethereal 
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a cappella treatment of the closing "semini ejus in saecu1a" sung 
pianissimo in a descending pyramid which eventually encompasses 
six parts. 

Gloria Patri/Sicut erat in principio Allegro 

Reiterated fortissimo bichords of C ~ajor and C minor sung in 
six parts with a concluding descending glissando (second altos 
sing low d) constitute the single statement of the Gloria Patri 
text. The "Sicut erat in principio" recapitulates the music of 
the opening "Magnificat." The closing "Amen" section, function
ing as a coda, displays a gradual building of excitement as a 
pyramid pattern is established pianissimo in the three parts, and 
is repeated mezzo piano, then fortissimo. This pattern begins 
each time with altos singing low e~ in its final appearance 
sopranos divide and first sopranos ascend to b2 • The culminating 
fortississimo "amen" evolves to a seven-part G major chord. 



RIEGGER, WALLINGFORD (1885-1961) 

La Belle Dame Sans Merci - 1950 

John Keats 

SSA Soloists: T,S,S,A MEDIUM-DIFFICULT 

Soprano I: d~1_b2 Soprano II: dfl_g2 Alto: a~-ft2 
Soloists: Tenor: B-aPl Soprano I: e 1_g2 
Soprano II: e~1-e2 Alto: c~1-eV2 

Chamber Orchestra - material for rent (Piano red. - Med.-Diff.) 

Peer-Southern 
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Although composed in 1923, this edition was not published until 
1950. The orchestral accompaniment is essential for performance 
as the first 160 measures of introduction are not given in the 
piano reduction. The rehearsal piano part begins one measure 
before the alto solo entrance which opens the vocal section of the 
work. This solo is succeeded by first and second soprano solos, 
designated "Another Voice" as they enter, followed by the three 
solo voices in ensemble. The tenor solo, beginning after a brief 
instrumental interlude, carries the work and continues to the end 
with choral material woven into the texture. Melodic lines are 
varied, including angular, diatonic, and chromatic passages for 
both soloists and chorus. Harmonically, ambiguous tonal centers 
reflect the knight's confusion, shifting tonal centers reflect his 
recollection of La Belle Dame, and a somewhat stable tonal region 
depicts her song; that stability lasts only briefly. Augmented, 
diminished, and supertertian chords are intermingled with major 
and minor triads. A variety of rhythmic figures is employed in
cluding cross rhythms occurring frequently between voices and 
accompaniment. As the chorus enters, 9/8 meter is teamed with 3/4 
meter in the tenor solo and accompaniment. This first choral 
section, sung homophonically on the syllable "Ah," serves as the 
"faery song" backdrop for the tenor solo. When the meters finally 
merge, the chorus still functions as reinforcement for the solo 
voice. Text repetition occurs in both solo voices and chorus. 
Tempos as well as meters fluctuate to accommodate the text. The 
poem, with minor changes, is from the "Posthumous and Fugitive 
Poems." 



ST. JOHN, KATHLEEN (1942-

Fleur de lys - 1976 

Harriet Zinnes 

SAA Soloist: S MEDIUM, Solo: DIFFICULT 

Soprano: g-a2 Alto I: a~-g2 
Soloist: f-b~2 + glissandos 

Organ, Hrp, VIc, Perc - Medium 

Manuscript - American Music Center 

164 

27' 

The tempo marking, Restfully, reflects the overall impression of 
this work. It is as if time were suspended and single events were 
elongated to ethereal proportions. Subdued dynamics, dark instru
mental timbres, long sustained tones, and undulating sonorities 
combine with the stream-of-consciousness text to support this 
phantasm. Fleur de lys was commissioned for the Concert Choir of 
Sweet Briar College in Virginia. The college was founded in 
memory of Maria "Daisy" Williams who lived from 1867 to 1884. 
This work was composed in her memory on the occasion of the 
seventy-fifth anniversary of the college. The text was written 
especially for the commission and centers around Miss Williams and 
Sweet Briar. The composer has included a diagram of the stage 
setting, designated the lighting required, and indicated the 
colors to be worn by performers. Avant-garde techniques assist 
the evocation of the surrealistic mood. Words are fragmented into 
phonemes as the chorus sustains vowels or resonating consonants 
for many measures with precisely indicated timing of the articula
tion of other consonants. Cluster chords are common in the organ 
part. Pyramidal entrances, text syllables passed from voice to 
voice, glissandos, and sung-spoken areas also occur. In the clos
ing section recited Latin words and phrases are introduced in the 
chorus. The choral writing is conceived linearly resulting in 
secundal, quartal, quintal, and supertertian harmonies. The 
chorus is primarily a backdrop for the soprano soloist. The 
writing for the solo voice demands a highly skilled performer with 
an extensive range, a wide repertoire of tone colorings, and the 
ability to spin sustained pianissimos in the upper range. Her 
melodic lines vary from conjunct diatonic to angular. Descending 
glissandos are frequently found at the end of solo phrases. The 
melody of "La Pri~re d'une Vierge," the favorite tune of Miss 
Williams, is heard in the harp and organ but is never incorporated 
into the voice parts. Though rarely heard, fluctuations in 
timbres and dynamics do occur, e.g., sforzando accents within 
extended choral chords or occasional upper register fortissimo 
chords in the organ. The writing for the instruments is 
idiomatic. This is especially important for the harp part which 
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is not merely an adaptation of keyboard techniques. Advanced 
students would be necessary for all instrumental parts. It is 
difficult to conceive of this work in a concert situation apart 
from the specific institution for which it was created1 however, 
Fleur de lys is a unique piece in the literature for women's 
choirs, and in a concert devoted to a specific topic, such as 
surrealism, it would bear consideration. 
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SCHUMAN, WILLIAM (1910-

Prelude for Women's Voices - 1940 

Thomas Wolfe (from Look Homeward, Angel) 

SSAA Soloist: S MEDIUM 6'30" 

Soprano I(div.): gl_g2 Soprano II(div.): c 1 _f2 
Alto I(div.): aV-c2 Alto II: g-a~l Soloist: d1-a2 

A cappella (Piano reduction - Easy) 

G. Schirmer 8481 

To interpret Wolfe's stark text, the composer has employed an 
equally stark musical means. Voices in octaves, fifths, and 
fourths are common. Simple melodic lines in the chorus move pri
marily in conjunct motion or in repeated notes. Paired sonorities 
occur at several points. Voices often move in parallel motion 
with wide spacing. A frequently used rhythmic motive consists of 
a short note followed by an accented, sustained note. The homo
phonic opening section is followed by a totally contrasting sec
tion in which the solo voice is accompanied by whispered ostinato 
in the chorus. Through this a pedal point on the word "alone" is 
repeated by Alto I voices. The full choir returns, singing in 
homophonic style with several meter changes delineating varied 
sections. The final section employs only the solo voice above the 
Alto I repetition of a single tone. Strong dynamic contrasts 
characterize this work. The vocal ranges of the chorus and solo 
voice are not excessive, but the tessitura of the solo lies in the 
upper part of the staff most of the time. The work is also dis
cussed in Armstrong, pp. 85-89 and pp. 171-174, and in Pisciotta, 
pp. 319-322. 



SCHUMAN, WILLIAM (1910-

Questions - 1940 

Genevieve Taggard 

SSAA EASY-MEDIUM 

Soprano I: e 1_g2 Soprano II(div.): c1_e 2 
Alto I(div.): a-c2 Alto II: g_gl 

FI, Strgs (Piano reduction - Medium) 

Boosey & Hawkes 1656 
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Schuman's secular cantata No.1, This Is Our Time, for mixed 
voices, contains one movement for women's voices (and one for 
men's voices). Framed by homophonic beginning and closing sec
tions, voices are paired antiphonally in the middle section. In 
the middle portion, Soprano II and Alto I, singing in unison, are 
answered by Soprano I and Alto II in octaves. The harmonies in 
the homophonic outer framework are triadic, often in parallel 
motion. Repeated notes and stepwise motion dominate the simple 
diatonic melodies with occasional use of a tritone. Long note 
values (J, J~, 0 , 0_0) are the most consistent feature of the 
rhythmic patterns. A static ostinato accompaniment underlies the 
"question and answer" middle section. In the text the "questions" 
elicit positive assertions of a patriotic nature. Long instrumen
tal passages set the mood for the choral entrances. The solo 
flute part from the orchestral version appears in the piano reduc
tion and would be an appropriate addition to a performance if 
piano accompaniment is used instead of orchestra. A discussion of 
this movement is included in Pisciotta's textural analysis of the 
entire cantata, pp. 311 and 325-332. 



TALMA, LOUISE (1906-

Celebration - 1978 

Excerpts from Psalms, Desiderata, Kalidasa (attrib.)-Salutation of 
the Dawn, the Buddhist Metta Sutta, Horace-Dryden Book III, Ode 29 
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SSAA Soloist: S MEDIUM 9'15" 

Soprano I: d1_gJ2 Soprano II: cf1 _g2 
Alto II: e-d2 Soloist: el-f~2 

Alto I: g_d2 

Small Orchestra - Full score and parts (P66749) available on rental 
(Piano part in choral score - Medium-Difficult) 

Peters 66749a 

Commissioned by Sigma Alpha Iota, this multi-sectional work inte
grates a series of inspirational sacred and secular texts. Sec
tions are defined by tempo modulations occurring with each change 
of author. Frequently alternating meters include 2/4, 3/8, 3/4, 
4/4, and 5/8. The harmonic structure is a combination of quartal 
and secundal sonorities, often superimposed. Diatonic melodic 
lines united with vigorous rhythms reflect the joyous text. 
Choral textures vary from unison singing to four-part homophony. 
Canon, a soprano solo, and instrumental interludes also lend vari
ety. In one canon, the soloist is joined by second altos midway 
through the excerpt from Dryden's "1685 Imitation of Horace." The 
supportive accompaniment includes piano in the instrumentation, 
and this part, notated in the vocal score, is adequate for re
hearsal. The score is a photographic reduction of the manuscript, 
resulting in smaller than usual note heads which are difficult to 
read. 
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THOMPSON, RANDALL (1899-1984) 

The Lord is My Shepherd - 1964 

Psalm 23 (King James Version) 

