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ABSTRACT 
 

Daniel Pinkham (1923-2006) composed numerous works for chorus, orchestra, 

organ, and combinations of these forces.  This body of repertoire comprises a broad and 

eclectic collection of styles and levels of complexity.  Pinkham’s compositional career 

was driven by the commissions he received, and the diversity of his oeuvre is a reflection 

of the varying size, make-up, and ability of the commissioning ensembles.  Pinkham’s 

compositions show influences of his mentors, and are colored by his tastes and 

philosophy.   

The stylistic contrast in Pinkham’s choral cantatas as a whole makes it difficult to 

place the works into categories or style periods.  In his late cantatas, however, an 

amalgamation of styles is found.  Multiple elements from his past can be found in his late 

works.  Additionally, the application of Gebrauchsmusik as understood by Pinkham is 

evident in these late compositions.   

This potpourri of Pinkham’s musical interests melds to create a unique sound – 

distinctly contemporary by twentieth-century standards – that maintains accessibility for 

a broad range of performers and listeners.  The purpose of this study is to demonstrate 

that in Pinkham’s late choral cantatas – specifically Advent Cantata (1991) and The 

Creation of the World (1994) – his compositional style is defined by serial writing, 

economy of means, and classic formal structures, and these devices are utilized in a 

fashion consistent with the composer’s understanding of Gebrauchsmusik.    
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CHAPTER ONE - INTRODUCTION 

 

 Daniel Pinkham (1923-2006) composed numerous works for chorus, orchestra, 

organ, and combinations of these forces.  This body of repertoire comprises a broad and 

eclectic collection of styles and levels of complexity.  Pinkham’s compositional career 

was driven by the commissions he received, and the diversity of his oeuvre is a reflection 

of the varying size, make-up, and ability of the commissioning ensembles.  Pinkham’s 

compositions show influences of his mentors, and are colored by his tastes and 

philosophy.  He employs a pragmatic approach to twentieth-century music: his 

Gebrauchsmusik compositional methodology reflects both his belief in the importance of 

the amateur choir and his admiration of Hindemith.1  Shifting metric patterns, economy 

of thematic material, and compositional variance from piece to piece show Stravinsky’s 

mark.2  Pinkham’s studies at Harvard exposed him to sixteenth-century counterpoint as 

well as Baroque and Classical formal structures.3  His works maintain an individualized 

intrinsic logic to which formal rules are loosely adhered, representing the inspiration of 

Boulanger.4  He described himself as a “parrot” influenced by trends in the twentieth 

                                                 
1 Mark E. Stallings, “Representative Works for Mixed Chorus by Daniel Pinkham.” (unpublished 

D.M.A dissertation, University of Miami, 1984), 19-20. 
2 Dennis Keith Cox, “Aspects of the Compositional Styles of Three Selected Twentieth-Century 

American Composers of Choral Music: Alan Hovhaness, Ron Nelson, and Daniel Pinkham.”  (unpublished  
D.M.A. dissertation, University of Missouri – Kansas City, 1978), 49. 

3 Kee DeBoer and John B. Ahouse, Daniel Pinkham: A Bio-Bibliography.  (New York: 
Greenwood Press, 1988), 4-6. 

4 Mark A. Radice, “An Interview with Daniel Pinkham.”  The American Organist (August, 1997), 
59. 
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century, but one who put his own “New England franchise” on compositions featuring 

characteristics associated with works of the era.5 

 The stylistic contrast in Pinkham’s choral cantatas as a whole makes it difficult to 

place the works into categories or style periods.6  Pinkham once wrote, “I like to set 

myself new problems with each work, like Stravinsky.  Once I write a successful piece in 

a certain form or instrumentation, I have no interest in trying to write the same thing 

again.”7  While chromaticism, ambiguous tonalities, changing meters, and recurring 

pitch-class sets occur in his cantatas, each work differs in style and has a unique sound.  

The instrumentation varies from work to work due to the sound Pinkham desires as well 

as the resources available to the commissioning organization.  Most of his cantatas 

require five or six players “so it is possible for a church to do them with a reasonable 

budget.”8  Financial considerations influenced the length of his cantatas, each of which is 

between ten and twenty minutes long.  On this issue, Pinkham said: 

I would get from the people who were making the commission, some clue as to 
what their available resources were.  So that, really, more than anything else, 
determines the instrumentation.  There is some variety of parameter on how much 
cash they have up front, and that is the length.  And so in fact it is very important 
that I know ahead of time what the resources are and what the length is going to 
be, both of which are determined by the contract, then I begin to look for texts and 
musical ideas that will work.9 

 
 In this study I will examine two of Daniel Pinkham’s late choral cantatas, Advent 

Cantata (1991) and The Creation of the World (1994), and explicate his serial writing, 

                                                 
5 Ibid., 58. 
6 Donald Studebaker, “The Choral Cantatas of Daniel Pinkham: An Overview,” The Choral 

Journal (December, 1988), 15. 
7 Daniel Pinkham, “New Problems Enlarge Horizons,” Music Journal (April, 1965), 40. 
8 Studebaker, 18. 
9 Ibid., 16. 
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economy of means, and use of classic formal structures.  I will demonstrate that these 

features are a result of the composer’s Gebrauchsmusik philosophy.  Representative 

examples will show that these cantatas feature an amalgamation of important twentieth-

century compositional techniques.  Such techniques are employed to make the works 

both artistic and accessible.     

 

Statement of Primary Thesis 

 I will demonstrate that in Pinkham’s late choral cantatas – specifically Advent 

Cantata and The Creation of the World – his compositional style is defined by serial 

writing, economy of means, and classic formal structures, and these devices are utilized 

in a fashion consistent with the composer’s understanding of Gebrauchsmusik.    

 

Justification for Study 

At American Choral Directors Association (ACDA) conventions between 1960 

and 2000, there were fifty-one performances of Daniel Pinkham’s works, with thirty-five 

of his compositions being featured.10  This record clearly shows that choral conductors in 

the United States have held some regard for his compositions.  There is scant, recently 

published information about Pinkham’s works, however, especially the cantatas.  While 

articles and dissertations do exist, none provide in-depth analysis of his late cantatas.   

                                                 
10 Sandefeur Schmidt, comp.  Music Performed at American Choral Directors Association 

Conventions: 1960-2000.  Monograph 12.  (Oklahoma, OK: ACDA Monograph Publications, 2002), 91-92. 
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Marlowe Johnson completed the first major study of Pinkham’s choral writing in 

1968 with his dissertation, The Choral Writing of Daniel Pinkham.11  Pinkham’s style 

changed following that research and his compositions then included indeterminacy, 

clusters, and electronic music.  Michael Corzine provided the next significant analysis of 

Pinkham’s music in 1979 in his dissertation The Organ Works of Daniel Pinkham.12  This 

material provides helpful insight regarding the composer’s life and philosophy, but 

musical discussion is limited to organ works. 

Kee DeBoer and John Ahouse wrote the only book exclusively on Pinkham.  It 

contains both an annotated bibliography of repertoire, and citations regarding works, 

especially reviews.13  Howard Pollack’s text on Walter Piston’s students includes a 

chapter dedicated to Pinkham.14  Debra Spiro-Allen’s dissertation, The Choral Music of 

Daniel Pinkham: A Pedagogical Analysis is basically an annotated bibliography of 

selected choral works rather than a detailed analysis of style.15  Relevant journals contain 

many published interviews with Pinkham, but there are few articles featuring detailed 

analysis of his works.   

Lack of research about Pinkham, especially after the early 1990s, creates an 

excellent opportunity for investigation of Pinkham’s later works.  This study is the first 

extensive analysis of Pinkham’s late cantatas since his death.   

                                                 
11 Marlowe Johnson, The Choral Writing of Daniel Pinkham.  (unpublished PhD. dissertation, The 

University of Iowa, 1968). 
12 Michael L. Corzine. The Organ Works of Daniel Pinkham.  (unpublished D.M.A. dissertation, 

Eastman School of Music, 1979).  
13 DeBoer and Ahouse. 
14 Howard Pollack, Harvard Composers: Walter Piston and His Students, from Elliott Carter to 

Frederic Rzewski.  (Metuchen, NJ: The Scarecrow Press, Inc., 1992). 
15 Debra Spiro-Allen.  The Choral Music of Daniel Pinkham: A Pedagogical Analysis.  

(unpublished D.M.A. dissertation, Boston University School for the Arts, 1999). 
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 This formal and stylistic analysis can benefit conductors in their study and 

preparation of his cantatas for performance.  This document includes a brief biographical 

sketch of Pinkham, an explanation of Gebrauchsmusik and how it can be traced from its 

genesis to Pinkham, an account of the circumstances surrounding the commissioning of 

both cantatas, and detailed analyses of two late cantatas.  The application of 

Gebrauchsmusik as it pertains to Pinkham’s compositional philosophy in the cantatas is 

addressed in the analysis.   

 

Methodology 

 I will use elements of The Creation of the World and the Advent Cantata in the 

remainder of this document to support my thesis.  I will begin with a brief discussion that 

will establish the definitions of the words serialism and Gebrauchsmusik, and the way in 

which each applies to Pinkham’s compositional approach throughout his career.  Chapter 

Two is a brief biography of the composer.  Chapter Three establishes the history of 

Gebrauchsmusik and the way Pinkham became acquainted with it.  Chapters Four and 

Five analyze the two cantatas and detail the application of Gebrauchsmusik to each 

cantata.  Chapter Six provides questions for further study, and conclusions.     

 

Serialism 

 Serialism is defined in The Grove Dictionary of Music and Musicians as “a 

method of composition in which a fixed permutation, or series, of elements is referential.  

Most commonly the elements arranged in the series are the 12 notes of the equal-
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tempered scale.”16  The Second Viennese School of composers used such series, often 

called tone rows, at various transposition levels and in inversion, retrograde, and 

retrograde inversion.       

 Daniel Pinkham experimented with serial writing in such works as Prelude and 

Chaconne (1953) for organ with a twelve-tone ground bass, and Stabat Mater (1964) for 

soprano solo, mixed chorus and orchestra.17  He never fully embraced the atonality of the 

Second Viennese School; his serial music maintained tonality in supporting chords as 

well as resolutions.  In Stabat Mater, the organization of the prime tone row results in 

inherent tonic-dominant relationships.  The first five pitches of the prime row are G, C, F, 

E-flat, and B-flat.18  Therefore, a simultaneity of pitches or melodic organization of the 

row creates diatonic tonal sonorities.  Pinkham favored the use of the row’s prime form 

with some moderate use of the original’s retrograde, inversion, and retrograde inversion.  

