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ABSTRACT 

Job for Organ is an eight movement organ cycle by the Czechoslovakian 

composer Petr Eben (1929-2007). This work is based upon the story of Job in the Old 

Testament. Eben perceived the dramatic depth of the Book of Job and created a musical 

work that vividly portrays the consequences of a wager between Satan and God on the 

fate of a human being—in this case, Job. The eight movements of this cycle tell the story 

of Job’s struggle, perseverance, and triumph in the midst of human suffering. Job remains 

faithful to God throughout his trials, and in the end God rewards him for his faithfulness. 

 

This document thoroughly explores the methods Petr Eben used to illustrate the 

story of Job, as a musical program, in the organ cycle Job for Organ. My purpose is to 

find connections between the program and Eben’s compositional techniques. This study 

focuses upon three specific musical devices and how each device is used to portray a 

musical program:  musical quotations, associative themes, and dramatic musical 

contrasts. 

 

I isolate the musical quotations utilized in this cycle and demonstrate how each 

quotation supports the program. I identify associative themes and their interrelationships 

and demonstrate how these devices dramatize the story as it was written in the Book of 

Job. Associative themes include the canon, passacaglia, and numerous motives, textures, 

and melodies, all crafted to symbolize portions of the narrative as it unfolds. I 

demonstrate Eben’s use of dramatic musical contrasts to convey a musical program, 



 14

including the juxtaposition of tonal and polytonal harmonies, sudden changes in timbre 

and (or) dynamics, abrupt rhythmic interjections, the use of unique textures, unusual 

melodic and harmonic transformations, and changes in registration, dynamics, meter, and 

range. A complete list of the devices Petr Eben used to illustrate programmatic intent in 

the organ cycle Job for Organ would be quite extensive. Although there is no 

unimpeachable way of proving that my conclusions represent the way Eben intended the 

listener to interpret his work, my suggestions represent logical and plausible associations 

between musical devices and programmatic intent based upon a thorough examination of 

Job for Organ.  

 

Eben’s compositional technique is dramatic in nature and his music lends itself to 

theatrical interpretation. This document provides a detailed musical analysis of each 

movement of the work, and the author offers a possible recreation of the plot and its 

interpretation, based upon extensive analysis of the score and Petr Eben’s program notes. 

Detailed graphic maps of each movement vividly portray the musical themes, textures, 

musical quotations, dramatic musical contrasts, and their interrelationships, and reveal a 

fabric of allusion that suggests a plausible programmatic basis for this composition based 

upon these musical devices. The analysis demonstrates that Job for Organ is a product of 

utmost craftsmanship. It is a powerful musical drama that vividly portrays Job’s ordeal 

utilizing an extended musical program. 
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CHAPTER I: 

PETR EBEN 

Petr Eben (1929-2007) was known in his native Czechoslovakia as a 

distinguished performing artist, gifted improviser, and composer of a rich variety of 

works.1  In A Tribute to Petr Eben (2000), Graham Melville-Mason stated that Petr Eben 

had the distinction of being the Czech Republic’s leading internationally-recognized 

contemporary composer.2  His musical output includes four pieces for stage, twenty-two 

chamber works, ten pieces for solo organ, twenty-five choral works, and eight songs or 

song collections.3  His music is of such quality that a recent article in the American 

Choral Review stated that “Eben’s contribution is to be placed with the works of 

Smetana, Dvořák, Janáček, and Martinů in the lineage of Czech composition.”4 

 

Biography 

Eben spent his childhood in Český Krumlov in Southern Bohemia (Western side 

of the Czech Republic) and began playing the organ in the St. Vitus Cathedral in the town 

when he was nine years old.5  This organ had many colorful stops. Eben was able to play 

it often because men of military age were away at war and there was no one to play the 

organ at his church.6  Eben describes this experience:   

                                                 
1 Katerina Cervenková, “Peter Eben,” <http//www.musica.cz/eben/index.html> (accessed May 

2007): 1. 
2 Graham Melville-Mason, ed., Tribute to Petr Eben (Dvořák Society, 2000), 4. 
3 Adrienne Simpson and Katerina Cervenková, “Eben, Petr:  Works,” Grove Music Online, ed. L. 

Macy <http://www.grovemusic.com> (accessed July 2007): 2-3. 
4 Timothy Koch, “The A Capella Music of Petr Eben,” American Choral Review 40, no. 1 (1998): 3. 
5 Susan Landale, “The Organ Music of Petr Eben,” American Organist 13 (Dec. 1979): 40. 
6 Melville-Mason, Tribute to Petr Eben, 4. 

http://www.grovemusic.com/
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I spent long hours just sitting and improvising. I locked the doors and was quite 
alone with the light above the altar and a very small light above the organ (it was 
not allowed to switch the lights on because of the aeroplanes). So, it was all very 
dark and in this darkness I just felt the Gothic arches and all that beautiful 
architecture. I tried one color, one stop after the other, and I started to mix the 
various stops and look for the different combinations.7 

 
Because his father was Jewish, Petr was expelled from school, and in the last year of the 

war, he was imprisoned in a concentration camp near Buchenwald.8  In 1948 Eben 

moved to Prague and entered the Prague Music Academy, where he studied piano under 

the direction of František Rauch and composition with neo-classicist Pavel Bořkovec.9 

 

In 1952 Eben received a diploma in composition and piano, and in 1955 he began 

a forty-year teaching career at Charles University in Prague.10  Throughout the rule of the 

socialist government (1948-1989), Eben was denied promotions and remained at the 

lowest teaching rank because he refused to join the Communist party and was unwilling 

to disavow the Roman Catholic Church.11  After the fall of communism, Eben was 

appointed professor of composition at Charles University, and in 1992 he was appointed 

chairman of the Prague Spring Festival.12  He retired in 1995 from his position at 

Charles University so he could spend more time composing.13  Eben has been presented 

with numerous honors in recognition of his contributions to the arts. The following list 

cites some of his more significant awards: 

                                                 
7 Janette Fishell, Organ Music of Petr Eben (Thesis [D.M.], Northwestern University, 1988), 21. 
8 Johannes Landgren, Music, Moment, Message (Doctoral thesis, University of Gothenburg, 1997), 20. 
9 Fishell, Organ Music of Petr Eben, 18. 
10 Landgren, Music, Moment, Message, 21. 
11 Koch, 3. 
12 Landgren, Music, Moment, Message, 21. 
13 Ibid., 21. 



 17

 1990 – Bohemia and Slovakia critics’ prize for the organ cycle Job14 
1991 – Ordre Chevalier des Arts et des Lettres from French Minister of Culture 
1992 – Nominated Professor honoris causa of the Royal Northern College of 

Music in Manchester 
 1993 – Received the Stamitz Prize of the German Künstlergilde 
 1994 – Conferred doctor’s degree honoris causa of Prague Charles University15 

 

His Musical Language 

Michael Bauer, who has performed and recorded nearly all of Petr Eben’s organ 

music, notes that “audiences universally respect Eben’s command of musical language 

and his ability to make that language speak in a powerful and compelling fashion. People 

without any particular musical training seem actually to like his music.”16  Bauer 

attributes this appeal to a lyricism in Eben’s writing, and his use of pre-existing tunes and 

extra-musical ideas to which the listener can relate.17  Susan Landale comments that 

Eben’s musical language “though springing from traditional sources, does not hesitate to 

employ dissonance, to oppose rhythms, harmonies and colors, and to search out new 

timbres and sonorities.”18  This study of the sources of programmatic intent in Job for 

Organ will focus primarily upon Eben’s musical language.  

 

Harmony 

One clearly identifiable aspect of Eben’s music is his use of polytonality. This 

element has been present in each organ composition since his first organ concerto in 

                                                 
14 Petr Eben, Job for Organ (London:  United Music Publishers, 1987), title page. 
15 Cervenková, 1. 
16 Michael Bauer, “A Voice from the Whirlwind,” in Tribute to Petr Eben, ed. Graham Melville-

Mason (Dvořák Society, 2000), 112. 
17 Ibid., 112. 
18 Landale, 40. 
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1953.19  He prefers to describe his polytonal music as bitonal because he often places the 

theme and the accompaniment in separate tonal areas.20  Unlike many of his 

contemporaries, Eben did not embrace atonality. He stated that for him “it was quite 

impossible to abandon the tonality, the tonal centers. I think really that that’s one tension 

that if you are missing it, it’s a big disadvantage.”21  Eben’s harmonic language has been 

interpreted as a liberated tonality with a strong sense of key, and a freedom to depart 

from tonal constraints.22 

 

Tonal centers in Eben’s works are often related by the interval of a second or 

augmented fourth.23  When asked if his preference for the tritone was a hidden reference 

to the medieval Diabolus in musica, Eben responded that it was merely coincidental. He 

said that he used this interval to “explore a harmony not exploited in past styles.”24 

Eben’s harmonies are built by layering intervals and juxtaposing chords that move in 

contrary motion or plane in parallel fashion.25  His harmonies are often tertian, but he 

also employs extended tertian, quartal and quintal harmonies.26 

 

 

 

                                                 
19 Fishell, Organ Music of Petr Eben, 29. 
20 Ibid., 29. 
21 James Evans, Choral Music of Petr Eben (Thesis [M.A.], University College Cork, 1995), 121. 
22 Martin Anderson, “Classical Recordings:  Eben,” Fanfare Magazine 24, no. 3 (2001): 181. 
23 Janette Fishell, “God’s Gesamtkunstwerk,” in Tribute to Petr Eben, ed. Graham Melville-Mason 

(Dvořák Society, 2000), 90. 
24 Janette Fishell, “Petr Eben’s Faust for Organ,” Diapason 77, no. 77 (1986): 14. 
25 Landgren, Music, Moment, Message, 24. 
26 Fishell, “Petr Eben’s Faust for Organ,” 14. 
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Melody 

Gregorian chant is an important inspiration for Eben’s melodies. Eben claimed 

three features of the chant particularly appealed to him:   

Firstly the simple, and at the same time, the monumental unison…secondly the 
lability of the harmony, which allows various possibilities, how to accompany the 
melody in my own style; and thirdly the rhythmic freedom, which is liberated 
from the iron dictate of the regular parts of the bar.27  
 

Eben’s use of the chant as a tool for conveying programmatic intent prompted Janette 

Fishell to note that the value of the chant as a quotation may actually outweigh its 

intrinsic musical value in Eben’s works.28 

 

A second source of melodic material is found in Slovakian folksong. Eben went 

on documentation trips in the former Czechoslovakia where he transcribed music from 

the oral Czech tradition.29  The rhythmic nature of these folksong melodies supports what 

we see in Eben’s writing style. Johannes Landgren notes that Eben’s “use of syncopation, 

varied rhythmic motion, and tritone relations reinforces the folk-like character of the 

melody.”30  Fishell states that Eben’s melodies share several qualities with folksong, 

including ornamentation of melodic lines, asymmetrical phraseology, and motivic 

repetition.31  His melodies incorporate polymodality, which is also characteristic of 

Czechoslovakian folksong.32 

 

                                                 
27 Landgren, Music, Moment, Message, 25. 
28 Fishell, Organ Music of Petr Eben, 37. 
29 Koch, 3. 
30 Landgren, Music, Moment, Message, 27. 
31 Fishell, Organ Music of Petr Eben, 35. 
32 Ibid., 32. The context here refers to frequent fluctuations between major and minor thirds.  
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Rhythm 

Eben’s rhythms are “governed by a relentless beat… and a steady, but 

continuously changing metrical pulse in which the rhythmic stress is constantly 

shifting.”33  Ostinato patterns are an important part of his musical style. Janet Fishell 

describes Eben’s innovative approach to rhythm in the following way:   

[It] is, perhaps, the most immediately engaging aspect of his music. Whether the 
effect is one of indomitable repetition or rhapsodic freedom, the composer 
obviously delights in exploiting the rhythmic possibilities that the organ offers. 
Ostinato patterns occur with such frequency that they have become trademarks of 
his style.34 

 
Eben’s ostinatos may emphasize a hypnotic symmetry, while at other times they “totally 

engulf the musical fabric like an uncontrollable dance.”35  Irregular and asymmetrical 

note groupings serve to organize his music in unexpected ways and highlight the 

diversity of his rhythmic vocabulary.36 

 

Sound 

Eben specified the registrations for most of his organ pieces. He notes that “in 

symphonic music, as well as in chamber music, the element of color [has] gained the 

same importance as the component of melody, harmony or form.”37  Just as a composer 

writing a symphonic piece would not compose orchestral parts without knowing what 

instruments he is writing for, Eben believed he could not write organ compositions 

without a clear idea of the resulting colors and timbres. As a result, Eben chose to write 
                                                 

33 Landgren, Music, Moment, Message, 27-28. 
34 Fishell, “God’s Gesamtkunstwerk,” 92. 
35 Fishell, Organ Music of Petr Eben, 39. 
36 Ibid., 39. 
37 Janette Fishell, “A Conversation with Petr Eben,” American Organist 23 (Feb. 1989): 55. 
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his organ compositions while sitting at and playing the organ, for he felt that the 

registrations were really a part of the composition.38  His registrations exploit a wide 

range of colors, often calling for esoteric combinations of mutation stops, reeds, and flute 

stops.39 

 

Form 

In Eben’s view, “without form there can be no communication.”40  His formal 

structures include variations, passacaglias, and clearly organized narrative movements.41 

Musical themes [folksong, chant, ostinato, etc.] serve to define form within individual 

movements and unify his multi-movement works.42  Eben believed that musical meaning 

is communicated particularly by means of repetition,43  a belief elucidated by Landgren 

in the following manner:  

Many of his compositions show a symmetrical structure and rely for their cogency 
on the recall of prior material. Without well-considered formal layout, itself 
dependent on his methods of thematic elaboration, Eben says that he would not be 
able to convey universal affects to the listener.44 

 
 

 

 

 

                                                 
38 Ibid., 55. 
39 Landgren, Music, Moment, Message, 29. 
40 Johannes Landgren, “Music as Message,” in Tribute to Petr Eben, ed. Graham Melville-Mason 

(Dvořák Society, 2000), 22. 
41 Ibid., 22. 
42 Fishell, Organ Music of Petr Eben, 42. 
43 Landgren, “Music as Message,” 22. 
44 Ibid., 22. 
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Program 

Eben has linked the majority of his organ music in some way to a program.45  On 

a political level, Eben saw his music as a form of protest, providing the public with a 

message not sanctioned or allowed by the state.46  Between the years of 1948 and 1989, 

the government’s social-realist policies prohibited public readings of religious literature, 

poetry, and the Bible. Eben was a part of the Lyra Pragensis, a group of actors, writers, 

and musicians critical of the communist regime. They sponsored a series of concerts that 

included readings of banned literature, and Eben played organ improvisations to 

accompany these readings until the series became so popular that it was cancelled by the 

authorities.47  Eben’s improvisations included familiar Gregorian melodies, which served 

as a secret method of communicating with the Christians in the audience, who would 

recognize the sacred tunes in his musical textures. Since the censors didn’t know these 

melodies, and the music was improvised rather than written down, the authorities were 

not able to grasp the religious significance of what Eben played.48 

 

Considering Petr Eben’s orchestral output from 1969 to 1995, several features are 

found to be common to all: 

First, they all have a clear programme, in each case formulated by the composer 
in writing and projected into the musical structure of the composition. Next, they 
all endeavour to integrate a wide span of stylistic planes into the work, including a 
number of quotations, which make clear sense to the listener, and which spring 
from the depths of the European musical tradition, ranging from the Gregorian 
chant to imitations of present day popular music. Lastly, they each have a well-

                                                 
45 Fishell, Organ Music of Petr Eben, 42. 
46 Landgren, Music, Moment, Message, 76. 
47 Ibid., 21-22. 
48 Anderson, 181. 
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targeted function, which dictates the way the quotations or quasi-quotations are 
used—always in a palpable, literal sense, flowing from the programmatic base of 
the work.49 
 

Eben’s emphasis upon program supports his aesthetic outlook that “music should always 

serve a function and communicate meaning to the listener.”50  Eben’s extra-musical 

themes often communicate his belief in the “ultimate triumph of good over evil and his 

denouncement of our society as one which lacks gratitude toward God.”51  Fishell’s 

“extra-musical” reference here alludes to the use of musical quotations, such as 

plainchant, and more generally to any music with sacred connotations. Eben 

communicated his message using dramatic musical and extra-musical techniques. He 

said, “In most of my works I am looking for some dramatic effects. For me, the text is 

enormously important because I try always to express the text to bring it nearer to the 

listener.”52 

 

Influences Upon His Composing 

The Scottish philosopher David Hume argued the empirical belief that people are 

a reflection of the experiences that have molded their lives.53 As we look at the life and 

especially the works of Petr Eben, we may better understand his works by taking a look 

at the experiences that molded and influenced him as a musician. I have already 

mentioned his early experiences playing the organ in the St. Vitus Cathedral in Český 

                                                 
49 Milan Slavický, “Petr Eben:  The Symphonic Works,” in Tribute to Petr Eben, ed. Graham 

Melville-Mason (Dvořák Society, 2000), 32. 
50 Landgren, Music, Moment, Message, 73. 
51 Fishell, Organ Music of Petr Eben, 44. 
52 Evans, Choral Music of Petr Eben, 122. 
53 Empiricism,” Encyclopaedia Britannica Online <http://search.eb.com/eb/article-9108677> 

(accessed Sept. 2010):  11. 

http://search.eb.com/eb/article-9031101
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Krumlov.54  The Nazis prohibited Petr from playing with children of non-Jewish origin 

because of his Jewish ancestry. They also confiscated the Ebens’ family radio. As a 

result, the Eben family played their own music together to help cope with the hardships 

of the Nazi occupation.55 

We were in the strange situation that if we wanted to have some music, we had to 
do it ourselves, so we played a lot:  with my brother four hands on the piano all 
the Haydn symphonies, Beethoven symphonies, Schubert and Schumann. Then 
with my father we played violin sonatas, again by Schubert and Mozart and 
Beethoven. My brother also played the violoncello, so we played a lot of trios. 
 
 
 

Buchenwald 

In the last year of World War II, Eben (then age 15) was imprisoned in a 

concentration camp near Buchenwald. He was forced to use the showers where it was 

rumored that Nazis had been gassing the Jews. He feared death on a daily basis, and this 

imprisonment helped mold his world view.56  It would be natural to assume that Eben 

would be bitter and suspicious after such an experience, not to mention forty more years 

of artistic censure and political and religious repression brought about by the communist 

regime. Instead, Eben credits the Nazis with showing him the true meaning of life by 

confronting him daily with death.57  Eben’s music often demonstrates a relentless 

optimism, in spite of the oppressive political climate in which it was composed.58  Fishell 

describes how this optimism is revealed in Eben’s music: 

                                                 
54 See the short biography of Petr Eben beginning on page 15. 
55 Landgren, Music, Moment, Message, 19. 
56 Ibid., 20. 
57 Fishell, Organ Music of Petr Eben, 21. 
58 Landgren, Music, Moment, Message, 22. 



 25

When considering the programmatic aspect of Eben’s music, it is perhaps its role 
as an agent of protest which seems most gripping. References to his belief in the 
ultimate triumph of good over evil and his denouncement of our society as one 
that lacks gratitude toward God, have been present in subtle ways since his first 
work for solo organ.59 

 
 
 

Contemporaries 

When asked about the influence of his composition teacher, neo-classicist Pavel 

Bořkovec, Eben replied:   

The style of Bořkovec was different [from mine], more in the direction of 
Hindemith, and classic in its basic character, whilst I always tended to modern 
romanticism in some way. The neo-classical style was never near to my feeling; I 
strongly felt music to be a message to the listener and a composition was, for me, 
always more than a problem to solve in a musical way.60 

 
Eben associated his own early musical development with Romantic ideals in the music of 

Brahms, for its warmth and Romanticism, and Mahler, who he says used “tradition in an 

untraditional way, with sovereign musical feeling.”61  Landale describes Eben’s mature 

style as follows:  

Notwithstanding his early homage to Bruckner and Mahler, Eben’s characteristic 
clarity and logic recall the French school of the early twentieth century rather than 
the masters of German romanticism, following in the steps of Ravel and Martinů, 
or even Jehan Alain.62 

 
For Eben, Messiaen represented a model of the modern contemporary composer. 

Landgren asserts that Eben “has his own personal language, his specific sources of 

inspiration, and he also has his own modal system. But all this he used with a sciential 

                                                 
59 Fishell, Organ Music of Petr Eben, 45. 
60 Ibid., 24. 
61 Landgren, Music, Moment, Message, 29. 
62 Landale, 43. 
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consideration and spontaneous musicality.”63 Eben cites two “fiery” organ solos from 

Leoš Janáček’s work, the Glagolitic Mass, as being influential models in his own 

development.64  The works of both Eben and Janáček were influenced by Slavic folk 

music, its typical intervals and scales, and the character of its melodic lines. Janáček was 

said to have an “intuitive understanding of the role of simplicity and the impact of 

repetition and striking contrast in dramatic construction.”65  This describes Eben’s style 

of composition equally well.  

 

Folksong 

Eben’s travels on behalf of the Institute of Folklore to collect and transcribe 

Slovakian and Moravian folk songs have already been mentioned.66 The influence of 

folksong in Eben’s compositions is obvious and pervasive. An article in the American 

Choral Review asserts that 

Folksong characteristics are common throughout Eben’s choral oeuvre, and they 
lead to repetition, sequence, ostinato, pedal point, unison texture, irregular 
phrasing, ornamented melodic lines, as well as emphasis on the tritone and 
intervals typical of the modes found in Moravian and Slovakian tunes.67 
 

Given Eben’s experiences with and interest in folksong it is logical that folksong 

characteristics would be a significant element of his compositional style. 

 

 

                                                 
63 Landgren, Music, Moment, Message, 30. 
64 Fishell, Organ Music of Petr Eben, 12. 
65 Eric Salzman, Twentieth-Century Music, 3d ed. Prentice Hall History of Music Series, Wiley 

Hitchcock, ed. (Englewood Cliffs:  Prentice Hall, 1988), 76. 
66 See discussion on p. 19. 
67 Koch, 3. 
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Improvisation 

Landgren’s text, Music, Moment, Message:  Interpretive, Improvisational, and 

Ideological Aspects of Petr Eben’s Organ Works, thoroughly examines the relationship 

between improvisation and composition in Eben’s music.68  It includes plates of the 

sketches he used for his improvisations at the Lyra Pragensis concerts.69  These melodies 

and rhythms were ultimately incorporated into the final version of Job for Organ 

published in 1987.70  His skill as an improviser was substantiated by the demand for his 

services by the Lyra Pragensis organization. Eben prepared for his improvisations by 

studying the texts many days prior to a performance. While seated at the organ, he 

sketched out thematic material and chord progressions inspired by the passages and pre-

selected his organ registrations for the improvisatory performances.71  Landgren analyzed 

tape recordings of the Lyra Pragensis improvisation from 1969 as well as two other 

improvisational performances in 1985 and 1987.72  Each of these was compared with the 

final published version to evaluate differences between the musical language of 

improvisatory performance and that of the prepared compositional process. Landgren 

found that the biggest difference was in respect to form. The published composition had a 

clearer, more condensed form than the recorded improvisations.73  The improvisations 

were found to be less complex thematically and rarely subjected to the searching 

                                                 
68 Landgren, Music, Moment, Message, 1-141. 
69 Ibid., 111-123. 
70 Ibid., 22. 
71 Ibid., 39,70. 
72 Ibid., 39. 
73 Ibid., 71. 
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expansion and melodic distortions of the written compositions.74  Landgren summarizes 

the impact of improvisation upon Eben’s compositional style in the following words: 

Eben always began composing his organ works at the instrument, thus to some 
extent, the improvisatory approach informs his “composed works” as well. In 
Eben’s works, there is a constant interplay between fantasy and composition, 
between the inspirations of the moment and their refinement in written form.75 

 
Eben’s improvisatory approach to composition results in musical works that freely 

communicate musical drama to the heart of the listener. 

                                                 
74 Ibid., 70. 
75 Ibid., 70. 
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CHAPTER II:   
 

JOB FOR ORGAN 
 

Job for Organ is an organ cycle consisting of eight movements based upon the 

story of Job in the Old Testament. The subject for this work is the battle between the 

forces of good and evil in contention for a human soul. Eben presents this theme in the 

preface to the score: 

After the organ cycle Faust, I felt impelled to return to the same theme—the 
wager between Satan and God on the fate of a human being—this time an Old 
Testament subject. Faust relied on his own human strength and failed; Job humbly 
accepted his misfortune and triumphed.76 
 

Eben introduces Job for Organ in the preface to the work and explains why the Book of 

Job was of interest to him:   

1. The social/theological revolution it represented in its time. Until then all 
sickness and misfortune was regarded as punishment by God. 

2. The dramatic depth of the book. Eben believes the Book of Job provides the 
key for overcoming a trial of faith. 

3. The relevancy of the topic. It answers one of the most difficult questions about 
life:  why do good people suffer misfortunes?77 

 
Eben believed that one of the problems of the society in which he lived was a lack of 

gratitude. One of his purposes in Job for Organ was to communicate a message of praise 

and thanksgiving. The cycle ends with the Gregorian plainchant from the first part of the 

prayer of the Eucharist:  Est vere dignum et iustum, aequum et salutare Nos agere gratias 

tibi simper et ubique. When translated this reads “It is truly worthy and just, right and 

                                                 
76 Eben, preface. 
77 Ibid., preface. 
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salutary for us to give thanks to You always and everywhere”78 to which Eben would add 

“in spite of all pain, grief, and problems that life brings to everybody.”79 

 

The Biblical Story 

The Book of Job addresses the issue of suffering. Why does God allow good 

people to suffer? Eben was captivated by the message of the Book of Job and expressed 

his own answers to this question in the themes and musical quotations of the organ cycle 

Job for Organ. The following is a brief paraphrase of the Book of Job:   

Job was blessed with great wealth, virtue, and piety. He had seven sons, three 
daughters, and a large number of servants. There was no one on earth like him, for 
he was blameless and upright, a man who feared God and shunned evil. Satan 
believed he could prove Job was righteous only because God had blessed him 
with earthly possessions. So Satan propositioned the Lord, claiming that if Job 
were to lose his possessions he would curse God. God permits Satan to test Job by 
giving Satan power over Job’s property, but forbade Satan to afflict his body. 
Satan begins by taking away all of Job's riches, his livestock, his house, his 
servants, and his children. A series of messengers informs Job that his children 
have perished in various disasters. Job responds in faith and trust saying, “the 
Lord gave, and the Lord hath taken away; blessed be the name of the Lord."80 

Satan returned a second time, resolved that Job remained righteous only because 
these disasters did not afflict Job’s body. To prove this point, Satan asks and is 
granted permission to strike Job’s body as well. Satan then smites Job with 
painful sores. This additional affliction is more than Job’s wife can bear, so she 
pleads with Job to curse God and die. But Job answers in faith saying:  "What? 
shall we receive good at the hand of God, and shall we not receive evil?"81 

When these calamities are completed, three of Job's friends come to visit him in 
his misery. They spend a week sitting on the ground with Job, without speaking, 
because they see how great his suffering is. Job at last breaks the silence to 
complain of his misery. Job’s friends argue that Job’s misfortunes are proof he 

                                                 
78 “The Preface,” in Plain Man’s Guide to Latin, The Latin Mass Society <http://www.latin-mass-

society.org/pmg/pmg2.htm> (accessed July 2007):  2. 
79 Fishell, Organ Music of Petr Eben, 26. 
80 Job 1:21 KJV (King James Version). 
81 Job 2:10 KJV (King James Version). 

http://www.latin-mass-society.org/pmg/pmg2.htm
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has committed sins for which he must be punished. They contend that if Job will 
renounce his sins, he can again experience good fortune. Job contends that his 
misfortune is not a punishment for anything he has done or left undone. He 
persistently responds in faith saying: “as long as I have life within me…my lips 
will not speak wickedness, and my tongue will utter no deceit. I will maintain my 
righteousness and never let go of it.”82  Job’s greatest desire is to meet with the 
Lord and state his case before Him.  