SSAA EASY-MEDIUM 9' 

Soprano I: a-a2 Soprano II: a-a2 Alto I: a-d2 

Piano, (Organ or Harp) - Medium 

E. c. Schirmer 2578 

Commissioned in memory of Dorothy C. Drake, Head of the Music 
Department of Chapin School in New York City, the work was first 
performed under the direction of the composer. The compact 
triadic choral writing stays within a clear tonal scheme: E, A
flat, E, G, E. Diatonic melodic lines and comfortable tessituras 
are consistent with the pastoral character. Since the accompani
ment is in 12/8 meter and the chorus in 4/4, cross rhythms occa
sionally occur; but occasional triplets in the choral line 
coincide with the constant eighth-note movement in the right hand 
of the accompaniment. Regular rhythms prevail otherwise. The 
triplet figure in the accompaniment becomes a unifying device 
throughout the entire work. An eighteen-measure instrumental 
introduction precedes the choral entrance; instrumental interludes 
often divide the choral sections. A quiet and restful feeling 
pervades the first few verses of the Psalm. Increased rhythmic 
activity, stronger dynamics, and a rise in pitch levels engenders 
more excitement in the later verses. The principal climax in the 
work occurs at "Surely goodness and mercy shall follow me all the 
days of my life," with both soprano sections singing a 2 fortissimo 
on "all" and altos supporting on b l and d2 • The line slowly sub
sides in parallel motion. The work ends in a low register with a 
quiet "Amen." 
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The Place of the Blest - 1971 

I & III - Robert Herrick 
de Thaun's 1120 Bestiary 

II - Richard Wilbur's version of Phillipe 

SSAA 

Soprano I: b-a~2 
Alto II: ft-d2 

EASY 

Soprano II: b-g2 

Fl, Ob, B~Cl, Bsn, Str Quintet or Str Orch 
Difficult) 

E. C. Schirmer 2599 

25' 

{Piano reduction -

Commissioned in 1968 to honor the fiftieth anniversary of the 
founding of the Choir School of St. Thomas Church in New York, the 
work was originally performed by the Boys Choir of that church, 
but the title page calls for treble voices, and women's voices 
could perform it well. No great demands are made on the voices, 
melodically or in range. The melodies are basically diatonic. 
The accompaniment is an integral part of the work, lending inter
est, variety, and support. No surprises appear in this work. 
Entrances are prepared; unison singing occurs frequently; tempos 
are not excessively fast; and the harmonies are primarily triadic. 
It is well within the capabilities of most high school choirs. 

I The Carol of the Rose Lento 

The composer treats the poem in four short sections. Voices 
move often in unison; only the last section is harmonized 
throughout. Variety is achieved by the use of different keys and 
voices for a simple melodic line, which is the basis for each 
section, and textural changes in the accompaniment, which is 
supportive of the voices. Although conceived as a part of the 
whole work, this carol would make an appropriate anthem for the 
Sunday following Christmas or during the Epiphany season. 

II The Pelican Allegro con brio 

A lively opening section with frequent meter changes gives way 
to a slower, s0lemn middle section. The concluding section has 
contrasting tempo areas which require flexibility from the per
formers to keep the section unified. Unison singing is employed 
again. In the harmonized sections a few dissonances are inserted 
for textual emphasis. 
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III The Place of the Blest Lento e triste 

Altos and sopranos alternate in singing the unison melody~ 
only the last stanza is harmonized. Each short stanza is stated 
in a four-measure phrase with voices moving in a slow, eighth
note pattern for: three measures, followed by a final measure of 
two half notes--an effective means of pointing up the unique 
poetic structure. A motive from measures 39-40 in the accompani
ment of The Carol of the Rose leads directly to the Alleluia. 

IV Alleluia Largo e sereno 

Longer than any of the preceding three movements, the Alleluia 
begins quietly and antiphonally. A slow building through several 
key changes and expanding dynamics, ranges, and voices reaches a 
fortissimo climax. The music then subsides to a single serene 
"Amen" and final "Alleluia." 
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THOMSON, VIRGIL (1896-

Mass - 1951 

Ordinary of the Mass 

SA (or TB) MEDIUM 7'20" 

Soprano(div.): d l _a 2 (bP2 ) Alto: g-e2 

A cappella (Perc - optional - Medium) 

MCA Music 02544-059 (Belwin-Mills) 

Rhythmic and melodic figures resembling tolling bells command 
immediate attention and become a unifying device through their use 
in later movements. Compactness is achieved by repetitive and 
tight rhythms, thin vocal texture, a preponderance of on-the-staff 
vocal lines, predominantly syllabic text setting without deletions 
or repetitions, and a sparse percussion accompaniment. Within 
this compact feeling, a sense of flexibility is generated by a 
wide range of dynamics, melodic dialogue between voices, synco
pated rhythms, and a generous amount of below-the-staff notes 
allotted to altos. Intervals receiving frequent harmonic emphasis 
in the often modal framework include seconds, fourths, fifths, and 
octaves. An independent ad lib. percussion accompaniment, scored 
below the vocal parts, provides timbral variety and rhythmic 
contrast~ only one percussionist is required. The Mass may also 
be performed by tenor and baritone voices. A more extensive 
discussion of the Mass may be found in Val Alen, pp. 60-78. 

A forte, on-the-beat ostinato of octave leaps for the altos, 
followed by syncopated rhythms in soprano lines, initiates the 
tolling bell effect in the opening section of the eighteen
measure movement. Sopranos take the lead. in the pianissimo 
"Christe eleison" with altos following in rhythmic imitation. 
The bell toll returns in the final "Kyrie," but the alto octaves 
are reversed in direction and d·o not remain an ostinato. Begun 
softly, this brief section grows to fortissimo. The cymbals 
provide variety in the accompaniment timbres. 

Gloria in excelsis 

Sopranos intone the opening "Gloria in excelsis Deo." From 
that point, the pitch ascends in each phrase, along with a 
crescendo from "Adoramus te," to a fortissimo climax at the end 
of "propter magnam gloriam tuam" with divisi in the sopranos-
first sopranos on b2 • Both gradual and sudden dynamic contrasts 
occur throughout the movement~ a subdued feeling characterizes 
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the closing section from "Quoniam tu solus sanctus." The tonal 
center shifts several times but is usually well prepared. A tom
tom or muffled drum accompanies the movement. 

Credo 

In rondo form, the movement is multi-sectional. The opening 
motive is sung imitatively when it appears. Long melodic lines, 
sequences, chant-like melodic areas, imitation, expansion of 
previously stated rhythmic figures, meter and tempo changes, and 
well-marked dynamic contrasts combine for a lively setting of the 
Credo. The earlier robust mood changes at "Crucifixus" but 
returns at "Et resurrexit." Climaxes occur at "judicare" and 
"conflorificatur" with sopranos singing b2 and a 2 respectively. 
The final phrase builds to fortississimo but gives way to pianis
sissimo for the "Amen." Snare drum and tom-tom alternate as 
accompaniment. 

Sanctus 

The Sanctus, a short movement of 19 measures' duration, 
recapitulates the bell motive but is sung antiphonally. The 
"pleni sunt coeli" is structured as a ten-note tone row around 
the pitches of a descending whole tone scale. A single "Hosanna 
in excelsis" closes the movement. Although written in quadruple 
meter, the music moves more naturally in two. The cymbal, played 
with the soft stick, accompanies. 

Benedictus 

A different bell-like pattern characterizes the fifteen
measure Benedictus. The rhythm resembles that of the Kyrie with 
altos on the downbeat initiating an ostinato of a minor third. 
Sopranos follow closely in syncopation at a higher pitch. The 
"Hosanna" of this movement is related to the Sanctus "Hosanna." 
The cymbal enters only at "Hosanna." 

Agnus Dei 

The rhythmic pattern instigated in the Benedictus prevails 
until a broadening in the final phrase. Begun pianississimo, 
each succeeding statement of the text increases dynamically. The 
pitch of the soprano line also rises with each text reiteration. 
As they did in the Kyrie, altos maintain an a1-a ostinato. The 
climax is reached in the concluding "dona nobis pacem" sung 
fortississimo without diminishing. Cymbals and bass drum pro
vide a persistent accompaniment. 



THOMSON, VIRGIL (1896-

Seven Choruses from the Medea of Euripides - 1942 

SSAA Soloists: (2 mm. only) S,A,A 

Soprano I: b-c3 (b2) Soprano II: b_g2 

Alto II: d-ct 2 Soloists: Soprano II: 
Alto II: bLcl 

DIFFICULT 

Alto I: g-e2 
gl Alto I: dl-e~l 

Perc (ad lib) - Easy: (Piano reduction - Easy-Medium) 

G. Schirmer 11682 
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These seven short choruses employ texts taken from the commentar
ies of the chorus of Greek women as they observe the tragedy 
unfolding before them. As the drama heightens the musical inten
sity also grows. The first four choruses begin with flowing 
melodic lines--of these four all but the second begin softly. The 
last three choruses begin forte with angular melodic lines. 
Strong contrasts in dynamics and timbres are prevalent throughout 
the entire work. The dark sonorities resulting from alto voices 
in the extreme lower range, usually on an "Ah" vowel or modifica
tion thereof, contrast with the bright sonorities of the sopranos. 
Spacing of voices frequently changes from of en to closed. With a 
few exceptions, entrances are prepared. Regular rhythmic patterns 
predominate but dotted rhythms and occasional syncopations are 
also used effectively to reflect texts or emotions. The choruses 
are set both polyphonically and homophonically. It is the inter
play between the settings and the harmonic treatment given them 
that provide the greatest interest and variety. The traditionally 
tonal functions of the triadic harmonies are frequently infused 
with color through modal borrowings. Dominant and third relation
ships ale typical between the movements except for the augmented 
fourth (b-flat to e) between the closing chord of the fourth 
movement and the beginning of the fifth. At this spot the women 
are no longer anticipating events but are reacting to actuality. 
Diatonic movement and chord outlines predominate in the melodic 
writing. The addition of the percussion instruments is optional. 
Their inclusion can make an important contribution to the dramatic 
effect and to the rhythmic precision. An in-depth analysis of 
this work may be found in Van Alen, pp. 79-95. 

o Gentle Heart 

The antique cymbals, or a small bell, in E open the movement, 
setting the pitch for the Soprano II entrance in the first mea
sure. Beginning softly in imitation in the Phrygian mode, the 
chorus builds quickly to a semi-climacti~peak, employing 
Sopranos I and II only. At this point, first sopranos are divisi 
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on a 2 and c 3 , an octave leap from the preceding c 2• This momen
tary intensity subsides only to begin building in a new key area 
and a fluctuating two-voice texture. The Phrygian mode employed 
in the opening section returns as voices are added in descending 
order to achieve the final climax combining full texture and 
fortissimo dynamics. An unusual concluding chord, a second in
version of a half-diminished chord, leads directly to the Alto I 
entrance of the second chorus. 