He seldom employed transpositions of the row or any of its derivations.  Such 

compositional tendencies, along with a lack of octave displacement, deceive listeners into 

a false sense of traditional diatonic harmony.19  Similar treatment was employed in 

Symphony No. 2 (1963).  In this work Pinkham used a flexible twelve-tone technique in 

which parts of a tone row were omitted.20  Frequent pedal points and ostinato-like 

                                                 
16 Paul Griffiths, “Serialism.”  Grove Music Online.  Oxford Music Online.  Accessed 4 April 

2009. 
17 Howard Pollack, Harvard Composers: Walter Piston and His Students, from Elliott Carter to 

Frederic Rzewski.  (Metuchen, NJ: The Scarecrow Press, Inc., 1992), 202. 
18 Pinkham, Stabat Mater.  (New York: C. F. Peters Corporation, 1964). 
19 Richard William Robison, Reading Contemporary Choral Literature: An Analytical Study of 

Selected Contemporary Choral Compositions with recommendations for the Improvement of Choral 
Reading Skills.  (unpublished Ph.D. dissertation, Bringham Young University, 1969), 85-95. 

 
20 Ibid. 
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repetitions provide an underlying sense of tonality, similar to the type of harmonic stasis 

achieved in phase sets of minimalist compositions.   

Such works show Pinkham’s familiarity with serialism and demonstrate that his 

compositional language was grounded in tonality.  On the concept of tonality Pinkham 

said, “dissonant elements that I use, added notes (things which fight against the tonal 

system), only work if you firmly believe in something like tonality… the pull against this 

strengthens the pillars of the tonal system.”21  Additionally, he did not manipulate 

inversions and retrogrades; instead he maintained an affinity for the prime form of the 

row.   

The dearth of serialism in Pinkham’s compositional output reflects his nominal 

interest in purely dodecaphonic writing, however, this important twentieth-century 

compositional approach had a profound impact on Pinkham and he employed elements of 

it in a unique fashion in his later cantatas.  In 1994 he stated, “I would have never arrived 

at my present style had I not gone through the twelve-tone techniques.  It opened up 

many new possibilities for tonal and intervallic relationships.”22 

 

Gebrauchsmusik  
 
 Stephen Hinton in The Oxford Dictionary of Music and Musicians defines 

Gebrauchsmusik as a “term applied in the 1920s to works which were directed to some 

social or educational purpose instead of being art for art’s sake.”23  The word is a 

                                                 
21 Stallings, 30. 
22 Radice, 58. 
23 Stephen Hinton, “Gebrauchsmusik.”  Grove Music Online.  Oxford Music Online.  Accessed 26 

March 2009. 
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combination of two nouns: Gebrauch, which means “use” or “application,” and Musik.  

Therefore, its widespread definition is “music for use” or “utlility music.”   

 Daniel Pinkham’s association with the concept of Gebrauchsmusik can be traced 

to his experience at Tanglewood where he encountered Paul Hindemith.  It is important 

to note that while Hindemith is often credited with coining the term, he is not responsible 

for the genesis of Gebrauchsmusik.  Initially, it appeared in the writing of musicologist 

Paul Nettl.  A more complete discussion of Gebrauchsmusik is included in Chapter 

Three. 
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CHAPTER TWO – DANIEL PINKHAM BIOGRAPHY 
 
 
 
 Daniel Rogers Pinkham was born in Lynn, Massachusetts, on June 5, 1923.24  He 

was aware of his past and the legacy of his great-grandmother, Lydia Pinkham (1818-

1883).  She developed an herbal remedy for “female complaints.”25  Her medicine, 

preserved with forty-proof alcohol, treated this all-encompassing term used to describe 

anything from a prolapsed uterus to painful menstruation.  Daniel’s father eventually led 

the profitable industry that bears her namesake.  In the 1960s, Daniel Pinkham’s father 

assumed the presidency of the family business.  The income from his positions was 

enough to send Daniel to Phillips Academy in Andover.  His father appreciated that his 

son could participate on the wrestling team and experience Old Testament narratives at 

Andover.  Although the scripture lessons influenced Pinkham, the music education he 

received proved to be the most meaningful.26 

 Carl Pfatteicher (1882-1957), an ordained Lutheran minister and musicologist 

known for his English translation of Hans Joachim Moser’s text, Heinrich Schütz: His 

Life and Work, oversaw the music instruction at Phillips Academy.27  At Andover, 

Pinkham was the school carilloneur.  This experience and the guidance he received from 

his instructors enhanced his interest in keyboard instruments, including the harpsichord 

and organ, and developed his fondness of bell-like sonorities.  Pinkham was one of six 

                                                 
24 The biographical information in this section is a compilation of several preexisting texts and 

articles.  Items that are specific to an individual source will be cited as such.  
25 Pollack, 189. 
26 DeBoer and Ahouse, 3. 
27 Ibid. 
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boys chosen to live in Park House – a dormitory on campus where students who pursued 

rigorous musical study lived. 

 In 1938, when Pinkham was sixteen, he saw the Trapp Family Singers in 

performance at a concert in Andover.  He marveled at their use of early instruments – 

including viola da gamba, virginal, recorders, and harpsichord – and at the repertoire they 

performed.  Pinkham’s musical studies before this point primarily focused on the 

repertoire of Brahms and Wagner.  The Trapp’s performances of the music of Dufay and 

Bach, and Elizabethan madrigals triggered in Pinkham an interest in early music.  His 

exposure to these sounds motivated his acquisition of a Neupert tabletop clavichord from 

Germany which he used in his practice during his senior year at Andover.  In 1940 he 

graduated early from the Academy because of his participation in an accelerated study 

program.   

 He did not follow the family tradition of attending Brown University.  Instead, he 

chose Harvard.  His composition teachers included Tillman Merritt (1902-1998), 

Archibald Davidson (1993-1961), and Walter Piston (1894-1976).  From Merritt, 

Pinkham learned counterpoint through his teacher’s “manipulation of notes and lines 

without reliance on rote or formula.”28  Davidson guided Pinkham in writing choral 

compositions.  Piston helped Pinkham develop a compositional approach that both 

maintained consistency of style and worked in a practical sense for the musicians who 

ultimately performed the work; Piston discouraged his student from too much 

experimentation within a single piece.  Pinkham valued and respected Piston as a teacher, 

                                                 
28 Ibid., 4. 
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and because of this, when Pinkham taught at Harvard (1957-1958) he could not refer to 

Piston by first name.  Pinkham’s music shows Piston’s influence in the use of irregular 

meter and modal-chromatic counterpoint.  Concerto for Harpsichord and Celesta (1955) 

and Cantilena and Capriccio (1954, 1956) for violin and harpsichord are examples of 

Piston’s inspiration.29   

 While studying at Harvard, Pinkham had the opportunity to hear Paul Hindemith 

(1895-1963) lecture at Tanglewood in 1941.  He was fond of Hindemith since his days at 

Phillips Academy when he listened to Kleine Kammermusik (1923) for wind quintet 

“until the other side (of the record) came through.”30  Hindemith’s discussion of 

Gebrauchsmusik at Tanglewood helped to shape Pinkham’s view of the amateur as music 

consumer.   

A medical deferment kept Pinkham out of World War II.  In 1942 he completed 

his B.A. in composition and finished his M.A. in composition in 1944.  He began 

studying with Nadia Boulanger (1887-1979) in 1945 and continued to do so for two 

years.  Boulanger’s elevated regard for Stravinsky guided her instruction of Pinkham.  

This relationship shaped Pinkham’s compositional methodology to reflect some of 

Stravinsky’s style.  Pinkham appreciated the way Stravinsky set new “problems” for 

himself in each new piece, unlike Richard Strauss who “hit the jackpot with 

Rosenkavalier and … tried to keep cashing the same old opera.”31  Boulanger’s partiality 

towards Pinkham may have prevented him from getting the most out of his lessons; he 

                                                 
29 Pollack, 193. 
30 Ibid., 194. 
31 Daniel Pinkham, “New Problems Enlarge Horizons,” Music Journal (April, 1965), 40. 
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thought his lessons would have been more beneficial if Boulanger had not liked him so 

much.32  He was exempt from taking counterpoint class as her student.  In a 1994 

interview Pinkham recalled his waiver from counterpoint saying, “I think she would have 

had some valuable information for me, my contrapuntal skills at the time not 

withstanding.”33   

 In 1947, Pinkham studied with Arthur Honegger (1892-1955).  Pinkham served as 

Honegger’s translator and driver during the summer at Tanglewood where the two 

discussed orchestration.  After Honegger’s heart attack that summer, Pinkham studied 

with Samuel Barber (1910-1981), Honegger’s replacement.  This duo enjoyed discussing 

the craft of songwriting and ways to set texts, especially “the music of English.”34 

 During his time at Harvard, Pinkham studied composition, harpsichord, and 

organ.  His performance engagements occupied much of his time in the late 1940s and 

1950s.  He was one of the only professional harpsichordists in the Boston area in the late 

1940s and frequently played continuo in Boston Symphony productions of Bach 

passions.35  In 1948 he collaborated with Robert Brink to play works for violin and 

harpsichord.  Their repertoire included works by Corelli, Bach, Mozart, Alan Hovaness, 

Walter Piston, and other classic and contemporary composers.  His performance career 

ceased after two unfortunate events – a broken finger in 1961, and a life-threatening bout 

of hepatitis in 1962.36 

                                                 
32 Radice, 59. 
33 Ibid. 
34 DeBoer and Ahouse, 5.   
35 Ibid. 
36 Ibid. 
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  After teaching, usually as a lecturer, in various short-term capacities in schools 

near Boston during the 1950s, Pinkham joined the faculty of the New England 

Conservatory in 1959.  His appointment led to the addition of degrees in Harpsichord as a 

Studio Instrument and Early Music Performance.37   

 In 1958 Pinkham sought and was awarded the post of organist and choir director 

at King’s Chapel in Boston.  This church was home to the first pipe organ installed in 

America in 1713, and the country’s first known musical festival.38  The organ on which 

Pinkham played at King’s Chapel was a three-manual Tracker built by Charles Fisk.  

Before Pinkham worked at the church, King’s Chapel had a paid choir of sixteen males.  

As director of the choir, he changed the paid core to a smaller, mixed ensemble to 

increase programming options.  Volunteers augmented the choir.    