The Lord then responds to Job in a whirlwind saying: “Who is this that darkeneth 
counsel by words without knowledge? Where wast thou when I laid the 
foundations of the earth? declare if thou hast understanding.”83  The Lord 
challenges Job’s meager wisdom. He overwhelms Job with His majesty and 
mystery. Job is reminded of and acknowledges the limits of his human 
understanding by saying “I uttered that I understood not; things too wonderful for 
me, which I knew not…but now mine eye seeth thee.”84  Job then asks to be 
exonerated by God for his own presumption. God chastises Job's friends for 
criticizing Job by assuming he had sinned because of his misfortunes. Job's 
friends are asked to make a sacrifice to God, and Job prays for God to accept their 
sacrifice. Finally, God restores Job's good fortune by blessing the latter part of 
Job’s life more than the first. After this, Job lived one-hundred and forty years. 

The book is organized into three sections. The first is a prose prologue where Job is 

tested. The second is the poetic body of the book containing the dialogues with Job’s 

friends and a concluding monologue by Job. In the final prose section, God gives his 

verdict and Job’s fortunes are restored.85 

 

Organization of the Cycle 

Each movement of Job for Organ is introduced by a scriptural theme that 

parallels the story of the suffering of Job. The titles for each movement represent Job’s 

emotional responses as he struggles with his fate. Not surprisingly, the cycle has been  

                                                 
82 Job 27:3, 4, 6 NIV (New International Version). 
83 Job 38:2, 4 KJV (King James Version). 
84 Job 42:3, 5 KJV (King James Version). 
85 Bauer, 116. 
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referred to as a “suite of emotions.”86  For Eben, it was very important that his music 

convey meaning. He felt that “it must speak to the listener, incite him to reflection, and 

provoke in him a reaction.”87  “My credo is to convey a message”88  was one of his 

mottos. This cycle demonstrates Eben’s ability to convey a message to the listener 

Movement Theme Scripture 
I Destiny Then Satan said to the Lord:  Put forth 

Thine hand and touch Job and all that he 
hath, and he will curse Thee to Thy 
face—Job 1:11. 

II Faith The Lord gave, and the Lord hath taken 
away; blessed be the name of the Lord—
Job 1:21. 

III Acceptance of Suffering Shall we receive good at the hand of 
God, and shall we not receive evil 
also?—Job 2:10. 

IV Longing for Death Why died I not, from the womb? 
Wherefore is light given to a man whose 
way is hid, and whom God hath hedged 
in?—Job 3:11, 23. 

V Despair and Resignation Now shall I sleep in the dust, and thou 
shalt seek me in the morning, but I shall 
not be—Job 7:21. 

VI Mystery of Creation Then the Lord answered Job:  Who is 
this that darkeneth counsel by words 
without knowledge?—Job 38:1-2. 

VII Penitence and Realisation 
[sic] 

I have uttered that which I understood 
not; wherefore I abhor myself and repent 
in dust and ashes—Job 42:3, 6. 

VIII God’s Reward And the Lord turned the captivity of Job 
and blessed the latter end of Job more 
than his beginning—Job 42:10-12. 

Fig. 2.1. Scriptural themes of the organ cycle Job for Organ 
 

 

                                                 
86 Martin Sander, “Petr Eben:  ‘Romanticist’ with a Modern Language,” in Tribute to Petr Eben, 

ed. Graham Melville-Mason (Dvořák Society, 2000), 27. 
87 Claude Hermitte, “Thoughts on Laudes,” in Tribute to Petr Eben, ed. Graham Melville-Mason 

(Dvořák Society, 2000), 64. 
88 Ibid., 64. 
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through music. The scriptural themes for each movement may be found in the preface of 

the work.89  They have been summarized in Fig 2.1. The movements of this cycle have  

been paired in the following manner:   

Movement I (Destiny) 
Overture to the suite and introduction of destiny theme 

Movements II & III (Faith, Acceptance of Suffering) 
 Job’s faith-filled response to his fate 
Movements IV & V (Longing for Death, Despair and Resignation) 

Job’s consummate despair and defeat 
Movements VI & VII (Mystery of Creation, Penitence and Realisation) 

Job’s enlightenment and consequential remorse 
Movement VIII (God’s Reward) 

Job’s triumph and restoration90 
 
Bauer has noted that the movements may also be grouped in a quasi-chiastic fashion 

(ABCD:DCBA). This analysis illustrates the formal symmetry of the textual themes.91 

 Movements I and VIII 
  Job’s fate is destruction 
  Job’s fortune is restored 
 Movements II and VII 
  Job is humbled by fate 

Job is humbled by God 
 Movements III and VI 
  Job’s wife challenges Job 

God challenges Job 
 Movements IV and V 
  Job longs for death 

Job despairs at life 

                                                 
89 Eben, title page. 
90 Bauer, 117. 
91 Ibid., 118. 



 34

CHAPTER III:   
 

FOUNDATIONS FOR PROGRAMMATIC INTENT 
 

In this study I will show how specific programmatic intent is conveyed through 

three aspects of Eben’s musical language:  musical quotation, associative themes, and 

dramatic contrasts. I will postulate possible connections between the program and Eben’s 

musical language and will distinguish my own suppositions concerning programmatic 

intent from Eben’s own observations. 

 

Franz Liszt defined program music as “music that seeks to be understood in terms 

of its program. It derives its movement and its logic from the subject it attempts to 

describe.”92  Although program music today may be defined in a number of different 

ways, Liszt believed that program music “does not merely echo or imitate things that 

have an independent reality. The development of program music is determined by the 

development of its theme.”93  Liszt’s view of program music parallels Eben’s approach to 

it as well. According to Fishell, “Eben’s aim seems not to be one of pictorializing events, 

but creating a frame of reference in which the imagination of the individual listener is set 

free within the limitations of the program.”94 

 
Musical Quotations 

Eben frequently used musical quotations—including Gregorian chant, Lutheran 

chorales, and Czechoslovakian folksong—to impart meaning in his programmatic 
                                                 

92 Roger Scruton, “Programme Music,” Grove Music Online, ed. L. Macy 
<http://www.grovemusic.com> (accessed July 2007): 2. 

93 Ibid., 1. 
94 Fishell, Organ Music of Petr Eben, 44. 

http://www.grovemusic.com/
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works.95  I would propose that the chorales and chants in Job for Organ support the 

programmatic intent of the cycle and that Eben purposefully wove these melodies with 

well-known lyrics into the cycle to disclose and underscore elements of the program for 

this cycle. 

 

Associative Themes 

I intend to show that Eben used musical themes throughout Job for Organ to 

illustrate the program by thematic association. Several associative melodies are described 

in the program notes accompanying the score.96  My analysis suggests that Eben 

purposefully wrote and combined these and other themes throughout the cycle in order to 

demonstrate programmatic intent in understandable ways. When appropriate, I will 

provide descriptive names to underscore possible associations between themes and 

programmatic intent. There is no unimpeachable way of proving that my conclusions 

represent the way Eben intended us to understand his musical choices. However, the 

abstract world of sound does allow a wide variety of interpretations in which message 

and theme may be associated and dramatically portrayed in meaningful ways. 

 

Dramatic Musical Contrasts 

Dramatic musical contrasts often play an important expressive role in Eben’s 

compositions. It has been said that Eben’s music “oscillates between tonality and 

                                                 
95 Andreas Jacob, “Construction on Improvisation,” in Tribute to Petr Eben, ed. Graham Melville-

Mason (Dvořák Society, 2000), 103. 
96 Eben, preface. 
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polytonality. His music has a dramatic quality and is characterized by strong thematic 

material as well as varied rhythms and changing meter.”97  Whether these contrasts are 

simultaneities consisting of vertical layers, each with their own textures, or are 

sequential, with contrasts overlapping on a timeline, they generate interest and are key 

ingredients of his music. If we were to attempt to list all the contrasts in Eben’s music, it 

would be a futile exercise, for most if not all music contains contrast. One emphasis of 

this study will be to focus upon distinctive musical contrasts that serve to illustrate the 

program. Examples from Eben’s musical language might include (but not be limited to) 

the following:  

Contrasting tonalities   Contrasting colors (registrations) 
Contrasting harmonies  Contrasting dynamics and articulations 
Contrasting rhythms   Form and structure 
Contrasting textures 

 
These and other contrasting musical devices will be shown to enhance programmatic 

intent in the organ cycle Job for Organ. 

                                                 
97 Simpson and Cervenková, 1. 
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CHAPTER IV: 
 

MOVEMENT I (DESTINY) 
 

The first movement, titled Destiny, serves as an overture to the work and 

introduces the motive of Job’s Destiny, the principal theme of the eight-movement cycle. 

The program notes provide an outline for this movement: 

The movement begins Andante with a pedal reed announcement of the motif of 
Job’s Destiny. A più mosso leads to a more turbulent toccata-like middle section 
with the same motif spread over the entire sound spectrum of the organ before it 
concludes the movement.98 

 
A scripture introduces the movement, suggesting the events to follow. It reads:  “Then 

Satan said to the Lord:  Put forth Thine hand and touch Job and all that he hath, and he 

will curse Thee to Thy face.”99 

 

Associative Themes 
 

The pedal reed announcement of Job’s Destiny to which Eben refers above is 

shown in Fig. 4.1. From this point on I will refer to Job’s Destiny as the Destiny motive. 

The Destiny motive is in the shape of a wedge and its characteristics include an ascending 

major second, descending tritone, and wedge-like intervallic expansion. The wedge 

ultimately descends to the depths to symbolize, perhaps, evil forces descending upon Job.  

 

Fig. 4.1. Destiny motive (mm. 1-7 and 8-11) 

 

                                                 
98 Eben, preface. 
99 Eben, 1. 
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The timbre of the large reed stop can further be associated with the Renaissance regal 

organ reeds commonly used to depict the devil in early opera. The Destiny motive opens 

the movement with a solo statement in the pedal, and two of its characteristic intervals 

(ascending major second followed by a descending tritone) occur a total of twenty-seven 

times in nine transpositions throughout the movement. 100  These repetitions demonstrate 

the overall pervasiveness of the Destiny motive in this movement. A pictorial 

representation illustrating the impact of the Destiny motive may be found on the graphic 

map for Movement I found in Appendix A. Some statements include extensions and 

others are just short fragments. There are fourteen complete statements of the Destiny 

motive, and the final statement closes the movement as if to seal Job’s fate.101 

 

 

Fig. 4.2. Fanfare motive (mm. 5-7) 

 

 

 

 

 

A trumpet fanfare consisting of major triads, related by descending thirds, stands 

in opposition to the Destiny motive. The bright, stately fanfare is played using an 8’  

                                                 
100 Twenty-seven references to the Destiny motive begin in mm. 1, 8, 16, 19, 21, 25, 39, 42, 62, 

62, 63, 63, 64, 65, 66, 67, 67, 68, 68, 69, 73, 78, 79, 80, 83, 85, and 90. The nine transpositions are T0, T1, 
T2, T4, T5, T7, T8, T9, and T11 utilizing pitch class set theory developed by Allen Forte, where “T” stands 
for “transposition” and the digit that follows represents the number of half-step intervals in the 
transposition. 

101 Complete statements of the Destiny motive begin in mm. 1, 8, 16, 19, 25, 62, 63, 67, 68, 79, 81, 
83, 85, and 90 in various transformations. 
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Trumpet stop on the Great manual. While the Destiny motive represents the forces of evil 

and destruction, the contrasting Fanfare motive, with its major chords and the bright 

sound of trumpets, seems to proclaim life and goodness. Fig. 4.2 shows the first of 

thirteen occurrences of the Fanfare motive. Eight statements are complete and the five 

remaining fragments include one inversion.102 

 

The Fanfare motive is manipulated in various ways for programmatic intent 

throughout the movement. Succeeding statements of the motive are extended and 

distorted to suggest an unnatural tension in a motive that originally sounded bright and 

triumphant. These distortions may be said to portray the introduction of discord into Job’s 

life. Beginning in m. 57 (Fig. 4.3), the Fanfare motive is diminished to sixteenth notes to 

 

 

 

 
Fig. 4.3. Fanfare motive in diminution (mm. 57-8) 

 

reflect how frantic Job’s life has suddenly become. The asymmetrical division of the beat 

(5+5+6) contributes to this feeling of unrest as well. The Fanfare motive occurs again in 

mm. 70-9 in octave intervallic expansion. Several third relationships have been replaced 

by the tritone as shown in Fig. 4.4. The impact of intervallic expansion and the tritone 

                                                 
102 Complete statements of the Fanfare motive begin in mm. 5, 13, 57, 58, 59, 70, 74, and 94. 

Fragmentary statements occur in mm. 17, 19, 60, 61, and 61 (inversion). These statements occur in six 
transpositions:  T0, T3, T4, T5, T7, and T10. 
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Fig. 4.4. Fanfare motive with altered intervals (mm. 70-2) 

 

 

 

 

 

(both characteristic of the Destiny motive) upon the Fanfare motive demonstrates how 

the Fanfare motive is being transformed into the likeness of the Destiny motive. 

 

Beginning in m. 79, the Fanfare motive triads are completely reshaped and 

transformed by the Destiny motive (Fig. 4.5). The top voice of each Fanfare triad sounds 

the Destiny theme and incorporates the intervallic expansion characteristic of the Destiny 

motive. The Fanfare motive had been characterized by major triads, but now, many of 

these major triads have been replaced by minor triads.103  Programmatically, the Fanfare 

 

 

 

 
Fig. 4.5. Fanfare motive conformed to Destiny motive (mm. 79-83) 

 

motive, triumphantly proclaiming life and goodness, has been completely reshaped and 

conformed to the Destiny motive, representing evil and destruction, just as life is often 

                                                 
103 Fig. 4.5 illustrates three statements of the Fanfare motive conformed to the Destiny motive. 

The chord qualities for each set are as follows: mMmMm, mmmMm, and mmMMm. 
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reshaped by misfortune. The movement ends with a statement of the Fanfare motive (E 

major sonority) poised against the Destiny motive (F in the pedal). 

 

Eben refers to a turbulent toccata-like middle section in his program notes for this 

movement. Fig. 4.6 illustrates the rapid-fire sixteenth-note toccata-like texture, which 

occurs in mm. 30-6. In mm. 36-57, the same texture functions as an accompaniment 

 

 

 

 

 

to a solo trumpet voice. This turbulent toccata-like texture may be programmatically 

associated with the impact of evil as a destructive force in Job’s life. The rhythmic drive 

of the sixteenth notes creates a hammer-like impression that sounds as if an attack is in 

progress. The multimetric design of these twenty-two measures suggests a disorder 

congruent with the nature of evil and destruction. Fig. 4.7 illustrates six different metrical 

patterns in these twenty-seven measures, with no discernable pattern of repetition. 

Fig. 4.6. Turbulent toccata-like texture (mm. 30-1)

Meters present in toccata-like texture (mm. 30-56) 
 

8  3  4  4  6  8  8  6  8  8  8  8  12  6  6  4  8  10  6  6  6  6  8  8  6  8  6 
8 
 

(for illustrative purposes assume 8/8 starting meter) 

Fig. 4.7. Meters present in toccata-like texture (mm. 30-56)
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The harmonies of the toccata-like texture feature the interval of a tritone in almost every 

beat and by m. 42, the effect of the tritone becomes more pronounced when the 

oscillation of the top voice of the two-voice texture forms the interval of the tritone. It is 

therefore plausible that this dissonant, hammering, toccata-like texture was one 

associative device used by Eben to express the influence of evil and destruction upon Job 

and his family. 

 

The trumpet melody beginning in m. 36 (Fig 4.8) features a modal scale structure, 

the interval of the tritone, irregular phrasings, irregular meters, and melodic lines  

 

 

 

 

 

 

 

 

 

Fig 4.8. First statement of Job melody (mm. 35-9) 
 

ornamented with melodic extensions—all of which may be shown to demonstrate 

programmatic intent. This solo melody stands as a strong counterpoint to the dissonant, 

hammering, toccata-like texture.  
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Five asymmetrical phrases are associated with the Job melody, four of which 

contain the interval of a tritone near the beginning of the phrase.104  The presence of the 

tritone could be seen as portraying Job under attack. The first two statements of the Job 

melody are in A Dorian105  but by the fourth phrase (Fig. 4.9), the Job melody is  

 

Fig. 4.9. Fourth statement of Job melody (m. 47-51) 

 

 

 

 

 

 

 

 

 

transformed by both rhythmic reductions and melodic extensions. The mode dissolves 

into a chromatic display including eleven pitches of the chromatic scale.  

 

A single-measure interjection of a distinctive, contrasting rhythm in the middle of 

the fifth and final phrase (Fig. 4.10) interrupts the flow of the melodic line and possibly  

 
                                                 

104 See the Job melody phrases beginning in mm. 36, 40, 43, 47 and 52. The phrases are so 
asymmetrical they are difficult to delineate. Most begin with two descending intervals, including the 
tritone, and end with a long note. All are accompanied by two chords formed by the turbulent toccata-like 
texture. The second chord provides a resting point for the end of each phrase. 

105 The scale tones are A, B, C, D, E, F#, and G. 
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Fig. 4.10. Rhythmic interjection (m. 54) 

 

indicates further disruptions in Job’s life. In summary, modal scale dissolution, tritone 

intervals in the solo melody, irregular phrase lengths and meters, and rhythmic 

interjections suggest that the solo trumpet melody (Job melody) provides a programmatic 

illustration of the rapid disintegration of Job’s life in the face of this brutal attack. 

 

Dramatic Musical Contrasts 

The sudden dramatic rhythmic diminution of the Fanfare motive beginning in m. 

57 (Fig. 4.3) has already been shown to demonstrate programmatic intent (Job’s life in 

disarray). Another striking contrast in the same passage is the sudden descent of the 

texture in m. 59. The Fanfare motive drops a twelfth into the bass clef and remains there, 

representing yet another impact upon a life being shattered by the turbulence surrounding 

it. 

 

The transformation of the Fanfare motive by the Destiny motive (Fig. 4.5) 

beginning in m. 79 has already been linked to programmatic intent, but two other 

contrasts merit additional discussion. The Destiny motive first introduced in m. 1, had a 

range of a little more than an octave (See Fig. 4.1). The range of the harmonized melody 
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in mm. 79-89 now covers approximately three and one-half octaves. The earliest 

statements of the Destiny motive were approximately four measures long. An 

acceleration in harmonic rhythm, coupled with simultaneous octave expansion, 

dramatically demonstrates the power of the Destiny motive as a transforming agent in the 

life of Job. 

 

A dramatic and unique texture is found in mm. 62-70 (Fig 4.11). This may be 

referred to as the Cauldron texture because both manuals play in the bass clef registered 

with principals, flutes, and mixtures that sound like a thick dark sonic broth at these low 

 

 

 

 

 

 

 

 

 

 
Fig. 4.11. Cauldron texture (mm. 62-6) 

 

pitch levels. The contrapuntal relationships among three motives, all played within a 

small pitch range, produce a sound that is complex and obscure. This obscurity is 
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exacerbated by the rhythmic offset between motives in the left and right hands. 

Sequential patterns in both hands rise approximately an octave in the course of these 

eight measures, with increasing rhythmic activity and volume, like waves of 

incomprehensible evil rising out of an imaginary abyss to engulf and ensnare Job. The 

Destiny motive is disguised in the triplet eighth-note pattern in the right hand of Fig. 4.11 

(see mm. 62-3). The pedal ostinato in Fig. 4.11 is built upon the first three pitches of the 

Destiny motive as well. The Cauldron texture is interjected into the Fanfare motive as 

single-measure statements in mm. 73 and 78. These interjections represent the final blows 

to the Fanfare motive before it is finally transformed into the shape of the Destiny motive 

in m. 79. 

 

Programmatic Summary 

Prominent themes and textures of this movement have been color coded and 

placed on a timeline (see Appendix A). The following summary presents a programmatic 

interpretation based upon the above discussion:   

Mm. 1-29:  The Destiny motive, representing the forces of evil, opens the 
movement. A Fanfare motive follows, symbolizing life, triumph, and goodness, 
but later statements are fragmented due to the impact of evil (Destiny motive) 
upon it. 
 
Mm. 30-56:  A toccata-like texture with polymetric design represents the forces 
of evil acting upon Job. A solo trumpet melody depicts Job (Job melody). The 
disintegration of Job’s life is portrayed by modal scale structures of the Job 
melody, which dissolve into chromaticism, and by irregular melodic extensions of 
the Job melody. 
 
Mm. 57-61:  The Fanfare motive appears in diminution and begins to look more 
like the turbulent toccata-like texture. Turbulence has now engulfed the life of 
Job. 
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Mm. 62-9:  The Cauldron texture is represented by three rhythmic patterns played 
simultaneously in the lower registers using foundation and mixture stops, which 
create a thick texture and a dark sound utilizing Destiny motive fragments. Scalar 
sequential patterns ascend a full octave with increasing rhythmic motion. This 
movement and combination of musical textures symbolizes evil rising up out of 
an abyss. 
 
Mm. 70-8:  The Fanfare motive is altered by the tritone of the Destiny motive. 
Two single-measure interjections of the Cauldron-like texture represent final 
blows to the Fanfare motive. 
 
Mm. 79-89:  The Fanfare motive is now completely shaped and conformed to the 
Destiny motive. This illustrates how the forces of evil have impacted Job. Fanfare 
motive triads are spread over the entire spectrum of the keyboard utilizing octave 
displacement to depict the disastrous results of the forces of evil.  
 
Mm. 90-6:  A final statement of the Destiny motive ends on an F in the pedal and 
clashes with a final statement of the Fanfare motive ending on an E major chord. 
The overture to the program is now complete. Opposing forces are now set in 
motion to play out the drama in the movements to come. 
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CHAPTER V: 
 

MOVEMENT II (FAITH) 
 

The second movement of Job for Organ is introduced with a scripture that 

foreshadows events to come. It reads:  “The Lord gave, and the Lord hath taken away; 

blessed be the name of the Lord.”106  This movement features musical quotations to 

provide programmatic intent. Eben summarizes his plan in the program notes as follows:   

Job humbly sings praises to God, tempo di corale gregoriano, in the form of a 
quotation from the plainsong Exsultet on a flute in the treble. In the ensuing 
allegro, this is repeatedly interrupted by the resounding strokes of misfortune, 
which descend upon Job’s name and family. The Job motif [the Destiny motive in 
this document] recurs on a trumpet, before the movement ends with the plainsong, 
Gloria in Excelsis—again in quiet persistence.107 

 
 

Musical Quotations 

Eben establishes a programmatic basis at the outset of this movement by 

portraying Job with a flute voice singing a plainchant, the (Easter lauda) Exsultet. The 

Exsultet is sung during the Easter vigil after the paschal candle has been lit. It recalls the 

history of the salvation of mankind, from the fall of Adam through the death and 

resurrection of Jesus Christ.108  The first four lines of the Exsultet when translated read as 

follows:   

Let now the heavenly hosts of angels rejoice. 
Let the living mysteries be joyfully celebrated. 
And let a sacred trumpet proclaim 
The victory of so great a King.109 

                                                 
106 Eben, 9. 
107 Eben, preface. 
108 Michael Martin, “Exsultet,” in Treasury of Latin Prayers <http://www.preces-

latinae.org/thesaurus/Hymni/Exsultet.html> 2005, (accessed Feb 2008), 1. 
109 Ibid., 1. 

http://www.preces-latinae.org/thesaurus/Hymni/Exsultet.html
http://www.preces-latinae.org/thesaurus/Hymni/Exsultet.html
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This plainchant (Fig. 5.1) expresses the joy of receiving the gift of redemption and eternal 

life. Eben uses this plainchant melody, the familiar text, and the pure voice of the flute to 

 

Fig. 5.1. Easter lauda Exsultet (mm. 1-9) 

 

 

 

 

 

 

portray Job as a humble man of faith. This musical quotation, along with others to be 

discovered in this work, is used by Eben to demonstrate Job’s reliance upon his faith in 

the midst of trial. The quotation affirms Job’s words found in Job 1:21, “the Lord gave, 

and the Lord hath taken away; blessed be the name of the Lord.”110  The Exsultet has four 

balanced phrases and is written in the Phrygian mode.111  The tempo di corale gregoriano 

indicates that the theme should be played ametrically—without a feeling of bar lines. 

 

A majority of the second movement is based upon the motive shown in two-voice 

imitation in Fig. 5.2. This motive occurs a total of sixty-one times in eleven 

transpositions. Although Eben did not associate this motive with a known melody in the 

program notes, Bauer has noted that it bears a close relationship to the opening phrase of  

 

                                                 
110 Job 1:21, KJV (King James Version). 
111 The final is an E, the tenor is C, and the range is d2 to d3. 
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Fig. 5.2. Prayer motive (mm. 39-41)  

the Lutheran chorale Erhalt’ uns Herr, shown in Fig. 5.3, whose text expresses a simple 

prayer.112  For this reason I chose to call this chorale fragment the Prayer motive. The  

 

 

 

 

Fig. 5.3. Lutheran chorale tune: Erhalt’ uns Herr  

opening text of the chorale tune could easily represent Job asking the Lord to help him 

remain “steadfast” as he faces multiple calamities, and certainly the motivic repetitions 

could convey the incessant nature of his prayers. Jehan Alain, who Eben said composed 

in a style very much like his own, declared: “When the Christian soul in distress can no 

longer find any new words to implore the mercy of God, it repeats the same invocation 

over and over again in a blind faith.”113  The sixty-one repetitions of the Prayer motive 

can easily find their inspiration in this saying. 