Love, Like a Leaf 

The closing forte of the previous chorus is maintained as the 
voices enter in imitation. The imitation leads eventually to a 
fortissimo homophonic climax, followed by a brief and quieter 
homophonic closing section. Secunda1 harmonies result from in
terlocking entrances and diatonic melodic lines. Accompanying 
instruments are the snare drum and chime in E. 

o Happy Were Our Fathers Grazioso 

A few imitative ideas are inserted in the primarily homophonic 
setting. As the text turns from happy memories to the realiza
tion of the tragedy at hand, the dynamics increase in volume-
Soprano I fortissimo on b2--and harmonies change from major to 
minor. Soprano II and Alto I have a momentary divisi. Antique 
cymbals in G are the accompanying instruments. 

Weep for the Little Lambs 

This dirge, accompanied by a tom-tom or muffled snare drum, 
employs dark, sustained tones in the low register for Alto II and 
an exchange of timbres and ranges between the voices intoning the 
text. Brief alternating polyphonic and homophonic sections occur 
twice. The harmonic rhythm tightens dramatically in the homo
phonic sections which also serve as a culmination point textur
ally and dynamically. 

Go Down, 0 Sun 

In a continuing, forceful root, third, root, fifth motion, the 
sopranos reiterate the notes of the E minor triad like an incan
tation as the altos sustain low, dark sonorities. The tessitura 
remains low or middle range for all voices. The bass drum accom
panies this lament for Creon's daughter, giving emphasis to 
downbeat accents in the vocal parts. 



176 

THOMSON 

Behold, 0 Earth Marcato e sostenuto sempre 

In the imitative opening phrase, off-paired voices weave in 
and out of dissonance through octave leaps resulting in unisons, 
seconds, sevenths, and octaves sung fortissimo. From this point 
the melodic contour eases, the texture becomes less complex, but 
the dynamic level continues. A two-measure solo passage for 
Soprano II, Alto I, and Alto II gives textural variation and 
serves as a transition to the new key of A-flat major from the 
original E minor. The final words, "that die," receive tonal 
painting from desce~ding pyramidal entrances that move to a 
plagal cadence in A minor. No percussion instrument is desig
nated as accompaniment. 

Immortal Zeus Controls the Fate of Man 

Beginning with octave leaps in the soprano voices above sus
tained tones in the alto lines, the final movement soon takes on 
a homophonic and homorhythmic character which is maintained to 
the end. The climactic phrase reaches triple forte with voices 
in wide spacing. From this apex, the dynamic level subsides to 
pianissimo on the closing G major chord. Occasional divisi 
occurs in first and second soprano and alto parts. The cymbals 
accompany this movement. 



TILLIS, FREDERICK (1930-

Seasons - 1972-73 

Floyd Barbour 

SSA Solo speaker MEDIUM 

Soprano I: b-gW2(div. a 2) Soprano II: b(div. bP)-f~2 
Alto: g-e~2 + highest and lowest pitch possible in each 
individual voice 

VIc - Difficult; Perc - Medium 

Available from composer 
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10' 

This work, commissioned by Regis College Glee Club, encompasses a 
variety of styles and avant-garde techniques. Styles include 
singing, choral speaking, and chanting. Avant-garde techniques 
include glissandos, whispering, prolongation of consonants, clus
ters, improvisation on text, extremes of speech and singing regis
ters, and finger snapping. The text relates the poet's thoughts 
of love to aspects of each season. Movements alternate in tempo 
creating a slow-fast-slow-fast form for the group. Both fast 
movements are longer than the slow movements; the two slow move
ments are comparable in length, as are the two fast movements. 
Both mensural and non-mensural music are employed. Percussion 
instruments may be played by choir members. In the second move
ment, amplification is required. Both tonality and atonality 
are utilized in the work. Prominent in the harmonic scheme are 
secundal, quartal, quintal, compound, and supertertian chords. 
Frequent varying of choral texture and accompaniment medium 
creates and maintains interest. Because of uncomplicated rhythmic 
and melodic material and the accessibility of the avant-garde 
practices, this work would be an excellent introduction to avant
garde music for both young and adult choirs. The songs may also 
be performed separately. The manuscript score is easily read but 
is not comparable in price ~~ published music scores. The com
poser may be contacted for terms regarding photocopies. 

Spring Calmly 

In the a cappella opening movement staggered entrances lead to 
prolonged clusters which form the character of the entire 
movement. Divisi in the three parts occur in the opening and 
closing phrases. Rhythmic freedom results from a combination of 
freely sung measures and from the use of real-time. The text 
compares longing for the absent loved one to Winter awaiting 
Spring. Low-keyed in temperament, the music reflects key text 
words such as "quiet," "silent," and "serene." 
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Summer 

As if depleted by the unbearable, scorching heat, this move
ment is spoken, with singing occasionally interjected for special 
effect. The choice of accompanying instruments--sansa (African 
"thumb piano") or rattle (maracas may be substituted), tambour
ine, claves, guiro, bells, and triangle (played by a soprano)-
underscores the inference of dry sun~er heat. The composer has 
included notes to assist in performance. Unison choral speaking, 
speech clusters, solo speaker with choral response, word repeti
tions and improvisations add to the mood. The text draws a 
parallel between the constancy of love and the constant heat. 

Autumn 

In the slower third movement, pedal tones recur in different 
voices, entrances may be staggered or appear in descending pyra
mids, meters change frequently, and each vocal part subdivides 
into three parts for special effects. The A sections employ 
imitation; the B section employs homophony and imitation. The 
repeated pedal tones reinforce the mood of vacuity. The text 
expresses the fear of losing the loved one as the tree loses its 
leaves. Cluster bells, wood block, small gong, and triangle 
provide spasmodic accompaniment. 

Winter Lively 

Voices and cello alternate phrases in the first section in 
which the choir sings in the style of a chant, employing unison, 
octaves, and heterophony. Homophony, canon, and other imitative 
material alternate with chanting in the ensuing sections result
ing in frequent textural changes. Seconds, fourths, fifths, and 
sevenths play an important role throughout the movement both 
melodically and harmonically. Avant-garde techniques utilized 
include vocal and instrumental glissandos, prolonging sibilants, 
speaking, and a canon descending from the singer's highest pitch 
to the lowest pitch. Preceding the canon an eight-part cluster 
is introduced by means of desc~nding pyramidal entrances with 
sopranos divided into four parts answered by altos, similarly 
divided, singing ascending pyramidal entrances. Once stated, the 
cluster is presented in a variety of ways. The brief coda fol
lowing the canon returns the chant style and ends with voices 
fading away. The cello is the only accompanying instrument. 



TRIMBLE, LESTER (1923-

A Cradle Song - 1967 

William Blake (from Songs of Innocence) 

SSAA 

Soprano I: d l -ft2 
Alto II: fi-C2 

Organ (or Piano) - Easy 

Peters P6992 

MEDIUM 
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6'10" 

Alto I: a-c2 

The slow-paced tempo of J. = 40, and a preponderance of J. andd J 
in the rhythmic figures of the alternating 6/4 and 9/4 meters lend 
a lulling quality to the opening section. A repetitive melodic 
line, which rises in pitch level in later stanzas, also contrib
utes to the mood. Melodic lines flow leisurely in a combination 
of conjunct and disjunct motion. A wide variety of sonorities is 
employed: bichords, chords with added notes, diminished chords, 
compound chords, and an occasional triad. Cross relations occur 
at times. Rhythms are regular except for duplets which are often 
inserted. In the opening section, several accelerando areas and 
minor climaxes eventually lead to a faster tempo for the middle 
section. The outer portions of the tri-partite middle section 
feature a two-note ostinato shifted between the alto voices and 
overlaid with long soprano lines. The inner portion features a 
duet canon which culminates in the first climactic peak. The 
ostinato returns, and a final climax comes in the seventh stanza 
with a crescendo to fortissimo which is maintained throughout the 
eighth stanza. An abbreviated return of the first stanza closes 
the work. 
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WEIGEL, EUGENE (1910-

Four Songs for Women's Voices - 1950 

W. B. Yeats 

SSA DIFFICULT 10' 

Soprano I: a-a1:12 Soprano II: a-f2 Alto: e-d~2 

A cappella 

Valley Music Press 

The moods of these four songs are well contrasted; the effect is 
slow, fast, slow, fast. Regular rhythms prevail. Irregular 
meters--5/4 and 7/8--are employed for the first and last songs. 
Tonal but non-functional harmonies are found throughout all the 
songs. Wide spacing between voices occurs frequently. Melodies 
are a combination of disjunct and diatonic. Short ostinato 
motives are an important feature of songs I and III. Text repeti
tion is common, occasionally resulting in weak accents falling on 
strong pulses as phrase fragments are rapidly repeated. The 
score, without rehearsal piano reduction, is reproduced from manu
script. The text is handprinted but easily read. All punctua
tion, save final periods and the question-mark of IV, has been 
eliminated by the composer. This leaves the matter of phrasing 
entirely up to the conductor in cases where rests do not indicate 
phrase endings. 

I To an Isle in the Water Tempo rubato 
(but measured) 

Two ideas are used interchangeably in this song. The first 
consists of a phrase sung homophonically. The second includes a 
melodic line opposed by imitative ostinato motives in the two 
remaining voices. 