 Pinkham was known for his sense of humor, especially in his brazen and quick-

witted responses.  Before accepting the position at King’s Chapel, he was organist at a 

Unitarian Church where the minister learned of a set of chimes a parishioner donated.  

The minister insisted Pinkham play them, but Daniel knew they sounded atrocious.  

Finally, to satisfy the request of the minister, Pinkham played the chimes one Sunday on 

everything – the prelude, the hymns, the anthem God Be In My Head, and the postlude.  

No one requested the chimes after that day.39 

 In the 1970s Pinkham experimented with writing music for chorus and electronic 

tape.  His most performed work for this medium, In the Beginning of Creation (1970), 

                                                 
37 Ibid. 
38 Ibid. 
39 Richard Dyer.  “Daniel Pinkham Tribute.”  The American Organist 41, no. 6 (June, 2007): 98. 
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was the result of a commission for Westminster Choir College.40  Choral conductors 

programmed it for its “brevity, simplicity, and use of verbal and non-verbal sounds 

created by the choir.”41  The use of indeterminacy was especially attractive for beginning 

singers.  Pinkham’s interest in compositions for tape and chorus waned when he felt it 

became “too easy” to compose them.42   

 As musicians across the country grew fond of Pinkham’s work, their requests for 

commissions increased.  In 1976 he said, “I have enough commissions for a couple years 

now, so I am quite diligent about my work habits.  I have found that I write less without 

the commission stimulus.”43   

The individual nature of each composition makes it difficult to categorize his 

output into generalized categories or style periods.44  Perhaps this attribute led 

organizations to seek an original Daniel Pinkham; since no one piece was like another, 

ensembles knew their commissions would be unique.   

  Pinkham approached composition pragmatically.  He “found the notes” most 

frequently from 9:00 am to noon and did mechanical things like orchestration when he 

was “not as clear minded.”45  Most of his choral music has sacred text, and many 

extended works are ten to twenty minutes in length with an instrumental complement of 

                                                 
40 Spiro-Allen, 123. 
41 McCray, 20. 
42 DeBoer and Ahouse, 10. 
43 McCray, “Pinkham: On Composing.”  The Choral Journal 18 (Oct., 1976): 15. 
44 Studebaker, 15. 
45 McCray, “Pinkham: On Composing,” 15. 
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five or six players “so it is possible for a church to do them with a reasonable budget.”46  

He did not think of himself as a “sacred composer.”  On this matter, Pinkham said: 

I just like to hear my pieces performed more than once, and when you write for  
the church, you have a better chance at that.  I have written Catholic and 
Protestant service music and Sabbath morning service in Hebrew.  I tell my 
students I am available for weddings, funerals, and bar mitzvahs.  I call this the 
inspiration of the pocketbook.  I don’t like to talk about “inspiration.”  When 
people ask me what inspired me to write something, I always answer, “money.”47 

 
 His pragmatic views stretched into his humble and humorous personality.  Once a 

Midwestern symphony orchestra asked Pinkham to write a choral-orchestral work that 

would receive its premiere on a concert that shared the program with Beethoven’s Ninth 

Symphony.  Pinkham answered the requestor’s question with one of his own, “Before, or 

after?”48    

 The circumstances surrounding the commission of Descent Into Hell (1980) 

provide another example of Pinkham’s satirical wit.  The commissioner called Pinkham 

and expressed disenchantment regarding some of the text setting from the Apocrypha.  

He asked Pinkham to set the text with “more inclusive language.”  Pinkham did not want 

to do it, but he called the commissioner back after a few minutes and agreed to substitute 

the word “men” with the word “all.”  Pinkham then told the commissioner, “I would like 

to make one further change.  The role of Satan, previously scored for bass-baritone, will 

now be scored for soprano.”49 

                                                 
46 Studebaker, 18. 
47 Dyer, 98. 
48 Ibid. 
49 Ibid., 99. 
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 In 1999, Daniel Pinkham was diagnosed with chronic lymphocytic leukemia, a 

progressive blood disorder.  Pinkham’s decline of health was gradual.  It was not until the 

last year or two of his life that he slowed, not in creativity but rather physical strength.50  

Daniel Pinkham died December 18, 2006, after a battle with leukemia.  His partner, the 

organist Andrew Paul Holman, survived him. 

                                                 
50Andrew Paul Holman.  Interview by author via e-mail.  March 30, 2009. 
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CHAPTER THREE - GEBRAUCHSMUSIK 

 

 Daniel Pinkham’s association with Gebrauchsmusik can be traced to his 

experience at Tanglewood where he heard Paul Hindemith lecture.  It is important to note 

that while Hindemith is often credited with coining the term Gebrauchsmusik, he is not 

responsible for its genesis.  In this section of the paper I will examine the genesis of 

Gebrauchsmusik, the way in which Pinkham became interested in it, and the way in 

which he composed in a fashion consistent with this philosophy.  Since my purpose in 

this study is to connect the works of Pinkham to the philosophy, this chapter will contain 

an abbreviated discussion of the history of Gebrauchsmusik.  An exhaustive study of 

Gebrauchsmusik, however, can be found in the text The Idea of Gebrauchsmusik: A 

Study of Musical Aesthetics in the Weimar Republic (1919-1933) with Particular 

Reference to the Works of Paul Hindemith by Stephen Hinton.51   

First, it is important to establish that Gebrauchsmusik is not a compositional style, 

but a philosophy.  A composer may aim to write serial music, aleatoric music, music in 

sonata-allegro form, or other technique-specific music.  A composer does not write in a 

Gebrauchsmusik style.  Classification of Gebrauchsmusik comes out of function, not 

compositional devices. 

 Second, like many of music’s historically significant movements, 

Gebrauchsmusik follows a visual art phenomenon – Neue Sachlichkeit, which means 

                                                 
51 Stephen Hinton, The Idea of Gebrauchsmusik: A Study of Musical Aesthetics in the Weimar 

Republic (1919-1933) with Particular Reference to the Works of Paul Hindemith.  New York: Garland 
Publishing, Inc., 1989.   
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“new objectivity.”  Neue Sachlichkeit artists rejected Impressionist and Expressionist art, 

and sought to depart from an art-for-art’s sake model.52  Artists of the Neue Sachlichkeit 

school sought to develop a relationship with a community and to share responsibilities 

with the members of that group of people.  In this model, the artist would produce 

appreciable works for the community.  The community, in turn, would financially 

support and sustain the artist.53  While the terms Gebrauchsmusik and Neue Sachlichkeit 

seem somewhat interchangeable, they are not.  The latter covers a greater range of the 

arts, including visual arts and theatrical arts.  Additionally, Neue Sachlichkeit stresses the 

importance of the communal relationship between artist and connoisseur.  James Monroe 

Meaders’ quote distinguishes the differences best, “the entire corpus of music labeled 

Gebrauchsmusik could fall under the umbrella of Neue Sachlichkeit, though the opposite 

would not be correct.”54      

 Gebrauchsmusik has a pejorative connotation amongst some who view it as 

simplistic or commonplace.  In their critical commentary of Gebrauchsmusik, Arnold 

Schoenberg (1874-1951) and Theodor W. Adorno (1903-1969) sought to diminish the 

significance of the philosophic movement.  The pervasive attachment of the term to 

Hindemith manifested an increased misunderstanding of the philosophy.55   

                                                 
52 Ibid. 
53 Ibid. 
54 James Monroe Meaders, Norman Dello Joio’s Choral Settings of Walt Whitman’s Poetry as 

Gebrauchsmusik.  (unpublished D.M.A. dissertation, The Southern Baptist Theological Seminary, 1995), 
36. 

55Hinton, 16. 
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 Such colloquial use of Gebrauchsmusik and the Hindemithian association with the 

word is distant from its original ideal.56  The term’s origin springs from the social and 

political landscape of the Weimar Republic (1919-1933),57 and the music used to 

originally define Gebrauchsmusik can be traced to the Renaissance.   

 

History 

Gebrauchsmusik (literally translated “music for use,” or “utility music”) was first 

used in the 1920s by musicologist Paul Nettl (1889-1972) to describe music without a 

consequential purpose in seventeenth-century dance music.58  Such music was not 

intended for concert performance.  Instead, it was music that was written exclusively for 

dancing.  Nettl observed points at which dance rhythms, key relationships, and forms 

appeared in cyclical suites.  This led to his distinction between Gebrauchsmusik and 

Vortragsmusik.  The former was defined as “dance pieces that were really danced to,” 

while the latter was “absolute music without a subsidiary purpose.”59   

The distinction between the two was determined by the presence or absence of 

heterogeneity within the suites.  An arbitrary compilation of keys in music of the “same 

variety” led Nettl to classify the repertoire as Gebrauchsmusik.60  “Melodic and tonal 

                                                 
56 Ibid. 
57 The Weimar Republic spans from the end of World War I until Hitler’s rise to power in 1933 

with the emergence of the Third Reich.  Weimar is where the constitution of the Republic was drafted.  
Although the political and social circumstances of the time had an impact on Gebrauchsmusik, an analysis 
of such matters would stretch beyond the useful parameters of this study.  Refer to Hinton, Idea, for a more 
comprehensive discussion.    

58 Hinton, 3. 
59 Ibid. 
60 Ibid., 4. 
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similarity” and calculated key relationships were characteristics of Vortragmusik.61  

These criteria guided Nettl to distinguish the difference between repertoire intended for 

concert performance and repertoire intended for social dancing.      

Heinrich Besseler (1900-1969) expanded on Nettl’s research.  Besseler identified 

ways in which individuals process and experience music.  He coined the term 

eigenstände Musik (autonomous music) and identified it as a relatively recent 

phenomenon.  He used concert music as his example.  In eigenstände Musik, a listener 

engages in an academic experience of the music without participation while a musician 

performs the musical work.   