 

                                                 
112 Martin Luther, Dr. Martin Luther’s Deutsche Geistliche Lieder:  The Hymns of Martin Luther 

Set to Their Original Melodies with an English Version, ed. Leonard Woolsey Bacon and Nathan H. Allen 
(London:  Hodder and Stoughton, 1884), 67. Accessed from <http://oll.libertyfund.org/title/754> (Feb. 
2008). 

113 Fishell, Organ Music of Petr Eben, 212, quoting Jehain Alain’s prefatory remarks to Litanies. 

http://oll.libertyfund.org/title/754
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Eben treats this chorale excerpt in interesting ways to enhance the program. Fig. 

5.4 shows the Prayer motive in the top voice accompanied by a sixteenth-note repeating 

 

 

 

Fig. 5.4. Prayer motive accompanied by ostinato alto voice (mm. 12-4)  

ostinato pattern (e2, eb2, d2) in the alto voice. This pattern occurs thirty-nine times to 

create a musical tension that reinforces the anxiety and urgency of Job’s prayers.114  

 

The Prayer motive is treated imitatively, with statements occurring variously in 

the left hand, right hand, and pedal. Figure 5.5 shows an imitative treatment of the Prayer 

 

 

 

 

 

Fig. 5.5. Prayer motive with imitative treatment (mm. 58-63) 
 

motive in the left hand and pedal, and a diminution in the treble clef (m. 60). These 

overlapping imitations recur fairly consistently in mm. 40-92. The overall effect may be 

described as one of fervent and unceasing prayer. Prayer motive statements appear in all 

                                                 
114 This ostinato embellishment serves as a motive X and occurs thirty-eight times non-transposed 

and one time transposed (m. 35). Thirty-five statements occur with the first four repetitions of the chorale 
melody, and three final statements begin in m. 93. 
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transpositions (except C) to illustrate the pervasiveness of prayers emanating in all 

directions from all voices of the organ. Some imitations appear as augmentations in the 

pedal, and others include modal variations as well.115  The brisk tempo (quarter note 

equals 132) may be said to symbolize the prayers of Job at a feverish pitch. Even more 

urgency is established with a buildup in the dynamics from mezzo piano to forte in mm. 

40-66 and the poco a poco stringendo in m. 58. 

 

The final statement of the Prayer motive (Fig. 5.6) is in seven-voice homophony, 

the only homophonic statement of the Prayer motive in the entire movement. This 

homophony could represent Job’s single-mindedness to remain steadfast and true to the 

 

 

 

 

 

 

 

 
Fig. 5.6. Prayer motive final statement (mm. 98-101) 

Lord in the midst of this trial of faith. However, all eight chords in Fig. 5.6 contain the 

interval of a tritone (a characteristic interval of the Destiny motive) as a possible reminder 

                                                 
115 In this example (Fig. 5.5) the A in the pedal fluctuates between natural and flat, producing a 

major to minor alternation of the interval of a third. A related variation occurs in mm. 65-72 when the E 
fluctuates between natural and flat, producing an alternation between a major second and minor second 
interval. These modal shifts occur in other transpositions as well. 
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that Job’s prayers are focused upon his destiny. This final homophonic statement of the 

Prayer motive represents the climax of Job’s prayers. It is immediately followed by two 

harmonized Destiny motives utilizing most of the dynamic resources of the organ to 

remind us that the forces of evil still stand in opposition to Job and his faith. 

 

The plainsong Gloria in Excelsis closes the movement with a gesture of praise to 

God (Fig. 5.7). Interpreted, the opening text reads:  “Glory to God in the highest, and 

peace to his people on Earth.”116  The Gloria clearly stands out as having the most  

 

Fig. 5.7. Gloria in Excelsis (mm. 106-7) 

 

 

 

 

 

 

consonant harmonies of the entire composition. This tells us that Job’s faith remains 

strong in the midst of this battle. The manual registration for the closing plainchant is a 

Voix celeste and Flute 8’ played pianissimo. This registration is similar in character to the 

flute plainchant found at the beginning of the movement, which represents Job’s offering 

of praise to God. A 32’ pedal stop is also specified, which produces a mysterious and 

                                                 
116 “Doxology,” Encyclopaedia Britannica Online <http://search.eb.com/eb/article-9031101> 

(accessed July 2007):  1. 

http://search.eb.com/eb/article-9031101
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ethereal effect. The Exsultet and the Gloria in Excelsis frame the movement. It is logical 

to conclude that Job’s faith is still secure in spite of this onslaught of disaster. 

 

Associative Themes 

The Prayer motive serves as both a musical quotation and an associative theme. 

The programmatic implication of this motive as an associative theme has already been 

illustrated by its repetitive and imitative treatment, which portrays Job’s fervent and 

unceasing prayers. The Prayer motive permeates the entire movement and other themes 

rise out of it within the central part of the movement (mm. 40-92). Three complementary 

themes may be isolated:  a Wandering melody, Exsultet chant phrases, and the Destiny 

motive. These themes are intermixed with and recur periodically with the Prayer motive. 

The graphic map for this movement in Appendix A illustrates these interrelationships. 

This intertwining of themes suggests Job’s flow of thought as he prays. Job offers praise 

but then he is distracted by thoughts and prayers concerning his destiny. His mind 

wanders as he contemplates his loss of family and fortune.  

 

The contrapuntal Wandering melody (right hand voice of Fig. 5.8) occurs five 

times, four of which are initiated with or preceded by the prayer motive.117  In Fig. 5.8, 

the right-hand melody begins with a diminution of the Prayer motive and then wanders 

for a few measures, playing contrapuntal material as shown in mm. 60-4. Imitative 

 

                                                 
117 Starting points for the Wandering melody are found in mm. 42, 49, 60, 85, and 95. M. 95 is not 

preceded by the Prayer motive. 
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repetitions of the Prayer motive played by the left hand and pedal permeate the 

movement as a foundation symbolizing Job’s unceasing prayers. At the same time, the 

Wandering countermelody is rather aimless and periodic, possibly symbolizing Job being 

distracted by this turn of events in his life. 

 

Similarly, the Destiny motive combines with the Prayer motive in the central part 

of the movement, as shown in Fig. 5.9, to remind the listener that another subject of Job’s 

prayers is his destiny.118  The right hand plays an augmentation of the Destiny motive 

Fig. 5.8. Wandering melody (mm. 60-4) 

Fig. 5.9. Augmented Destiny motive with Prayer motive (mm. 80-4) 

 

 

 

 

 

 

while the left hand and pedal provide a foundation using Prayer motive fragments 

presented simultaneously as quarter notes and half-note augmentation. 

                                                 
118 See mm. 65, 79, 88, and 91. The last two occurrences are rhythmic transformations. Note that 

the Destiny motive occurs two more times later in the movement (mm. 101 and 103). 
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Finally, the Exsultet plainchant combines with the Prayer motive in the central part of 

the movement as shown in Fig. 5.10.119  Here we see phrase four of the Exsultet chant played 

as counterpoint to a harmonized Prayer motive. The normal interval of an ascending fifth in 

this phrase of the Exsultet has been harmonically transformed into a diminished fifth (or 

tritone) to suggest the impact of Job’s destiny upon his praise. 

 

 

 

 

 

 

 

Dramatic Musical Contrasts 

In the program notes, Eben refers to the “resounding strokes of misfortune that 

descend upon Job’s name and family.”120  These strokes are dramatically portrayed in the  

 

 

 

 

 

 

                                                 

Fig. 5.11. Attack motive (mm. 9-11) 

Fig. 5.10. Exsultet plainchant with Prayer motive (mm. 76-8) 

119 See mm. 52 (phrase 1), 54, 56 (phrase 3 treated imitatively in both hands), and 76 (phrase 4). 
120 Eben, preface. 
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score as shown in Fig. 5.11 in what I will describe as Attack motives. Rapid ascending 

scale patterns culminate in block chords colored by the interval of the tritone. A 32’ 

Principal stop in the pedal adds weight and power to the motive as well. This texture 

stands in contrast to the remaining themes and textures of the movement. The Attack 

motive functions as an independent interjection interspersed throughout the Allegro 

section of the movement.121  This motive may be programmatically associated with the 

scriptural passage that introduces this movement. The three-measure interjections of the 

Attack motive may be said to represent the messengers who arrive in succession to inform 

Job of the series of calamities that have destroyed his family and possessions.  

 

The opening measures of Movement II illustrate a dramatic musical contrast that 

provides programmatic intent. We already know from the program notes that the 

recitative beginning in m. 1 represents the voice of Job singing praises to God. His voice 

is represented by a single 8’ Flute stop played pianissimo in the upper registers. This 

plaintive sound is dramatically opposed by an Aggressive texture shown in mm. 2-3 of  

 

Fig. 5.12. Aggressive texture (mm. 1-3) 

 

 

 

 

                                                 
121 Interjections begin at mm. 9, 17, 22, and 29, and a shortened interjection begins in m. 34. 
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Fig. 5.12. The principal characteristic of the Aggressive texture is its strong rhythmic 

character. The rapid, biting sextuplets presented in the bass clef and pedal feature quick 

manual changes between the Choir and Great manuals that alternate between principal 

chorus and trumpet registrations. A pianissimo plainchant utilizing a single 8’ Flute stop 

stands in opposition to the Aggressive texture. It is apparent that forces of some kind are 

working to counter the simple recitative associated with Job’s faith. These forces may be 

said to represent Satan and his evil plan as spoken of in the scriptural passage introducing 

this movement: “And the Lord said unto Satan, Behold, all that he hath is in thy power; 

only upon himself put not forth thine hand. So Satan went forth from the presence of the 

Lord.”122 

 
 

Programmatic Summary 

Whereas the first movement began and ended with statements of fate, the second 

movement begins and ends with statements affirming Job’s faith. Prominent themes and 

textures of this movement have been color coded and placed on a timeline (see Appendix 

A). The following summary presents a programmatic interpretation based upon the above 

discussion:   

Mm. 1-8:  The opening plainchant portrays the voice of Job, the righteous man, 
praising God. This plainchant in the voice of an 8’ Flute is opposed by an 
Aggressive texture, which represents Satan and his destructive forces poised to 
attack Job. 
 
Mm. 9-39:  The Attack motive represents the assaults upon Job’s family and 
possessions. The strikes represent the disasters revealed by the messengers who 
come in succession to inform Job of his losses. These attacks interrupt the 

                                                 
122 Job 1:12 KJV (King James Version). 
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principal theme of this movement—a chorale-based Prayer motive that represents 
Job’s prayer for steadfastness in this time of calamity. 
 
Mm. 40-92:  Sixty-one repetitions of the Prayer motive symbolize Job’s 
determination to hold fast in his faith. This provides a foundation for three 
primary themes that rise out of it:  a Wandering melody, Exsultet chant phrases, 
and the Destiny motive. They suggest Job’s flow of thought during fervent prayer. 
Job offers praise but then is distracted by thoughts and prayers concerning his 
destiny. Sometimes he has a difficult time focusing, which gives rise to the 
Wandering melody as well. 
 
Mm. 93-105:  Fragments of the Prayer motive provide a two-measure bridge 
followed by the Wandering melody in mm. 95-8. A final statement of the Prayer 
motive is played in seven-voice homophony. It is followed by two heavily 
registered repetitions of the Destiny motive and the Aggressive texture. These 
remind us that, although Job’s faith remains strong, the forces of evil are still 
poised to defeat Job and overcome his faith. 
 
Mm. 106-7:  A pianissimo four-voice statement of the Gloria in Excelsis is 
played, portraying the voice of Job with an 8’ Flute and 8’ Voix Celeste. Job’s 
faith remains secure in spite of his loss of family and possessions. 
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CHAPTER VI: 
 

MOVEMENT III (ACCEPTANCE OF SUFFERING) 
 

The second movement (Faith) may be paired with the third movement, 

Acceptance of Suffering, in that both depict Job’s faith-filled response to his continuing 

misfortunes. Satan is determined that given the right circumstances, Job will, in fact, 

renounce his faith, so he makes a second wager with the Lord found in the Book of Job, 

chapter two:  “But put forth thine hand now, and touch his bone and his flesh, and he will 

curse thee to thy face.”123  So the Lord allows Satan to smite Job with boils from head to 

foot. Then Job’s wife speaks to him saying:  “Dost thou still retain thine integrity? curse 

God, and die.”124  Job responds to her with the opening scripture for this movement:  

“What? shall we receive good at the hand of God, and shall we not receive evil?”125 

Throughout his loss and infirmity, Job remains true to the Lord. Eben presents his plan 

for this movement in the program notes:   

Even when Satan directs his attacks against Job’s fortune and person, Job remains 
true to his beliefs. After the initial outcry, the movement reflects Job’s 
confidence, the peaceful strains of the chorale, Wer nur den lieben Gott lässt 
walten (If thou but suffer God to guide thee), familiar from its use by Bach, taking 
up the greater part of the movement.126 

 

 

 

 

 
                                                 

123 Job 2:5 KJV (King James Version). 
124 Job 2:9 KJV (King James Version). 
125 Job 2:10 KJV (King James Version). 
126 Eben, preface. 
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Musical Quotations 

Wer nur den lieben Gott lässt walten is a Lutheran chorale melody best known for 

its use by Johann Sebastian Bach in the Orgelbüchlein and in numerous cantatas.127 The 

text is a six-line strophe that matches the bar form of the melody. Two lines of text for 

each A section are followed by two lines of text for the B section:   

A) He who will suffer God to guide him  
And trusteth Him in all his ways,  

A) Shall ever know that God’s beside him  
In hours of trial and evil days.  

B) He whom God’s mighty love hath filled 
Upon a rock his castle’s built.128 

 
The message is clear:  he who trusts God in his hour of tribulation has a sure foundation. 

This message reflects Job’s spirit when he asked:  shall we receive good from the Lord 

and not evil also? I chose to call this chorale melody the Faith melody because the text 

affirms Job’s faith in God even in times of tribulation. 

 

The Faith melody, including inversions, rhythmic transformations, and 

diminutions, occurs in approximately eighty percent of the movement. It is presented in 

its entirety in mm. 14-56 in six short phrases each separated by two or three measures of 

intervening textures. The A section is identified in Fig. 6.1 by two phrases, A1 and A2, 

which repeat. The B section is likewise identified by its two phrases: B1 and B2. An 

entire statement of the chorale may be expressed as:  A1, A2, A1, A2, B1, B2. The chorale 

phrases are labeled in this manner on the graphic map for Movement III found in  

                                                 
127 The chorale is found with varying texts in cantatas 83, 88, 93, 197, 198, 179, and 166. 
128 Johann Sebastian Bach, The Liturgical Year, ed. Albert Riemenschneider (Bryn Mawr:  

Theodore Presser, 1933), 130. 
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 Fig. 6.1. Wer nur den lieben Gott lässt walten (Faith melody) 

Appendix A. The original Lutheran melody found in the Orgelbüchlein is very similar to 

Eben’s melody.129  The first A1 phrase from the score is illustrated beginning in m. 14 of 

Fig. 6.2, where it is accompanied by a chromatic counterpoint. This solo texture features 

 

 

 

 

 

 

 

 

 

 
Fig. 6.2. Faith melody phrase A1 (mm. 12-9) 

 

                                                 
129 Eben’s melody, as well as the one in the Orgelbüchlein, features minor third, sixth and seventh 

scale degrees (natural minor) and the seventh scale degree also occurs as a leading tone (harmonic minor). 
Eben’s melody is augmented with half notes, whereas the Orgelbüchlein melody is based upon a quarter-
note pulse. 
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an 8’ Quintadena, 4’ Flute, and Tremulant. The tremulant imparts a human-like quality to 

the sound. I believe Eben intended this musical quotation of the Lutheran chorale melody 

to express Job’s trust in God in his hour of tribulation. This introduction to the Faith 

melody begins simply, but the texture will soon thicken and the Faith melody will be 

manipulated in a variety of ways. One cannot be certain if Eben’s programmatic intent 

with these manipulations is to show the strength of Job’s faith during tribulation or to 

perhaps reflect a strain upon his faith as he contends with his situation. Both intents may 

be present, for that matter, but it will be clear by the end of the movement that Job’s faith 

is still intact. 

 

One of the first manipulations of the Faith melody is an inverted answer to the A1 

phrase. This begins in the pedal voice as shown in mm. 34-8 of Fig. 6.3. The answer is a  

 

 

 

 

 

 

 

 

 

 Fig. 6.3. Real inversion of Faith melody A1 phrase (mm. 32-9) 
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non-transposed real inversion of the A1 phrase. Answers such as this occur throughout 

the movement and add contrapuntal interest to the Faith melody, possibly symbolizing 

Job’s attempt to pray the same prayer for faith and steadfastness in different ways. Table 

1 (Wer nur den lieben Gott lässt walten Motive, Movement III) in Appendix B provides a 

motivic analysis of the Faith melody for the entire movement. It lists seven different 

answers to the chorale phrases in the pedal voice including real and tonal inversions, 

melodic fragments, and rhythmic transformations.130 

 

Beginning in m. 56, the B2 phrase of the Faith melody is treated as a three-voice 

and four-voice texture in the left hand and pedal. This is illustrated in Fig. 6.4. Planing  

 

 

 

 

 

 

Fig. 6.4. Faith melody as trio texture (mm. 56-9) 
 

triads and a thicker chordal texture both add a dramatic quality to the Faith melody 

consistent with Job’s resolve to rely on his faith for strength and support. 

 

                                                 
130 Pedal inversions begin in mm. 34, 42, 53, 114, 122, 128 and 134. See Table 1 (Wer nur den 

lieben Gott lässt walten Motive, Movement III) in Appendix B for more information. Real inversions 
involve (exact) mirrored intervallic transpositions of the original. Tonal inversions are similar but the 
transpositions need not be exact intervallic relationships.  
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Rhythmic transformations play a role in the Faith melody beginning in m. 82. The 

Faith melody occurs as the top voice of the trio texture in the left hand part of Fig. 6.5. 

This transformation reduces the lyrical quality of the original melody. Corresponding  

Fig. 6.5. Faith melody rhythmically transformed (mm. 82-5) 

 

 

 

 

 

 

counterpoint played in the right hand of mm. 82-3 represents eighth-note diminutions of 

the original A1 phrase. M. 84 begins with a five-note fragment of phrase A2 in diminution 

in the right hand. The combined impact of an increased tempo, melodic diminutions, and 

rhythmic transformations makes a programmatic statement. Steadiness and faith go well  

Fig. 6.6. Faith melody disintegration (mm. 89-98) 
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together. In this passage, steadiness is threatened by a frantic sounding melody that 

reflects strain and agitation. Job’s faith is surely being tested. 

 

Next we see the Faith melody actually disintegrate. Beginning in m. 89 (Fig. 6.6) 

the right hand plays the B2 phrase of the Faith melody in quarter-note diminution. Then 

in mm. 92-3, two fragments of this B2 phrase repeat as if the chorale melody got stuck 

before it was finished. Thereafter, the Faith melody completely disappears in the 

surrounding dissonance. The dissonant broken chord patterns played in the left hand of 

Fig. 6.6 continue to oscillate monotonously until m. 99.  Job’s faith appears to be shaken. 

This momentary loss of the Faith melody may be linked to the program and will be 

discussed when we look more closely at the Assault texture later in this chapter. The 

Faith melody does return by m. 109, where it displays the same simple texture it had at 

the beginning of the movement. The return of the Faith melody programmatically 

suggests that Job’s faith is still intact even after the personal assault upon Job’s body. 

 

Associative Themes 

The Faith melody is accompanied throughout the movement by a winding motive 

consisting mostly of eighth notes. I chose to call this the Affliction motive because of how 

this counterpoint interacts with the Faith melody. Just as the Affliction motive wraps 

itself around the Faith melody, so have Job’s afflictions wrapped themselves around him. 

The on-beats of the Affliction motive are often a half-step higher than their neighboring 

off-beats. This descending two-note pattern creates a downward sigh, which serves to 
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further define the motive. The Affliction motive utilizes all twelve steps of the chromatic 

scale in the same time it takes to present a single chorale phrase (see Fig. 6.7). One of 

several examples of the Affliction motive split into two chromatic lines is shown in  

m. 115 of Fig. 6.7. Each line produces its own counterpoint to phrase A1, which is played 

inverted in the pedal. This additional counterpoint appears to punctuate the impact of the  

 

 

 

 

 

 

 

 

 

 
Fig. 6.7. Affliction motive (mm. 110-7) 

 

Affliction motive upon the Faith melody. Finally, in Fig. 6.5, we discovered a diminished 

Faith melody phrase or fragment embedded within the Affliction motive. This too may 

signify the interaction between Job’s afflictions and his faith. 

 

In the final measures of this movement, Eben devises a way to maintain the tempo 

of the Faith melody and at the same time decrease the tempo of the Affliction motive 
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eighth notes to convey the message that Job’s faith is strong enough to overcome his 

afflictions. In these measures, the Faith melody phrases B1 and B2 are played by the right 

hand and an inversion of phrase B1 is played in the pedal, all at a steady tempo. 

 

 

 

Fig. 6.8. Affliction motive augmentation to triplet quarter notes (mm. 124-8)  

However, beginning in m. 125 of Fig. 6.8, Affliction motive eighth notes in the 

accompaniment augment to triplet quarter notes. Then in m. 132 of Fig. 6.9, the triplet 

quarter notes in the accompaniment augment to quarter notes. This effectively cuts 

 

 

 

 

Fig. 6.9. Affliction motive augmentation to quarter notes (mm. 130-4)  

the tempo of the Affliction motive in half while the tempo of the Faith melody remains 

the same. This rhythmic transformation may symbolize a lessening of the grip of Job’s 

afflictions upon his faith.  

 

The Faith melody stands as simply at the end of the movement as it did at the 

beginning. The final chord of the movement is a pianissimo A major triad, the first major 

chord ending so far in this cycle. Programmatically, neither the Attack motive from 
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Movement II (representing an attack on Job’s family and possessions) nor the Assault 

texture from this movement (see next section) has been able to destroy Job’s faith to this 

point. After all the strife, Job has retained his faith. This is signified by a Faith melody 

that is still intact and a harmonious major-chord ending to the movement.  

 

Dramatic Musical Contrasts 

Movement III begins with two contrasting motives that alternate back and forth. 

The first motive consists of two short phrases that utilize contrasting articulations: legato 

and portato. This pair of phrases is shown in mm. 1-5 of Fig. 6.10. The dissonant chords 

descend primarily by half-step and are played fortissimo using a principal chorus 

registration over a constant A in the pedal. The similarity of the phrases and the nature 

 

 

 

 

 
Fig. 6.10. Foreboding motive (mm. 1-5) 

 

of the articulations make it sound as if Job is asking:  “Why is this happening to me?” or 

“Why more suffering?” I chose to call this questioning motive the Foreboding motive, 

because it serves to set up the dramatic Assault texture that is to follow. 
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The program notes for this chapter present the idea of “an initial outcry.”131  This 

is portrayed by the Assault texture, which also consists of two phrases. The first phrase is 

played fortissimo in m. 6 of Fig. 6.11, with a tutti registration. It is the most striking 

texture of the entire movement. This motive symbolizes yet another catastrophic  

 

 

 

 

 

 

 

 

event in Job’s life, a personal attack upon his health in the form of boils from head to 

foot.132  The second phrase of the Assault texture (Fig. 6.12) is played mezzo piano in  

m. 11 with flute, strings, and mutation stops. These timbres (except for Tierce 1 3/5’)  

Fig. 6.11. Assault texture (mm. 6-7) 

Fig. 6.12. Assault texture phrase 2 (mm. 11-4) 

 

 

 

 

flow directly into the Affliction motive in m. 12, and they suggest a programmatic link 

between the assault on Job and the resulting affliction. 

                                                 
131 Eben, preface. 
132 This event in Job’s life maybe found in the Book of Job chapter two, verse seven. 
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The Assault texture contains forty-one rapid-fire chords spanning a range of more 

than three octaves. One-third of the chords are a French sixth sonority, and almost all 

contain the interval of a seventh as well as the tritone. Each chord with the same pitch for 

its root is an identical chord. This helps unify the motive. A dramatic effect is achieved 

when these rapid-fire chords sound with sudden and abrupt changes of register. The 

Assault texture is repeated again in mm. 105-6. This second assault appears to represent 

an attempt by Job’s wife to undermine his faith.  

Then said his wife unto him, Dost thou still retain thine integrity? curse God, and 
die. But he said unto her, Thou speakest as one of the foolish women speaketh. 
What? shall we receive good at the hand of God, and shall we not receive evil? In 
all this did not Job sin with his lips.133 
 

I noted earlier that the Faith melody disintegrated and completely disappeared for a short 

time during the middle of the movement (mm. 94-108). This temporary loss of the Faith 

melody may be programmatically linked to Job’s disappointment at his own wife’s 

assault upon him. This assault, coupled with the earlier attack of boils, has proven to be 

more than Job can bear, thereby creating a temporary interruption in the Faith melody.  

 

Programmatic Summary 

The third movement is based upon the Lutheran chorale tune:  Wer nur den lieben 

Gott lässt walten (If thou but suffer God to guide thee). This and other prominent themes 

and textures of the movement have been color coded and placed on a timeline (see 

Appendix A). The following summary presents a programmatic interpretation based upon 

the above discussion:   

                                                 
133 Job 2:9-10 KJV (King James Version). 
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Mm. 1-11:  The movement begins with a chordal Foreboding motive that 
anticipates a second strike by Satan upon Job’s person in the form of boils. The 
Assault texture symbolizes this strike with forty-one rapid-fire chords played 
using a tutti registration. The second phrase of the Assault texture follows and 
serves as an introduction to the Affliction motive. The Affliction motive continues 
to the end of the movement. 
 
Mm. 12-55:  The Faith melody establishes Job’s continuing faith in the midst of 
his trials. An Affliction motive accompanies the Faith melody throughout the 
movement to symbolize Job’s ever present struggle with his afflictions.  
 