II A Drinking Song Spirited 

Several ideas are characterized in this song. "Wine" is 
suggested by a feeling of nervous activity generated by short 
note values, staccato, short melodic fragments, syncopation, 
repetition, and rests separating the dispersed vocal entrances. 
"Love" is characterized by longer note values and flowing melodic 
lines even though syncopation is included. Staccato and syncopa
tion depict "Truth." "Aging and Dying" employs longer note 
values, interrupted legato melodic lines, a descending octave on 
"die," and diminishing dynamics. All these ideas are presented 
in imitation. The interval of the fourth plays an important role 
melodically in this song. 
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III A Cradle Song 

A rocking motion is established in the Alto and Soprano II 
parts by short ostinato motives on "Lullaby" and "la-Iu," involv
ing each voice with a different rhythmic figure. Above this the 
firs't sopranos sing a graceful melody. A contrasting section of 
delicate laughter on sixteenth-note motives ensues. (In measure 
16, beat three should probably be an eighth note rather than a 
quarter note.) The ostinato returns for an ending section, but 
in the soprano voices. 

IV To a Squirrel at Kyle-na-no Gay 

This lively finale begins forte in 7/8 meter which eventually 
shifts through a 6/8 measure to 3/4 for the closing section. 
(The 6/8 measure comes immediately after the page turn but is not 

marked in the preceding measure. A reminder should be inserted.) 
The 7/8 rhythms are pr imar ily .I .I .I J> or.l.J 1> ~J>, wi th a few 
variations. The first section is homophonic and homorhythmic. 
After the first 3/4 measure the tempo slows. A slower closing 
section is sung in canon until the final two homophonic measures. 



WILDER, ALEC (1907-1980) 

Children's Plea for Peace - 1969 

Children of Avon 

SSM Soloists: S,A, Narrator EASY-MEDIUM 

Soprano I: c 1-a2 Sorano II: c1_a2 Alto I: a-c~2 
Alto II: f-c$2 Soloists: Soprano: a1-e2 Alto: b~-d2 

Chamber arch (Piano reduction - Medium-Difficult) 

Margun Music W538 
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10-14' 

As reflected in the title, the text is a simple, direct appeal for 
world peace. Presented in narration, solo speeches, and singing 
ranging from unison to five parts, the text retains a child's 
naive manner of expression. Since no designation is made, the 
narrator (who probably should be an adult) could be either male or 
female. A choral "Ah" often provides a backdrop for the narra
tion. The duration shown above is flexible because each nar
rator's pace will be different. Solo voices frequently speak or 
sing short phrases. Except for an initial canon, choral writing 
is primarily triadic and homophonic. The harmonic fabric is 
traditionally tonal, modulating frequently and briefly involving 
various key regions before returning to the C major key estab
lished early in the work. Certain motives associated with 
descriptions of peace recur in different areas and keys. Young 
voices would be effective for performance, but because of an occa
sional high range, performers should be at least of high school 
age. The photocopied manuscript piano/vocal score is not always 
easy to read. 
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WILDER, ALEC (1907-1980) 

Songs of Innocence - Pre 1980 

e. e. cummings (Chansons innocentes) 

SSM Soloist: T MEDIUM 12' 

Soprano I: c~1_a2 Soprano II: cll _gf2 
Alto II: f-cf2 Soloist: c_~l 

Alto I: ftl=_~2 

Fl, Ob, B~Cl, Bass Cl, 4 VIc (available on rental) - Medium 

Margun Music W253 

In this setting of the familiar poems, the composer has captured 
cummings's expression of youthful tenderness, imagination, and 
exuberance. In a manner reminiscent of Wilder'S woodwind quintets 
and octet, the interpretive forces of tenor solo, chorus, wood
winds, and cellos combine to reinforce a mood of cheerful inno
cence. Alternating meters and a generous variety of rhythmic 
figures create a playful and childlike charm. Chromatic passages 
move freely above anchoring pedal points in a tonal framework. 
Modulations away from the central key of F major always remain 
within a third relationship except for a whimsical G minor ending. 
The chromaticism effectively underscores the text. Melodies may 
skip along, then linger on special words such as "mud" or 
"puddle," or suddenly carry a snatch of a childhood tune. Awkward 
intervals rarely occur. Voices often move in thirds. The accom
paniment is independent but supports the harmonies of the chorus 
and solo voice. Instrumental solos are given to the flute and 
oboe. The three poems are set as one continuous movement with 
instrumental interludes serving as connecting links. Each poem 
has a different musical character, but motives from one may be 
found in another. The chorus plays a secondary, but essential, 
role to the tenor solo. This role consists of reiteration of the 
solo texts, musically related, yet independent. The manuscript 
score is of folio size. Although no piano/vocal reduction is 
presently available, a separate vocal score for soloist and chorus 
has been prepared. The publisher is in the process of clearing 
the texts for public performance and should be contacted when 
performance is being considered. 



CHAPTER 4 

SUMMATION, RECOMMENDATIONS, AND CONCLUSION 

The purpose of this study has been to present an annotated list

ing of works written by American composers for women's chorus. The 

following guidelines were imposed upon the works to be included: 

(1) minimum length of six minutes, (2) original compositions or arrange

ments by the composer, (3) 1940-1980 composition/publication dates, and 

(4) American composers. 

The works studied have been annotated and presented in a pre

scribed format which includes the composer's name and date(s), title of 

the work, year of pUblication or composition, text source, voicings, 

level of difficulty, duration, vocal ranges for each voice part, accom

paniment medium and its level of difficulty, and publisher and catalog 

information. Annotations also include the following salient features of 

each work: the nature of the text, the melodic, rhythmic, and harmonic 

treatment, forms employed, meters and tempos, unifying devices, avant

garde techniques, and relation of the accompaniment to the vocal parts. 

No attempt has been made to judge the .merit of a work. 

The 91 works annotated represent 72 American composers and are 

based on both sacred and secular texts. In the secular works, American 

poets predominate, with Emily Dickinson, e. e. cummings, and Walt 

Whitman as the most favored. 

The duration of the shortest of the 91 works is six minutes; one 

hour is required for the longest work. Encompassed in the study are 
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works consisting of as many as 12 movements. In multiple-movement 

works, a brief summary of each movement has been provided in addition to 

the general comments regarding characteristics of the work as a whole. 

The 91 compositions present a cross-section of styles from tradi

tional to avant-garde. With such a wide spectrum, the author hopes to 

pique the curiosity of conductors and encourage them to investigate 

unfamiliar works. Perhaps, in so doing, their interest will stimulate 

publishers to reprint the many works of merit which now are out of 

print. 

Recommendations 

In the course of the research and study, several areas of further 

inquiry suggested themselves. A compilation of the unavailable works 

would present a clearer picture of the vast American contribution to the 

area of large choral works for women's voices. 

Research into works published prior to 1940 could result in a 

valuable reference source. It is possible that investigation may reveal 

parallels between the development of the women's choral movement in 

America and the number of works composed for that medium. 

Many of the works in the present study deserve an in-depth analy

sis which was neither practical nor appropriate in an annotation. In a 

number of instances, the difficulty of forming a concise annotation lay 

in the profusion of ideas and well-crafted material presented by the 

composer. 

The author also suggests to composers that additional extended 

works within the capabilities of high school girls chorus are needed. 
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In an informative article, Bradley (1982) stated that music with instru

mental accompul1iments other than keyboard, music with choreography, and 

music for multiple choirs lend variety to programs and create interest. 

The author concurs and recommends that instrumental accompaniments, for 

strings or winds, for example, be within the ability of high school 

instrumentalists. Works of stature including all of the above sugges

tions are possible. 

Although the author feels strongly inclined toward promoting 

American compositions, composers elsewhere in the world are also con

tributing to women's choral music. Their work needs to be brought to 

the attention of American choral directors. 

An area of research directly related to repertoire is the medium 

for which that repertoire is intended--the performing choral groups. 

Much needed is a study of the role of women's choral ensembles in 

colleges and universities. Singing in a women's choir is a unique 

experience and, with interesting and challenging repertoire, is a re

warding experience. Women should be presented with the opportunity to 

hear or participate in a choir utilizing their distinctive sonority. 

Conclusions 

The present work can serve only as a beginning in updating the 

list of works by contemporary American composers. Further investigation 

is needed. Perhaps this endeavor will apprise conductors of the breadth 

of the repertoire. 

In focusing on the works of American composers, the assumption 

has been made that performance of the works in this country would be 
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encouraged. With the liberal interchange of performing groups between 

countries and continents, increased performance of American choral works 

by foreign choirs should be emphasized. This study can be the basis for 

greater international awareness of American compositions for women's 

chorus. 



APPENDIX A 

CHARACTERISTICS OF THE AVERAGE CHOIR AND 

GRADED LEVELS OF DIFFICULTY 

Characteristics of the Average Choir and criteria employed in 
determining the level of difficulty for compositions annotated in 
Chapter 3 were established by Burnsworth in Choral Music (1968) in 
Chapter IV, Section III, "Explanation of Assigned Grades of 
Difficulty."l They are quoted here by permission of the author and the 
publisher, Scarecrow Press, Inc., and are not for any other use without 
permission. The statement on page 192 regarding Renaissance works will 
not apply to the present study. 

The Average Choir 

The following characteristics have been used to define what may 
be assumed to be an average choir: 

1. A few sight readers who quickly grasp new music, comprising at 
least ten percent of the membership. They are essential to help 
the group hear the music in its early rehearsal stages and they 
serve to lead the others to a more rapid grasp and understanding 
of the notes. 

2. A high percentage of members who learn notes quickly even though 
they remain somewhat dependent on the sight readers. They must 
be alert and rapid learners, so that the choir can sing confi
dently at an early stage of rehearsals. 

3. Some familiarity and previous experience in singing literature of 
a nature similar to that included in this study. Members are 
thus able to anticipate normal patterns of sequence, phrase 
construction and harmony and to transfer their knowledge to new 
works, permitting them to learn works with greater expedition and 
confidence. 