Besseler’s most profound contribution to the field, perhaps, was his ability to 

question musicological research and its correlation to nineteenth-century ideals.  He 

believed that historians’ viewpoints reflected ideals of either Romanticists or 

Expressionists, and that such views were narrow and concealed details about the music.62  

Besseler argued that musicologists considered the concert as “the only legitimate form of 

performing and listening to music.”63  For Besseler, this position limited historians’ 

abilities to explore other music that might grow out of “fluctuating historical values.”64   

In his research, Besseler suggested that a model in which a subjective music 

maker plays to a passive listener was a nineteenth-century invention.65  He believed that 

Gebrauchsmusik was not performance-oriented, but experience-oriented, and the 

                                                 
61 Ibid. 
62 Meaders, 22. 
63 Hinton, 9. 
64 Ibid. 
65 Meaders, 22.   
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experience was evident in all levels of the community.66  Thus, Bessler identified 

Gebrauchsmusik as a situation in which a listener is an active connoisseur, and 

involvement in the music is inseparable from everyday life.  Besseler describes a person’s 

Zugangsweise (aesthetic access) of musical experience as participatory, and achieved 

through dancing, singing along, or playing.67  Besseler’s philosophy about music 

performance outside the concert hall led him to write the following: 

Perfection of reproduction would count as inessential, the listeners would not 
constitute a limitless crowd taking in what is performed in passive devotion, but 
would approach the music as a genuine community of like-minded individuals 
with an active attitude and in active participation.  The mundane world from 
which high art wishes to escape is the life force of Gebrauchsmusik.68 
 
Composer Kurt Weill (1900-1950) increased awareness of music as a social force 

in both his compositions and his scholarly writing.69  He is credited with triggering a 

stylistic pluralism in modern music where previously traditional lines – like concert and 

popular music, or art and commercial music – became blurred as styles fused.70  In a 

1927 article he wrote, “the boundaries between ‘art music’ and ‘use music’ must be 

brought closer together and gradually erased and transcended.”71  He urged composers to 

ask the question, “is what we do useful to the general population?  It is only second that 

we ask whether what we produce is art; for that is only decided by the quality of our 

                                                 
66 Ibid.   
67 Hinton, 10. 
68 Ibid., 10-11. 
69 Meaders, 30. 
70 Ibid.   
71 Hinton, 83. 
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work.”72  Weill believed that the creation of socially useful music would not result in 

composers’ and performers’ acquiescence to lesser intellectual musical outcomes.   

Paul Hindemith (1865-1963), a contemporary of Weill, was interested in the 

Gebrauchsmusik philosophical movement.  His compositions sought to bridge the 

composer-audience gap.73  He attempted to accomplish this through choral works to “sing 

and play,” like Sing und Spielmusik für Liebhaber und Musikfreunde, Op. 45, no. 1 

(1928-29) and Angst vorm Schwimmunterricht (The Horror of Swimming Lessons, 

(1937)).  Fritz Jöde, Hindemith’s friend and a person involved in a youth music 

movement called Jugendmusikbewegung (“the joys of nature and natural living”), 

promoted a closed community where musicians rejected “professional music in favor of 

exclusively amateur societies and playing for oneself.”74  Hindemith believed that 

through this movement musicians examined “the most important question of today’s 

musical life, the bringing together of people and art.”75 

In 1927 Hindemith became a teacher at the Staatliche Hochschule für Musik in 

Berlin.  In a conversation with composers at the school he said, “A composer should 

write today only if he knows for what purpose he is writing.  The days of composing for 

the sake of composing are perhaps gone forever.”76   

In 1929 Hindemith and Weill collaborated with the German poet Bertolt Brecht 

(1898-1956) on a work titled Der Lindbergflugh for the Baden-Baden music festival.  

                                                 
72 Ibid. 
73 William Braun, “Music to Sing and Play: The Choral Works of Paul Hindemith.”  The Choral 

Journal (September, 1995), 22. 
74 Hinton, 201. 
75 Ibid., 194. 
76 Braun, 21-22. 
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The festival’s motto that year was, “Making music is better than listening to it.”77  Der 

Lindbergflugh – and Hindemith’s Lehrstück, also written for the festival – required 

audience participation.  Hindemith suggested that the work be rehearsed with the concert-

going public before its performance.  He sought projection of music and text onto a 

screen so that all present at the performance were involved and engaged.78  Hindemith, 

similar to Besseler, promoted the concept that an active participant yields the greatest 

aesthetic musical rewards. 

Hindemith was a champion of the amateur choir.  He believed in participatory and 

communal music making.  On this he said,  

Amateur’s music is essentially community music… Once you join a community 
group, you are a member of a great fraternity, whose purpose is the most 
dignified one you can imagine: to inspire one another and unite in building up a  
creation that is greater than one individual’s needs.79 

 
Hindemith rejected the twelve-tone style of composition.  He believed that serial 

music overlooked music’s natural laws.  For Hindemith, music was an earthly expression 

and its “constructive material” allowed humans to experience an atmosphere of 

universality.80  The socially aware and didactic nature of Hindemith’s compositions led to 

his classification by other composers and musicologists as a populist composer, and 

forever associated him with the term Gebrauchsmusik.   

The aesthetics of musical reception on the part of concertgoers led Hindemith and 

his contemporaries to write in a fashion that considered the audience.  While this differed 
                                                 

77 Geoffrey Skelton.  Paul Hindemith: The Man Behind the Music.  (London: Victor Gollancz, 
Ltd., 1975), 95. 

78 Michael John T. Gilbert, Bertolt Brecht’s Striving for Reason, Even in Music: A Critical 
Assessment.  (New York: Peter Lang Publishing, Inc., 1988), 90-91. 

79 Skelton, 256. 
80 Ibid. 
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from the active music-making present in the Gebrauchsmusik dance suites Nettl 

discovered, it became the fashionable criteria for a modern definition of the word.   

The Expressionists who associated with the Second Viennese School, a group 

with which Hindemith and his contemporaries disagreed, attacked the idea of 

Gebrauchsmusik.  Schoenberg and Adorno grouped Gebrauchsmusik with absolute 

music.  Hindemith’s compositions lacked the unique type of expression sought by 

Schoenberg and Adorno.81   

Remarks and works from Hindemith’s later years reveal a man who attempted to 

distance himself from the term Gebrauchsmusik.  Although the philosophy was central to 

Hindemith’s beliefs, he was discouraged by the derogatory connotation it had because of 

the harsh critiques by Adorno and others.  Hindemith’s attempts to distance himself from 

the term did not accomplish his goal.  For many, including Pinkham, Gebrauchsmusik is 

most closely associated with Hindemith.   

 

Pinkham’s Interest in Gebrauchsmusik 

In 1940 Hindemith traveled to America and lectured in the summer at 

Tanglewood.  In 1941 an eighteen-year-old Daniel Pinkham absorbed the words of 

Hindemith.  Pinkham commented in interviews throughout his career about the influence 

of the Hindemith lectures on his stylistic development.  In a 1983 interview with Mark 

Stallings, Pinkham explained the influence of Gebrauchsmusik on his style, stating,  

 

                                                 
81 Hinton, “Gebrauchsmusik.” Grove Music Online. Oxford Music Online. Accessed 26 March 

2009. 
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Choral music in this country is perhaps 99.44% amateur… So you learn about  
your trade; you become a journeyman; you learn how to make things work and  
that’s almost more important than having brilliant ideas which don’t get translated  
into sound.”82 

 
Pinkham did not label his own music as Gebrauchsmusik.  His compositions 

certainly differ from Lehrstück and Der Lindbergflugh.  But an interest in amateur 

accessibility exists in his compositions.  A transmission of ideal from Hindemith to 

Pinkham is evident, and traceable.   

Another significant factor that shaped Pinkham’s style was his financial and 

practical savvy.  Pinkham realized the qualities that contributed to his value as a 

composer.  He recognized what his commissioners sought.  His style reflected those 

needs in a unique way where stereotypically twentieth-century compositional devices 

were employed in an accessible fashion for groups of varying abilities.   

 In 1973 Pinkham completed Daniel in the Lion’s Den.  This cantata is scored for a 

trio of tenor, baritone, and bass soloists, mixed chorus, narrator, two pianos, percussion, 

and electronic tape.83  The premiere was performed by a professional chorus and a high 

school chorus.  Only one weekend was available for the groups to learn and perform the 

work.  Pinkham set music in unison, in aleatoric groups, and in “funny noises” like 

growls and roars to accommodate the skill level of the younger singers and the limitations 

of rehearsal time.84  More complicated music was used to feature the professional singers.     

 

                                                 
82 Stallings, 18.   
83 Pinkham, Daniel in the Lion’s Den.  (Boston: E.C. Schirmer, 1973). 
84 McCray, 16. 
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Summary 

 Daniel Pinkham’s compositional philosophy, which is based on the ideals of 

Gebrauchsmusik, is evidenced in his experiences as a budding composer, his practical 

approach to composition as a means of economic security, and in the way in which he 

marketed himself and his works to commissioning organizations.  It is difficult to know 

the extent to which Gebrauchsmusik as defined by Nettl and Besseler permeates 

Pinkham’s oeuvre.  Their definitions place significant value on the dissolving of barriers 

between popular music and concert literature, chiefly the dance suite.  Nettl and Besseler 

identify the crossover of the popular idiom to the concerted repertoire as 

Gebrauchsmusik.   

In Pinkham’s works, the crossover of style exists more in the use of 

stereotypically twentieth-century compositional practices – like serialism, for example – 

and the way in which those practices are crafted to accommodate a diverse group of 

performers, including professionals and amateurs.  This reflects the ideals of Hindemith 

more than Nettl or Besseler.  Serialism, however, was anathema to Hindemithian 

composition.  Application of serialism within the context of Gebrauchsmusik is 

Pinkham’s own contribution.     

A problem in the discussion of Gebrauchsmusik exists when music is described 

by style instead of function.  Which is the appropriate category by which to classify 

music as Gebrauchsmusik?  An analysis of style suggests that popular idioms or 

compositional devices used in an accessible fashion may count as Gebraucshmusik.  The 

type of forces, or the event, for which a composition was created is a greater indicator of 
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classification related to function.  Both approaches are somewhat ambiguous and leave 

room for varied interpretation.  Additionally, potential overlap of ideals further obscures 

the definition. 

Perhaps the answer is a union of both style and function.  The compositional 

devices employed (style) for the forces present at the work’s premiere (function) 

determine whether said repertoire is written in the philosophy of Gebrauchsmusik.  In this 

definition, however, the question of aesthetic response still lingers.  Is a satisfying 

musical response of all listeners required in order for a work to be classified as 

Gebrauchsmusik?  If so, how is this determined?  If a work was commissioned for a 

group of professional musicians who adore it, is it still Gebrauchsmusik?  And what if the 

audience in part hates it? 

In Pinkham’s case, the response of performers and audiences can be assessed to 

some degree by the amount of work he had.  As previously mentioned, Pinkham 

scheduled commissions up to two years in advance because of his demand as a composer.  

This demand was a result of either performers’ or audiences’ enjoyment of his work. 