Mm. 56-93:  The Faith melody is inverted, rhythmically transformed, transposed 
diminished, fragmented, and presented with multiple changes of texture. By m. 
95, the Faith melody disintegrates, symbolizing the strain in Job’s faith brought 
about by his circumstances.  
 
Mm. 97-106:  Job’s wife challenges him to curse God and die. In the middle of 
this section Job’s faith temporarily lapses, as evidenced by the absence of the 
Faith melody. This section culminates with the Assault texture. The complaints of 
his wife and her verbal assault have nearly crushed his faith, yet the strains of the 
Faith melody will be heard again in the measures to come. 
 
Mm. 107-139:  The Faith melody returns as it was in the beginning and the 
Affliction motive along with it. This time the chorale is shortened to a simple A1, 
A2, B1, B2 statement. Although the tempo of the Faith melody remains 
consistent, the tempo of the Affliction motive decreases by augmentation from 
eighth notes to triplet quarter notes and finally to quarter notes, symbolizing a 
lessening of the affliction’s hold upon Job. The movement ends with a pianissimo 
A major triad, the first major chord ending thus far in the cycle. Job’s faith has 
prevailed against the assaults of Satan. 
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CHAPTER VII:  
 

MOVEMENT IV (LONGING FOR DEATH) 
 

The fourth movement, Longing for Death, is a giant passacaglia presented as a 

lament. Job has survived his misfortunes, but he must now try to understand why these 

calamities have happened to him, when he was undeserving of such a fate. The program 

for this movement is built upon Job’s statement in the scriptures:  “Why died I not, from 

the womb? Wherefore is light given to a man whose way is hid, and whom God hath 

hedged in?”134  Job wishes he had died in his mother’s womb rather than see the light of 

day and be subjected to such pain and loss. If Job had died, he would now be at rest and 

peace instead of facing all this turmoil. Eben provides a brief outline for this movement 

in the program notes where he writes that “the ever increasing misfortunes overtaking Job 

are here reflected in a passacaglia, the overwhelming climax of which dissolves in a final 

pianissimo variation in which Job is crushed to the ground.”135  Since there are no 

musical quotations in this movement, we will begin our discussion with associative 

themes. 

 

Associative themes 

Descending chromatic ostinato patterns were common in the Baroque era, usually 

in triple meter and minor mode, and they supported both vocal and instrumental 

variations. The four-measure ostinato, descending stepwise and spanning a fourth (or 

                                                 
134 Eben, 26. 
135 Eben, preface. 
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tetrachord), was often associated with the affection of lament or grief.136  This movement 

features a similarly structured passacaglia with a descending chromatic melody. The 

passacaglia’s thirty-five variations provide the singular structure for this movement. I 

chose to call the passacaglia a Dirge melody, because it serves as a funeral hymn that 

conveys Job’s longing for death. 

 

The first presentation of the Dirge melody is shown in Fig. 7.1, where the melody 

appears as the top voice of a four-part texture. It is played pesante with a heavy and  

Fig. 7.1. Passacaglia or Dirge melody (mm. 1-8) 

 

 

 

 

ponderous articulation congruous to the theme of this lament. The melody descends a 

perfect fifth by half-step and spans eight measures. 

 

Succeeding statements of the Dirge melody are surprisingly diverse, and they 

demonstrate Eben’s remarkable creativity in devising thirty-five different ways of saying 

the same thing over and over again. Identifying characteristics of each repetition are 

described in Table 2 (Passacaglia Analysis, Movement IV) in Appendix B. The 

passacaglia melody occurs variously as the top voice of a chord or arpeggiated figure in 

the hands, and as a solo texture played by hands or feet. It appears within toccata-like 

                                                 
136 Barbara Russano Hanning, Concise History of Western Music, 2d ed. (New York:  Norton, 

2002), 192. 



 75

textures and some variations include strong rhythmic syncopations and repetitions as 

well. The meter is commonly 3/4 or 9/8, but metrical variations (including 4/4, 5/4, 5/8, 

12/8, and even 8/8 with unusual note groupings) promote a rhythmic intensity that 

escalates throughout the movement. The eight-measure melody is sometimes diminished 

to variations as short as one measure. It is continually transposed and occurs at differing 

pitch levels as high as g3-c3 and as low as G-C to cover a three and one-half octave 

range.137  Harmonic progressions within the passacaglia are quite diverse as well. Thirty 

of the thirty-five variations represent unique sets of chord progressions.138 This formal 

structure produces a powerful programmatic impact by presenting a single theme in a 

variety of ways, just as Job passionately expressed his longing for death in a number of 

ways:   

Why died I not from the womb? why did I not give up the ghost when I came out 
of the belly? Why did the knees prevent me? or why the breasts that I should 
suck?…I should have slept:  then had I been at rest….Wherefore is light given to 
him that is in misery, and life unto the bitter in soul; Which long for death, but it 
cometh not; and dig for it more than for hid treasures; Which rejoice exceedingly, 
and are glad, when they can find the grave? Why is light given to a man whose 
way is hid, and whom God hath hedged in?139 
 

The variety infused into this passacaglia makes it an effective tool in portraying Job’s 

multi-faceted death wish. 

 

Even though the Dirge melody is the primary programmatic tool of this 

movement, several related textures may be shown to complement the programmatic 

                                                 
137 The lowest-pitched occurrence of the passacaglia begins in m. 1 and the highest in m. 153. 
138 Variations 3, 4, 5, and 6 utilize identical harmonic progressions. Variations 23, 28, and 29 also 

have identical harmonic progressions. The remaining 28 progressions are individual and unique. 
139 Job 3: 11-13, 20-23 KJV (King James Version). 
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intent of the melody. They will be discussed below and are also illustrated in the graphic 

map for this movement found in Appendix A. 

 

This movement contains a countermelody similar in nature to the Affliction 

motive (Fig 6.7) found in Movement III, which represented the relentless nature of Job’s 

suffering. This Anguish texture may be shown to suggest Job’s rising sense of anguish 

and torment. It occurs four times in the early part of the movement. Portions of three of 

these statements are shown in Fig. 7.2 in the shape of a rising chromatic scalar pattern.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Fig. 7.2. Anguish texture excerpts 
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The first statement (mm. 17-24) rises an octave while the second statement (mm. 25-32) 

rises one and one-half octaves. The third and fourth statements (mm. 34-41 and 43-50) 

rise approximately two octaves each. The total ascent for the four statements is nearly 

three octaves. The first and second statements contain mostly eighth notes whereas the 

third statement consists of triplet eighth notes and the fourth statement, sixteenth notes as 

illustrated in Fig. 7.2. This increase in range and rate of melodic activity may be 

associated with Job’s rising sense of anguish and anxiety, which contributes to his 

longing for death. Many misfortunes have descended upon Job and now his anguish and 

feeling of hopelessness are peaking in response. 

 

This movement contains many repeated chords such as those shown in Figure 

7.3.140  In Movement II, the Prayer motive was repeated sixty-one times. We associated 

those repetitions with the need of the soul in distress to repeat the same prayer over and 

over again because it could no longer find new words to plead for God’s help. In this 

movement, Job is again at a loss for words to describe his longing for death. I chose to 

 

 

 

 

 

 
Fig. 7.3. Meditation texture (mm. 123-6) 

                                                 
140 Repeated chords begin in m. 107 and continue fairly consistently through m. 141. 
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call the repetitive texture, played by the hands in Fig. 7.3, the Meditation texture because 

it appears to represent Job repeating the same prayer over and over again in the hope he 

will be delivered from his misery even if this means his own death. 

 

Fig. 7.4 shows a toccata-like texture played by the hands incorporating octave 

displacement of similar sounding chords. Movement I also contained a toccata-like 

texture in octave displacement (see Fig 4.4) that depicted destruction dealt by the forces 

of evil upon Job’s life. The Catastrophe texture, shown in Figure 7.4, appears as 

counterpoint to a fortissimo pedal solo statement of the Dirge melody. This texture has a  

 

Fig. 7.4. Catastrophe texture (mm. 134-6) 

 

 

 

 

 

 

range of more than three octaves and completes eight cycles in as many measures. The 

Catastrophe texture suggests the disarray in Job’s life, and this destruction contributes to 

his longing for death. 

 

This fourth movement displays a buildup of rhythmic energy by incorporating 

rhythmic variation into each statement of the passacaglia theme. The buildup begins 
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when the Anguish texture rhythmically transforms from eighth notes to triplet eighth 

notes, and then to sixteenth notes in mm. 17-53. Rhythmic energy will continue to build 

until the two final variations. Variation nine (Fig. 7.5) is in 9/8 meter. Principal notes 

 

 

 

 

 

 

 

 

 

 
Fig. 7.5. Triplet-figure syncopations (mm. 70-5) 

 

of the melodic line of this variation are circled in Fig. 7.5. Strong beats would typically 

be on beats one, four, and seven. Most of the structural melodic notes are not on strong 

beats. The result is a highly syncopated melody with many repeated notes that contribute 

to the rhythmic vitality of this variation.141 

 

                                                 
141 The Dirge melody in Fig. 7.5 begins on b2 (m. 70) and spans a descending fifth to complete the 

melodic statement by m. 77. 
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Variations twenty-two and twenty-three provide another illustration of this 

rhythmic buildup (Fig. 7.6) when repetitive chords are shared between manuals. Given 

that Choir and Great manual registrations are similar, the rapid manual alternations do not  

 

 

 

 

 

 

 

produce contrasting timbres.142  The overall effect becomes one of layered dynamics 

combined with syncopated metrical pulses. Metrical pulse is often notated by beam 

connections. Layered dynamics (f-ff) add an additional element, which contributes to the 

overall rhythmic complexity. Fig 7.7 compares strong beats based upon beams versus  

 

Mm. Beam-based pulses Dynamic-based pulses Combined pulses 
107 beats 1, 4 beats 1, 2, 4, 6, 8 beats 1, 4 
108 beats 1, 3, 5 beats 1, 3, 5 beats 1, 3, 5 
109 beats 1, 4 beats 1, 2, 4, 6, 8 beats 1, 4 
110 beats 1, 3, 5 beats 1, 3, 5 beats 1, 3, 5 
115 beats 1, 4, 7 beats 1, 2, 5, 6, 7, 9 beats 1, 7 
116 beats 1, 4, 7 beats 1, 2, 5, 6, 7 beats 1, 7 
117 beats 1, 4, 7 beats 1, 2, 5, 6, 7, 9 beats 1, 7 
118 beats 1, 4, 7 beats 1, 2, 4, 5, 7 beats 1, 4, 7 

 

 

 

 

 

 

                                                 

Fig. 7.6. Offbeat pulses in conventional time signature (mm. 107-10 and 115-8) 

Fig. 7.7. Dynamic vs. beam-based metrical pulses 

142 The Choir manual (II) is registered with 8’ Flute, principal chorus, and Mixture IV. The Great 
manual (I) registration is similar but it also includes couplers and 8’ Trumpet. 
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strong beats based upon dynamic layering. When both pulses are combined, the strongest 

pulses of each measure occur as shown in column four of Fig. 7.7. Although the time 

signatures are straightforward (simple and compound meters), the shifting pulses, based 

upon the fluctuations in dynamics and meter, infuse tremendous rhythmic energy and 

vitality into these variations. 

 

Rhythmic energy becomes even more pronounced in variation twenty-four  

(Fig. 7.8). Six-voice homophony coupled with repeating triads can sound pedantic and  

 

 

 

 

 

 
Fig. 7.8. Manual changes increase rhythmic vitality (mm. 123-6) 

 

tedious. In this variation, syncopations within compound triple meter help maintain a 

strong rhythmic element. In addition, manual changes have been inserted at unexpected 

places. The resulting fluctuations in dynamics (mf-ff) provide even stronger dynamic 

contrast than in variations twenty-two and twenty-three. Eben’s “taste for rhythm” is 

evident as he uses rhythm to build to a dramatic climax by variation thirty-three of the 

passacaglia. 
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One might expect a dirge to be slow and mournful. The rhythmic buildup cited 

above would indicate that this is not necessarily the case. Eben had a definite 

programmatic intent in mind when he infused this rhythmic energy into the Dirge 

melody. Not only does this energy represent the passion that Job expresses in his longing 

for death, but it serves as a precursor for Job’s ultimate and dramatic collapse, which will 

be depicted in the two final variations of the movement. 

 

Dramatic Musical Contrasts 

Table 2 in Appendix B lists musical characteristics and describes the 

metamorphosis that takes place from variation to variation within the passacaglia. Taken 

as a whole, these changes portray a huge buildup that eventually culminates in variation 

thirty-three. The climax to this movement is completed by m. 152 as shown in Fig. 7.9. 

 

 

 

 

 

 

 

 

 

Fig. 7.9. Climax of Movement IV (mm. 149-60) 
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The climax features a tutti registration that begins in variation twenty-eight (m. 142). 

Variations thirty-two and thirty-three (mm. 149-52) culminate the climax with single-

measure diminutions of the passacaglia as shown in Fig. 7.9. Seven voices in contrary 

motion quickly dissolve into a single pitch by m. 152. An 8’ Flute played pianissimo 

replaces the tutti registration in variation thirty-four (m. 153). This flute voice is 

reminiscent of the 8’ Flute used to represent Job at the outset of Movement II (Exsultet 

chant). The 8’ Flute, played with a sempre staccato articulation, begins a four and one-

half octave descent, finally ending on CC as shown in Figure 7.10 at the end of the  

 

Fig. 7.10. Job is crushed to the ground (mm. 161-70) 

 

 

 

 

 

 

 

 

piece. Eben has effectively portrayed Job being crushed to the ground in the final 

measures of this movement. 
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Programmatic Summary 

The passacaglia forms the primary structure for this movement and represents 

Job’s song of lament as he longs for death. To build to climax, the passacaglia or Dirge 

melody is repeated thirty-five times over a pitch range of three octaves. Increasing 

tempos and dynamics, fortified registrations, rhythmic syncopations, melodic diminutions 

and inversions—coupled with thirty unique presentations of the Dirge melody—add 

tremendous passion and fervor to this musical representation of Job’s longing for death. 

These variations and associated textures have been placed on a graphic timeline in 

Appendix A. The following summary presents a programmatic interpretation based upon 

the above discussion:   

Mm. 1-16:  (variations 1-2) The Dirge melody chromatically descends by half-
step over the interval of a perfect fifth. It is presented as the top voice of a series 
of homophonic chords. 
 
Mm. 17-50:  (variations 3-6) A chromatic scalar countermelody rises an octave 
and one-half in eighth notes, two octaves with eighth-note triplets, and then nearly 
two octaves in sixteenth notes. This Anguish texture symbolizes Job’s rising sense 
of anguish. 
 
Mm. 54-85:  (variations 7-10) The Dirge melody is continually varied using 
arpeggiations, counterpoint in the pedal, a toccata-like texture, and rhythmic 
transformations. 
 
Mm. 86-105:  (variations 11-21) The Dirge melody is presented in diminutions 
spanning one to two measures. Changing and asymmetrical meters add a sense of 
instability symbolizing Job’s inner conflict.  
 
Mm. 107-131:  (variations 22-4) Repetitive chords in these variations are 
reminiscent of Jehan Alain’s statement that the soul in distress repeats the same 
invocation over and over again when it can no longer find new words to implore 
God’s mercy. The use of repetition represents Job’s focused meditation upon a 
single thought, in this case, his longing to die. This section includes many changes 
in meter. Syncopations and asymmetrical meters add interest and variety to the 
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repetitions. A buildup results, which eventually culminates in a dramatic collapse 
in the final variations of the movement. 
 
Mm. 132-3: (variation 25-6) The Dirge melody occurs as single-measure 
diminutions played using a simple unison texture in octave displacement. These 
two variations precede a thickening of the texture, which will continue until Job 
collapses of exhaustion in the final two variations. 
 
Mm. 134-141:  (variation 27) The toccata-like chords in octave displacement are 
reminiscent of similar chords found late in Movement I that reflect the destructive 
effects of the forces of evil upon Job. In variation twenty-seven, a toccata-like 
Catastrophe texture, emphasizing abrupt shifts in range, covers two and one-half 
octaves. It opposes the Dirge melody and it is played simultaneously as a pedal 
solo. In this way, Job’s longing for death is linked programmatically to the 
catastrophes that have occurred in his life. 
 
Mm. 142-150:  (variations 28-33) The climax to the movement is represented 
with a fortississimo dynamic, tutti registration, melodic diminution, inversion, and 
unusual rhythmic syncopations. The extreme dissonance, created by seven voices 
in contrary motion, symbolizes Job at the brink of life and death.  
 
Mm. 153-170:  (variations 34-5) The voice of a singular 8’ Flute plays the Dirge 
melody pianissimo as the melody begins a four and one-half octave descent to end 
on CC. Job has collapsed under the strain, and by the end of the movement he lies 
prostrate on the ground in complete exhaustion. 
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CHAPTER VIII:   
 

MOVEMENT V (DESPAIR AND RESIGNATION) 
 

Movement V (Despair and Resignation), like Movement IV (Longing for Death), 

continues to focus upon the subject of death. The fourth movement depicted Job’s 

attention as focused upon himself, but now Job directs his thoughts and complaints 

toward God. The scriptural theme for this movement is based upon Job’s statement in the 

Book of Job, chapter seven:  “for now shall I sleep in the dust; and thou shalt seek me in 

the morning, but I shall not be.”143  Job wishes to die, but since he has not, he continues 

to despair at life. Neither course of action will prove to be productive. Eben describes the 

format for this movement in the program notes where he writes “this movement is in two 

parts. The restless first section reflects a despairing Job’s rising reproaches against God 

(Wherefore dost Thou make me Thy target?), changing to a plaintive song of submission 

in the second part.”144 

 
Movement V is similar to Movements I and IV in that it contains no musical 

quotations. In this cycle, all quotations are on topics of faith and trust. It is notable that 

these elements are missing in the opening movement, which reveals Job’s immediate 

destiny, and then again in these two movements that portray Job’s despair, resignation, 

and longing for death. I believe Eben intentionally omitted the musical quotation in 

Movements IV and V to show that Job’s faith is at its lowest at this point in the cycle. We 

will begin our discussion with associative themes. 

                                                 
143 Job 7:21 KJV (King James Version). 
144 Eben, preface. 
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Associative Themes 

The title of this movement suggests a two-part structure with two associative 

melodies:  Despair and Resignation. The movement opens with a Despair melody 

(illustrated in the pedal voice of Fig. 8.1), which represents Job’s continuing dejection 

after being crushed to the ground at the end of Movement IV. After a short outburst 

where Job presents his complaints to God, a Resignation melody defines the second part 

of the movement, which suggests that Job is exhausted of willpower to protest any 

further. 

 

The Despair melody first occurs in the pedal and consists of four asymmetrical 

phrases, generally increasing in length from phrase to phrase. The mode of this melody is 

similar to the D natural minor scale, but Eben adds the raised third and fourth scale  

 

 

 

 

 

 

 

 

 

Fig. 8.1. Despair melody, Dream-like texture, Restless motive (mm. 1-6)  
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degrees, a manifestation of his propensity for fluctuations between major and minor 

thirds and his interest in polymodal writing.145  The first two phrases of the Despair 

melody are shown in the pedal in Figure 8.1. The characteristic pitches of the first phrase 

(m. 2) include e, f, and gb. The characteristic pitches of the second phrase (mm. 4-5) are 

gb, g, and ab. The chromatic pitches occur in different orders, but they are generally 

contiguous scale degrees and generally include the final note of the phrase.146  The 

emotion of despair is depicted by the limited number of pitches, wide skips, and the 

haunting nature of the Despair melody. When viewed in context of the surrounding 

motives, the melody becomes even more meaningful. Beginning in m. 33, the Despair 

melody recurs with the 8’ Flute voice that represents Job. Despair is in Job’s voice.  

 

The Despair melody is supported by two other concurrent layers, the first of 

which I will call the Dream-like texture (played by the right hand in Fig. 8.1). It is 

comprised of cluster chords that are made mostly of stacked seconds. They are played 

using a soft 8’ Salicional string stop at a high register to produce an ethereal backdrop for 

the Despair melody in the pedal. 

 

The third layer, or what I will call the Restless motive, represents Job’s stirrings 

after being crushed to the ground in the last movement. It is initially presented as a series 

                                                 
145 The Despair melody scale may be spelled: d, e, f (or f#), g (or g#), a, bb, c, d, which are the 

scale degrees of the D natural minor scale plus raised third and fourth scale degrees. 
146 The Despair melody occurs three times in four phrase groups as follows: mm. 2 and 80: (gb, e, 

f); mm. 4-5 and 82-3: (g, gb, ab); mm. 10 and 84: (a, g#, bb); mm. 13-4 and 85: (g, f#, ab). The four phrases 
occur again in mm. 33, 34, 37, and 40-1 transposed the interval of a tritone. An exception is found in m. 85, 
as it is modulatory in nature. 
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of eight sixteenth notes in two-voice harmony, oscillating chromatically in contrary 

motion as shown in the left-hand part of Fig. 8.1. The timbre is intentionally varied by the 

changes in register and registrations that alternate between 8’ Gedeckt on the Choir 

manual and 8’ Rohr Flute plus Quint 1 1/3’ on the Great manual. The Restless motive 

appears to fragment after the first couple of phrases. There are never more than three 

consecutive measures of the Restless motive with the same meter.147  This constant 

oscillation and changing of meters and timbres provides the musical means of 

communicating a restless stirring that continues to build in mm. 18-24. This is 

 

Fig. 8.2. Restless motive expanded to five voices (mm. 18-9) 

 
 

 

 

 

illustrated in Fig. 8.2, where the chromatic oscillations have expanded to a five-voice 

texture. The dynamics have increased from piano to forte, to demonstrate Job’s 

increasing agitation. From mm. 24-30 this escalation becomes more intense, as illustrated 

in Fig. 8.3. Restless motive oscillations continue in one or both hands and the timbre 

darkens with the addition of the 16’ Principal stop to the principal chorus in m. 24. A 

chromatic scalar figure in the left hand repeatedly rises but culminates at the end of each 

of three phrases in sudden low register marcato chords played on the Great 

                                                 
147 This is in reference to the opening section (m. 1-17), and is true as the Restless motive 

continues to escalate through m. 23 as well. 
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Fig. 8.3. Compound chromatic textures (mm. 23-8) 

 

 

 

 

 

 

 

 

 

 

manual.148  It appears that Job is attempting to rise and defend himself, but he keeps 

falling back to the ground. The Restless motive and the Dream-like texture combine with 

the Despair melody, and as a unit they carry the program forward after Job’s collapse at 

the end of the previous movement. This introduction is analogous to Job waking from a 

bad dream with a feeling of restlessness, only to be annoyed by the reality of the 

desperation in his life. 

 

An inverted recapitulation of the opening material begins in m. 32, as shown in 

Fig. 8.4. The Despair melody, originally presented in the pedal, now appears two octaves 

plus a tritone higher, in the right hand. The statement is an exact transposition except that 

it is condensed for the recapitulation and played using an 8’ Flute stop. On two prior 

                                                 
148 These low register marcato chords are played on the Great manual in mm. 25, 27, and 30. 
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Fig. 8.4. Recapitulation of three opening layers (mm. 32-6)  

occasions, Job was portrayed by this organ stop.149  Job appears to speak now for the first 

time since his collapse. The Dream-like texture originally occurred at a high register in 

the right hand, but it is now played in the bass register of the left hand. The surreal 

atmosphere of the timbre in the accompaniment is now much darker, although it is still 

played using an 8’ Salicional stop. Finally, the Restless motive that first occurred in the 

left hand now occurs in the pedal with a 16’ Subbass, 8’ Flute, and Quint 5 1/3’ 

registration. It sounds more ominous here than it did at the beginning of the movement. 

Job’s despair culminates in a full outburst beginning in m. 43. The Outburst texture is 

rich in contrasts, and it completes the first (despair) section of this movement. It will be 

discussed as a dramatic musical contrast in the following section of this chapter. 

 

The second part of this movement features the Resignation melody, which Eben 

refers to as a “plaintive song of submission.” This melody is shown in the top voice of 

Fig. 8.5. Its chief characteristic is a descending half-step between two dotted quarter 

 

                                                 
149 Job or his voice was represented by a lone 8’ Flute stop in the opening plainchant of Movement 

II. The same flute stop was also used to close Movement IV and symbolize Job being crushed to the 
ground. 
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Fig. 8.5. Resignation melody (mm. 60-4) 

 

 

 

 

 

 

notes. Six pitches within the confines of a tritone form the essence of this motive.150  The 

motive is obviously chromatic in nature, but Eben constructed it in such a way that it 

sounds lyrical. Three four-measure statements of the motive occur, each followed by 

wandering extensions, which use the remaining steps of the chromatic scale.151  Short 

fragments are common as well. The lyrical Resignation melody is played with a gap 

registration (8’ Quintadena plus 2’ Flute) and Tremolo that is typical for a sung melody. 

 

I believe Eben intended the listener to hear the Resignation melody as Job’s 

portrayal of his own sorrowful resignation to his fate. The mournful sounding 

Resignation melody is the result of the combination of a slow tempo (dotted quarter note 

equals 50), descending chromatic motion, and a plodding figure in the accompaniment, 

which is shared between the hands. The chords of accompaniment occur only on weak 

beats, and the inner voices of these chords produce contrary motion by half-step, 

                                                 
150 The six chromatic pitches span the interval from b1 to f2 in Fig. 8.5. Only eb2 is missing. 
151 The three four-bar statements occur in mm. 60-3, 67-70, and 87-90. 
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corresponding to the half-step characteristic of the Resignation melody itself.152  The 

accompaniment is repetitive, generating a static sound. The described characteristics 

combine to create a sense of plodding. Job may be on his feet again, but he is so dejected 

he is unable to protest any further. 

 

A reprise of the Resignation melody begins in m. 87, the first six measures of 

which are identical to the statement found in mm. 60-5. Melodic fragments continue to 

the end of the movement, while descending nearly two octaves to rest on a final F in the 

concluding measures of the movement (Fig. 8.6).153  Notice also that the rate of repetition  

 

Fig. 8.6. Resignation melody fades away (mm. 98-105) 

 

 

 

 

of the plodding chords of accompaniment decreases, losing its pulse, which seems to 

bring the movement to a complete halt. The overall effect is a dying away, revealing that 

Job is exhausted of willpower to resist any further. He cannot understand his fate, but 

now he must resign himself to it because he has no energy left to protest any further. This 

melody has become Job’s sorrowful “song of submission.” 