IBurnsworth, Charles C. Choral Music for Women's Voices: An 
~~~~~~~~--~~~~~~~~~ 

Annotated Bibliography of Recommended Works. Copyright 1968 by 
Scarecrow Press, Inc., Metuchen, N. J. Used by permission. All rights 
reserved. 
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4. Capabilities for hearing and listening to intervals, rhythmic 
patterns, harmony parts and accompaniment. Members who listen to 
their own chorus section, to their accompaniment, to interval 
leaps and to the other vocal parts relate their role to the music 
and significantly decrease the number of learning and refining 
attempts necessary. 

5. Sufficient capability to handle reasonable ranges with ease. 
Sopranos and altos should have sufficient strength within their 
sections so that there is confident assurance that extreme 
fringes of their respective ranges will maintain both strength 
and quality. 

6. Chorus sections which are strong and independent enough to cope 
with their own musical assignment while help is being given to 
other parts. 

7. Sufficient confidence in the director, the various chorus sec
tions and individual singers. Such confidence is important in 
minimizing hesitancy of entrances and in developing dynamic 
levels, blending efforts and chord tone members. 

8. An accompanist who is technically capable and has a strong 
rhythmic sense. The accompanist should not attempt to be a solo 
performer, but must be a constant aid to the director and the 
singers in giving pitches, phrasing musically and presenting 
unfaltering rhythmic unity. 

9. Patience, enthusiasm for the literature and a high esprit de 
cl')rps. 

Graded Levels of Difficulty 

The graded levels of difficulty of the music included in this 
study were interpreted as follows: 

1. The range is undemanding, and highly contained in that it rarely 
exceeds a tenth. 

2. The melodic movement of all voice parts is predominantly dia
tonic, with few leaps outside the chords, little if any 
chromaticism, and conventional melodic resolutions. 

3. The harmony is confined largely to strong chords of a given key, 
such as tonic, dominant, subdominant and an occasional secondary 
dominent chord. If and when modulations occur, they are smooth 
and generally prepared by the accompaniment. Few if any chords 
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contain any chromatic alteration, unless due to strong melodic 
type influences such as in contemporary music. Any counterpoint 
present is of the simple "counter-melody" type and is generally 
limited to two-part counterpoint. 

4. Rhythm is fairly uncomp1ex and largely within the normal time 
meter accents. Few if any meter changes occur, unless a complete 
shift from duple to triple meter takes place. No compound meter 
signatures such as 5/4 and 7/8 are used. No syncopated rhythmic 
patterns or hemio1a effects are used which would present rhythmic 
complexity. Dotted rhythms or similar patterns when utilized are 
not isolated changes in the established rhythmic flow, but used 
as basic patterns throughout much of the work. 

5. The musical setting of the text is rather simple and metrically 
set to fit the basic pulse and the normal uncomplex subdivisions 
of the established meter. The text is understandable and within 
the "experience range" of the performers. 

6. The normal diatonic pattern of regular tones and semi-tones of 
the established key is such that it presents no problem of 
recall. 

7. Tempos are not too fast, permitting ease of note-reading and 
fitting of the text. 

8. Little physical demand is made with regard to dynamic contrasts 
of phrase endurance. 

9. The nature of the accompaniment tends to support the harmonies 
and rhythms of the vocal lines. When independent, the accompani
ment still remains simple and complementary to the vocal lines. 

Medium 

1. The ranges employed often approach the normal limits which are 
considered safe for amateur singers. Usually, however, such 
notes are thoughtfully prepared by being well placed within the 
phrases and, in the case of high notes, well supported either by 
octave doublings or full chordal harmony by the lower voices. 
Passages which include notes in the higher and lower ranges do 
not dwell on these notes for any undue length of time. 

2. Melodic movement of the vocal lines, including inner voices, 
remains predominantly diatonic, although leaps exceeding a third 
are common. Some chromaticism is normal, particularly within 
inner parts, as a result of more advanced harmonic progressions. 
There is more independence of parts, as a result of greater free
dom from rigid homophonic writing. 
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3. Harmonic structure is more varied and non-diatonic progressions 
become common. Modulations are still relatively easy to manage, 
although enharmonic interchanges of notes are more apt to appear. 
Many of the harmon5.9s employed still may be consonant, although 
some tendencies to linear writing result in more independence of 
resultant chord members. Not infrequently, dissonances occur, 
although they are usually resolved. Altered chords become more 
common. 

4. P~ythmic freedom is increased and independence of part writing 
often results in varied and independent rhythmic treatment of the 
several vocal lines. Meter signatures are not so rigidly adhered 
to with regard to metrical accents, and such effects as simple 
hemiolas become normal. Meter changes may become more frequent, 
although they are normally the more common duple and triple 
types. Dotted rhythms, varied patterns and greater tendencies 
toward imitative writing often results in an unrigid approach to 
rhythmic matters, and the accompaniment often adds further inde
pendence to the rhythmic treatment. 

5. There is more independence of vocal writing, especially in the 
use of imitative and contrapuntal techniques, which often results 
in textual complexities of a modest nature. Frequently, composi
tions of this grade level will have some poly textual sections. 

6. Key signatures are usually not a limitation. Occasionally, some 
passages may temporarily modulate to other keys or new key signa
tures will be introduced as needed. Most of the part writing 
still remains related to the key signature of the moment, 
however. 

7. Tempo limitations are not a consideration and occasional changes 
of tempo are rather common. It may be assumed that compositions 
with a more complex or independent treatment of text, and those 
compositions which involve more complex intervalic skips and 
relationships, are consciously tempered by the composer with a 
logical tempo which is in reason with any other complexities 
which may be present. 

8. Dynamic contrasts or demands upon the singers may be more 
extended and general length of the work may be increased. Also, 
nlore refined vocal control may often be implied by works which 
contain more subtleties of nuance, phrase and shading. 

9. Accompaniments very often may be considerably independent of 
vocal lines and they may involve more precise and complex 
rhythmic alterations. It should be noted also that much more 
music of this grade level will be unaccompanied, thus increasing 
the responsibilities of the singers toward greater accuracy of 
rhythm, harmony and intonation. 
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Difficult 

1. Range, with the possible exception of low alto notes, probably is 
of little concern to the composer. At least he does not consider 
it a limiting factor. 

2. Melodic or linear movement of the individual vocal lines is 
generally freely treated. Chromaticism is often present. Diffi
cult interval skips such as those of the diminished, augmented, 
sevenths, and minor sixths are quite common, particularly as a 
result of the modern contrapuntal style and advanced harmonic 
progressions which are often employed. Normal melodic resolu
tions may often be entirely ignored, resulting in angular lines. 
Frequent parallel movement of fourths and fifths often results in 
non-diatonic lines, particularly within inner voices. Many of 
the Renaissance works are highly complex in their emphasis on 
counterpoint and imitation. 

3. There is a tendency toward great harmonic freedom. Such devices 
as parallel movement, altered chords, deliberate dissonances and 
an increased amount of polyphony or counterpoint all contribute 
problems of hearing, intonation, independence of chorus sections 
and general vocal security. Polychordal or poly tonal writing 
may create two simultaneous tonal centers, a problem which often 
is caused or complicated further by harmonically independent or 
advanced accompaniments. 

4. Rhythmic variations often become highly complex, stressing nega
tion of the bar lines which amateur singers depend upon so 
heavily. Hemiola effects as well as rapid and frequent changes 
of meter signature, including the more compound types, may occur. 
Complex and syncopated rhythmic motives and patterns are used 
more frequently and are often compounded by contrasting rhythms 
in some accompaniments or by varying and contrasting rhythms 
within the vocal parts. 

5. Texts are often more complex in their basic literary meanings and 
poly textual effects appear as a natural result of imitation, 
counterpoint, and rhythmic variations. An increased number of 
texts set in Latin, German, French and Italian may be expected. 
Frequent meter changes, hemiolas and faster tempos may also 
increase textual problems. 

6. The use of multiple tonalities, frequent modulations, semi
non tonal effects and increased chromaticism may contribute to 
added complexities with regard to key relationships. 

7. Generally, tempo limitations are not in evidence and frequent 
changes of tempo are common. 
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8. There are often great physical demands placed upon singers and 