The questions regarding contemporary understanding of Gebrauchsmusik require 

continued research.  For the purposes of this document, Gebrauchsmusik will include an 

approach to composition, similar to that of Hindemith, in which music is written so that 

amateur ensembles experience success.   

In the remainder of this document I will explore the compositional devices used 

by Daniel Pinkham and the way in which he incorporated them into works that can be 
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performed by groups of moderate ability.  The representative examples will show an 

amalgamation of style as a result of his eclectic training, experiences, and philosophy.    
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CHAPTER FOUR – ADVENT CANTATA 
 

 
Background 

 Albany Pro Musica, conducted by David Griggs-Janower, commissioned Advent 

Cantata.85  It was premiered on Saturday evening, December 14, 1991, at St. James 

Roman Catholic Church in Albany, New York.86   

 The work is scored for mixed chorus, flute, oboe, clarinet, horn, bassoon, and 

harp.  The text is taken from the solemn antiphons sung at Vespers beginning December 

17 and continuing on each of the days until Christmas.  The author of the text is 

unknown; the Great Antiphons were likely written in the ninth century or before.87  In the 

preface to the score, Pinkham writes, “they (texts) are known collectively as the Greater 

or the ‘O’ Antiphons since each begins with ‘O.’  Each is a fervent appeal for the coming 

of the Messiah.  In words taken from the Scripture they all proclaim his divine titles and 

mission.”88  

Pinkham selected the text and obbligato instruments used in Advent Cantata.  

There was no discussion between Griggs-Janower and Pinkham about compositional 

devices to be included in the work.  Pinkham charged his clients by the number of 

minutes the work lasted.  The contract between Albany Pro Musica and Pinkham was for 

                                                 
85 Albany Pro Musica is an auditioned, volunteer, 65-voice ensemble. 
86 The background regarding the circumstances surrounding the commission and the work’s 

premiere are a result of David Griggs-Janower sharing the original score given to him from Daniel 
Pinkham, letters of correspondence between Griggs-Janower and Pinkham, and a concert program from the 
premiere.   

87 Dom Matthew Britt, The Hymns of the Breviary and Missal.  (New York: Benzinger Brothers, 
Inc., 1948): 69. 

88 Pinkham, Advent Cantata.  (New York: C. F. Peters Corporation, 1991), preface. 
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a fifteen-minute piece.  The finished product totaled close to twenty minutes.  The 

ensemble was charged the initial fee for a fifteen-minute work.89   

Correspondence between composer and commissioner shows Pinkham remained 

involved in edits and made remarks until the work’s premiere.90  Griggs-Janower said 

that Pinkham “was warm and enthusiastic and always pleasant and a real gentlemen, and 

he told the worst jokes.”91  The work is published by C.F. Peters; instrumental parts are 

available for rent.   

 

Structure 

 The work is divided into seven movements, one for each of the Antiphons.  The 

first and last movements begin with instrumental music that introduces material used in 

the remainder of each movement.  The first movement begins with thirteen measures of 

instrumental material before the choir sings.  The last movement begins with half that 

many measures of instrumental music – six and a half.  The second and sixth movements 

have no instrumental opening.  Movements three and five have short introductions, three 

measures and one measure respectively.  The central movement in the work is the fourth, 

because of where it stands numerically in a seven-movement structure and because of its 

form not found anywhere else in the cantata.  It is a four-part canon over a ground bass.   

 

                                                 
89Daniel Pinkham, Letter to David Griggs-Janower, July 15, 1991.  A copy of this letter is found in 

this document as APPENDIX A. 
90 See APPENDICES A-F for copies of correspondence.   
91 David Griggs-Janower, Interview via e-mail, October 12, 2008.   
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 Advent Cantata shows the amalgamation of stylistic influences characteristic of 

Pinkham’s compositional approach in his late works.  A closer examination of the cantata 

reveals that Pinkham employed economy of means and serialism, and borrowed from 

classic models.  In Advent Cantata, Pinkham uses minor seconds and minor thirds 

abundantly in significant melodic and harmonic ways.  This appears first in the 

introductory music in Movement I, and is then developed throughout the entire cantata.  

Motives introduced in the first movement are occasionally used in fragments in 

subsequent movements in this cantata.   

In this section of the document I will explicate sections of the cantata that 

illustrate the compositional devices Pinkham uses.  I will detail how this treatment of 

material demonstrates the influence of his previous experiences.  I will also show how his 

writing illustrates the principles of Gebrauchsmusik. 

 
 
Movement I – O Sapientia 
 
Text         Translation 
O Sapientia, quae ex ore Altissimi 
prodisti, attingens a fine ad finem, 
fortiter suaviter disponesque omnia: 
veni ad docendum nos viam prudentiae. 
 

O Wisdom, who proceded forth from the 
mouth of the Most High, reaching from end 
to end and ordering all things mightily and 
sweetly: come teach us the way of 
knowledge. 

 
Table 4.1, translation of O Sapientia92 

 
 

                                                 
92 Translations are taken from Dom Matthew Britt, The Hymns of the Breviary and Missal.  (New 

York: Benzinger Brothers, Inc., 1948) and Daniel Pinkham, Advent Cantata.  (New York: C. F. Peters 
Corporation, 1991), preface. 
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The half step and the minor third are present in the first measure and ubiquitous 

throughout the entire work.  An important motive is introduced first by the oboe in the 

measure 1 and next by the flute in measure 7.  This motive is simply a melodic minor 

second.  A second motive of an ascending minor third – an interval that will continue to 

be important throughout the cantata – is performed simultaneously with motive one in the 

horn, the bassoon, and the harp (Figure 4.1).  The minor second is used harmonically and 

melodically throughout the entire cantata.  I believe that in the interval’s unresolved 

dissonance, Pinkham musically depicts the expectation of the Messiah.  The frequency 

with which the interval is poignantly used in each movement, and the cantata as a whole, 

is reflective of the anticipatory nature of the season of Advent.   
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Figure 4.1, Advent Cantata, m. 1-293 

 

In measures 3 through 6 the oboe maintains the importance of the half step in its 

descending chromatic passage of G-flat to B (Figure 4.2).  At the same time the bassoon 

continues the minor-third motive with a series of pitches related by that interval (Figure 

4.2).  After the cadence in measure 6 on an E-B diad, the music repeats from measure 1 

through 6 with different instrumentation.   

                                                 
93 The B-flat clarinet part is shown here, and in all figures for Advent Cantata, at its transposed 

pitch. 

minor second 
motive 

minor third 
motive 
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Figure 4.2, Advent Cantata, oboe, m. 3-6 

 

 

Figure 4.3, Advent Cantata, bassoon, m. 3-6 

 

The melodic material for the entrance of the voices in measure 14 contains the 

half step and the tritone.  The use of dissonant intervals continues the expectant nature 

that was found in the introduction.  The initial B-flat is followed by B-natural, then E.  

The relationship of B-flat to B (minor second) and B-flat to E (tritone) prolongs the 

expectant character of this introductory material (Figure 4.4).  The harmonic material in 

the cadence of measure 18 establishes the pitch-class set [0, 1, 5] (Figure 4.5).  Pinkham 

frequently uses this pitch-class set, in this cantata and others, as a consonance.  It is a 

unique sonority to use as a consonant chord; a minor second is always present.  This 

makes a traditionally dissonant harmony function as a consonant chord.

m3 m3 m3 
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Figure 4.4, Advent Cantata, vocal lines, m. 14-15 

 

 

 

Figure 4.5, Advent Cantata, vocal lines, m. 17-18 

 

The oboe motive from measure 1 returns in the vocal parts at measure 32 (Figure 

4.6).  The alto line holds a G from beat one into beat two.  This pitch and the diad made 

by G-flat and D create the pitch-class set [0, 1, 5].  Here the pervasive half step, used 

melodically and harmonically, brings the anticipatory character of the movement to its 

pinnacle on the text, “veni,” which means “come.”  The quintessential elements that serve 

as the foundation of all subsequent movements – minor seconds and minor thirds, small 

[0, 1, 5] 
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repeated fragments of music, and the [0, 1, 5] pitch-class sets – are used in this first 

movement. 

 

 

Figure 4.6, Advent Cantata, vocal lines, m. 32 

 

 Repeated use of small segments of material shows Pinkham’s ability to capitalize 

on the effect of minimal compositional means.  Additionally, the return of motives or 

sonorities improves the probability of aural recognition on the part of the audience and 

the choir.  This familiarity will, theoretically, reduce the choir’s rehearsal time and 

increase the audience’s chance of comprehending the music.  In this compositional 

strategy, Pinkham’s Gebrauchsmusik philosophy is apparent.   

 

[0, 1, 5] 
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Movement II – O Adonai 

Text:        Translation: 
O Adonai, et Dux domus Israel, qui Moysi 
in igne flammae rubi apparuisti, et ei in 
Sina legem dedisti: veni ad redimendum 
nos in brachio extento. 
 

O Adonai and Leader of the house of 
Israel, who appeared to Moses in the flame 
of the burning bush and who gave him the 
law in Sinai: come with outstretched arm to 
redeem us. 

Table 4.2, translation of O Adonai 
 
 O Adonai is bipartite.  The A section is from measure 47 to measure 66.94  

Measures 66 through 80 mark the B section.  The text, “veni ad redimendum nos in 

brachio extento” coincides with the beginning of the B section.  Pinkham treats the two 

sections of text differently; the A section is exclusively homophonic and the B section 

begins with imitative polyphony.    

 The music in the first three measures of the second movement again contains the 

half step and the minor third.  Figure 4.7 shows the soprano and alto lines in measures 47 

through 49.  The soprano part is constructed melodically with significance placed on the 

relationship between B-flat and B-natural in measure 47, F and F-sharp in measure 48, 

and F-sharp and D-sharp from measure 48 to the cadence in measure 49.  This cadential 

minor third is prevalent throughout the movement. 

 

 

 

Figure 4.7, Advent Cantata, soprano and alto lines, m. 47-49 

 

                                                 
94 Measure numbers are continuous and not reset at the beginning of each movement. 

sop. 
 

alto 
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The alto line enlivens the intervallic counterpoint through its relationship to the 

soprano part.  In the third beat of measure 47, the A-flat in the alto against the B in the 

soprano creates an aural minor third.  A minor second sounds at the downbeat of measure 

48 when octave displacement is considered. 95   Beat four of the same measure has 

another aural minor third between soprano and alto.   