 

                                                 
152 The descending chromatic (bb1 to a1) in the right hand of m. 60 (Fig. 8.5) is written in contrary 

motion to the ascending chromatic (c#1 to d1), which is played at the same time in the left hand, etc.  
153 The Resignation melody descends from d2 to f from mm. 87-105. 
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Dramatic Musical Contrasts 

The texture shown in Fig. 8.7 (see mm. 43-56) consists of a series of aggressive 

oscillating secundal, quartal, and seventh chords all played very rapidly (quarter note 

equals 100). Although it contains much repetition and a rather predictable 4/4 meter 

throughout, this texture stands out from the rest of the movement. The texture is full of 

contrasts in timbre, dynamics, and unexpected rhythmic pulses that make it everything 

but predictable. This texture stands in stark contrast to the flute melody that represents  

 

 

 

 

Job’s voice of despair in the measures immediately preceding it. In the program notes, 

Eben refers to Job’s rising reproaches against God in the restless first section. I chose to 

call this texture the Outburst texture because it sounds like an angry outburst. Mm. 43-56 

contain twenty-nine manual changes. Fig. 8.8 shows each manual change, the number of 

sixteenth-note chords played before each manual change, and the associated shifts in 

Manual: I II I II I II I II I II I II I 
Chords: 17 9 13 15 5 11 7 12 9 15 3 11 1 
Dynamic: f p f p f p f p f p f p f 

  
 Manual:  II I II I II I II I II I II I II 
 Chords:  3 1 5 1 1 1 9 1 1 1 1 1 5 
 Dynamic:  p f  p f p f p f p f p f p 
 
 Manual: I II I II 
 Chords: 8 1 1 29 
 Dynamic: f p f p 

Fig. 8.7. Outburst texture (mm. 51-2) 

Fig. 8.8. Outburst texture manual and dynamic changes (mm. 43-56) 
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dynamics from forte to piano. Manual timbres in mm. 43-56 alternate between a reed 

sound produced by the 8’ Trumpet and 4’ Clarion on the Great manual and a flute timbre 

(8’ Gedeckt) on the Choir manual. The random changes in manuals and unpredictable 

shifts in dynamics effectively portray the outburst texture and even suggest voice 

inflections. The reed sounds lend a sense of anger to the vocal imitations as well. This 

technique of rapid manual changes was uncommon when it first appeared in the works of 

Eben in 1958.154 Job appears to lose his patience and seems to argue with himself about 

God. 

 

These toccata-like chords hover around certain pitch centers for extended lengths 

of time to create a series of recitation tones.155  The pitch of the recitation tones rises 

from mm. 45-55 and depicts Job’s increasing fervor. Finally, the toccata-like texture 

thins down to three voices and then dissolves in m. 56 of Fig. 8.9. It ends with a reprise 

 

 

 

 

 

Fig. 8.9. Dissolution of Outburst texture (mm. 55-9) 

 

                                                 
154 Fishell, Organ Music of Petr Eben, 40. 
155 Recitation tones include the following: mm. 43-4:  d2 and eb2; mm. 45-6:  eb and f; m. 47:  db 

and d; m. 48: gb1 and g1; mm. 48-9:  ab1 and a1; mm. 50-3:  eb2 and e2; m. 54:  gb2 and g2; mm. 55-6:  ab2 
and f2. 
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of the Restless motive in the left hand of mm. 58-9. The extended rest at the end of m. 59 

marks the end of Job’s reproaches, which are symbolized by the Outburst texture. The 

rest also marks a turning point in the movement, as Job realizes his own efforts have done 

little to help his situation. The Resignation melody or “plaintive song of submission” will 

guide Job for the remainder of the movement.  

 

Programmatic Summary 

The fifth movement consists of two parts:  a restless first section depicting Job’s 

despair, and a second section representing his plaintive song of submission and Job’s 

final resignation to the inevitability of the misfortunes that have occurred in his life. 

These melodies and other prominent textures of the movement have been color coded and 

placed on a timeline (see Appendix A). The following summary presents a programmatic 

interpretation based upon the above discussion:   

Mm. 1-17:  Job’s despair is portrayed in the pedal voice with a chromatic melody 
in intervallic expansion. A series of secundal chord clusters in the upper registers 
create a Dream-like texture as a backdrop to Job’s despair. A third Restless 
motive is depicted by rapid sixteenth-note duplets oscillating in contrary motion. 
The Despair melody and these accompanying textures represent Job waking from 
a bad dream only to be confronted again by the reality of his despair. 
 
Mm. 18-23:  The Restless motive grows from its original two-voice texture into a 
five-voice texture played forte. Job’s restlessness continues to escalate in 
preparation for an outburst yet to come. 
 
Mm. 24-31:  Restless motive oscillations continue in the right hand with 
increasing amounts of chromatic melodic material that compound the texture. A 
chromatic figure in the left hand repeatedly rises but culminates at the end of each 
of three phrases in sudden, low register marcato chords. Job is attempting to rise 
in protest, but he is not yet able to do so. 
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Mm. 32-42:  An inverted recapitulation of the opening measures of the movement 
occurs in this passage. The Despair melody, originally in the pedal, is now played 
on a flute in the high registers where it is associated with the voice of Job. The 
Dream-like texture that was played in the high registers appears in the bass clef, 
and the Restless motive is now played by the pedal.  
 
Mm. 43-59:  Job’s despair erupts into a reproach against the Lord. The Outburst 
texture is constructed in such a way as to emulate voice inflections. It includes 
rapid changes from forte to piano via manual changes and recitative-like chord 
repetitions with occasional interruptions at different pitches. These changes of 
pitch and rhythmic stress produce a speech-like chatter typical of an outburst. The 
aggressive chords represent Job’s complaints to the Lord which come to an end as 
the six-voice texture thins to three voices. A five-count rest marks the conclusion 
of Job’s reproach and signals a turning point in the movement.  
 
Mm. 60-79:  The right hand plays the Resignation melody or plaintive song of 
submission in triple meter at a slow tempo. Its characteristic interval is a 
descending half-step and it is accompanied by a plodding chordal texture. The 
lyrical Resignation melody is played with a gap registration (8’ Quintadena plus 
2’ Flute) and Tremolo typical of a sung melody. This sad sounding “song of 
submission” illustrates that Job has had to resign himself to the conditions he has 
not been able to escape or overcome.  
 
Mm. 80-6:  The Despair melody returns softly in the pedal, this time without the 
Restless motive or Dream-like texture. This melody is accompanied by staccato 
chords that alternate with a two-voice chromatic texture. This reminds us that Job 
still despairs, yet the overall texture reveals less restlessness. 
 
Mm. 87-105:  The Resignation melody completes the movement with a 
downward descent of nearly two octaves. The melody ends by dying away to 
show that Job is exhausted of willpower to resist any further. Job will never 
understand his fate, but he is forced to resign himself to it because he has no 
energy left to protest. 
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CHAPTER IX: 
 

MOVEMENT VI (MYSTERY OF CREATION) 

Movement VI is based upon scripture found in chapter thirty-eight of the Book of  

Job. Subsequent to Movement V, which was based upon a scriptural passage from chapter 

seven, Eben has passed over thirty-one chapters. These chapters contain an extended 

dialogue between Job and several of his friends, who encourage him to repent of his sins 

so that God can restore his health and fortune. Job argues that he has not sinned and is not 

deserving of punishment. He makes repeated requests to plead his case before the Lord 

and be vindicated.156  His last request is found in Job 31:35, which reads, “Oh, that I had 

someone to hear me! I sign now my defense—let the Almighty answer me; let my 

accuser put his indictment in writing.”157  In this movement, Job is provided just the 

opportunity he has been waiting for. The Lord appears to him in a whirlwind saying:   

Who is this that darkens my counsel with words without knowledge? Brace 
yourself like a man; I will question you, and you shall answer me. Where were 
you when I laid the earth’s foundation? Tell me, if you understand.158 
 

In other words, the Lord asks Job if he possesses the qualifications and knowledge to 

question the Lord’s wisdom in this matter. An extended example of creation follows in 

the scripture and provides ample proof that Job indeed is not qualified to question the 

Lord’s wisdom and understanding.159  The program notes provide a framework for this 

movement:   

The movement opens with a series of mysterious pianissimo chords, contrasted 
with a questioning flute phrase. There follows a vivid picture of the creation as 

                                                 
156 Job’s requests are found in Job 13:3, 13:20-2, 23:3-5, and 31:35-7 KJV (King James Version). 
157 Job 31:35 NIV (New International Version). 
158 Job 38:2-4 NIV (New International Version). 
159 See the Book of Job, chapters 38-41, for a list of the questions the Lord asks Job. 
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depicted by God to Job. But, after an immense climax, the movement ends quietly 
with a return of the opening question.160 

 
This movement may be divided programmatically into two halves. The first half (mm. 1-

46) includes the questioning flute phrase, referenced in the program notes, that will be 

shown to suggest Job presenting his legal case in the presence of an all-knowing God. 

The second half (mm. 47-97) possibly illustrates God answering Job out of a whirlwind, 

as spoken of in the Book of Job chapter 38, verse 1. 

 
 

Musical Quotations 

Movement VI contains one musical quotation, the Faith melody, Wer nur den 

lieben Gott lässt walten (If thou but suffer God to guide thee). It was first introduced in  

 

Fig. 9.1. Faith melody, Wer nur den lieben Gott, phrase A1, Movement III 
 

 

Movement III, and it is used again in this movement (Fig. 9.1) to remind the listener of 

Job’s godly character. However, in this movement only the A1 phrase is used, diminished 

from half notes to eighth notes, and altered chromatically. In Fig. 9.2, all six entrances of 

the A1 phrase have been transposed to a common starting note to help the reader compare  

 

 

 

 

                                                 
Fig. 9.2. Faith motive transformations (mm. 24-38) 

160 Eben, preface. 
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the series of chromatic transformations. Each transformation of the Faith motive becomes 

increasingly chromatic until the motive is nearly unrecognizable. The Faith motive is 

introduced with an 8’ Quintadena, 8’ Flute, and 4’ Flute registration, very similar to the 

registration found in Movement III, which represented the voice of Job.161  Initially, the 

Faith motive is accompanied by broken chords in the left hand, but beginning in m. 35,  

 

Fig. 9.3. Oscillating accompaniment to Faith motive (mm. 34-7) 

 

 

 

 

agitato oscillating chords are used in the accompaniment to create tension as shown in 

Fig 9.3. The Faith motive appears in the midst of Job’s presentation of his case to the 

Lord. (see the graphic map in Appendix A). This reminds the listener that Job is still a 

man of faith. However, the associated chromaticism, dissonance, and near-dissolution of 

the melody, as well as the agitato oscillating chords, suggest that Job’s faith is being 

severely tested. His faith is certainly not so strong as it was in Movement III when he 

confidently proclaimed:  “What? shall we receive good at the hand of God, and shall we 

not receive evil?”162 

 

 
 

                                                 
161 The Faith melody registration in Movement III included 8’ Quintadena, 4’ Flute, and 

Tremulant. 
162 Job 2:10 KJV (King James Version). 
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Associative Themes 
 

Eben refers to a “questioning flute phrase” in the program notes. The precedent of 

representing Job with an 8’ Flute is now well established.163 A solo melody begins in  

m. 4, played rubato e recitativo, using an 8’ Flute stop. After this initial recitative-like 

statement, the motive takes the form of a canon, as shown in m. 9 of Fig. 9.4. Bauer  

Fig. 9.4. Testimony motive in canon (mm. 8-10)

 

 

 

 

 

postulates an extra-musical association of the canon with Job. He notes that “the canon is 

reminiscent of ‘canon law’ as depicted by Bach and the Netherlandish composers. It 

reminds us of Job’s legal case against God.”164  The canon occurs at the unison, with a 

one-beat delay, although the second voice is imitative and not an exact replication. The 

melody line in the right hand ascends, stretching upward as if Job were reaching up to the 

Lord with his request to be vindicated. I chose to call this the Testimony motive because 

it suggests Job’s defense of himself before the Lord. 

 

                                                 
163 Job or his voice was depicted by an 8’ Flute stop in the opening plainchant of Movement II. 

The flute was used to close Movement IV and symbolize Job being crushed to the ground. In Movement V, 
the 8’ Flute was also used to present Job in the midst of his despair. 

164 Bauer, 128. 
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The Testimony motive occurs four times in the first half of the movement.165  The 

third and fourth entries preserve the triplet eighth-note rhythm, but the canon is 

transposed in the third entry and does not appear at all in the fourth entry. Job may be 

demonstrating less confidence in his legal case as his testimony proceeds. The Testimony 

motive is played as a solo voice one final time at the end of the movement, again rubato 

recitativo with 8’ Flute and Tremolo (See Fig. 9.8). Job was looking for an answer to his 

suffering, but after presenting his case and hearing the Lord’s response (see Graphic 

Map, Movement VI in Appendix A), he still has no answer, and his questions remain. 

Bauer says it well:  “Even after God has spoken, we continue to hear the echo of Job’s 

questions, still in search of an answer.”166 

 

Thirty-seven of forty-two chapters of the Book of Job elapse before Job is allowed 

to present his case before God. The Lord finally grants Job’s request. The presence of the 

Lord is suggested by a polychordal texture played pianissimo misterioso, with 8’ and 4’  

 

 

 

 

 

 

                                                 

Fig. 9.5. Mystery of Creation motive (mm. 1-5) 

165 The Testimony motive occurs as a solo in mm. 4-5 and 102-3. The motive appears in canon in 
mm. 9-17 and 21-3, and then it appears fragmented in mm. 43-6.  

166 Bauer, 129. 
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strings as shown in Fig. 9.5.167  The two outermost voices of this motive move in 

contrary motion with mirrored intervals. For example, when the treble melody moves 

down a minor second, the pedal moves upward a major third and vice versa as shown 

below:   

Melody:   m2M3M3m2m2 
Pedal: M3m2m2M3M3 

 
These multiple simultaneous sonorities combine to produce a colorful, mysterious-

sounding texture played at a pianissimo dynamic that suggests a quiet, eminent presence. 

I chose to call this motive the Mystery of Creation motive partly because it is the title of 

the movement, but more importantly because God reveals himself in his creation in both 

mysterious and powerful ways, as we will see throughout this movement. 

 

The Mystery of Creation motive occurs before each of the five presentations of 

the Testimony motive to symbolize the Lord’s mysterious presence each time Job speaks 

to the Lord.168  The first, second, and fifth occurrences of the Mystery of Creation motive 

are identical.169  The third statement (mm. 18-20) is transposed down a major third. The 

fourth statement (mm. 41-3), also transposed down a major third, plays only the top two 

voices of the chord, this time in rhythmic diminution, as illustrated in Fig. 9.6.  Rapid 

oscillating chords in the accompaniment add energy and excitement to the motive. The 

original largo tempo nearly doubles for this rhythmic transformation to an agitato 

                                                 
167 The three treble sonorities are Am, Ab, and C6

4. Corresponding bass clef sonorities are DbM7, 
F7b5, and Gb. The sonorities are respectively related by the interval of M3, m3, and the tritone.  

168 The Mystery of Creation motive introduces the Testimony motive in mm. 1-3, 6-8, 18-20, 41-2, 
and 99-101. It also occurs transformed in mm. 93-5. 

169 See mm. 1-3, 6-8 and 99-101. 
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Fig. 9.6. Mystery of Creation motive rhythmic transformation (mm. 41-3) 

 

 

 

 

(quarter note equals 120). This substantially alters the original misterioso impact of the 

motive to reflect the power of the Lord’s presence. Another harmonic/rhythmic 

transformation of the Mystery of Creation motive is shown in Fig. 9.7. This statement is 

the only one that occurs independently of the Testimony motive. It is played fortissimo  

 

Fig. 9.7. Mystery of Creation motive harmonic transformation (mm. 93-5) 

 

 

 

 

 

with principal chorus, mixtures, reeds, and couplers. Polychordal sonorities in the hands 

combine to add a fresh color to the texture.170  The pedal plays a melodic fragment of the 

Mystery of Creation motive contrapuntally with 16’ Principal, 16’ Flute, 8’ Octave, 16’ 

Posaune, 8’ Trumpet, and Great to Pedal couplers. Note that the rhythm of the melody is 

not only transposed, but rhythmically transformed. This metamorphosis demonstrates the 

mysterious presence of the Lord transformed into that of a powerful being. 

                                                 
170 The three treble sonorities are gdim, F+, and dm. Corresponding bass clef sonorities are cm, D, 

and Eb. The sonorities are respectively related by the interval of P5, m3, and M7 (or m2). 
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The Mystery of Creation motive climaxes the movement in mm. 99-101 as shown 

in Fig. 9.8. The first two chords of this motive are played fortississimo, with a tutti 

 

 

 

 

 

 Fig. 9.8. Climax of Movement VI (mm. 99-103) 

registration. Then the Mystery of Creation motive abruptly resumes the mysterious 

pianissimo string registration used at the beginning of the movement to complete the 

motivic statement. In the course of this movement, the quiet mysterious presence of the 

Lord has transformed into a thunderous voice and back again. Job has experienced the 

presence of the Lord in both its quietness and power. 

 

It would be natural to ask why a motive representing the presence of God would 

be called the Mystery of Creation and why the movement itself has this same subtitle. We 

know that Eben was a devout Roman Catholic, so it is not surprising that the rituals and 

teachings of the church could find their place in Eben’s musical language. The Catechism 

of the Catholic Church contains a paragraph titled The Mystery of Creation, which  

presents five tenets of faith:   
 
 God creates by wisdom and love. 
 God creates “out of nothing.” 
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 God creates an ordered and good world. 
 God transcends creation and is present to it. 
 God upholds and sustains creation.171 
 
The picture of creation described in the scriptural introduction to this movement and in 

the program notes is not simply a reference to God’s multiple acts of creation. The 

illustration is presented to show that Job’s misfortune is—like the mystery of creation—

well beyond human comprehension. Eben states in the preface to this work:   

The Book [of Job] not only demonstrates the unimportance of personal sorrow in 
relation to world events, but it reveals God, who does not ask Job to approve his 
sufferings, but just to accept them and, standing beside the unfortunate, He suffers 
and carries the pain with him, helping Job overcome it.172 
 

In the context of this cycle, the Mystery of Creation represents God’s revelation of 

himself to man. It makes sense then that the Mystery of Creation motive represents God 

revealing himself to Job. Eben was no stranger to personal suffering himself, yet he 

maintained a positive outlook on life consistent with the tenets of faith outlined above, 

which he believed would apply to Job’s trial of suffering as well. It is significant then that 

both the movement and the motive are named the Mystery of Creation. 

 

The dramatic action in the second half of this movement portrays God’s response 

to Job’s questions. The Book of Job tells us that the Lord answered Job out of the 

whirlwind.173  A Whirlwind motive is first suggested in the left hand in m. 47. It is 

similar to the Mystery of Creation motive in that it contains three sonorities as shown in 

                                                 
171 Conference of Catholic Bishops, “Catechism of the Catholic Church,” 

<http://www.usccb.org/catechism/text/pt1sect2chpt1art1p4.htm> (accessed Aug. 2007), 1-2. 
172 Eben, preface. 
173 This reference to the whirlwind may be found in the Book of Job chapter thirty-eight, verse one. 
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the left hand part of Fig. 9.9.174  The top voice of the motive circles (d, c#, d, e, d, c#, etc.) 

as if it were spinning in a circle. The repetitions of the motive are almost hypnotic, and 

they periodically change to other sets of equally hypnotic chords throughout the passage 

 

Fig. 9.9. Whirlwind motive and Creator motive (mm. 49-52) 

 

 

 

 

 

 

 

 

 

 

(mm. 47-75). The Whirlwind motive registration includes a 16’ Principal stop that 

darkens the timbre of the circling motive as it is played in the bass clef. This low 

grumble, with lots of air emanating from the 16’ pipes, helps simulate the whirlwind.  

 

The Whirlwind motive serves as an ostinato-like accompaniment to a motive 

played by the right hand in Fig. 9.9. A gap registration is used, including 8’ Quintadena, 

8’ Krummhorn, and Quint 1 1/3’ to produce a distinctive solo timbre. This chromatic 

                                                 
174 The three Whirlwind motive sonorities are: gm, F+9, Ab+. 
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melody descends, with no repeated pitches. While the Testimony motive stretched 

heavenward, symbolizing Job reaching up to the Lord for answers, this motive descends, 

to suggest God reaching down to speak to Job of his need. For this reason, I chose to call 

this motive the Creator motive. It is presented twice in bar form (AAB) with extensions. 

The third and final statement is transposed up a major third and is fragmented.175  The 

Creator motive is portrayed on the graphic map for Movement VI located in Appendix A. 

It is interesting to note that the three principal pitches of the Mystery of Creation motive 

(A, Ab, E in Fig. 9.8) are also characteristic pitches of the Creator motive (see circled 

notes in Fig. 9.9). This similarity of motives links the Creator motive to the Mystery of 

Creation motive just as the Creator may be linked to His creation.  

 

Creator motive fragments continue through m. 75 until the motive completely 

dissolves into continuous sequences of triplets like those shown in the top voice of  

 

 

 

 

 

 

 

 

                                                 

Fig. 9.10. Triplet figurations as Rebuttal motive (mm. 78-81) 

175 The first AAB with extensions for the Creator motive appears in mm. 49-58, the second in mm. 
59-64, and a third fragmented statement occurs in mm. 68-75. 
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Fig. 9.10. These triplet figures continue from m. 76 until the Mystery of Creation motive 

recurs in m. 99. An AAB form is discernible and is shown on the graphic map for 

Movement VI located in Appendix A.176  The Whirlwind motive, played by the left hand, 

continues to circle but it is difficult to postulate programmatic intent when the right hand 

plays seemingly endless sets of triplet patterns. Analysis of the triplet figures from mm. 

76-98 using pitch class set theory177  provides the information shown in Fig. 9.11.  

Pitch Class Set Quantity Percent 
016 22 35% 
027 14 23% 
014 13 21% 
025 5 8% 
015 3 5% 
012 3 5% 
026 2 3% 

 Fig. 9.11. Pitch class set analysis of triplet Rebuttal motive (mm. 76-98) 
 
 
Although set 016 predominates, there appears to be no motive ‘X ‘ or defining feature 

other than the AAB form, which by itself accounts for approximately half of the measures.  

 

A programmatic association for these triplets may be found in chapters thirty-

eight through forty-one of the Book of Job. In these chapters, God asks Job approximately 

eighty-five questions about creation. These poignant questions serve to prove that there 

are mysteries of earth and sky completely beyond Job’s understanding, including the 

mystery of his afflictions. The recurring yet continually varying triplet figures provide a 

                                                 
176 The first AAB for the Rebuttal motive appears in mm. 76-81. It is followed by extensions in 

mm. 82-4 and a bridge in mm. 84-6. A second AAB plus extensions appears in mm. 87-92. 
177 See Allen Forte’s pitch class set theory for more information. 
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Rebuttal motive representing the set of questions God asks Job to answer about creation. 

They are part of a buildup to a dramatic climax that renders Job speechless.  

 

It is interesting to note another similarity among several of the associative themes 

presented thus far in this movement. The Mystery of Creation motive symbolizes the 

presence of the Lord and contains three sonorities. The Whirlwind motive, out of which 

the Lord speaks, contains three sonorities as well. The Creator motive and the Rebuttal 

motive are based primarily upon triplets. The Mystery of Creation motive is based upon 

pitch class set 015 and the characteristic pitches of the Creator motive are pitch class set 

015 as well. These references to groups of three evoke the perfection of the Trinity and 

further associate these themes with God. 

 

Dramatic Musical Contrasts 

The second half of this movement (mm. 47-97) portrays God’s presence as the 

voice in a whirlwind and features a climactic buildup to a final fortississimo tutti 

presentation of the Mystery of Creation motive. Musical elements of this climax are listed 

in Fig. 9.12. The registrations, tempo, dynamics, and increased range all contribute to a 

grand musical climax in m. 99. Here God’s revelation to Job is completed in a dynamic 

way. Then the whirlwind dies away and with it the Rebuttal motive. Only the mysterious 

presence of the Lord remains at the end of the climax (m. 101), as evidenced by the 

pianissimo Mystery of Creation chords. The questioning voice of Job brings the  
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Mm. Registration Tempo Dynamic Range 
47 
 

16’ Pr., 8’ Pr., 8’ 
Fl., 4’ Oct. 

quarter note 
equals 104 

forte bass clef 
(Whirlwind 
motive) 

66 add II/I couplers   treble clef 
(Whirlwind 
motive) 

76 add III/Ped., III/I, 
Mixt. IV 

agitato (quarter 
note equals 
126) 

fortissimo chordal 
harmonies rise 
in pitch178 

90 +8’ Tr., Mixt. IV piu fortissimo   
93 +16’ Posaune,  

8’ Tr. in pedal 
   

98 tutti (add crescendo 
pedal) 

 fortississimo  
 
 
 
 
 
movement to a close. This is portrayed by a solo 8’ Flute that carries the Testimony 

motive. Job’s questions remain unanswered, but his encounter with God has profoundly 

changed his perspective. 

Fig. 9.12. Dramatic musical climax of Movement VI 

 

Programmatic Summary 

This movement contains two main programmatic elements. The first is Job’s 

testimony or defense in the familiar voice of the 8’ Flute and the second is the voice of 

God in a whirlwind. These melodies and other prominent textures of the movement have 

been color coded and placed on a timeline (see Appendix A). The following summary 

presents a programmatic interpretation based upon the above discussion:   

Mm. 1-23:  Pianissimo misterioso chords represent the Mystery of Creation, the 
presence of God. This motive alternates with the Testimony motive, which 
represents Job’s testimony in self-defense with the voice of an 8’ Flute. The 

                                                 
178 In m. 76, the chords in the left hand extend down to eb; in m. 80 they oscillate between e and f; 

in m. 82 they oscillate between gb and g. When they resume in m. 90, they oscillate between a and bb. 
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Testimony motive continues as a canon in m. 9 where it symbolizes Job’s legal 
case before the Lord. 
 
Mm. 24-46:  A fragment of the Faith melody, Wer nur den lieben Gott lässt 
walten (from Movement III), recurs. Each of six repetitions becomes more 
chromatic until the motive is no longer recognizable. The Faith melody fragment 
recurs as a reminder that Job has not forsaken his faith. However, the increased 
chromaticism and dissonance of the Faith motive demonstrates that Job’s faith is 
not as strong as it was in Movement III, when Job asked:  if we receive good at 
the hand of the Lord should we not also receive evil. At the end of this section, 
Testimony motive fragments recur without the canon, which indicates that Job’s 
defense is nearing an end. 
 