accompanist with regard to range, endurance and dynamic shadings, 
including sudden or frequent contrasts of power versus pianissimo 
passages. 

9. Accompaniment parts range from virtuoso-type demands to extremes 
of simple, sensitive artistic tenderness, sometimes highly inde
pendent, yet often necessarily supportive of the vocal lines. 



APPENDIX B 

LIST OF WORKS BY TITLE 

Aegrotavit Ezechias (Ernst Krenek) 
Alice in Wonderland - Series I (Irving Fine) 
Alice in Wonderland (Marvin David Levy) 
American Poet's Suite (Marshall Bialosky) 

La Belle Dame Sans Merci (Wallingford Riegger) 
A Bestiary (David Maves) 
The Birth of Moses (Normand Lockwood) 

Cantus Firmus (Bert Konowitz and Orlando Di Girolamo) 
Celebration (Louise Talma) 
Chamber Music (Leonard Berkowitz) 
A Child is Born to Us (John Davye) 
Children's Plea for Peace (Alec Wilder) 
A Child's Book of Beasts - Sets I and II (Jean Berger) 
A Christmas Wreath (Paul Liljestrand) 
Company at the Creche (Daniel Pinkham) 
A Cradle Song (Lester Trimble) 

De Profundis (James H. Laster) 
Declaratives (Burrill Phillips) 
Dialogue from the Book of Job (Edmund Haines) 
Dirge for Two Veterans (Harl McDonald) 
Dream Thing on Biblical Episodes (Edwin London) 

An Emily Dickinson Mosaic (Daniel Pinkham) 
Everything That Hath Breath (Ronald Perera) 

First Person Feminine (Seymour Barab) 
Five Poems of Love (Henry Mollicone) 
Five Short Poems (John Bavicchi) 
Fleur de lys (Kathleen St. John) 
Four Blake Songs (Karl Korte) 
Four Proverbs (Edwin London) 
Four Sacred Songs for the Night (Houston Bright) 
Four Songs for Women's Voices (Eugene Weigel) 
Four Songs of Unknown Poets (Thomas J. Flanagan) 
Fragments From the Mass (Emma Lou Diemer) 
From Emily's Diary (Ernst Bacon) 

glad and very (Vincent Persichetti) 
Grapes (Boris Kremenliev) 
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The Harmony of Morning (Elliott Carter) 
Here Comes the Avant-garde (Brock McElheran) 
Homer's Woe (JacJ~ Beeson) 

In Distress I Called Upon the Lord (Isadore Freed) 

Jolly Wat (Colin Hand) 
A Jubilant Song (Norman DelIo Joio) 

Kyrie, Gloria, Toccata, Sanctus, Agnus Dei (Gloria K. Coates) 

The Lord is my Shepherd (Randall Thompson) 

Magnificat (Daniel Pinkham) 
Mass (Virgil Thomson) 
Missa Brevis (Albert Barnes) 
Missa "Pacem in Terris" (John Biggs) 
The Model Housekeeper (Jack Beeson) 
Moments From the Passion (John J. Becker) 
Mysterious Voices of the Afterworld (Jere Trent Hutcheson) 

The Natural Superiority of Men (Arthur Frackenpohl) 
Nature (Ernst Bacon) 
A New Year Carol (Jean Berger) 
None Lives Forever (Paul Creston) 
Now This is the Story (Paul Fetler) 

o Sing Unto the Lord a New Song (John Duke) 
Oracle (Adolphus Hailstork) 
Our Little Kinsmen (Robert Hess) 

Pentagraph (Ulysses Kay) 
The Place of the Blest (Randall Thompson) 
Postscripts (Isadore Freed) 
Precepts of Angelus Silesius (Ernst Bacon) 
Prelude for Women's Voices (William Schuman) 
Psalm XXIV (Warren Benson) 

Questions (William Schuman) 

Reflectjons of Emily (Peter Mennin) 

Seasons (Frederick Tillis) 
Serenade (Adolphus Hailstork) 
SE!Ven Choruses from the Medea of Euripides (Virgil Thomson) 
Six Scenes from the Protevangelion (Hubert Lamb) 
Song for Parting (Boris Kremenliev) 
Songs From A Midsummer Night's Dream (Henry Hallstrom) 
Songs of Autumn and Winter (Robert Baksa) 
Songs of Innocence (Alec Wilder) 
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Songs of Nature (Richard Donovan) 
Spring Cantata (Vincent Persichetti) 

Three Airs for Frank O'Hara's Angel (Lukas Foss) 
Three Choral Songs (Norman Auerbach) 
Three Christmas Carols (Robert Middleton) 
Three Emily Dickinson Songs (Michael Hennagin) 
Three Night Pieces (Ronald Perera) 
Three Seasons (Kent Newbury) 
Three Shakespeare Songs (John Crawford) 
Three Songs from The Kingdom Between (Richard Hensel) 
Trees, Horizon, and Memories (Robert Kreutz) 
Tria Carmina Paschalia (Dominick Argento) 
Trilogy for Women's Voices (Houston Bright) 

The Unknown (Michael Hennagin) 

The Winged Joy (Kirke Mechem) 
Winter Cantata (Vincent Persichetti) 
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APPENDIX C 

TEXT SOURCES 

Abelard, Peter: Argento - Tria Carmina Paschalia (Good Friday ••• ) 
Amerindian Chant: Phillips - Declaratives (Pueblos) 
Anonymous: Bavicchi - Five Short Poems (Mister Finney) 

Beeson - Homer's Woe 
Berger - A New Year Carol 
Bright - Trilogy for Women's Voices (The Sigh That Heaves 

the Grasses) 
Davye - A Child Is Born to Us (A Babe Is Born and Sweet Was 

The Song the Virgin Sang) 
Flanagan - Four Songs of Unknown Poets 
Hand - Jolly Wat 
Kay - Pentagraph (King Arthur and To Be Or Not To Be) 
Liljestrand - A Christmas Wreath (Sweet Was the Song) 
Newbury - Three Seasons (Summer Wind) 

Apocrypha: James the Lesser (excerpts): Lamb - Six Scenes from the 
Protevangelion 

Barbour, Floyd: Tillis - Seasons 
Barnstone, Willis (translator): Perera - Three Night Pieces (Alone) 
Basho: Persichetti - Winter Cantata (Winter's First Drizzle, Gentlest 

Fall of Snow, and The Wind's Whetstone) 
Belloc, Hilaire: Berger - A Child's Book of Beasts Sets I & II 
Benedictbeuern MS: Argento - Tria Carmina Paschalia (Saturday) 
The Bible: See also "King James Version of The Bible" 

Isaiah 38:1-6 (Latin): Krenek - Aegrotavit Ezechias 
Luke 1:46-55 (Latin): Pinkham - Magnificat 
Excerpts from the Psalms: 

Freed - In Distress I Called Upon the Lord 
Perera - Everything that hath breath 
Talma - Celebration 

Psalm 129 (Vulgate): Laster - De Profundis 
Psalm 130 (Latin): Laster - De Profundis 
Excerpts from Proverbs: 

London - Four Proverbs 
Bickerstaffe, Isaac: Kay - Pentagraph (The Miller's Song) 
Black, James Alexander: Freed - ?ostscripts (No Parking) 
Blake, William: Korte - Four Blake Songs 

Trimble - A Cradle Song 
Boggs, Tom: Phillips - Declaratives (Bells) 
Bright, Houston: Bright - Four Sacred Songs for the Night 
Bronte, Emily: Bright - Trilogy for Women's Voices (Fall, Leaves, Fall) 
Browning, Elizabeth Barrett: Hailstork - Serenade 
Buson: Persichetti - Winter Cantata (The Woodcutter) 
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Carroll, Lewis: See: Dodgson, Charles L. 
Carus, Paul (translator): Bacon - Precepts of Angelus Silesius 
Children of Avon: Wilder - Children's Plea for Peace 
Clark, Lewis Gaylord: Kay - Pentagraph (The Flamingo) 
Crane, Stephan: Kreutz - Trees, Horizon, and Memories (Horizon) 
Crapsey, Adelaide: Newbury - Three Seasons (November Night) 
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Crashaw, Richard: Davye - A Child Is Born to Us (Gloomy Night Embraced 
the Place) 
Middleton - Three Christmas Carols (December) 

Cullen, Countee (translator): Thomson - Seven Choruses from the Medea 
of Euripides 

cummings, e. e.: Persichetti - glad and very 
Spring Cantata 

Phillips - Declaratives (Love) 
Wilder - Songs of Innocence 

de la Mare, Walter: Auerbach - Three Choral Songs 
de Thaun, Phillipe: Thompson - The Place of the Blest 
Desiderata: Talma - Celebration 
Dickinson, Emily: Bacon - From Emily's Diary 

Bacon - Nature 
Hennagin - Three Emily Dickinson Songs 
Hess - Our Little Kinsmen 
Mennin - Reflections of Emily 
Mollicone - Five Poems of Love 
Pinkham - An Emily Dickinson Mosaic 

Dodgson, Charles L. (Lewis Carroll): Fine - Alice in Wonderland 
Levy - Alice in Wonderland 

D0onis, Richard: Kreutz - Trees, Horizon, and Memories (Trees and 
Memories) 

Dryden, John: Talma - Celebration 

Erck, Myrtle Soles: Middleton - Three Christmas Carols (O! O! OJ) 
Euripides: Thomson - Seven Choruses from the Medea of Euripides 

Farber, Norma: Pinkham - Company at the Creche 
Farbstein, W. E.: Freed - Postscripts (Hist!) 
Figenshu: Freed - Postscripts (The Movies) 
Frost i Robert: Berkowitz - Chamber Music 

Garrison, Theodosia: Mechem - The Winged Joy (The Cynic) 
Giles, Avery: Freed - Postscripts (Voice of Experience) 
Goday: Becker - Moments From the Passion 
Goldsmith, Goldwin: Kay - Pentagraph (The Monkey's Glue) 
Griffin, Mary: Middleton - Three Christmas Carols (X and M) 

Herrick, Robert: Middleton - Three Christmas Carols (December) 
Thompson - The Place of the Blest (The Carol of the 
Rose and The Place of the Blest) 

HS-S: Persichetti-:IWinter Cantata (Winter Seclusion and The Branch Is 
Black) 



Hunt, Leigh: Bavicchi - Five Short Poems (Jenny kiss'd me) 

Izemb8: Persichetti - Winter Cantata (So 
James the Lesser (excerpts) - Apocrypha: 

Protevangelium 

Deep) 
Lamb - Six Scenes from the 

Kalidasa (attributed) - Salutation of the Dawn: Talma - Celebration 
Keats, John: Riegger - La Belle Dame Sans Merci 
Kikaku: Persichetti - Winter Cantata (A Copper Pheasant) 
King James Version of The Bible~ 

Benson - Psalm XXIV 
Duke - 0 sing unto the Lord a new song 
Haines - Dialogue from the Book of Job 
Lockwood - The Birth of Moses 
London - Dream Thing on Biblical Episodes 
Thompson - The Lord is My Shepherd 

Kremenliev, Elva: Kremenliev - Song for Parting 

Lang, V. R.: Foss - Three Airs for Frank O'Hara's Angel 
Legge, James (translator): Baksa - Songs of Autumn and Winter 
Ling Chung (translator): Perera - Three Night Pieces (I Am The North 

Pole 
Lunn, Jean (English versio~ Pinkham - Magnificat 

Maves, Kay K.: Maves - A Bestiary 
McElheran, Brock: McElheran - Here Comes the Avant-garde 
McLaren (translator): Becker - Moments From the Passion 
McNeil, Kin: Freed - Postscripts (A Theory in Ratios) 
Metta Sutta: Talma - Celebration 
Middleton, Robert: Middleton - Three Christmas Carols (O! O! O! and 

X and M) 
Milton, John: Davye - A Child Is Born to Us (This is the Month, and 

this the Happy Morn) 
Monroe, Harriet: Mechem - The Winged Joy (A Farewell) 

Nabbes, John: Bavicchi - Five Short Poems (What a dainty life) 
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Nemerov, Howard: Bialosky - American Poet's Suite (Fall Song, Madrigal, 
and A Primer of Daily Rounds) 

Norton, Grace Fallow: Mechem - The Winged Joy (Love Is a Terrible Thing 