The first four-part choral music of O Adonai is found in measure 50 and contains 

the material heard in the movement’s introductory three measures.  The chord on the 

downbeat features the prevalent sonority in Pinkham’s polyphonic music with a minor 

second sounding between the bass and alto (Figure 4.8). The cadential material in the 

soprano line at measure 52 is the same as that in measure 49, transposed a half step 

lower.  The series of harmonies used in measures 58 through 63 incorporate the half step 

as a consistent entity in the construction of the chords.  A three-measure recapitulation of 

the initial material closes the A section.  Here, the basses and tenors sing the same 

material introduced in the movement’s first three measures by the sopranos and altos.   

 

 

 

 

 

 

                                                 
95 This interval is the permutation of the major seventh.  All intervals discussed in the harmonic 

sense in this document account for octave displacement since analysis of pitch class sets is accomplished 
using Alan Forte’s model.  For a complete look at Forte’s model, see Alan Forte, The Structure of Atonal 
Music (New Haven: Yale University Press, 1973). 
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Figure 4.8, Advent Cantata, vocal lines, m. 50-52 

 

A sudden shift in texture occurs at the onset of the B section.  Here a subject and 

countersubject are heard in the alto part and clarinet part respectively.  The soprano 

enters two beats later with a statement reminiscent of the subject.  The measure seems out 

of place, as there is no imitative polyphony in the work to that point.  In the next 

measure, homophony resumes; this adds to the peculiar treatment of texture in measure 

67.   

The texture shift in measure 67 is an excellent example of Pinkham’s approach to 

serialism.  Figure 4.9 shows a dodecaphonic row from the first measure of the B section.  

This compositional technique is common in Pinkham’s late cantatas: a dodecaphonic row 

appears, has minimal future implications, and has traditionally tonal tendencies.   
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Figure 4.9, Advent Cantata, reduction of all choral and instrumental forces, m. 67 

 

The choir’s rhythmically enlivened pleas to seek redemption progress over a 

three-measure span beginning at measure 70.  In Figure 4.10, use of word-painting is 

evident in the texture shift at measure seventy-three with the elongated setting of the text 

in brachio extendo (in outstretched arm).    

 

 

E F Eb F# A G A# B C G# C# D 
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Figure 4.10, Advent Cantata, vocal lines, m. 72-75 

 

Movement III – O Radix Jesse 

Text:        Translation: 
O Radix Jesse, qui stas in signum 
populorum, super quem continebunt reges 
os sum, quem gentes deprecabuntur: veni 
ad liberandum nos, jam noli tardare. 
 

O Root of Jesse, who stands as an ensign 
for the people, before whom kings shall 
keep silent and unto whom the Gentiles 
shall make their supplication: come and be 
not slow to deliver us. 

Table 4.3, translation of O Radix Jesse 

 The construction of this movement’s melody is best examined from its row.  

Figure 4.11 shows the pitches used in the vocal music from measure eighty-four to 

ninety-nine, excluding repeated pitches.  In this eleven-note series, the pitch-class A is 

missing from a complete dodecaphonic row.  However, in measure ninety-six the harp 

and horn play an A (Figure 4.12).  Its appearance as the lowest sounded pitch in the 

harmonic structure gives it enough gravity to include it in the series, thus completing a 

dodecaphonic set of pitches in this melodic material. 
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Figure 4.11, Advent Cantata, vocal line, m. 84-99 

 

Figure 4.12, Advent Cantata, reduction of instrumental forces, m. 96 

 

 The row used in Movement III has similar characteristics to the rows in 

Pinkham’s earlier serial compositions.  Like the Stabat Mater with the inherent tonic-

dominant relationships found in its row construction, O Radix Jesse features an aural 

tonic-dominant relationship.  The first three pitches – G-sharp, F-sharp, and G-natural – 

G# F# G D E C# B F D# (A) C Bb 
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gravitate to G major.  The repeated D and B heard in the winds cement that chord.  The 

tonality is not stable, however, due to the C-sharp pedal heard from the horn and harp.  

The melody skips an interval of a fifth from the third pitch to the fourth pitch in the row.  

Pitch five and pitch six of this hexachord establish the symmetry for the D, with their 

supertonic (E) and leading tone (C-sharp) relationships to it.  The narrow ambitus of the 

pitches that create this inherent tonic-dominant relationship is also helpful for ensembles 

learning the work.  Additionally, the conservative harmony makes the music more 

accessible to audiences with limited understanding of twentieth-century compositional 

techniques.   

 It is uncommon for Pinkham to reuse tone rows to appear subsequently in music 

once they have been stated.  In Movement III, however, this technique is abandoned in a 

short, fugue-like statement at measure 130.  Figure 4.13 shows the row’s original 

hexachord (P0), the row’s prime original transposed up a perfect fifth (P7), and the 

hexachord a major second above the original (P2).   

 

P0 G#/Ab F#/Gb G D E C#/Db 
P7 D#/Eb C#/Db D A B G#/Ab 
P2 A#/Bb G#/Ab A E F#/Gb D#/Eb 

 
Figure 4.13, Advent Cantata, hexachord rows, Movement III 

 

Measure 130 contains a fugue-like statement of a hexachord created from the first 

six pitches of the row.  The row is introduced first in the flute (P7), then in the clarinet at 

the fifth (P2), and again at the original pitch level in the bassoon (P7) (Figure 4.14).  The 
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bassoon statement of the row is altered in its penultimate pitch with the appearance of a 

B-flat instead of a B-natural.  The material that follows the statement of the hexachord, 

either at the prime or transposed level, is freely composed.  Although the material is 

similar in its chromaticism, it is not an exact duplicate of music.  In this excerpt of the 

movement, Pinkham’s serial writing style and neo-Classicism are evident.    

 

Figure 4.14, Advent Cantata, m. 130-135 

 

 It is difficult to ascertain whether Pinkham intentionally set the melody in this 

movement with serial implications, or if the arrangement of this row is serendipitous.  
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Given his previous experiments with serialism and the seemingly tonal fashion in which 

he used those rows in those compositions, I interpret this melody to be serial. 

In this movement, Pinkham sets minor seconds in harmonies at cadences.  This 

feature, pervasive in the first two movements, does not appear in Movement III until the 

text veni, ad liberandum nos (come, deliver us).  The rhythmic treatment of jam noli 

tardare (be not slow) musically expresses the anticipation of an expectant Christian.  

Cadences before the fugue-like section and at the conclusion of the movement feature 

chords with this prevalent half-step.  Figure 4.15 shows the cadence in measure 129 

where a minor second is found between the B-natural of the sopranos and tenors and the 

B-flat in the horn and harp, when octave displacement is considered.   
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Figure 4.15, Advent Cantata, horn, harp, and vocal lines, m. 127-129 
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Movement IV – O Clavis David 

Text:        Translation: 
O Clavis David, et sceptrum domus Israel: 
qui aperies, et nemo claudit; claudis, et 
nemo aperit: veni, et educ vinctum de domo 
carceris, sedentem in tenebris, et umbra 
mortis. 

O Key of David and Scepter of the house 
of Israel: you open and no man closes; you 
close and no man opens: come and lead 
forth from his prison-house the fettered 
captive who sits in darkness and in the 
shadow of death. 

Table 4.4, translation of O Clavis David 

 

 This central movement of the cantata is the only one with imitative polyphony 

throughout the entire movement.  O Clavis David is a canon over a ground bass, another 

homage to preexistent compositional styles.  The movement is divided into two sections.  

The first section concludes after the canon is performed in its entirety by all four voice 

parts.  The A section includes measures 154 through 192, and the B section measures 193 

through the end of the movement.  The canonic material has four segments, each seven 

measures in length.  The sopranos and altos sing segment one of the canon first (Figure 

4.16).  In the eighth measure, the altos sing segment one and the sopranos continue with 

segment two.  At the conclusion of these seven measures, the tenors enter with segment 

one, while the altos sing segment two and the sopranos sing segment three.  The same 

formula is followed at the bass entrance.  After the basses finish singing of the fourth 

segment of the canon, the A section ends (Figure 4.17). 
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Figure 4.16, Advent Cantata, bassoon (ground bass) and soprano (section one),  
m. 144-150 
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Figure 4.17, Advent Cantata, first appearance of all four sections of canon, m. 165-168 
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 The B section is marked by a sustained soprano line reminiscent of the ground 

bass progression found in the A section.  At the same time, the bassoon – previously 

responsible for the ground bass – performs a melody reminiscent of the canon’s first part 

(Figure 4.18).  Both stray in their development from the tonality and chord progressions 

used in the A section.   

 

Figure 4.18, Advent Cantata, bassoon (reminiscent of section one of canon) and soprano 
(reminiscent of ground bass), m. 127-129 

 

The material from the canon returns in measure 205, up a perfect fourth from its 

initial appearance at the beginning of the movement and played by the flute.  At the same 

time, the choir sings in homophony (Figure 4.19).  An eleven-measure codetta concludes 

the movement. 
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Figure 4.19, Advent Cantata, flute (reminiscent of section one of canon) and vocal lines 
(homophonic), m. 205-208 

 

Movement V – O Oriens  

Text:        Translation: 
O Oriens, splendor lucis aeternae, et sol 
justitiae: veni, et illumine sedentes in 
tenebris, et umbra mortis. 

O Dayspring, Brightness the eternal Light 
and Sun of Justice: come and enlighten 
those who sit in darkness and in the 
shadow of death. 

Table 4.5, translation of O Oriens 

 

 Movement V is in ABA’ form.  The movement begins with a measure of harp 

arpeggios in compound triple time.  The sopranos and altos sing at measure two in simple 

triple time.  This mixture of two-against-three beat division happens throughout the 

movement (Figure 4.20).  A sense of weightlessness is musically expressed through the 

ascending vocal line, the tone color of the harp, and the repetitive and ascending 
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arpeggios.  This unique sound is not heard anywhere else in the cantata besides the A and 

A’ sections of this movement.  The music depicts “Oriens,” which represents “the rising 

of the sun or of any heavenly body.”96  In this text, the “Sun” is meant to represent 

Christ.97 

 
Figure 4.20, Advent Cantata, soprano and harp, m. 224-226 

 

In measure 231 the sopranos and altos sing a passage that is chant-like (Figure 

4.21).  The rhythmic treatment of the text is reminiscent of chant, and the repeated B 

pitch is analogous to a reciting tone.  The chant-like melody is abandoned less than three 

measures after it begins in favor of a melody more similar to the opening measures of the 

movement.  In this brief homage to chant, Pinkham’s interest in early music is apparent. 