Mm. 47-75:  The whirlwind from which God speaks is symbolized by the 
Whirlwind motive, an ostinato-like, hypnotic motive with a circling three-note 
melody. The Whirlwind motive provides an accompaniment for the Creator 
motive. The distinctive characteristic of the triplet-based Creator motive (pitch 
class set 015) derives from the Mystery of Creation motive. Both motives portray 
God: the first symbolizes his presence and the second, his descent to speak to Job 
out of the whirlwind. 
 
Mm. 76-98:  Triplet figures symbolize the Rebuttal motive. Recurring triplets 
represent approximately eighty-five questions the Lord asks Job to answer. The 
Lord uses these questions to demonstrate that Job does not possess the wisdom to 
understand God’s reasons for what He has permitted to happen to Job. A large 
musical buildup supports the Rebuttal motive.  
 
Mm. 99-103:  This musical buildup culminates in a dramatic climactic statement 
of the Mystery of Creation motive, which demonstrates the completion of God’s 
revelation to Job. The movement ends with a final statement of the Testimony 
motive. Job has heard the voice of God, and although Job’s questions remain 
unanswered, this encounter with God has profoundly changed his perspective. 
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CHAPTER X: 
 

MOVEMENT VII (PENITENCE AND REALISATION) 
 

In Movement VI, God revealed himself to Job, and although Job was intent upon 

defending his own innocence, he was completely overcome by the wisdom, presence, and 

power of the Almighty. In Movement VII, Job responds to the Lord, saying:  “therefore 

have I uttered that I understood not; things too wonderful for me, which I knew not. 

Wherefore I abhor myself and repent in dust and ashes.”179  As mentioned in the third 

chapter, the movements of this cycle may be grouped in a quasi-chiastic fashion 

(ABCD:DCBA). In the second movement, Job was humbled by fate, and now in the 

second to last movement, Job is humbled by God. The program notes describe Eben’s 

purpose for this penultimate movement:   

This movement is also in two parts:  the first, a Song of Penitence, again echoes 
all Job’s doubts; only in the second, slow and quiet section, Job’s understanding 
shines through in the plainsong Veni Creator Spiritus, on strings in dialogue with 
ardent flute arabesques.180 
 

Job will never know why he had to suffer, but he learns that reliance upon the Lord, 

rather than his own understanding, is a more suitable approach for facing his misfortunes. 

 

Associative Themes 

The movement begins with what Eben calls a Song of Penitence, or song of 

remorse, symbolizing Job’s regret for rebuking the Lord. This four-pitch motive includes 

the intervals of a tritone, rising major second, rising minor second and descending minor 

                                                 
179 Job 42:3, 6 KJV (King James Version). 
180 Eben, preface. 
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third, as illustrated in mm. 1-5 of Fig. 10.1. The Song of Penitence recurs numerous times 

in the first part of the movement (mm. 1-71), each time in a different transformation.181  

Fig. 10.1 illustrates several transformations of this motive. The first transformation 

occurs in m. 6, where a two-measure embellishment precedes the motive. In m. 10 

 

 

 

 

 

 

 

 

 
Fig. 10.1. Song of Penitence transformations 

 

of Fig. 10.1, an abbreviated statement of the motive excludes the descending tritone 

interval. Melodic extensions follow, creating the effect of a developing variation. This 

same effect occurs in succeeding transformations as well (see mm. 17, 22). Frantic 

sixteenth-note diminutions add energy and urgency to the transformations shown in mm. 

32-3 of Fig. 10.1 and Fig. 10.2. These diminutions continue in m. 36 as well. Augmented 

statements of the Song of Penitence occur in mm. 43, 45, and 68 alongside contrasting 

                                                 
181 The Song of Penitence occurs in mm. 1, 6, 10, 17, 22, 43, 45, and 68. It is diminished and 

transformed in mm. 32, 33, and 36. 
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contrapuntal material. This simple motive, with its many rhythmic transformations, 

suggests Job’s attempt to offer an apology in every way possible. These transformations 

 

Fig. 10.2. Song of Penitence in sixteenth-note diminution (mm. 32-3) 

 

 

 

 

 

are congruent with Job’s profuse attempts to repent in dust and ashes. Programmatic 

implications of the Song of Penitence will be confirmed by opposing contrapuntal 

motives, including the Plodding motive, Echo of Doubt motive, Remorse motive, and 

Self-reproach texture, which remain to be discussed.  

 

The Plodding motive is a two-note pattern in the pedal, played poco f, with a 16’ 

Posaune registration. It moves by step upward or downward and returns to itself as 

shown in the pedal voice of Fig. 10.3. It coincides with the Song of Penitence in 

 

Fig. 10.3. Plodding motive in the pedal (mm. 14-8) 
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mm. 1-31 of the movement. The Plodding motive occurs eighteen times involving eight 

transpositions (including the original), and ascends approximately an octave in mm. 4-30. 

This motivic movement by step and return creates an image of Job taking a step forward 

and then a step backward, as he tries to find his way. 

 

Eben tells us in the program notes that the Song of Penitence echos all of Job’s 

doubts. A fanfare-like motive, played by the right hand in Fig 10.3, occurs with the Song 

of Penitence and seems to display Job’s lingering doubts.182  This Echo of Doubt motive 

circles chromatically, as shown in Fig. 10.3 from g2 to f#2 to a2 and finally to ab2, to 

create a vacillating and questioning motive periodically colored by quartal sonorities, all  

 

 

 

 

 

 

 

 

 

 
Fig. 10.4. Echo of Doubt motive (mm. 28-9, 62-3, and 71) 

                                                 
182 The Echo of Doubt motive occurs in mm. 15, 21, 28, and 71. It also occurs in m. 62, where it is 

associated with the Self-reproach texture. 



 117

of which are circled in Fig. 10.3 and Fig. 10.4.183  Succeeding statements of the Echo of 

Doubt motive grow from a three-voice to six-voice texture and the later statements (mm. 

62-3 and 71 of Fig. 10.4), consist of mostly polychordal sonorities. The Echo of Doubt 

motive climaxes in m. 71, and then disappears completely in the second and final section 

of the movement, which portrays Job’s enlightenment. The motive serves as a poignant 

counterpoint to the Song of Penitence and encapsulates Job’s increasing doubts, which 

must be resolved if he is to move forward.  

 

A highly rhythmic and repetitive motive occurs in mm. 43-9. It begins as a seven-

note motive repeated approximately thirty-five times, nineteen of which feature pitch 

class set 012348.184  The motive is characterized by the repetitive nature of its rhythms as 

well as its pitch class set. I believe Eben selected these repetitive patterns to reiterate  

 

Fig. 10.5. Remorse motive (m. 43) 

 

 

 

 

 

                                                 
183 Second inversion 3x4 quartal chords on Eb  occur as the final triads of mm.15, 16, and 21. 

Quartal chords are marked by boxes in mm. 28-9, and include 4x4 quartal D#, quartal F, quartal E, and 

quartal F# chords all in first inversion. M. 71 features a second inversion 5x4 quartal Bb chord. 
184 Each repetition along with its pitch class set is shown in Table 3 (Remorse Motive Analysis, 

Movement VII) of Appendix B. 
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Job’s remorse in subtly changing ways, so I chose to call it the Remorse motive. Eight 

rhythmic, melodic repetitions of this motive are shown in Fig. 10.5. Seven discernible 

rhythmic patterns, A-G, are illustrated in Table 3 (Remorse Motive Analysis, Movement 

VII) of Appendix B. Rhythm A is the most common rhythm, occurring eleven times, 

while the second most common rhythm, B, occurs five times. Both of these rhythms are 

illustrated in Fig. 10.5.  Rhythms labeled “unique” in Table 3 are singular occurrences 

that contribute a total of fifteen unique rhythmic patterns. Although the pattern is highly 

rhythmic, there are few bar lines in this passage. For example, m. 43 contains thirty beats. 

The lack of bar lines enables the motive to drive itself independently of any metrical 

scheme except the changing pulse of the rhythms themselves. The passage is constructed 

like an isorhythm, with the melody and rhythms repeating at different intervals, but there 

is no fixed pattern of rhythmic repetition. When the recurring rhythms A-G from Table 3 

are listed in linear fashion, they produce the following sequence of events:   

 ABCD--CD’ABABD  -EAB-EA-CFA’AGGF-A’-  AABA’- 
 Exposition……………Development………………Recap…. 
                A   B   A 
 

Fig. 10.6. Remorse motive repetitions as an ABA form (m. 43-9) 
 

Repeated rhythms for this static melody produce a rhythmic exposition, development, 

and recapitulation of sorts, which may also be described as a rounded binary pattern of 

rhythms.  

 

The Remorse motive may also be interpreted as an ostinato accompaniment for 

the two melodies it serves:  the Song of Penitence and Testimony motive fragments (Fig. 
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9.4) from Movement VI. A portion of the Song of Penitence is shown in Fig. 10.5, played 

by the left hand. The Remorse motive provides an imposing accompaniment for the Song 

of Penitence, which is presented twice in mm. 43-9. Fragments of the Testimony motive 

are shown in Fig. 10.7, circled in the right-hand part. Two of three occurrences 

 

 

 

 

are shown in Fig. 10.7. The first five pitches are identical to those found in mm. 8-9 of 

Movement VI. The similarity between the Testimony motive and the Remorse motive 

suggests a connection between Job and his remorse. 

 

Dramatic Musical Contrasts 

The Outburst texture (Fig. 8.7) in Movement V contained toccata-like oscillations 

representing Job’s verbal reproaches against God. This movement also contains toccata- 

like oscillations that I will refer to as a Self-reproach texture, because this time they 

 
Characteristic Movement V 

(Outburst texture) 
Movement VII 
(Self-reproach texture) 

Tempo Quarter note equals 100 Quarter note equals 112 
Manual changes 29 1 
Texture 3-4 voice (94%) 2-3 voice (87%) 
Favored pitch class 
sets (by number of 
set elements) 

01 = 4    02 = 8 
013 = 8   025 = 67 
0135 = 64   0235 = 21 
    0257 = 20 

01 = 80   02 = 137 
015 = 30   025 = 45 
0167 = 30   0268 = 12 

Fig. 10.7. Testimony motive (m. 47) 

Fig. 10.8. Comparison of Outburst and Self-reproach textures 
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Characteristic Movement V 

(Outburst texture) 
Movement VII 
(Self-reproach texture) 

Half-step vs. whole-
step dissonance 
between oscillations 

01 = 40%  02 = 60% 01 = 41%  02 = 59% 

Registration I = 8’ Tr., 4’ Clarion 
II = 8’ Gedeckt 

I = Pr. and Fl. chorus, Mixt. 
IV, Terz 1 3/5’  
III = 8’ Fl., 2’ Fl., Terz 1 3/5’

Occurrences 1 time 5 times, with increasing 
registration 

 
 
 
 

 

 

Fig. 10.8. Comparison of Outburst and Self-reproach textures – continued 

 

 

represent Job’s reproaches or criticisms of himself for uttering that which he understood 

not. The textures in both movements are compared in Fig. 10.8. The Self-reproach 

texture is simpler but contains about the same amount of half-step versus whole-step 

dissonance. The most distinctive attribute of the Self-reproach texture is the two-voice 

texture consisting of major or minor seconds (see Fig. 10.9). I believe Eben composed the 

Self-reproach texture in this manner to simulate the sound of Job crying. In Movement V, 

the Outburst texture stood alone whereas in Movement VII, the Self-reproach texture not 

only stands alone, but it also provides counterpoint to the Song of Penitence. These two 

motives work well together to portray Job’s remorse amid his continuing doubts in the 

first of two sections of this movement. 

 

A chordal texture introduces four of the five entries of the Self-reproach 

texture.185  Fig. 10.9 shows both major and minor secondal harmonies layered together 

throughout mm. 37-8. Both hands produce a cluster chord (pitch class set 0167), and the 

                                                 
185 The Inner stress texture introduces the Self-reproach texture in mm. 37-8, 50-1, 54-5, and 67. 

By contrast, the Echo of Doubt motive introduces the Self-reproach texture in m. 62. 
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two clusters combine to produce a strong dissonance (pitch class set 0123678). Given 

Eben’s propensity for hard-driving rhythms, he must have had a purpose in mind when he 

 

Fig. 10.9. Inner Stress texture (mm. 37-8); Self-reproach texture (m. 39) 

 

 

 

 

 

used this texture repeatedly to suspend the fast rhythmic movement characteristic of this 

composition. The layered entries of this Inner Stress texture suggest the immobilizing 

effect of the extreme stress Job is experiencing. The half-step and whole-step clusters of 

the Inner Stress texture become the generating harmonies for the Self-reproach texture 

that follows. In this manner, Job’s inner stress is creatively expressed in his cries of self-

reproach. Both the Inner Stress texture and the Self-reproach texture stand out as 

dramatic musical contrasts. 

 

The first section of the movement is brought to a final climax after an extended 

buildup in dynamics and registration in mm. 32-71. The Song of Penitence, Inner Stress 

texture, Self-reproach texture, Remorse motive, and the Echo of Doubt motive unite 

together with this buildup of registrations and dynamics to convey Job’s penitence. A 

summary of this buildup and climax is shown in Fig. 10.10. The passage marked rit.  
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Mm. Motive or texture Registration Buildup 
32 Song of Penitence diminutions 

(manual I) 
+Mixt. IV/  poco f 

37 Inner Stress texture (manual I) +2’, 1’  piu f 
39 Self-reproach texture (manual I)  piu f 
41 Self-reproach texture 

(manual III) 
8’ Koppel Fl., 2’ Fl.,  
Terz 1 3/5’ 

mp 

Remorse motive (manual III) +Quint. 1 1/3’  mp 43 
Song of Penitence (manual II) +8’ Quint. mf 

48 Remorse motive (manual III) +8’ Quint., 4’ Pr.  poco f 
49 Remorse motive (manual III) +1’ Acuta f 
50 Inner Stress texture (manual I) +Mixt. IV, 8’ Tr.,  

16’ Posaune in pedal 
ff 

62 Echo of Doubt motive (manual I) +Mixt., 8’ Tr.,  
4’ Clarion, I/Pedal 

ff 

67 Inner Stress texture (manual I)  piu f 
71 Echo of Doubt motive (manual I) Rit. assai climax  

 

 

 

 

 

 

 

 

 

 

assai in Fig 10.11, is played as if to bring all of Job’s doubts to a final conclusion. A 

caesura follows, signaling the end of the penitence section of this movement. A 

pianissimo strain of Veni Creator Spiritus follows, played in a chant-like fashion. 

 

 

 

 

 

 

 
 

 

 

Fig. 10.10. Registration/dynamic buildup and Job’s penitence (mm. 32-71) 

Fig. 10.11. Climax of Job’s doubts (mm. 69-73) 
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Parallel perfect fourths sound with the timbre of a single 8’ Salicional string stop. This 

dramatic musical contrast marks the end of Job’s penitence and the beginning of Job’s 

Realisation, which is the subject of the next section.  

 

Musical Quotations 

Eben tells us that Job’s understanding begins to shine through in the plainsong 

Veni Creator Spiritus. This hymn opens part two of this movement. The words illustrate 

Eben’s programmatic intentions:   

Come Holy Spirit, Creator blest, 
and in our souls take up Thy rest; 
come with Thy grace and heavenly aid 
to fill the hearts Thou hast made.186 
 

Job now knows that his own understanding and wisdom have been inadequate to bring 

meaning to his suffering. The words of this hymn depict a person who is looking to the 

Lord for wisdom. The asymmetrical melody is displayed in Fig. 10.12 on four staves, in 

 

 

 

 

 

 
Fig. 10.12. Veni Creator Spiritus (mm. 72-9) 

                                                 
186 Michael Martin, “Veni, Creator Spiritus,” in Treasury of Latin Prayers <http://www.preces-

latinae.org/thesaurus/Hymni/VeniCreator.html> 2005, (accessed Mar. 2008), 1. 

http://www.preces-latinae.org/thesaurus/Hymni/VeniCreator.html
http://www.preces-latinae.org/thesaurus/Hymni/VeniCreator.html
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mode VII transposed to B.187  The melody in the score is harmonized with an alto voice 

to form the interval of a perfect fourth. This harmonization of the Veni Creator Spiritus 

plainsong is similar to ninth-century parallel organum that originated in troping the 

plainchant. A vox organalis duplicated the vox principalis at a fifth above or a fourth 

below the principal voice.188  Only perfect fifth and perfect fourth intervals representing 

perfect consonances were allowed in the earliest parallel organum. This harmonization of 

the plainchant may suggest the perfection of God’s plan. 

 

Counterpoint for the Veni Creator Spiritus is played using the 8’ Flute, which we 

have come to associate with the voice of Job. The flute arabesque of which Eben writes 

in the program notes represents a contrapuntal decoration of the theme.189  The flute 

voice of Job decoratively harmonizes the Veni Creator Spiritus plainchant. Job is in 

harmony with the message of the plainchant as evidenced by the harmonious intertwining  

 

 

 

 

 

                                                 

Fig. 10.13. Flute arabesques in harmony with Veni Creator Spiritus (m. 87) 

187 The final is a B, the tenor is either E or F#, and the range is a1 to g#2. B Mixolydian mode is 
probably the best choice with an F# tenor. Hypomixolydian mode is a possibility, since it would have E as 
the tenor, but the range would typically be from f#1 to f#2 which is clearly not a good fit. There is one 
anomaly in the plainchant melody—a single occurrence of c2 as a lowered second scale degree in the first 
phrase of the melody. 

188 Hanning, 46-7. 
189 Maurice Brown, and Kenneth Hamilton, “Arabesque,” Grove Music Online, ed. L. Macy 

<http://www.grovemusic.com> (accessed Sept. 2007), 1. 

http://www.grovemusic.com/
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of the plainchant with its countermelody. This musical portrayal represents Job’s 

realisation. Job’s flute voice occurs first above the melody, below it when it is repeated 

in m. 80, and finally above it again for the last two phrases of the plainchant that begin in 

m. 84. The arabesque melody descends to join the plainchant in the final measure as the 

movement concludes (see Fig. 10.13). The second section of this movement represents 

Job’s realisation, and it provides the lengthiest section of sonorous and peaceful sounds 

to this point in the cycle. Job has found peace in the message of Veni Creator Spiritus. 

The two melodies join to produce a final B major chord. The major third of the chord is 

provided by the voice of Job. The only prior instance of a movement ending with a major 

chord is in Movement III, Acceptance of Suffering. Although Job will never know the 

reason for his suffering, he has finally come to terms with it. 

 

Programmatic Summary 

Job tells us he has seen the Lord with his own eyes and has heard things he says 

are “too wonderful for me, which I knew not.”190  Nevertheless, Job has not been given 

the wisdom to understand why these misfortunes have happened to him. Job admits “I 

[have] uttered that I understood not….Wherefore I abhor myself, and repent in dust and 

ashes.”191  A programmatic analysis has been prepared as a graphic map (see Appendix 

A). The following summary presents a programmatic interpretation based upon the above 

discussion:   

                                                 
190 Job 42:3 KJV (King James Version). 
191 Job 42:3, 6 KJV (King James Version). 
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Mm. 1-31:  Job’s Song of Penitence or regret is played using an 8’ Krummhorn 
stop. It is opposed by a two-note pattern, or Plodding motive, in the pedal, which 
suggests Job’s labored attempts to persevere. A circling Echo of Doubt motive 
portrays Job’s recurring doubts and uncertainties in the right-hand part beginning 
in m. 15. 

 
Mm. 32-6:  The Song of Penitence recurs in sixteenth-note diminution to reflect 
the intensity of Job’s sorrow and regret. The rapid diminutions convey the 
emotion associated with Job’s sorrow. 

 
Mm. 37-42:  A series of toccata-like oscillations symbolize Job’s cries of self-
reproach. He does not understand his afflictions yet he is deeply sorrowful for 
criticizing the Lord. The Self-reproach texture occurs as a series of five 
interjections leading to a final climax in m. 72. Four of the five episodes are 
introduced by strongly dissonant chords (Inner Stress texture), which symbolize 
Job’s continuing internal conflict. 

 
Mm. 43-9:  A repetitive ostinato-like Remorse motive occurs approximately 
thirty-five times. Incessant repetitions and rhythmic variations of this motive 
reiterate Job’s regrets:  “Wherefore I abhor myself, and repent in dust and 
ashes.”192  Song of Penitence augmentations join the Remorse motive in 
conveying Job’s sorrow. 

 
Mm. 50-71:  The Self-reproach texture dominates these measures. Three 
occurrences are introduced by dissonant chords (Inner Stress texture) as described 
above in mm. 37-42. The fourth of five total occurrences of the Self-reproach 
texture is introduced in mm. 62-3 by the Echo of Doubt motive instead of the 
Inner Stress texture. 

 
Mm. 72-87:  Job’s stress dissolves in the strains of Veni Creator Spiritus (Come, 
Holy Spirit, Creator Come). This symbolizes God healing Job’s spirit. The 
decorative flute arabesque, which represents Job, combines harmoniously with 
Veni Creator Spiritus to portray Job’s final “realization” The most peaceful 
sounds of the cycle to this point culminate in a final B major chord. Job’s voice 
provides the major third of the triad. Although Job will never know the reason for 
his suffering, he has finally come to terms with it. 

                                                 
192 Job 42:6 KJV (King James Version). 
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CHAPTER XI: 
 

MOVEMENT VIII (GOD’S REWARD) 
 

Throughout Job’s sufferings he remained faithful to God. Movement VIII of the 

cycle portrays Job’s final triumph and restoration. Scripture tells us that “The Lord 

blessed the latter part of Job’s life more than the first.”193  Job’s health and possessions 

were restored and the Lord blessed him with more children, a large inheritance for each 

child, and a long life.194 

 

More important than Job’s fortune was his faithfulness to God throughout this trial 

of suffering. Job portrayed Christ-like forbearance in his suffering just as Christ’s 

innocence was portrayed in his own suffering upon the Cross. Although Job was 

permanently marked by his suffering, through it he triumphed and received God’s reward. 

Eben chose to communicate this message using a “set of chorale-like variations on a 

melody by the Bohemian Brothers, Kristus, příklad pokory (Christ, the model of humility), 

for Christ is truly the personification of the innocent sufferer to the very end.”195 

 

Musical Quotations 

The primary musical device used to convey programmatic intent in this 

movement is the musical quotation. Two quotations in this movement culminate the 

cycle. Eben included the melody and words for the first quotation, Kristus, příklad  

                                                 
193 Job 42:12 NIV (New International Version). 
194 Job’s restoration is spoken of in the Book of Job chapter forty-two, beginning at verse twelve. 
195 Eben, preface. 
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pokory, in the notes preceding this movement. The words are a literal translation from the 

original Czech language:   

Christ, example of humility, our merciful Lord, 
His Father’s beloved and only begotten Son, 
For sinful man he took upon himself poverty 
And was in the world deeply humiliated.196 
 

The concluding stanzas of the hymn tune provide insight as well:   

Target of the Devil’s rage, and by his own disowned, 
Cursed by strangers and condemned, abandoned by his friends, 
King of all, he could not find a place to rest his head; 
On that royal head he wore a crown of thorns instead. 
 
For the joy You came to give You meekly went to die, 
Teaching us to bear our cross to know Your kind of joy. 
Give us faith to follow You through cross to faith’s reward, 
Loving as You showed us how, our humble Servant Lord.197 
 

This hymn was written by Lucas of Prague and first appeared in the Bohemian Hymn 

Book of 1501.198  Eben, who was not a stranger to suffering himself, likely chose this 

quotation to demonstrate that “God’s Reward” is found by faithfully bearing our cross, 

and in the process finding freedom to experience His kind of joy. Programmatically, the 

hymn tune represents Christ as the model of humility and suffering, so I chose to refer to 

this tune as the Model of Humility melody. 

 

The original hymn tune is shown in Fig. 11.1 in the Phrygian mode.199  It consists 

of four symmetrical phrases and occurs seven times in this movement—each time with a  

                                                 
196 Eben, 70. 
197 Jaroslav Vajda, So Much to Sing About (St. Louis:  Morning Star Music Publishers, 1991), 57. 
198 Bauer, 131. 
199 Tenor is C, range is c1 to d2, final is E. 
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Fig. 11.1. Kristus, příklad pokory, Model of Humility melody 
 

different rhythmic and/or melodic transformation. Only three of the seven variations (1, 

2, and 6) utilize all four phrases of the hymn tune.200  The first and last variations occur at 

a T0 transposition,201 which provides a nice rounding to the tonal centers. An excerpt  

 

 

 

 

 

 

 

 

 
Fig. 11.2. Tirate ornamentation, Model of Humility melody (mm. 56-63) 

                                                                                                                                                 
 

200 See Table 4 in Appendix B for details regarding the seven Model of Humility variations found 
in the score. 

201 See Allen Forte’s pitch class set theory for more information. 
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from the third variation, shown in Fig. 11.2, shows adjacent same-pitch notes of the 

melody omitted and the remaining melody notes embellished with a run or tirate 

spanning a fifth.202  Sequential triads plane in the left hand and combine with the pedal 

voice to produce alternating three-voice and four-voice chords as counterpoint to the 

embellished melody.  

 

In the third phrase of this same variation, the hymn tune melody is rhythmically 

transformed from pairs of quarter notes to a double-dotted eighth note followed by a  

 

Fig. 11.3. Arpeggiated embellishment, Model of Humility melody (mm. 63-5) 

 

 

 

 

 

 

 

 

 

 

 

                                                 
202 Tirate refers to one of several types of 16th century vocal embellishments used when 

improvising or embellishing a vocal line. The tirate was an ascending or descending diatonic scalar run 
often spanning an octave. In Fig. 11.2, the tirate embellishment of the melody spans a fifth ascending 
diatonically to the melody note it embellishes. 
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thirty-second note. This melody is integrated into an arpeggiated figure played by both 

hands. These melody notes are circled in Fig. 11.3. 