and You say there is no love) 

O'Hara, Frank: Foss - Three Airs for Frank O'Hara's Angel 
Ordinary of the Mass: 

Barnes - Missa Brevis 
Biggs - Missa "Pacem in Terris" 
Coates - Kyrie, Gloria, Toccata, Sanctus, Agnus Dei 

Diemer - Fragments From the Mass 
Thomson - Mass 

Park, Frances Fenton: Donovan - Songs of Nature 



Parker, Dorothy: Fetler - Now This is the Story 
Pascal, Milton: Freed - postscripts (Paging Emily Post) 
Patchen, Kenneth: Hensel - Three Songs from The Kingdom Between 
Pearson, Jean: Frackenpohl - The Natural Superiority of Men 
Phonetic Sounds: Hutcheson - Mysterious Voices of the Afterworld 
Pushkin, Alexander: Kremenliev - Grapes 

RankS: Persichetti - Winter Cantata (Of Crimson Ice) 
Reese, Lizette Woodworth: Mechem - The Winged Joy (Love came back at 

fall o'dew) 
Rexroth, Kenneth (translator): Perera - Three Night Pieces (I Am the 

North Pole) 
Robinson, A. Mary F.: 
Rossetti, Christina: 

Ry6kan: Persichetti 

Mechem - The Winged Joy (Red May) 
Liljestrand - A Christmas Wreath (In The Bleak 
Midwinter and The Shepherds Had An Angel) 

- Winter Cantata (Fallen Leaves) 

Sackville, Margaret: Mechem - The Winged Joy (The Message) 
Sappho (attributed): Perera - Three Night Pieces (Alone) 
Scat syllables: Konowitz and de Girolama - Cantus Firmus 
Scheffer, Johann: Bacon - Precepts of Angelus Silesius 
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Scottus, Sedulius: Argento - Tria Carmina Paschalia (Easter Sunday) 
Shakespeare, William: Bavicchi - Five Short Poems (When icicles hang by 

the wall) 
Crawford - Three Shakespeare Songs 
Hallstrom - Songs From A Midsummer Night's Dream 

Shelley, Percy Bysshe: Bright - Trilogy for Women's Voices (Rough Wind 
that Moanest Loud) 

Smith, Elizabeth W.: Beeson - The Model Housekeeper 
Southwell, Robert: Davye - A Child Is Born to Us (Behold a Simple 

Tender Babe) 
Stewart, Harold (translator) - Persichetti - Winter Cantata 
Strand, Mark: Bialosky - American Poet's Suite (Another Place) 
Swain, Charles: Bavicchi - Five Short Poems (Let tomorrow take care of 

tomorrow) 
Swenson, May: Bialosky - American Poet's Suite (Speed) 

Taggard, Genevieve: Schuman - Questions 
Tagore, Rabindranath: Creston - None Lives Forever 
Teasdale, Sara: Barab - First Person Feminine 
Tu Fu: Hailstork - Oracle 
Tzu Yeh: Perera - Three Night Pieces (I Am The North Pole) 

van Doren, Mark: Carter - The Harmony of Morning 

Whitman, Walt: DelIo Joio - A Jubilant Song 
Hailstork - Serenade 
Hennagin - The Unknown 
McDonald - Dirge for Two Veterans 

Wilbur, Richard: Thompson - The Place of the Blest (The Pelican) 
Wolfe, Thomas: Schuman - Prelude for Women's Voices 



Woods, John: Newbury - Three Seasons (Spring Fantasy) 
Wright, Maurice (English adaptation): Krenek - Aegrotavit Ezechias 

Yaha: Persichetti - Winter Cantata (One Urr~rella) 

Yeats, W. B.: Weigel - Four Songs for Women's Voices 

Zinnes, Harriet: St. John - Fleur de lys 
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APPENDIX D 

GLOSSARY 

Sources for the following definitions are enclosed in parentheses. 
Ellipses are eliminated from the direct quotations in the interest of 
smoother reading and clearer comprehension. 

added-note chord: a chord which includes the interval of a major second 
between at least two of its members. (Dallin) 

aleatory: chance techniques within a controlled framework; from the word 
"alea," French for chance. (Cope) 

angular: a melodic line which moves by large leaps and a frequent change 
of direction. 

antiphonal: answering sets of voices. (Davison) 

antiphonal unison: a continuous unison line, passing back and forth from 
one voice or section to the other, but not overlapping. 

atonality: a term loosely applied to music in which a definite key 
feeling has been weakened or lost, and to music in which no key 
gravitation ever existed. (Persichetti) 

autogenesis: the process by which unity derives from the transformation 
of a motive throughout a movement or a complete work. Constant 
variation at the expense of literal repetition. (Evett) 

avant-garde: techniques or expressive aims radically different from 
those hallowed by tradition. (Griffiths) 

avant-garde practices and techniques: these include speaking; whisper
ing; half-speech/half-whisper; sung/spoken; hissing; screaming; 
whistling; Sprechstimme; exaggerated vibrato; approximate pitches; 
audible inhalation and exhalation; wavering pitch; opening and 
closing the mouth while sustaining a tone; sliding to adjacent 
tones; microtones; glissandos; prolonged or exaggerated consonants; 
repetition of consonants; nonsense syllables; reiterated word frag
ments; siren effects; tone clusters; improvisation on given melody, 
pitches, rhythm, or text; tongue clicks and trills; finger snap
ping; patchen; foot stomping, shuffling, or rumbling. 

bichord: a harmonic vertical structure that simultaneously sounds the 
roots of two chords. (Ulehla) 
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bitonal: the process of writing simutaneously in two different keys. 
(Blom) 
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bourdon: a consistent figure using sustained fifths in the bass, often 
a drone. 

bright: parts lying mostly in the upper register. (Pisciotta) 

cadence: a resting point in a composition caused by harmonic; textural, 
rhythmic, or melodic treatment. 

canon: extended imitation that is either exact or varied by a consistent 
feature throughout. (Hall) 

cantus firmus: a pre-fixed melody which is the basis of polyphonic 
composition. (Konowitz in his composition, Cantus Firmus) 

chain imitation: imitative voices overlap, but only briefly and in 
unison, forming one continuous line. (Hall) 

chorale style: chordal progression with occasional melodic and rhythmic 
independence. (Pisciotta) 

close harmony: see "compact." 

cluster: a chord in which most of the voices are a second apart. 
(Persichetti) 

coloristic (or descriptive): used for expressive or dramatic purposes. 
(Pisciotta) 

compact: many parts close together in one register. (Pisciotta) 

complex rhythm: rhythmic figures containing a variety of unequal 
divisions of an established beat. 

compound chord: a simultaneous combination of mixed intervals, not 
arranged in polychordal unity nor of miscellaneous intervals formed 
by inverting tertian, quartal, or secunda I structures. 
(Persichetti) 

conjunct: stepwise motion in a melodic line. 

continuous unison: horizontal dovetailing of voices by staggered 
entrances. (Pisciotta) 

contrapuntal: simultaneous sounding of independent melodic ideas. 
(Pisciotta) 

contour: the pattern of rise and fall of a line. (Hall) 



cross rhythm: contrasting rhythmic division between at least two 
voices--asymmetric against asymmetric or asymmetric against 
symmetric. 
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counterpoint: the relation of lines differentiated by intervallic 
motion, rhythm, time interval of imitation, or any combination of 
these. (Hall) 

dark: parts lying mostly in the lower register. (Pisciotta) 

density: the percentage sounding of the total number of pitches 
potential in the range. (Hall) 

dispersed: scattered entrances of one or more parts considered 
horizontally. (Pisciotta) 

dissonance: a mingling of discordant sounds. (Ulehla) 

a: harsh dissonance: intervals of minor seconds, tritones, major 
sevenths, and minor ninths. 

b: mild dissonance: intervals of major seconds, minor sevenths, and 
major ninths. 

disjunct: melodic movement by skips. 

doubling: concurrent identical intervallic motion or stasis. (Hall) 

enclosed: vertical surrounding (above and below) of one or more parts by 
another part divisi, or by parts in similar color. (Pisciotta) 

fan: a: addition or subtraction of parts in opposing directions. 

b: opening or closing of vocal or instrumental lines, akin to a 
wedge. 

foreign tone: a tone not continued in the prevailing tonality of a work. 

fugue: a polyphonic composition based on imitative treatment of usually 
a single melodic idea and of subsidiary patterns associated with 
that idea. (Pisciotta) 

gapped: vertical compact groups widely separated. (Pisciotta) 

hemiola: shifting accents in one meter to suggest another meter. 

heterophony: a slight melodic or rhythmic modification between the parts 
performing a unison line. 
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hocket: the practice of passing notes of a musical phrase (usually with 
text) from one voice part to another, with each part singing only 
two or three notes of the phrase and dropping out when another part 
begins. 

homophonic: chord structures with equal-duration voices predominant. 
(Pisciotta) 

homorhythm: simultaneous identical patterns of attack, duration, and 
silence. (Hall) 

imitation: the immediate or overlapping restatement of material by a 
different voice. (Hall) 

implied tonic (or tonal center): a tonic that is implied melodically 
even though supporting chords fail to confirm it. (Christ et al.) 

interlocking: voice-crossing. 

irregular rhythm: see "complex rhythm." 

line: a succession of pitches so associated that the succession is 
perceived as an entity. (Hall) 

melisma: several notes sung on one syllable. 

mirror: lines identical in interval size but different in direction. 

mirror imitation: each interval of the first voice is taken in the 
opposite direction by the imitating voice. (Hall) 

modal borrowing: an interchange in modes whereby chords in one mode 
(major, minor, or one of the diatonic church modes) may be 
exchanged for those of a parallel mode. 

motive: a short figure of characteristic design that recurs throughout a 
composition or a section as a unifying element. (Apel) 

nontertian sonorities: sonorities constructed in intervals other than 
thirds. (Callin) 

octave pairing: one or more voices duplicated at the octave. 