   

 

                                                 
96 Britt, 72. 
97 Ibid. 
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Figure 4.21, Advent Cantata, m. 231-234 

 

 The B section begins in measure 239 with an abrupt shift of texture, tempo, and 

tessitura.  The harp does not play in this eight-measure section.  The soprano and alto 

voices sing.  They are accompanied by the oboe, clarinet, and flute.  The instruments 

respective contrapuntal entrances provide a texture and timbre that differs from the A 

section.  The tempo of the A section is 48 beats per minute; the B section is twice as fast 

with a pulse of 96.  The tessitura is notably higher in the B section.  The inclusion of the 

basses and tenors in the last three measures creates a more robust sound.  The accelerated 

rhythmic energy and the change in volume make the B section a stark contrast to the A.  

It is curious, however, that the B section does not incorporate previously unheard text to 

emphasize some sort of word-painting.  The only text used in the B section is “Oriens.”  

After the musical climax in the B section, the subdued A’ section begins at measure 247.     

 

Movement VI – O Rex gentium 

Text:        Translation 
O Rex gentium, et desideratus earum, 
lapisque angularis, qui facis utraque 
unum: veni, et salva hominem, quem de 
limo formasti.  

O King of the Gentiles and for whom they 
long, cornerstone that makes both sides 
one: come and deliver man whom you 
formed out of dust. 

Table 4.6, Translation of O Rex gentium 
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 The penultimate movement of the cantata is the shortest one at twenty-three 

measures.  The movement is unique because of the pervasive B pedal in every measure.  

This pitch is sung by the basses in all measures and by the sopranos in the first fifteen 

measures.  With the basses and sopranos singing a B pedal, the harmonic interest comes 

from the inner voices and the instruments.   

 Some of Pinkham’s trademark compositional devices – the use of the half-step 

and the [0, 1, 5] pitch-class set – are found in this movement.  In measure 266, the chorus 

and flute cadence to a [0, 1, 5, 8] pitch-class set.  This sonority, a superset of Pinkham’s 

customary [0, 1, 5], is heard used as a consonant sound (Figure 4.22).  This treatment of 

harmony occurs again in measure 278.  The more common [0, 1, 5] set is heard as 

consonant material in measures 268 and 269.   
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Figure 4.22, Advent Cantata, flute and vocal lines, m. 263-266 

 

 Pinkham’s harmonic treatment in the section leading to the final cadence gives the 

impression that the movement will end with a traditional tertian sonority of B major.  In 

the penultimate measure, however, the flute plays a C and holds it through the last 

measure.  This brings the interval of a minor second into the texture once again (Figure 

4.23). 

 

 

 



 66

 

 

 

 

Figure 4.23, Advent Cantata, flute and vocal lines, m. 282-286 

 

 As in other measures, the narrow vocal ranges allow singers with limited abilities 

to successfully perform these harmonies, and with little rehearsal time.  In the case of this 

movement, the harmonic interest is created because of the flute in each cadence where 

the minor second is added.   

  

 

B pedal 

C pitch that creates m2 
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Movement VII – O Emmanuel 

Text:        Translations: 
O Emmanuel, Rex et legifer noster, 
expectation gentium, et Salvator earum: 
veni ad salvandum nos, Domine, dues 
noster. 

O Emmanuel, our King and Lawgiver, the 
awaited of the Gentiles and their Saviour: 
come to save us, Lord, our God. 

Table 4.7, translation of O Emmanuel 

 

  In the conclusion of the cantata Pinkham uses previously heard material.  The 

movement begins with a fanfare-like motive in the oboe lasting three and a half measures 

(Figure 4.24).  This motive is performed next by the horn.  The fanfare is an appropriate 

preamble to the choir’s entrance on the text, “O Emmanuel, our King and Lawgiver.” 

 

 

 

Figure 4.24, Advent Cantata, oboe, m. 287-289 

 

 In O Emmanuel, similar to other movements, the interval of the minor second 

appears repeatedly in the sequence of chords sung by the choir.  Measure 294 begins with 

the familiar pitch-class set [0, 1, 5, 8] (Figure 4.25).  The series of chords that follow in 

the next three measures all feature harmonies that include the minor second.  On beat 

three in measure 294, on beat one in measure 295, and on beat three in measure 297 a 
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half step is heard in the harmonic sonorities.  In these three measures the pitch-class set 

of [0, 1, 5, 8] is abandoned, however, for the set [0, 1, 4, 7].   

 

 

 

Figure 4.25, Advent Cantata, vocal lines, m. 293-294 

 

 In measure 300 Pinkham recapitulates the opening motive first heard in the oboe 

in measure one (recall Figure 4.1).  Another quote of this music is heard in the flute in 

measure 308 (Figure 4.26).  In this measure, the descending minor second is used as it 

was in measure one.  In the first movement, this descending half step was repeated in a 

static and repetitive fashion.  In the quasi-recapitulation found in the final movement, 

however, the fundamental pitch ascends and creates a less stable, central point of 

reference.   
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Figure 4.26, Advent Cantata, flute, m. 307-308 

 

 A developed and recapitulated sequence of material occurs in the vocal lines at 

measure 309 following the flute motive in measure 308.  In order to understand the nature 

of the recapitulation, the music in movement one at measure 22 will need to be revisited.  

In the excerpt from measure 22, the voices ascend and outline a diminished triad (Figure 

4.27).  The prevalent minor third, the interval used repeatedly throughout the cantata, is 

also heard at measure 309 in the recapitulation material (Figure 4.28).  The series of 

minor thirds in the soprano line is reminiscent of the material from the first movement.  

In this final movement, however, tonality is abandoned, as in the previous example of the 

descending minor second.  In Figure 4.29, the fundamental pitch changes, even though 

the destination is still a minor third higher.  This makes a progression of F-sharp to A in 

measure 309, B to D in measure 310, D-sharp to F-sharp in measure 311, and F-sharp to 

A in measures 311 to 312.   
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Figure 4.27, Advent Cantata, vocal lines, m. 21-24 
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Figure 4.28, Advent Cantata, vocal lines, m. 309-314 
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This quasi-recapitulation of motives demonstrates Pinkham’s interest in form.  In 

this, his affinity for neo-classical compositional style is found.  Like Pinkham’s 

individualized approach to serialism, neo-classicism is adhered to loosely.   

 
 
Summary 

 As mentioned in Chapter 3, Hindemith’s application of Gebrauchsmusik included 

consideration for the audience’s aesthetic response.  A composer’s concern for the 

experience of the audience in his or her compositions is difficult to assess.  Varying 

degrees of musical enlightenment due to region, target audience, age, or other variables 

exacerbate this problem.   

Pinkham uses consistent sonorities and themes throughout Advent Cantata.  For 

the listener, this creates a sense of familiarity and evokes a positive response on the part 

of the listener.   

 Advent Cantata features traditional, twentieth-century compositional techniques, 

including serialism and neoclassicism.  The stereotypically avant-garde writing 

associated with some compositions of the twentieth-century is not prevalent in Pinkham’s 

cantatas.  Instead, he uses aspects of twentieth century techniques and applies them in a 

way that is consistent with his understanding of Gebrauchsmusik.  This makes the 

repertoire accessible for performers and audiences alike.   
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CHAPTER FIVE – THE CREATION OF THE WORLD 
 

 
Background  
 

The Creation of the World received its premiere on November 8, 1994, with the 

West Atlanta/Douglas Choral Society and the Philadelphia Brass under the direction of 

Waverly Rainey at First Presbyterian Church in Douglasville, Georgia.98  It is scored for 

narrator, mixed chorus, brass quintet, and organ.  Its approximate length of fifteen 

minutes allows conductors to program this piece as part of a concert, or a worship 

service. 

The commission was the collaborative effort of a consortium of fifteen choirs and 

the Philadelphia Brass.  The choirs – mostly collegiate ensembles – each paid a portion of 

the commission.  In return, each group performed with the Philadelphia Brass during the 

quintet’s 1994 tour.99 

Pinkham was in Douglasville for the final rehearsals and the premiere of The 

Creation of the World.100  Waverly Rainey, artistic director of the West Atlanta/Douglas 

Choral Society, recalled the pleasant and humorous nature of Pinkham.  At the first 

rehearsal Pinkham attended, Rainey asked the composer to discuss the inspiration behind 

the birth of the work.  Pinkham replied, “I don’t know nothin’ about birthin’ babies!”101  

The quote, which was made famous by the character Prissy in Gone with the Wind, made 

the room “double over” with laughter.102     

                                                 
98 Pinkham.  The Creation of the World.  (New York: C. F. Peters Corporation, 1994), preface. 
99 Waverley Rainey, Interview by author via phone.  March 21, 2009.   
100 Ibid. 
101 Ibid. 
102 Holman, interview. 
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The Creation of the World Analysis 

 The text determines the form of the cantata.  The narrator and chorus alternate in 

their delivery of the story of creation from the Biblical narrative found in Genesis, 

chapters one and two.  As a result, the work is sectionalized into seven parts, one for each 

of the days in which God created some facet of the earth, or, in the case of the seventh 

day, rested.  Days one through six are each delivered musically in the following format: 

introductory narration, choral passage, summarizing narration, meditative organ 

interlude.  The only variance from this structure is in the seventh day.  After the 

introductory narration the choir does not sing, but the organ plays a meditative interlude.  

The lack of choral music on the seventh day musically depicts the rest God took on the 

Sabbath.  The conclusion of the cantata is a final chorus with text from Psalm 8, verses 1 

and 3-9.   

 In The Creation of the World, Pinkham musically depicts the story of earth’s 

formation.  To accomplish this he uses all twelve tones of the chromatic scale as a row in 

each day’s specific creation, albeit in a fashion that is neither consistent nor analogous to 

any other day of creation in the cantata.  Such flexible treatment of a dodecaphonic row is 

representative of his earlier serial works.  Chromatic material surrounds tonal centers or 

concludes with tonal resolutions.  A recurring pitch-class set [0, 1, 5], used both 

melodically and harmonically, provides continuity in the work.   

The music in measures 6 through 9 shows Pinkham’s first use of serialism and is 

found in Figure 5.1.  E is a tonal center.  This four-measure passage contains all twelve 
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chromatic tones, with the final pitch in the row heard as the fifth of the resulting E major 

sonority in the cadence.  In this example, some tones of the chromatic scale are sounded 

multiple times before another pitch in the row is used.  This is consistent with Pinkham’s 

earlier experiments with serialism in the 1960s. 