 

The sixth variation demonstrates yet another melodic transformation disguised in 

the rhythmic embellishments shown in Fig. 11.4. The notes of the second phrase of the 

melody have been circled. These circled notes reveal a dynamic rhythmic transformation 

 

Fig. 11.4. Rhythmic transformation, Model of Humility melody (m. 99-101) 

 

 

 

 

 

 

 

 

 

 

of the original melody as shown in Fig. 11.1. Eben’s self-professed “taste for rhythm” is 

clearly demonstrated in these variations. He dynamically transforms the melody and at 

the same time creates an exciting forward momentum that contributes to the climax of the 

piece. 
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The final musical quotation of the cycle, Vere dignum et iustum est, is a chant 

from the Latin Mass. The lyrics appear in the Preface to the Eucharist and may be 

translated as follows:   

It is truly fitting and just to proclaim with all the affection of our heart and soul, 
and with the sound of our voice the invisible God the Father Almighty, and his 
only Son our Lord Jesus Christ. Who paid for us to his eternal Father the debt of 
Adam:  and by His sacred blood canceled the guilt contracted by original sin.203 

 
Eben chose to end the cycle with a message that reflects Christ’s atonement for man’s sin 

through his own suffering on the cross, thereby setting the example for mankind to 

manage his own suffering in a Christ-like manner. The Atonement chant represents God 

doing for man what man was not able to do for himself. In Job’s case, he was helpless to 

save himself and had to wait in faith for God to act on his behalf. The tone of praise in 

this lyric makes it a fitting doxology for the entire work as well. The chant shown in  

 

Fig. 11.5. Vere dignum et iustum est (Atonement chant) 

 

 

 

 

Fig. 11.5 is in D Aeolian and consists of three two-measure phrases. It appears for the 

first time in m. 112, after the sixth variation of the Model of Humility melody. Then in m. 

122, it is played simultaneously with variation seven of the Model of Humility melody.204  

A simplified score (Fig. 11.6) illustrates how the two melodies have been combined. 

                                                 
203 Martin, “Exsultet,” 2. 
204 See Table 4 in Appendix B for details of the Atonement chant in the score. 
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Fig. 11.6. Model of Humility melody and Atonement chant (mm. 122-9) 

 

 

 

 

 

 

 

 

The Model of Humility melody, shown in the treble clef, is shortened to three of its four 

phrases, while the Atonement melody in the pedal is extended two measures by  

 

 

 

 

 

 

 

 

 

 

Fig 11.7. Combined melodies in score (mm. 122-3)  
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transposing a portion of the third phrase up a minor third and repeating it twice. Fig. 11.7 

illustrates the Atonement melody played fortississimo in the pedal, while the Model of 

Humility melody in the top voice of the right hand is accentuated by the addition of rapid 

descending septuplet arpeggiations. By joining these two melodies in this final climax of 

the cycle, I believe Eben makes the point that Job’s suffering should be approached in the 

same way as Christ, the “model of humility,” approached His own suffering. Job’s 

Christ-like suffering ultimately united him with God.  

 

The first phrase of the Atonement chant becomes the cycle’s final declaration, 

played unison with tutti registration by hands and feet (Fig. 11.8). It is underscored by a 

strong rhythmic element in mm. 135-6. The strength of this unison statement underlines 

the message of the Atonement chant and reminds the listener of Christ’s suffering and  

 

Fig. 11.8. Final tutti presentation of Atonement chant (mm. 131-7) 
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ultimate sacrifice for mankind. At the outset of this work, Eben wrote that the Book of 

Job provided the key for overcoming a trial of faith. Job modeled Christ, the model of 

humility, in his suffering, and it was ultimately this that made him whole and complete, 

and united him with God. 

 

Associative Themes 

The musical quotation is the strongest programmatic element in this movement. 

However, several musical devices support the program as well. The introductory 

measures (mm. 1-15) contain approximately 175 perfect fourth intervals. Their use with 

Model of Humility fragments provides a musical symbolism of the perfection of Christ, 

the model of humility. 

 

 

Fig. 11.9. Circling scalar pattern as an associative theme (mm. 112-5) 
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A prominent associative device in this movement is the circling scalar pattern that 

first occurs in m. 96 and then becomes a strong concluding gesture of the movement. Fig. 

11.9 illustrates the circling scalar pattern in the left hand. The circle is considered to be a 

symbol of unity, for it has no beginning or end, and no divisions, making it the perfect 

symbol of completeness. The circling scalar patterns are symbolic of the perfection of 

Christ, the model of suffering. This and other circular patterns occur approximately fifty 

times in the final forty measures of the movement and underscore both the Atonement 

chant and the Model of Humility melody.205  

 

Dramatic Musical Contrasts 

The registrations in this movement serve to highlight the musical quotations and 

provide a powerful buildup to the climax of the movement and this cycle. A summary of  

Mm. I (Great) II (Choir) III (Swell) Pedal 
42 Pr. 8’, 4’, 

Fl. 8 
Pr. 8’, 
Terz 1 3/5’, 
Krummhorn 8’ 

Pr. 8’, 4’, 2’, 
Mixt. IV 

Sub 16’, 
Fl. 8’ 

56  +Fl. 2’, +Oct. 1’   
64 +III/I +III/II   
76   +Trp. 8’, +Cl. 8’ +III/Ped. 
87 +Trp. 8’, +Pr. 16’, +Mixt. IV   
96 +Mixt. IV, +Cl. 4’    
102 +II/I   +I/Ped. 
106    -I/Ped. 
110 +16’, 8’, 4’ Mixt., 

and Reeds 
+16’, 8’, 4’ Mixt.
and Reeds 

+16’, 8’, 4’ Mixt. 
and Reeds 

+I/Ped., 
+Trp. 8’, 
+Fl. 32’ 

 Fig. 11.10. Registration buildup in Movement VIII (mm. 42-137) 
 

                                                 
205 Full octave circling occurs in mm. 96-101, 106-9, and 112-5. Partial octave circling occurs in 

mm. 118-21. Melodic fragment circling occurs in mm. 117-21 and 130-1. 
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 Mm. I (Great) II (Choir) III (Swell) Pedal 

122    +Ped 32’ 
132 +tutti +tutti +tutti +tutti 

 
 

Fig. 11.10. Registration buildup in Movement VIII (mm. 42-137) – continued 
 
 
 
the registration changes from m. 42 through the end of the piece is shown in Fig. 11.10. 

This table illustrates how the organ registrations build steadily to the final climax of the 

piece. These registration changes may also be summarized as follows: 

M. 64  Mixtures coupled to all manuals 
M. 87  Reeds coupled to all manuals and pedal 
M. 96  Mixtures and reeds added to Great manual 
M. 102  All manuals coupled to the Great 
M. 110  16’, 8’, 4’ mixtures and reeds added to each manual 
M. 110  32’ pipes sound in the pedal 
M. 132  Sforzando piston is added (tutti) 
 

The buildup in dynamics may similarly be shown below: 

 M. 1  piano 
 M. 16  mezzo forte 
 M. 56  forte 
 M. 76  fortissimo 
 M. 110  fortississimo 
 M. 132  tutti 
 
This steady increase in dynamics, accompanied by regular additions to the registrations 

and powerful rhythmic and melodic transformations of the Model of Humility melody, 

produces a dramatic climax that ultimately culminates in a final tutti quotation of the 

Atonement chant. In the words of Katerina Vondrovicova, this final quotation serves as 

the composition’s coda, “both musically and in terms of substance.”206 

 

                                                 
206 Kateřina Vondroviková, Peter Eben:  Leben und Werk, 3d ed. (Mainz:  Schott, 2000), 226. 
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Programmatic Summary 

The final movement of this cycle features seven variations of the hymn tune 

Kristus, příklad pokory, which emphasizes Christ as the supreme model for the endurance 

of human suffering. The hymn tune is followed by the chant Vere dignum et iustum est, 

which tells of Christ’s atonement for our sins to reconcile us to himself. The title “God’s 

Reward” aptly describes the benefit of perseverance through suffering to become like 

Christ. A summary of the musical devices used to create this programmatic intent is listed 

below and on the graphic map located in Appendix A. 

Mm. 1-15:  Fragments of the hymn tune Kristus, příklad pokory, translated 
“Christ, the model of humility,” are played imitatively to set up the theme’s first 
entry. The lyrics of this melody portray Christ as the model for all suffering. All 
diads in mm. 1-13 are perfect fourths depicting the perfection of Christ, the model 
of humility. 
 
Mm. 16-34:  The first variation of the Model of Humility melody is presented in 
four phrases over a pulsating triadic accompaniment imitatively extended at the 
end of each melodic phrase. 
 
Mm. 42-55:  A second variation of the Model of Humility melody is played by the 
left hand as a series of triads with the melody in the top voice. A lyrical counter-
melody soars above the Model of Humility melody, played by the right hand using 
a gap registration, which adds a noble quality.207 
 
Mm. 56-65:  The third variation of the Model of Humility melody consists of three 
phrases. Phrases one and two are decorated with tirate embellishment. Phrase 
three is rhythmically transformed into an ascending arpeggio figure. The 
transformed melody consists of a series of double-dotted eighth notes, each 
followed by a thirty-second note, accentuating the stateliness of the melody. 
 
Mm. 68-75:  An episode in this section provides diversion with a soaring lyrical 
melody, accompanied by forty-five repetitions of a quintuplet accompaniment 
pattern. This is the only section of the entire movement without a musical 
quotation or a fragment of one. 
 

                                                 
207 The gap registration consists of 8’ Principal, 8’ Krummhorn, and Terz 1 3/5’. 
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Mm. 76-86:  Variation four includes phrases two, four, and three of the Model of 
Humility melody, respectively. It is accompanied by septuplet and quintuplet 
arpeggiations.  
 
Mm. 87-95:  A fifth variation of the Model of Humility melody is again 
rhythmically transformed. Each melodic phrase is answered with homophonic 
extensions of increasing length and energy. This sets the stage for the beginning 
of a powerful climax in m. 96. 
 
Mm. 96-109:  The sixth variation of the Model of Humility melody is rhythmically 
transformed again. It is accompanied by scales that circle once or twice per 
measure. The circle has no beginning or end, and no divisions, making it the 
perfect symbol of completeness, aptly representing Christ, the model of humility. 
This circling motive continues throughout the remainder of the movement as an 
important contributor to the final climax of the cycle. 
 
Mm. 112-21:  The second and final theme of this movement, Vere dignum et 
iustus est, is introduced. Eben chose this musical quotation because of its lyrical 
message reflecting Christ’s atonement for man’s sin, through His own suffering 
on the Cross, thereby setting the example for mankind to manage suffering in a 
Christ-like manner. It provides a fitting message to conclude this work. I refer to 
it as the Atonement chant. 
 
Mm. 122-9:  The Atonement chant is played fortississimo in the pedal while the 
seventh and final variation of the Model of Humility melody is played 
simultaneously by the hands as the top voice of a descending arpeggiated pattern, 
which engages all the forces of the organ. By joining these two melodies in a final 
climax to the cycle, I believe Eben makes the point that when human suffering is 
approached in the same way Christ approached His own suffering, the end result 
will be atonement with God. Through Job’s innocent suffering he was made 
whole again.  
 
Mm. 132-7:  The opening phrase of the Atonement chant becomes the cycle’s 
final declaration, played tutti in unison by hands and feet. It is underscored by a 
strong rhythmic element in mm. 135-6, and an A major chord ending in the last 
measure of the piece—one of three major-chord endings in the entire cycle. This 
statement serves as a coda or final exclamation of the cycle, which proclaims 
Job’s atonement through his Christ-like suffering. 
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CHAPTER XII: 
 

CONCLUSION 
 

I have attempted to demonstrate that Petr Eben used musical quotations, 

associative themes, and dramatic musical contrasts to convey programmatic intent in the 

organ cycle Job for Organ. Each movement of the cycle has incorporated numerous 

musical devices to dramatize the story of Job’s sufferings. These devices have been 

categorized below. A brief narrative summarizes the contribution of each device to the 

program as revealed in the chapters of this document.  

 

Programmatic Devices, Movement I (Destiny) 

Musical Quotations 
There are no quotations in this movement. 

Associative Devices 
Destiny motive:  Descending wedge-like motive 
 This motive represents the forces of evil that descend upon Job. 
Fanfare motive:  Trumpet fanfare 
 This motive represents the forces of goodness and life. 
Toccata-like texture:  Turbulent multi-metric texture 
 This texture reflects the activity of the evil forces. 
Job Melody:  Modal melody that disintegrates with increasing chromaticism 
 This melody reflects Job’s life in increasing disarray. 

Dramatic Musical Contrasts 
Fanfare motive transformations:  Fanfare motive transforms into shape of 
Destiny motive 
 This transformation reflects the disastrous effects forces of evil will have 
 upon Job’s life. 
Rhythmic interjections:  interrupt the flow of the Job melody 
 These interjections reflect further disruptions in Job’s life. 
Cauldron texture: Polyrhythms produce a thick texture in lower register with 
simultaneous ascending chromatic scalar patterns 
 This texture reflects the forces of evil rising up to wreak havoc upon Job. 
 
 Fig. 12.1. Programmatic devices, Movement I (Destiny) 
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The Destiny motive represents the forces of evil about to be unleashed upon Job 

as a result of a wager between God and Satan. The Fanfare motive symbolizes the forces 

of good that act in opposition to the forces of evil. The Cauldron texture portrays the 

forces of evil rising up to wreak havoc in Job’s life. Rapid disintegration of the Job 

melody reflects the devastating impact of evil upon Job. The transformation of the 

Fanfare motive into the shape of the Destiny motive foretells how Job’s destiny will be 

shaped by the forces of evil in the movements to come. 

 

Programmatic Devices, Movement II (Faith) 

Musical Quotations 
Exsultet plainchant:  Simple recitative with 8’ Flute 
 This quotation portrays Job singing praises to God. 
Prayer motive (Erhalt’ uns Herr): Short motive treated imitatively and 
repeated sixty-one times in various transpositions 
 The Prayer motive represents Job’s fervent, unceasing prayer for 
 steadfastness in this time of calamity. 
Gloria in Excelsis plainsong: Chorale-like tune with consonant harmonies 
registered with an 8’ Flute 
 The plainsong demonstrates that Job’s faith is still strong at the end of this 
 first assault. 

Associative Devices 
Wandering melody:  Counterpoint to the Prayer motive made mostly of skips  
 This melody combines with the Destiny motive and Exsultet chant to 
 symbolize Job’s flow of thought as he prays. 

Dramatic Musical Contrasts 
Attack motive:  Independent interjections consisting of rapid ascending scale 
patterns, which culminate in block chords 
 This motive mirrors the messengers who inform Job of the series of assaults 
 upon his family and possessions. 
Aggressive texture:  Rapid, biting, harmonized sextuplet figure that opposes 
the opening recitative 
 This texture symbolizes the destructive forces of Satan poised to attack. 

 

 
Fig. 12.2. Programmatic devices, Movement II (Faith) 
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Job’s voice appears in a recitative-like Exsultet melody to confirm he is a man of 

faith. It is opposed by an Aggressive texture, which symbolizes the forces of evil gathered 

to attack Job and his family. The strokes of misfortune cast upon Job are mirrored by 

corresponding statements of the Attack motive. Sixty-one repetitions of the Prayer 

motive represent Job’s unceasing prayers for steadfastness. Three melodies emerge out of 

Job’s prayers:  a Wandering melody, Destiny motive, and Exsultet plainchant praises, all 

of which depict Job’s flow of thought while he is immersed in prayer. The movement 

closes with the most consonant music of the entire cycle:  the Gloria in Excelsis, which 

demonstrates that Job’s faith is still secure after this first onslaught by Satan.  

 

Programmatic Devices, Movement III (Acceptance of Suffering) 
 

Musical Quotations 
Faith melody (Wer nur den lieben Gott lässt walten):  Chorale melody 
continually transformed 
 This melody translated “He who trusts God has a sure foundation,” represents 
 Job’s faith and the testing of Job’s faith. It is interrupted momentarily when 
 his wife’s remonstrances become more than he can bear. 

Associative Devices 
Affliction motive:  A winding chromatic stepwise melody that wraps itself 
around the Faith melody throughout the movement 
 This motive reflects Job’s afflictions. The tempo of the Affliction motive 
 slows in relation to the Faith melody toward the end to signify a lessening of 
 the grip of Job’s afflictions upon Job. 

Dramatic Musical Contrasts 
Foreboding motive:  Two short homophonic phrases with contrasting 
articulations 
 This motive seems to ask the question:  Why me? It both precedes and 
 anticipates the Assault texture. 
Assault texture:  Forty-one rapid-fire chords within a three-octave span 
 The Assault texture symbolizes a personal attack upon Job in the form of 
 boils. A second assault represents Job’s wife asking him to curse God and die.

 

 

Fig. 12.3. Programmatic devices, Movement III (Acceptance of Suffering) 
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Movement III begins with a Foreboding motive that anticipates another assault by 

Satan upon Job in the form of boils. A dramatic Assault texture symbolizes this strike. 

The Faith melody underscores Job’s faith, but it is transformed, diminished, inverted, and 

otherwise manipulated to represent the testing of his faith. A chromatic Affliction motive 

provides counterpoint to the Faith melody throughout. It demonstrates how Job’s 

afflictions have ensnared him. The Assault texture recurs a second time in this movement 

symbolizing Job’s wife’s suggestion that Job curse God and die. The Faith melody 

disintegrates momentarily as a result of this remonstrance, but returns again to close the 

movement. The final A major chord ending demonstrates that Job’s faith, though tested, 

is still intact. 

 

Programmatic Devices, Movement IV (Longing for Death) 

Musical Quotations 
There are no musical quotations in this movement. Job focuses upon himself and 
his desire to die. 

Associative Devices 
Dirge melody or passacaglia: Ostinato pattern that descends a fifth in half-step 
increments in thirty-five variations 
 This lament conveys Job’s sincere longing to die. He expresses his passion 
 to die in a variety of ways as portrayed in the scriptures. 
Anguish texture:  Rising chromatic scalar pattern with increasing rhythmic 
activity. Complements the Dirge melody 
 This motive represents Job’s rising sense of anguish and hopelessness. 
Meditation texture:  Incessant rhythmic repetitions 
 This texture symbolizes Job’s trance-like state of mind and his repetitive 
 prayers for deliverance even if this deliverance means death. 
Catastrophe texture: Toccata-like texture in octave displacement over a range of 
3 octaves 
 This texture represents the disarray of Job’s life. 

  
Fig. 12.4. Programmatic devices, Movement IV (Longing for Death)  
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 Dramatic Musical Contrasts 

Big buildup:  Increased syncopation, shifting metrical pulses associated with 
rapid manual changes, increase in tempo and dynamics, registration buildup 
 This buildup captures Job’s increasing passion for death. It sets up the 
 dramatic collapse at the end of the movement. 
Collapse: 8’ Flute replaces tutti registration, and melody descends 4.5 octaves 
 This descent symbolizes Job’s collapse under the strain. 

 
 
 
 
 
 
 
 
 
 

The passacaglia or Dirge melody is presented thirty-five consecutive times in 

numerous transformations to express Job’s passionate longing for death. It is 

complemented by a rising chromatic Anguish texture, which symbolizes Job’s increasing 

sense of agony, and a repetitive Meditation texture, which portrays Job’s fervent prayers. 

A toccata-like Catastrophe texture provides counterpoint to the Dirge melody and links 

the disarray of Job’s life with his longing for death. A big buildup of tempo, dynamics, 

registration, and rhythmic intensity sets up Job’s dramatic collapse at the end of the 

movement. This collapse is portrayed by a sudden registration and texture change from 

tutti seven-voice homophony to a single 8’ Flute voice that represents Job. The flute 

melody descends four and one-half octaves in the last measures of the movement to 

portray Job falling to the ground. 

 

Programmatic Devices, Movement V (Despair and Resignation) 

 
Musical Quotations 

There are no musical quotations in this movement. Job’s faith continues at a low 
point. He feels he has been abandoned by God. 

Fig. 12.4. Programmatic devices, Movement IV (Longing for Death) – continued 

 

 Fig. 12.5. Programmatic devices, Movement V (Despair and Resignation) 
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Associative Devices 

Despair melody:  Four asymmetrical phrases, characterized by three contiguous 
chromatic pitches presented in any order 
 This melody represents the first of two emotions:  despair. Two additional 
 contrapuntal voices (below) give this haunting, restrained melody meaning. 
Dream-like texture:  Cluster chords made of mostly secundal harmonies 
 This texture provides an ethereal backdrop for the Despair melody. 
Restless motive:  Rapid chromatic oscillations with varying timbres and changes 
in meter. Periodic and sudden low-register marcato chords 
 This motive portrays Job’s first stirrings after being crushed to the ground. 
 The chords symbolize Job’s unsuccessful attempts to rise.  
Resignation melody:  Slow triple-meter melody consisting of six pitches all 
within the confines of a tritone; descends 2.5 octaves and loses its pulse, 
effectively bringing the movement to a complete halt 
 This mournful melody creates a strong sense of plodding, and represents the 
 second of two emotions: resignation. Job is exhausted of willpower to protest 
 any further. 

Dramatic Musical Contrasts 
Outburst texture:  Toccata-like texture made of a series of aggressive oscillating 
secundal, quartal, and seventh chords with rapid manual (timbre) alternations; 
chords hovering around rising pitch centers 
 This texture represents speech-like voice inflections that rise in pitch. A reed 
 registration imparts anger. 

 

 

 

 

 

 

 

 

 

 

 Fig. 12.5. Programmatic devices, Movement V (Despair and Resignation) – continued 

 
 
 
A haunting chromatic Despair melody symbolizes Job’s continued dejection after 

being crushed to the ground in Movement IV. This melody is accompanied by cluster 

chords that create a Dream-like texture and a Restless motive characterized by rapid 

chromatic oscillations in contrary motion, which represents Job’s first stirrings after 

being crushed to the ground. Sudden low register marcato chords reflect Job’s initial and 

unsuccessful attempts to rise. Together, these associative devices symbolize Job waking 

from a bad dream only to be confronted again by the reality of his despair. His despair 

finally erupts into a full reproach against the Lord. The toccata-like Outburst texture 

emulates speech-like voice inflections characteristic of an angry outburst. A unique five-
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count caesura signals the end of Job’s reproach. The second half of the movement 

features a plodding Resignation melody that portrays Job’s final resignation to the 

conditions he has not been able to overcome. 

 
 

Programmatic Devices, Movement VI (Mystery of Creation) 
 

Musical Quotations 
Faith motive (Wer nur den lieben Gott lässt walten):  A fragment of the Faith 
melody from Movement III, repeatedly transformed until nearly unrecognizable 
 This motive conveys the message that although Job is a man of faith, his faith 
 is being severely tested. 

Associative Devices 
Testimony motive:  Recitative-like statement that rises heavenward, presented in 
canon 
 This motive symbolizes Job’s legal case of self-defense before the Lord. 
Mystery of Creation motive:  A polychordal texture containing three sonorities 
played before each statement of the Testimony motive; colorful chords 
rhythmically transformed, transposed, and diminished 
 The Mystery of Creation motive symbolizes the Lord’s presence in its 
 mystery and later in its power. The “mystery of creation” represents God’s 
 revelation of Himself to man. The three sonorities symbolize the perfection of 
 the Trinity. 
Whirlwind motive:  Ostinato-like hypnotic motive with a circling three-note 
melody, played with 16’ Principal in the lower register to capture the wind sound 
of the pipes 
 The Whirlwind motive symbolizes the whirlwind out of which the Lord 
 speaks to Job. 
Creator motive:  Triplet-based descending motive that contains the same three 
characteristic pitches (pitch class set 015) as does the Mystery of Creation motive 
 This motive is also a reference to the Trinity. The motive descends as if to 
 illustrate God reaching down to Job. 
Rebuttal motive:  Sequences of triplets that are part of a buildup to a dramatic 
climax 
 This motive represents the questions the Lord asks Job to answer about 
 creation. 

Dramatic Musical Contrasts 
Buildup:  Registrations, tempo, dynamics, and range all build to a final 
fortississimo tutti presentation of the Mystery of Creation motive 
 This buildup represents the completion of God’s revelation to Job. The 
 Mystery of Creation motive is displayed in its power and again in its mystery 
 as the movement closes. 

 Fig. 12.6. Programmatic devices, Movement VI (Mystery of Creation) 
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Movement VI opens with the Mystery of Creation motive that represents the 

ineffable presence of God. A fragment of the Faith melody is continually transformed to 

remind the listener that Job is still a man of faith, although his faith has been severely 

tested. Job presents his legal case of self-defense before the Lord using the Testimony 

motive in canon. The Lord responds to Job in the whirlwind, symbolized by the circling 

Whirlwind motive. God is portrayed by the Creator motive (derived from the Mystery of 

Creation motive), which speaks out of the whirlwind. A Rebuttal motive follows, which 

symbolizes God questioning Job. The Lord uses a series of questions about creation 

(represented by repetitive statements of the Rebuttal motive) to prove to Job that he is not 

wise enough to understand God’s creation, let alone understand his own misfortunes. The 

movement closes with a misterioso statement of the Mystery of Creation motive followed 

by a final Testimony motive. Job’s questions are still unanswered, but he has been 

profoundly changed by this encounter with God.  

 

Programmatic Devices, Movement VII (Penitence and Realisation) 

Musical Quotations 
Veni Creator Spiritus (Come, Holy Spirit, Creator come):  Plainsong 
harmonized with perfect fourth intervals 
 This quotation represents God healing Job’s spirit. 
Job’s Realisation:  Harmonious contrapuntal decoration of the Veni Creator 
Spiritus plainchant (Eben refers to this as a flute arabesque) appearing both above 
and below the chant. 
 This countermelody represents Job’s final realisation. Job’s spirit is 
 harmoniously entwined with the Holy Spirit. Job’s Realisation contributes the 
 major third of a final B major chord. 

 
Fig. 12.7. Programmatic devices, Movement VII (Penitence and Realisation)  
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Associative Devices 
Song of Penitence:  A four-pitch melody transformed with each occurrence  
 This melody was so named by Eben and it symbolizes Job’s remorse for 
rebuking the Lord. The transformations reflect Job’s attempts to offer his apology 
in every way possible. 
Plodding motive:  Two-note sequenced pattern that returns to itself, eventually 
ascending an octave 
 The Plodding motive creates an image of Job taking a step forward and then 
 backward trying to find his way. 
Echo of Doubt motive:  A four-note chromatic motive consisting of adjacent 
pitches that circle  
 The chromatic circling reflects Job’s lingering doubts. The Echo of Doubt 
 motive disappears when Job is enlightened (Job’s Realisation). 
Remorse motive: Features multiple repeating rhythms and a melody that repeats 
thirty-five times using fifteen unique rhythm patterns 
 This highly repetitive motive represents Job expressing his remorse over and 
 over again in various ways. 