off-pairing: in four-to-six-part writing, the harmonic pairing of each 
upper voice with a lower voice, not necessarily of first with 
first, or second with second, etc. 

ostinato: a well-defined melodic segment insistently repeated. 
(Persichetti) 



paired sonorities: two or more parts duplicated at the octave or 
fifteenth. (Pisciotta) 

parallel harmony: all voices in a succession of chords moving in the 
same direction. (Persichetti) 
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parallel sweep: a surge of similar motion in several parts. (Davison) 

pedal point: a tone or tones sustained, repeated, or ornamented while 
other voices move through a succession of chords, some of which may 
be foreign to the pedal. If three or more tones are held, a pedal 
chord evolves. (Persichetti) 

planing: parallel movement of lines or chords using tones only from a 
particular scale. 

polychoral: two or more choruses, essentially antiphonal. (Pisciotta) 

polychord: a combination of two conventional chords. (Dallin) 

polyphonic/polyphony: music that combines several simultaneous voice
parts of individual design. (Apel) 

poly tonal: combination of two or more tonalities. 

punctuated: intermittent interruption of a given texture by a 
contrasting element. (Pisciotta) 

pyramid: consecutive sustained entrances by adjacent voices in ascending 
or descending order. (Pisciotta) 

range: the distance between the highest and lowest tones employed in a 
melodic line in one choral voice or in all choral voices within a 
composition. 

real time: timing of musical material in minutes or second, i.e., in 
clock time, rather than in measures and beats. 

recited: spoken sounds rhythmically controlled; may include all dynamic 
levels from wh1spering to shouting. (Pisciotta) 

regular rhythm: rhythmic figures on the beat or its major subdivisions. 

responsorial: solo voice answered by chorus. (Pisciotta) 

riff: repetitious phrase employed as background for a soloist or small 
group in vocal jazz. 

scat syllables: syllables such as do, ba, da, bo, etc., used for 
improvisation in vocal jazz. 



spacing: the vertical distance between tones in a chord. 

strophic: a term describing multiple-stanza compositions when all 
stanzas employ the same music. 
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strophic variation: in strophes succeeding the first, variation of the 
original musical treatment. 

sung-spoken: combined singing and speaking. (Pisciotta) 

syllabic setting: in a melody, one note to one syllable of text. 

syncopation: the regular shifting of each beat in a measured pattern by 
the same amount ahead of or behind its normal position in that 
pattern. Syncopation is restricted to situations in which the 
strong beats receive no articulation. (New Grove Dictionary) 

tessitura: that part of the staff or vocal range in which the greater 
part of a melody lies. 

texture: the number of concurrently sounding constituents, their 
disposition, and the relations between them. (Hall) 

textural accent: sudden, brief thickening of texture. (Pisciotta) 

textural arch: thickening or thinning of texture by addition or 
subtraction of parts. 

thick: many parts within a narrow or confined compass. 

thin: two parts closely or widely spaced or a few parts widely spaced. 

tonal center: a term referring to the broader and freer concepts of 
tonality in the twentieth century. It is the tone which serves to 
orient the flow of sounds and which is implied through harmonic 
articulation and through the tension and relaxation of chords 
around a tone or chord base. (Miller) 

tonal framework: a kind of "floor and ceiling" within which the melodic 
parts will all sound as related elements of the tonal design. In 
many melodies the tonality frame is bounded by some relationship of 
tonic-dominant, tonic-tonic, tonic-mediant, or some other distribu
tion of these scale degrees. (Christ et al.) 

tutti unison: unison with octave duplication. (Pisciotta) 

unison: two or more voices or instruments sounding the same pitch. 

vamp: a chord or rhythmic/melodic figure repeated until the entrance of 
a soloist or group. 



vocable: a word considered merely as composed of certain sounds or 
letters, without regard to meaning. (composite-American College 
Dictionary) 

voice: a vocal or instrumental part constituting one musical line. 

wedge: oblique or contrary motion in one or more sets of parts. 
(Pisciotta) 
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APPENDIX E 

ADDRESSES OF PUBLISHERS, COMPOSERS AND REPOSITORIES 

Alfred Publishing Co., Inc. 
75 Channel Drive 
Port Washington, NY 11050 

American Music Center 
250 W. 54th St., Room 300 
New York, NY 10019 

Associated Music Publishers 
See: G. Schirmer 

Belwin-Mills Publishing Corp. 
Melville, NY 11747 

Bennington College Series of New Music 
Bennington College 
Bennington, VT 05201 

Boosey & Hawkes, Inc. 
200 Smith Street, CSB6 
Farmingdale, NY 11735 

Alexander Broude, Inc. 
225 West 57th Street 
New York, NY 10019 

Elkan-Vogel, Inc. 
See: Theodore Presser 

Carl Fischer, Inc. 
62 Cooper Square 
New York, NY 10003 

J. Fischer & Bro. 
See: Belwin-Mills 

Mark Foster Music Co. 
Box 4012 
Champaign, IL 61820 

Gamble-Hinged Music Co. 
312 S. Wabash Avenue 
Chicago, IL 60604 
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Dr. Adolphus Hailstork 
521 Berry Pick Lane 
Virginia Beach, VA 23462 

Henmar Press, Inc. 
See: C. F. Peters 

Hinshaw Music, Inc. 
P.O. Box 470 
Chapel Hill, NC 27514 

Dr. Jere Trent Hutcheson 
School of Music 
Michigan State University 
East Lansing, MI 48824 

Jenson Publications, Inc. 
P.O. Box 248 
New Berlin, WI 53151 

Jerona Music Corp. 
81 Trinity Place 
Hackensack, NJ 07601 

Professor Boris Kremenliev 
School of Music 
University of California 
405 Hilgard Avenue 
Los Angeles, CA 90024 

Lawson-Gould 
See: G. Schirmer 

MCA Music 
See: Belwin-Mills 

Margun Music, Inc. 
167 Dudley Road 
Newton Centre, MA 02159 

E. B. Marks Music Corp. 
See: Belwin-Mills 

Mercury Music Corp. 
See: Theodore Presser 
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APPENDIX F 

LIST OF WORKS BY VOICINGS 

The following designations are based on the predominant distribu-

tion of voices within each composition. Minor divisi of parts may occur 

within the SA, SSA,SAA, and SSAA voicings. Compositions including 

extensive division are listed under Other Voicings. 

Barnes 
Beeson 

Berger 
Bialosky 
Biggs 
Hennagin 
Kay 
Liljestrand 
Middleton 
Perera 
Persichetti 
Thomson 

Argento 
Bacon 
Baksa 
Barab 
Becker 
Beeson 

Berkowitz 
Bright 
Coates 
Crawford 
Creston 
Davye 
Donovan 
Duke 
Fetler 

SA 

Missa Brevis 
Homer's Woe (also SSA, SSAA) 
The Model Housekeeper (also SSA, SSAA) 
A Child's Book of Beasts, Sets I & II 
American Poet's Suite 
Missa "Pacem in Terris" 
Three Emily Dickinson Songs 
Pentagraph (two songs) 
A Christmas Wreath (one song) 
Three Christmas Carols 
Everything that hath breath 
glad and very 
Mass 

SSA 

Tria Carmina Paschalia 
From Emily's Diary 
Songs of Autumn and Winter 
First Person Feminine 
Moments From the Passion 
Homer's Woe (also SA, SSAA) 
The Model Housekeeper (also SA, SSAA) 
Chamber Music 
Four Sacred Songs for the Night 
Kyrie, Gloria, Tocc~ta, Sanctus, Agnus Dei 
Three Shakespeare Songs 
None Lives Forever 
A Child Is Born to Us 
Songs of Nature 
o sing unto the Lord a new song 
Now This Is the Story 
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Fine 
Flanagan 
Frackenpohl 
Freed 
Hailstork 
Hallstrom 
Hand 
Hennagin 
Hess 
Kay 
Konowitz and 

di Girolamo 
Korte 
Kremenliev 
Krenek 
Levy 
Liljestrand 
Lockwood 
Mennin 
Newbury 
Persichetti 
Pinkham 
Riegger 
Tillis 
Weigel 

St. John 

Auerbach 
Bacon 
Bavicchi 
Beeson 

Benson 
Berger 
Bright 
Carter 
DelIo Joio 
Diemer 
Haines 
Hensel 
Kreutz 
Lamb 
Laster 
Maves 
McDonald 
Mechem 

Alice in Wonderland 
Four Songs of Unknown Poets 
The Natural Superiority of Men 
In Distress I Called Upon the Lord 
Serenade 
Songs From A Midsummer Night's Dream 
Jolly ~'lat 

The Unknown 
Our Little Kinsmen 
pentagraph (two songs) 

Cantus Firmus 
Four Blake Songs 
Grapes 
Aegrotavit Ezechias 
Alice in Wonderland 
A Christmas Wreath (two songs) 
The Birth of Moses 
Reflections of Emily 
Three Seasons 
Spring Cantata 
Company at the Creche 
La Belle Dame Sans Merci 
Seasons 
Four Songs for Women's Voices 

SM 

Fleur de lys 

SSM 

Three Choral Songs 
Nature 
Five Short Poems 
Homer's Woe (also SA, SSA) 
The Model Housekeeper (also SA, SSA) 
Psalm XXIV 
A New Year Carol 
Trilogy for Women's Voices 
The Harmony of Morning 
A Jubilant Song 
Fragments from the Mass 
Dialogue from the Book of Job 
Three Songs from The Kingdom Between 
Trees, Horizon, and Memories 
Six Scenes from the Protevangelium 
De Profundis 
A Bestiary 
Dirge for Two Veterans 
The Winged Joy 
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Mollicone 
Perera 
Persichetti 
Phillips 
Pir.kham 
Schuman 
Schuman 
Talma 
Thompson 
Thompson 
Thomson 
Trimble 
Wilder 
Wilder 

SA (div.) 
London 

SA - SSSSAA(div.) 
Pinkham 

SSA(div.)A(div.) 
Kremenliev 

SS(A)AA(A) 
Hailstork 

3-6 Voices 
Bacon 

Ten or more singers 
McElheran 

Women's voi·::es divisi 
London 

Sixteen-part chorus 
Hutcheson 

Two female choirs 
Foss 

Five Poems of Love 
Three Night Pieces 
Winter Cantata 
Declaratives 
An Emily Dickinson Mosaic 
Prelude for Women's Voices 
.Questions 
Celebration 
The Lord is My Shepherd 
The Place of the Blest 
Seven Choruses from the Medea of Euripides 
A Cradle Song 
Children's Plea for Peace 
Songs of Innocence 

Other Voicings 

Four Proverbs 

Magnificat 

Song for Parting 

Oracle 

Precepts of Angelus Silesius 

Here Comes the Avant-garde 

Dream Thing on Biblical Episodes 

Mysterious Voices of the Afterworld 

Three Airs for Frank O'Hara's Angel 
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