 

 

 

 

 

 

Figure 5.1, The Creation of the World, m. 6-9 

 
 
Figures 5.2 and 5.3 show that both the meditation after the second day and the 

choral statement of day three are additional examples of serialism.  Each begins with a 

tonal center of E, but ends in a dominant and subdominant sonority respectively.   
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Figure 5.2, The Creation of the World, m. 15-19 
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Figure 5.3, The Creation of the World, m. 21-25 

 
Throughout the cantata a consistent pitch-class set is found.  The first three 

pitches in Figures 5.2 and 5.3 establish this set with the prime form [0, 1, 5] when placed 

in the set’s best normal order.  This unifying sonority is used both melodically and 

harmonically.  An example of a melodic use of the set occurs in the cadential material in 

measures 128-129, found in Figure 5.4.  Harmonic use of the set is found in measure 46 

where a simultaneity of this set occurs on beat four, found in Figure 5.5.    

1 2 3 4 5 6 7 8 9 10 11 12 
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Figure 5.4, The Creation of the World, vocal line, m 128-129 

 

 

 
 

Figure 5.5, The Creation of the World, m. 45-49 

 

[0, 1, 5] 
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Pinkham uses the [0, 1, 5] pitch-class set for the musical material in the passage 

that introduces God’s creation of animals on day six.  In measure 85, sopranos and tenors 

sing E-flat, D, and B-flat.  In the same measure, the altos and basses have the same 

material a major sixth below.  There, the pitch-class set [0, 1, 5] is used melodically in 

both voice groups.  The first six notes of the tone row are derived from the layered 

construction of the juxtaposed [0, 1, 5] set (Figure 5.6).  The sopranos and tenors sing the 

first three pitches in day six’s row and the altos and basses perform the fourth, fifth, and 

sixth notes.   
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Figure 5.6, The Creation of the World, m. 85-90 

 

Eb D Bb Gb F Db Ab B A E C G 
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Gebrauchsmusik in the Cantata 

 Pinkham favored homophonic treatment of text in his choral works.  The Creation 

of the World is entirely homophonic.  The spoken part of the narrator never competes 

with instruments or choir, allowing for clarity of that text.  This simplistic approach to 

text-setting exemplifies Pinkham’s functional view of vocal music as dramatic 

expression.  The oratorios of Giacomo Carissimi served as formal models for Pinkham.  

The simplistic delivery of the story in Carissimi’s Historias influenced Pinkham’s 

decisions in setting text for the cantata.103 

Regarding the setting of text Pinkham said, “It’s important to remember, too, that 

even with the best will in the world, no singer or chorus can make every word intelligible, 

so it is imperative to get some sort of story out of what is heard.”104  Unison singing, a 

common feature in this cantata and others, aids in clear delivery of text.   

 The ubiquitous homophony and unisons should not lead one to consider the music 

to be uncomplicated.  In his late cantatas Pinkham avoids diatonic passages in melodic 

material.  Instead he favors a harmonic motion that lacks traditional predictability and 

maintains the freshness of twentieth-century harmony.  An example is found in The 

Creation of the World in measures 105 through 108, seen in Figure 5.7.  Here, the choir 

sings a unison, descending A-harmonic minor scale, followed by an ascending G-sharp 

minor scale which resolves to C major.  Knowing that choirs may struggle with such a 

passage, Pinkham adds instrumental assistance, found in the tenor line of the organ.   

                                                 
103 Pinkham.  The Creation of the World.  (New York: C. F. Peters Corporation, 1994), preface. 
104 Ibid. 
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Figure 5.7, The Creation of the World, m. 105-108 

 

In The Creation of the World, conservative voice-leading at once allows for 

performer accessibility and creates a contemporary sound.  Major and minor seconds 

predominate melodic motion by the voices when the ensemble is not singing in unison.  

These intervals and their permutations (major sevenths and minor ninths) appear in the 

vertical sonorities created from such melodic material.  Often one voice remains constant: 

in Figure 5.8, the soprano holds the common tone in measure ninety-nine while the lower 

three voices engage in harmonic motion.  Here, the interval of the second is exploited, 
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both in voice-leading and in the chord of measure 100, creating [0, 1, 3, 5], a superset of 

the aforementioned unifying pitch set.   

 

 

 
Figure 5.8, The Creation of the World, m. 99-101 

 

The composer’s efforts to make the music accessible to both performers and 

audience also are evident in the treatment of rhythm.  Pinkham accommodates natural 

text stresses, using frequent meter shifts to appropriately accent syllables.  In such 

instances, he tends to favor homorhythmic texture. 

[0, 1, 3, 5] 
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Careful consideration of inherent text metrics governs rhythmic decisions.  Figure 

5.9 shows an instance in which two “t” consonants must sound in the text “fruit trees.”  

Pinkham wrote specific rhythms to accommodate this.  He believed the contemporary 

practice of elided double consonants was a byproduct of the microphone and the way in 

which sibilants sounded when amplified.105  To prevent ensembles from articulating 

lazily, he notated repeated sibilants when they might compromise text intelligibility.   

 

Figure 5.9, The Creation of the World, m. 31-33 

 

Studebaker wrote that we should remember Pinkham as a “singer’s composer” 

who “understands the requirements and possibilities of the human voice.”106  In a 1987 

interview Pinkham stated that he accommodated singers by avoiding the setting of certain 

                                                 
105 Ibid. 
106 Studebaker, 15. 



 85

words on high notes and by singing each line individually himself to assess the 

appropriateness of the melody.107 

 

Summary 

 In 1994, Pinkham stated, “I would have never arrived at my present style had I 

not gone through the twelve-tone techniques.  It opened up many new possibilities for 

tonal and intervallic relationships.”108  His experiences with serialism are evident in The 

Creation of the World.  At the same time, however, there are numerous compositional 

decisions made for performers and audiences alike.  This approach to composition makes 

this cantata a unique example of how traditional, avant-garde composition techniques are 

used in an accessible fashion.    

 

                                                 
107 Ibid. 
108 Radice, 58. 
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CHAPTER SIX - CONCLUSION 
 

The choral music of Daniel Pinkham features many traditional, and avant-garde 

compositional techniques associated with the twentieth century.  These techniques are 

used in a fashion that is accessible for performers and audience members alike.  Choral 

conductors can turn to the cantatas of Pinkham when programming works of fifteen to 

twenty minutes that require accessibility for performers, audiences, or both.  

 

Considerations for Future Study 

Future Pinkham scholars would be well-advised to examine the American 

approach to Gebrauchsmusik as it has influenced other composers, especially those 

trained in New England through the 1950s and 1960s.  It would be interesting to attempt 

to trace an association between Gebrauchsmusik and minimalism.   

Comparisons between Pinkham’s uses of pitch-class sets and other composers’ 

uses, notably those who influenced him, could yield interesting results.  In this study, 

Hindemith was discussed as an inspirational figure for Pinkham’s understanding of 

Gebrauchsmusik.  Pinkham never indicated that Hindemith’s theory of music influenced 

him in any way, only Hindemith’s lecture.  It would be interesting to determine if the 

philosophy of Gebrauchsmusik, understood more completely by Hindemith than 

Pinkham, yields any similarities or differences between composers in terms of theory and 

practice. 
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Summary 

 Daniel Pinkham’s works, especially the late cantatas, feature many important 

elements closely associated with western art music of the twentieth century.  His gift as a 

composer was his ability to create music with contemporary features in a way that did not 

indulge the extremes of the avant-garde music of the twentieth century.   

 Pinkham’s style is a result of his musical training as well as his philosophical 

view of Gebrauchsmusik.  In his late cantatas, all facets of his eclectic experiences are 

found.  The early exposure he had to serialism influenced his style late in his career.  The 

individualized way in which Pinkham used serialism in the late cantatas shows his belief 

of the importance of the amateur musician.  Pinkham’s understanding of Gebrauchsmusik 

does not perfectly match that of the philosophy’s forefathers.  Pinkham’s philosophy, 

however, greatly influenced his compositions.  In attempting to analyze the music with 

similar understanding, conductors will reap the musical rewards Pinkham intended.    
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APPENDIX A: LETTER FROM DANIEL PINKHAM TO DAVID GRIGGS-
JANOWER THAT CAME WITH THE FIRST DRAFT OF THE ADVENT CANTATA, 

JULY 15, 1991 
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APPENDIX B: LETTER FROM DANIEL PINKHAM TO DAVID GRIGGS-
JANOWER WITH CORRECTIONS FOR ADVENT CANTATA, OCTOBER 29, 1992 
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APPENDIX C: LETTER FROM DANIEL PINKHAM TO DAVID GRIGGS-
JANOWER WITH CORRECTIONS FOR ADVENT CANTATA, NOVEMBER 8, 1991  
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APPENDIX D: LETTER FROM DANIEL PINKHAM TO DAVID GRIGGS-
JANOWER WITH CORRECTIONS FOR ADVENT CANTATA, DATE UNKNOWN  
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APPENDIX E: LETTER FROM DANIEL PINKHAM TO DAVID GRIGGS-
JANOWER WITH CORRECTIONS FOR ADVENT CANTATA, DATE UNKNOWN  
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APPENDIX F: LETTER FROM DANIEL PINKHAM TO  
DAVID GRIGGS-JANOWER, DATE UNKNOWN   
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APPENDIX G: CLARIFICATION OF PINKHAM’S HANDWRITTEN NOTES ON 
THE LETTERS TO DAVID GRIGGS-JANOWER 

 
Appendix B “We never caught this text omission.” 

 
“Love to Paige (and you), Dan” 

Appendix D Left column has three lines that divide the measures into groups 
by movement, indicated by the corresponding roman numeral.  
The “NB” markings indicate where a no breath marking should be 
inserted.  Next to measure 103, is the word “parts.”  This, 
perhaps, was to make a note to listen to the other instruments and 
determine if they needed a similar marking in those measures.  
The final score does have the bassoon slur, but not a slur in the 
other instrument lines.   

Appendix E The writing to the right of the correction for measure 42 says, 
“reduction wrong!?” 
 
The writing to the right of measure 70’s correction says, “but flute 
long?” and has a line struck through it. 
 
The writing next to the instruction for the harp part says, “to 
Marjorie Hartzell.”  She played the harp for the work’s premiere. 
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APPENDIX H: CONCERT PROGRAM COVER FROM 
PREMIERE OF ADVENT CANTATA 
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APPENDIX I: CONCERT PROGRAM FROM PREMIERE OF ADVENT CANTATA 
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APPENDIX J: LETTER OF PERMISSION TO COPY AND PRINT  
MUSIC EXAMPLES 
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