Dramatic Musical Contrasts 
Self-reproach texture:  Toccata-like oscillations consisting of mostly major and 
minor second intervals 
 This texture represents Job’s cries of sorrow. It reflects his sadness and 
 remorse for complaining to the Lord without proper understanding. 
Inner Stress texture:  Two cluster chords which layer in to produce a strong 
dissonance and suspend the normally rapid rhythmic pace 
 These dissonant chord clusters reflect Job’s inner stress, and the apparent 
 suspension of time symbolizes the immobilizing effect of extreme stress upon 
 Job. 

 
Fig. 12.7. Programmatic devices, Movement VII (Penitence and Realisation) – continued 

 
 

Movement VII opens with a Song of Penitence that represents Job’s remorse for 

his reproaches against the Lord. It is opposed contrapuntally by a Plodding motive that 

depicts Job’s continuing attempts to find his way, and a circling Echo of Doubt motive 

that portrays Job’s recurring doubts and uncertainties. A toccata-like Self-reproach 

texture symbolizes Job’s cries of self-criticism. Each of five entries of the Self-reproach 

texture is introduced by an Inner Stress texture, which consists of strongly dissonant 

chords symbolizing the inner stress Job continues to experience. A repetitive ostinato-like 

Remorse motive reiterates Job’s regrets:  “Wherefore I abhor myself and repent in dust 
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and ashes.”208  An augmented Song of Penitence joins with the Remorse motive in 

conveying Job’s deep sorrow. After a caesura, Job’s stress and anxiety dissolve in the 

peaceful strains of Veni Creator Spiritus. The voice of Job combines harmoniously with 

the Veni Creator Spiritus plainchant as a contrapuntal decoration or flute arabesque. This 

symbolizes God’s healing of Job’s spirit. Job’s Penitence and Realisation is now 

complete.  

 

Programmatic Devices, Movement VIII (God’s Reward) 

Musical Quotations 
Model of Humility melody (Kristus příklad pokory):  Four symmetrical phrases 
presented in seven variations  
 This quotation portrays Christ as the supreme model for dealing with human 
suffering. 
Atonement chant (Vere dignum et iustum est): A chant consisting of three two-
measure phrases 
 This quotation symbolizes God doing for man what man is not able to do for 
 himself. Job had to wait patiently in faith for God to act on his behalf to bring 
 reconciliation. 

Associative Devices 
Perfect fourth intervals (Model of Humility fragments): Approximately 175 
perfect fourth intervals 
 These intervals symbolize the perfection of Christ, the model of humility. 
Circling scalar patterns:  Approximately fifty circling scalar patterns that 
underscore the Atonement chant and the Model of Humility melody 
 The circle symbolizes unity and completeness, which reinforces the message 
 of both musical quotations. 

Dramatic Musical Contrasts 
Buildup of forces:  Registrations build to a dramatic tutti climax; dynamics build 
to a fortississimo climax; chants combine contrapuntally 
 The merging of these melodies demonstrates that Job’s Christ-like or 
 innocent suffering ultimately united him with God. A final unison statement 
 of the Atonement chant represents Job’s oneness with God. The buildup of 
 forces serves to highlight this programmatic climax. 

 
Fig. 12.8. Programmatic devices, Movement VIII (God’s Reward) 

                                                 
208 Job 42:6, KJV (King James Version). 
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The Model of Humility melody (Kristus příklad pokory) is played in seven 

variations throughout Movement VIII. The melody is initially harmonized using perfect 

fourth intervals to depict Christ, the perfect model of humility. Between variations six 

and seven, the Atonement chant is played to symbolize God’s act of atonement in 

reconciling man (in this case, Job) to himself. The movement climaxes with both musical 

quotations played simultaneously to show that man is made one with Christ by following 

the model of suffering that Christ set forth. Through Job’s suffering he was made whole 

again. The Atonement chant becomes the final programmatic declaration of the cycle, 

played in unison with a tutti registration. Job is now united with God through his innocent 

suffering. 

 

Summary 

We have seen that Eben carefully selected musical devices to convey specific 

programmatic intent. Musical quotations served an important role in telling the story of 

Job. Their subject matter, exclusively religious and praise oriented, confirmed Job’s faith 

or let the listener know that Job was in fervent prayer. They revealed the healing of his 

spirit, and gave praise to Jesus Christ, the model for Job’s suffering. Only three 

movements of the cycle lack musical quotations:  Destiny, Longing for Death, and 

Despair and Resignation. This was probably intentional on the composer’s part, because 

the omission of faith-based quotations appropriately symbolizes Job’s struggle with his 

faith during this trial of suffering. 
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Eben utilized motives, textures, and melodies to convey programmatic intent. 

Repetitive or ostinato-like motives conveyed incessant prayers, added passion to Job’s 

longing for death, symbolized a whirlwind, and represented God’s repeated questioning 

of Job. Melodies were transposed, transformed, diminished, augmented, and inverted. 

Melodic extension and melodic and modal disintegration evoked a sense of increasing 

disarray. Chromatic melodies with limited numbers of pitches depicted despair, 

resignation, and remorse. Rising chromatic arpeggios and wandering chromatic melodies 

often served as countermelodies to associative themes and conveyed the presence of evil, 

or a heightened sense of anguish. Circling scalar patterns portrayed oneness and unity. 

Melodies were transformed by other melodies and also superimposed, to add meaning to 

the program. 

 

Various textures served as associative devices as well. Formal devices such as the 

canon and passacaglia symbolized Job’s legal case before the Lord and his yearning to 

die. Toccata-like textures portrayed an outburst, catastrophe, and the forces of 

destruction. Associative devices included polymeters, polyrhythms, and octave expansion 

to dramatize their messages. Chordal textures were often represented by oscillating 

chords, cluster chords, quartal sonorities, and polychords to create special moods like 

restlessness, stress, and mystery. Colorful, striking textures derived from harmonies 

featuring the tritone, major sevenths, and secundal harmony. Consonant harmonies were 

rare and so they were especially effective in suggesting harmonious relationships and 

praise at appropriate points in the cycle. Major-chord endings in three movements 
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suggested programmatic intent. Various registrations enhanced the program as well. The 

timbre of the solo flute voice was associated with Job, and reeds symbolized anger or evil 

forces. Strings added to the feeling of mystery. 

 

Rhythmic syncopations added energy and excitement to the program. Shifting 

metrical pulses and rapid manual changes helped shape toccata-like outbursts to convey 

crying and speech-like inflections. Rapid oscillating figures reflected aggression or the 

forces of evil in action. Repetitive rhythms symbolized fervent prayer and meditation. 

Ostinato patterns made the whirlwind believable, and the passacaglia dramatically 

portrayed Job’s longing for death.  

 

Dramatic musical contrasts were achieved by building up registrations, increasing 

tempos, changing dynamics, and imposing rhythmic interjections to reflect an assault, 

attack, or other disruption. Octave expansion of melodies reflected disarray, and a rapid 

melodic descent symbolized Job being crushed to the ground. Dramatic musical contrasts 

were often linked to textures, rhythms, and melodies, so it was not unusual for a musical 

device to serve as both an associative theme and a dramatic musical contrast at the same 

time. 

 

Eben’s music is dramatic by its nature. He incorporated these musical devices into 

the fabric of his music to heighten the music’s ability to communicate with the listener. 

Job for Organ is a masterpiece reflecting Eben’s superb ability to craft musical 
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quotations, associative themes, and dramatic musical contrasts to convey an illustrative 

and meaningful program.  
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APPENDIX B:  
 

TABLE 1, WER NUR DEN LIEBEN GOTT LÄSST WALTEN MOTIVE, MOVEMENT III 
 

Measure Motive Voice Transposition Inversion Description 

14-19 A1 RH none   

23-7 A2 RH none   

29-34 A1 RH none   

34-8 A1 Ped. None Inversion (real)  

38-42 A2 RH none   

42-4 A2 Ped down P5  Inversion 
(fragment) 

Fragment rhythmically transformed 

44-8 B1 RH none   

49-53 B2 RH none   

53-6 B2 Ped. Down P5 Inversion (tonal)  

56-60 B2 LH none  Missing last note 

60-4 B2 LH none  Missing last note 

64-8 A2 LH down P4 Exact 
transposition 

Modulation on last note 
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APPENDIX B: 
 

TABLE 1, WER NUR DEN LIEBEN GOTT LÄSST WALTEN MOTIVE, MOVEMENT III – continued 
 

Measure Motive Voice Transposition Inversion Description 

69-73 B2 LH up M2 Exact 
transposition 

Missing last note 

73-7 B2 RH up M2 Exact 
transposition 

Modulation on last three notes 

77-81 A2 RH up P5 Exact 
transposition 

Modulation on last two notes 

A1 LH down M2 Exact 
transposition 

Rhythmic transformation 82-5 

A1, A2 RH various Exact 
transposition 

Two diminished A1 statements and one diminished A2 fragment 

A2 LH down Aug. 2 Exact 
transposition 

Rhythmic transformation 86-9 

A1,A2 RH various Exact 
transposition 

Two A1 statements and one A2 statement in diminution 

90-1 B2 RH none  Missing last note 

92-3 B2 RH none  Fragments (First half of B2 twice), rhythmic transformation 

109-14 A1 RH none  Identical to mm. 14-9 
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APPENDIX B: 
 

TABLE 1, WER NUR DEN LIEBEN GOTT LÄSST WALTEN MOTIVE, MOVEMENT III – continued 
 

Measure Motive Voice Transposition Inversion Description 

114-8 A1 Ped none Inversion (real) Identical to mm. 34-8 

118-22 A2 RH none  Identical to mm. 23-7 

122-4 A2 Ped down P5 Inversion 
(fragment) 

Identical to mm. 42-4 

124-8 B1 RH none   

128-30 B1 Ped down m2 Inversion 
(fragment) 

Fragment rhythmically transformed 

130-4 B2 RH none   

134-9 B2 Ped down P5 Inversion (real) Final three notes not inverted or transposed 
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APPENDIX B: 
 

TABLE 2, PASSACAGLIA ANALYSIS, MOVEMENT IV 
 

Var. Mm. Time 
Signatures 

Texture 
(Point/Counterpoint) 

Contrasts introduced 
(Point/Counterpoint) 

1 1-8 3/4 P:  homophonic chords 3 and 4-voice 
CP:  none 
Pedal:  none 

Initial dynamic: mf 
Tempo: quarter note equals 88 
Articulation: pesante 

2 9-16 3/4 P:  homophonic chords 3-voice 
CP:  pedal 

Dirge begins octave higher 
Pedal voice is added 

3 17-24 3/4 P:  homophonic chords 3-voice 
CP:  ascending chromatic eighth notes 
Pedal:  pedal point 

Dirge melody returns to bass clef 
Dynamic increase: poco f 
Chromatic counterpoint is introduced in the right hand 
Pedal voice becomes pedal point 

4 25-32 3/4 P:  homophonic chords 3-voice 
CP:  ascending chromatic eighth notes 
Pedal:  pedal point 

Tempo increase: poco stringendo 
Chromatic counterpoint range increases to one and one-half 
octaves 

5 34-41 3/4 (9/8) P:  homophonic chords 3-voice 
CP:  ascending chromatic: triplet eighth 
notes 
Pedal:  pedal point 

Dirge melody on both treble and bass clefs 
Chromatic counterpoint range increases to two octaves 
Counterpoint eighth notes quickened to triplet eighth notes 

6 43-50 3/4 P:  homophonic chords 3-voice 
CP:  ascending chromatic: sixteenth notes 
Pedal:  counterpoint 

Dynamic increase: poco f 
Added registration 
Counterpoint triplet eighth notes quickened to sixteenth 
notes 
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APPENDIX B: 
 

TABLE 2, PASSACAGLIA ANALYSIS, MOVEMENT IV – continued 
 
Var. Mm. Time 

Signatures 
Texture 
(Point/Counterpoint) 

Contrasts introduced 
(Point/Counterpoint) 

7 54-61 3/4 P:  arpeggiated sixteenth notes 
CP:  none 
Pedal:  accents 

Tempo increase: quarter note equals 108 
Dynamic increase: piu f 
Dirge melody arpeggiated and transposed 
Added registration 
Add pedal accents 

8 62-9 3/4 P:  arpeggiated triplet sixteenth notes 
CP:  chord accents, sixteenth notes 
Pedal:  accents 

Dirge melody is arpeggiated and decorated 
Add contrapuntal sixteenth-note harmony to melody 
 

9 70-7 3/4 (9/8) P:  toccata-like chords in triplets 
rhythmically transformed 
CP:  pedal counterpoint 

Dynamic increase in pedal: ff marcato 
Dirge melody transposed and toccata-like triplets 
rhythmically transformed 
Pedal becomes syncopated counterpoint including triplets 

10 78-85 3/4 (9/8) P:  six-voice chords 
CP:  bass line triplet eighth notes 

Dirge melody syncopated, rhythmically transformed 
Added registration 
Pedal:  more syncopated counterpoint 

11 86-7 4/4, 5/8 P:  unison in diminution 
CP:  pedal point in the pedal 
 

Dynamic increase: molto f 
Dirge melody transposed, diminished and rhythmically 
transformed, melody in octaves 
Meter change to asymmetrical meter 
Added registration 

12 88-9 4/4, 5/8 P:  unison in diminution 
CP:  add homophonic dissonant voice 
Pedal:  pedal point 

Unison Dirge melody harmonized with two dissonant 
voices 
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APPENDIX B: 
 

TABLE 2, PASSACAGLIA ANALYSIS, MOVEMENT IV – continued 
 
Var. Mm. Time 

Signatures 
Texture 
(Point/Counterpoint) 

Contrasts introduced 
(Point/Counterpoint) 

13 90 5/4 P:  unison in diminution; melody only 
descends a P4 
CP:  homophonic dissonant voice 
Pedal:  counterpoint 

Change in meter 
Dirge melody diminished to one measure in length 
Pedal begins to add to counterpoint 
Registration decreases for the pedal 

14 91 5/4 M. 90 repeats  
15 92-3 4/4, 5/8 P:  unison in diminution; melody only 

descends a P4 
CP:  contrapuntal dissonant voice 
Pedal:  pedal point 

Dissonant voice changes from homophonic to contrapuntal 
Dirge melody is transposed, diminished to two-measure 
length 
Change in meter 

16 94-5 4/4 P:  unison in diminution 
CP:  chromatic chords in contrary motion 
Pedal:  part of contrapuntal chords 

Dirge melody is transposed 
Counterpoint becomes 3-voice chords in contrary motion to 
melody.  
Registration decreases 

17 96-7 4/4 P:  unison in diminution 
CP:  chromatic chords in contrary motion 
Pedal:  part of contrapuntal chords 

Dirge melody diminution: eighth notes one measure long 

18 97-8 4/4 P:  unison in diminution 
CP:  quartal chord accents 
Pedal:  none 

Pedal voice disappears 
Counterpoint becomes more of an accent 

19 100-1 4/4, 3/4 P:  unison in diminution 
CP:  pedal point in the pedal 
 

Same as mm. 86-7 but transposed 

 
 167 



 168

APPENDIX B: 
 

TABLE 2, PASSACAGLIA ANALYSIS, MOVEMENT IV – continued 
 
Var. Mm. Time 

Signatures 
Texture 
(Point/Counterpoint) 

Contrasts introduced 
(Point/Counterpoint) 

20 102-3 4/4, 3/4 P:  unison in diminution 
CP:  add homophonic dissonant voice 
Pedal:  pedal point 

Same as mm. 88-9 but transposed 

21 104 5/4 P:  unison fragment in diminution  
CP:  ascending chords 3-voice 
Pedal:  part of ascending chords 

Counterpoint becomes chordal 
Pedal becomes part of ascending chord counterpoint 
 

22 107-14 4/4 (8/8) 
3/4 (6/8) 

P:  top voice of repeating chords 
CP:  homophonic chords 3-voice 
Pedal:  none 

Toccata texture played on two manuals & two registrations 
Rhythms grouped as 3+5 and 2+2+2 
Pedal voice disappears 
Dirge melody transposed and no longer diminished 

23 115-22 3/4 (9/8) P:  top voice of repeating chords 
CP:  homophonic chords 3-voice 
Pedal:  none 

Similar to above but meter is 9/8 
Dirge melody played an octave lower 
Quartal chords appear in toccata-like texture 

24 123-31 3/4 (9/8) 
4/4 (12/8) 

P:  top voice of syncopated chords 
CP:  homophonic chords 6-voice 
Pedal:  part of homophonic chords 

More syncopation 
Added registrations 
Melody is extended one measure 

25 132 4/4 (8/8) P:  Dirge melody in octaves 
CP:  none 
Pedal:  none 

Dirge melody in octaves, no counterpoint 
Dynamic increase: piu ff 

26 133 4/4 (8/8) Repeat of above 
P: melody only descends a P4 

Repeat of above 

27 134-41 3/4 (9/8) P:  Dirge melody in pedal octaves 
CP:  toccata-like chords with octave 
displacement 

Dirge melody moves into the pedal 
Counterpoint is toccata-like chords as triplet eighth notes 
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APPENDIX B: 
 

TABLE 2, PASSACAGLIA ANALYSIS, MOVEMENT IV – continued 
 
Var. Mm. Time 

Signatures 
Texture 
(Point/Counterpoint) 

Contrasts introduced 
(Point/Counterpoint) 

28 142-3 3/4 (9/8) P:  homophonic chords 3-voice 
CP:  3-voice chords ascend in contrary 
motion 
Pedal:  supports contrapuntal chords 

Dirge melody returns to top voice of homophonic chords 
and is diminished to two measures long 
Dynamic increases to fff 
Registration increases to tutti 
Contrary motion between Dirge melody and the chords 

29 144-5 3/4 (9/8) More of the same More of the same 
30 145-6 3/4 (9/8) More of the same More of the same 
31 147-8 3/4 (9/8) More of the same More of the same except these measures are transposed 
32 149 3/4 (9/8) More of the same 

P: melody only descends a tritone 
More of the same except diminution is only one measure 
long 

33 150 3/4 (9/8) P:  homophonic chords 3-voice (melody 
descends only a P4) 
CP:  2-3 voice homophonic chords in 
contrary motion 
Pedal: none 

More of the same except the final note is a unison in 
octaves and the pedal is omitted 

34 153-60 3/4 (9/8) P:  Dirge melody-unison 
CP:  exists as melodic embellishment 
Pedal:  none 

Dirge melody begins four and one-half octave descent 
Dynamic decreases to pp 
Tempo slows to quarter note equals 88 
Registration change from full organ to flute 8’ 
Texture changes from seven voices to one voice 

35 161-70 3/4 (9/8) P:  Dirge melody syncopated, partly 
disintegrates into counterpoint 
CP:  exists as melodic embellishment 
Pedal:  none 

Dirge melody notes disappear into melodic embellishments 
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APPENDIX B: 
 

TABLE 3, REMORSE MOTIVE ANALYSIS, MOVEMENT VII 

Most common rhythms found: 
 
 
 
 
 
 

ID M. Rhythm 
(A-G) 

Pitch class 
set 

1 43 A 012348 
2 43 B 012348 
3 43 C 012348 
4 43 D 012348 
5 43 unique 012348 
6 43 unique 012348 
7 43 C 012348 
8 43 D’ 012348 
9 43 A 012348 
10 43 B 0124568 
11 44 A 012348 
12 44 B 012348 
13 45 unique 012348 
14 45 E 012348 
15 45 A 012348 
16 45 B 012349 
17 45 unique 01237 
18 45 E 013459 
19 45 A 012348 
20 46 unique 012346 
21 46 C 01278 
22 47 F 012567 
23 47 A’ 012348 
24 47 A 012567 
25 47 G 0123489,10 
26 47 G 0123469 
27 47 F 0124567 
28 47 unique 012349 
29 48 A’ 012348 
30 48 unique 0123467 
31 48 A 012348 

32 48 A 012348 
33 48 B 0128 
34 49 A’ 012347 
35 49 unique 012347 
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APPENDIX B: 
 

TABLE 4, THEMATIC ANALYSIS, MOVEMENT VIII 

Mm. Melodies and textures Comments 
1-15 Introduction:  phrase 1 fragments from the 

Model of Humility melody treated imitatively in 
the hands using P4 intervals 

 

Kristus, příklad pokory hymn tune (Model of Humility melody) 
Variation 1:  (Model of Humility melody) solo 
melody in RH with pulsing triadic 
accompaniment in the LH 

G Phrygian mode (melody 
and harmony) except m. 26 
T0 transposition 

(mm. 16-20) phrase 1  
(mm. 21-5) phrase 2  
(mm. 26-30) phrase 3  

16-35 

(mm. 31-5) phrase 4  
35-41 Bridge: utilizes a phrase 1 fragment  

Variation 2:  (Model of Humility melody) 
melody occurs as the top voice of triadic 
harmony in the LH opposed by a lyric 
countermelody in the RH 

C# Phrygian mode (melody 
only) T6 transposition 

(mm. 42-4) phrase 1  
(mm. 45-7) phrase 2  
(mm. 48-51) phrase 3  

42-55 

(mm. 52-5) phrase 4  
 

Variation 3:  (Model of Humility melody) 
melody occurs with a tirate embellishment in 
the RH omitting repeated melodic notes. Triads 
plane in sequence as LH accompaniment 

T9 transposition 

(mm. 56-9) phrase 1  
(mm. 60-3) phrase 2  
(mm. 64-5) phrase 3 melody is rhythmically 
altered to become part of an arpeggiated figure, 
as shown in Fig. 11.3 

 

56-67 

(mm. 66-7) phrase 3 melody is repeated and 
modulates in the last half of mm. 67. 

 

68-75 Episode:  features a lyrical melody in the RH 
with a varying quintuplet accompaniment in the 
LH. Pedal voice provides counterpoint to the 
RH melody. 

 

Variation 4:  (Model of Humility melody) is an 
incomplete variation 

E Phrygian mode 
T9 transposition 

76-86 

(mm. 76-9) chromatically altered phrase 2 
melody is the bottom note of a series of 
septuplet arpeggiations. 
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APPENDIX B: 
 

TABLE 4 THEMATIC ANALYSIS, MOVEMENT VIII – continued 
 
Mm. Melodies and textures Comments 

(mm. 80-3) phrase 4 melody rises above a 
series of septuplet arpeggiations played by both 
hands with no repeated melodic notes 

 

(mm. 84-5) phrase 3 (incomplete) melody is in 
RH at T5 transposition and modulates at the 
end. It is accompanied by sets of quintuplets in 
the LH. 

 

(76-86) 

(m. 86) phrase 3 melody is repeated at T9 
transposition 

 

 
Variation 5:  (Model of Humility melody) 
features rhythmic transformation with each 
melodic phrase being followed by increasingly 
longer ‘answers’. Writing is homophonic in the 
hands with some imitation in the pedal. 

D Phrygian mode (melody 
only) 
T8 transposition 

(mm. 87-8) phrase 1 with 3-beat answer in  
m. 88 

 

(mm. 89-90) phrase 2 with five and one-half 
beat answer in m. 90 

 

(mm. 91-3) phrase 3 with ten-beat answer in 
mm. 92-3 

 

87-95 

(mm. 94-5) phrase 1 with six and one-half beat 
answer in m. 95 

 

 
Variation 6:  (Model of Humility melody) E Phrygian mode 

T9 transposition 
(mm. 96-8) phrase 1 rhythmic transformation 
features an embellished melody with triadic 
harmony in the RH and a circling scalar 
accompaniment in the LH. Pedal point in the 
pedal. 

 

(mm. 99-101) phrase 2 texture is similar to 
phrase 1 above 

 

(mm. 102-3) phrase 3 triads in RH with 
rhythmically transformed melody in top voice 
are opposed by ascending triads in contrary 
motion planing in the LH and pedal 

 

(mm. 104-5) an exact repeat of mm. 102-3  

96-109 

(mm. 106-9) phrase 4 triads in the RH with a 
melody in the top voice and a circling scalar 
accompaniment in the LH.  
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APPENDIX B: 
 

TABLE 4 THEMATIC ANALYSIS, MOVEMENT VIII – continued 
 
Mm. Melodies and textures Comments 
110-11 Introductory bridge:  harmonized melody in 

both hands introduces a fragment of the 
Atonement chant, which follows 

 

Vere Dignum et iustum est (Atonement chant) 
(mm. 112-3) phrase 1 melody of Atonement 
chant occurs in the top voice of 3-4 part chord 
harmonizations. LH features circling scales. 
Pedal features a descending chromatic scale 

D Aeolian 
T0 transposition 

(mm. 114-5) phrase 2 melody continues with 
the same texture found in phrase 1 above 

 

112-17 

(mm. 116-7 phrase 3 accompaniment changes 
to two-voice patterns, in narrow range, that 
continue to circle 

 

Bridge  
(mm. 118-9) phrase 3 melodic fragment is 
repeated twice at T5 transposition with a 
circling sextuplet accompaniment alternating 
from RH to LH 

 
118-21 

(mm. 120-1) Melodic extension continues with 
a fragment from phrase 3 of the Atonement 
chant at T10 transposition. The figures in both 
hands circle continuously. 

 

Hymn tune (Model of Humility  melody) and Chant (Atonement chant) combined 
Variation 7:  (Model of Humility  melody) G Phrygian mode 

T0 Transposition 
(mm. 122-5) phrase 1 melody occurs as the top 
voice in a descending arpeggiated septuplet 
pattern played by both hands. 

 

(mm. 125-7) phrase 2 texture is the same as 
phrase 1 

 

(mm. 128-9) phrase 3 texture is the same as 
phrase 2 

 

 
Atonement chant C Aeolian 

T10 transposition 
(mm. 122-3) phrase 1 melody is in the pedal 
voice 

 

(mm. 124-5) phrase 2 melody is in the pedal 
voice 

 

122-29 

(mm. 126-7) phrase 3 melody is in the pedal 
voice 
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TABLE 4 THEMATIC ANALYSIS, MOVEMENT VIII – continued 
 
Mm. Melodies and textures Comments 

(m. 128) phrase 3 melody is repeated/extended 
at T1 transposition (tonal rather than real) in the 
pedal voice 

 (122-29) 

(m. 129) phrase 3 melody is repeated/extended 
in the pedal voice 

 

130-31 Bridge:  fragment of phrase 3 of the Atonement 
chant circles in the RH mirrored 
simultaneously in the LH 

 

Coda (Atonement chant) D Aeolian 
T0 transposition 

(mm. 132-3) features a unison melody in hands 
and pedal 

 

132-37 

(mm. 134-7) final notes of the melody are 
embellished by a jagged rhythmic oscillation 
between hands. 
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