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ABSTRACT 

Song of Songs, a composition for solo soprano and 

orchestra, is a neo-classical work that dates from 1946. It 

is organized in four movements, with its text taken from the 

Song of Solomon. The analysis that follows reveals an 

interesting melodic unity that develops because of Foss's 

use of cyclic motives, as well as distinct features of the 

harmonic language that marks Song of Songs and much of the 

music from his early period. His very active rhythmic style 

is explored, with attention focused in on the many syncopa

tions, shifting accents, and meter changes that are used; 

and the formal aspects, which reveal a free use of tradi

tional and combined forms, are discussed in depth. Form-

defining uses of dynamics, texture, and key schemes are also 

included. Finally, the way in which the orchestra is used 

in combination with the voice and separately, to effectively 

portray the text, is looked into; and how this piece relates 

to Foss's overall neo-classical style is discussed throughout 

the paper. 

vii 



CHAPTER 1 

INTRODUCTION 

The works of the American composer Lukas Foss 

(1922- ) have commonly been divided into two style peri

ods. His early period extends from 1944-1959, and consists 

of music written in a neo-classic or neo-tonal style, with 

his more recent compositions (from 1960 to the present) 

being experimental and avant-garde. 

A transitional phase from about 1956 to 1963 carried 

Foss away from more traditional and tonal music employing 

fixed forms, into "that no man's land which I never meant to 

set foot on, and which I entered, you might say, against my 

will," (Gagne and Caras 1982, p. 197) through experiments in 

controlled ensemble improvisation which he started as a pro

fessor of composition at UCLA. These experiments in ensem

ble improvisation (not to be confused with jazz improvisa

tion) eventually caused his music to evolve into a type of 

free serialism combined with aleatoric processes. 

Since most of the extended or in-depth studies of 

Foss's works consist almost entirely of music from his lat

ter style period, I feel that a comprehensive analysis of a 

representative work from his earlier period would be a valu

able addition to our knowledge of this composer*s 

1 
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compositional styles. I have chosen Song of Songs as this 

representative work. It is a mature work completed in 1946 

(his first cataloged work being a sonata for violin and piano 

of 1937) which followed after his very successful cantata, 

The Prairie, of 1943 for solo voices, chorus, and orchestra, 

and his first Biblical cantata, Song of Anguish, of 1945 for 

baritone (or bass) solo and orchestra. 

Song of Songs, then, is his second Biblical solo 

cantata and is for soprano (or mezzo) and orchestra. It 

displays well the characteristics of his neo-classical compo

sitions; and familiarity with other works from this period 

indicates that Song of Songs is a good choice for represent

ing Foss's style at this time. 

Song of Songs was commissioned by the League of 

Composers for the Negro soprano Ellabelle Davis, and had its 

premier on March 7, 1947 with Ellabelle Davis and the Boston 

Symphony Orchestra under the direction of Serge Koussevitzky. 

It was awarded the Naumberg Prize in 1957, which resulted in 

a recording by Leonard Bernstein and the New York Philhar

monic with Jennie Tourel, mezzo-soprano, on Columbia Records 

(released in 1962). A copy of this recording has been used 

extensively, and has proved to be extremely valuable in my 

analysis of the work. 

Many composers had an influence on Foss's early 

period such as contemporaries like Hindemith, Copland, and 

Stravinsky, as well as earlier composers like Bach, Haydn, 



Mozart, and Beethoven. Yet with Song of Songs and other 

early works, the style and language are Foss's own. Song of 

Songs displays characteristics seen in neo-classical works 

by other composers, but it should be understood that Foss 

has also made a worthwhile contribution to this style. 

My analysis will endeavor to present a detailed 

picture of the aspects of melody, harmony, rhythm, texture, 

dynamics, form, timbre, and the relationship between text and 

music found in Song of Songs. 

Text 

I have found in a number of sources, that Foss has 

always had a deep concern for the relationship between the 

text and music in a vocal composition. A quote by Mr. Foss 

should help make this more clear: "the 'word,* for me, is 

not merely a stimulant, nor is it a pattern which has to be 

adapted to my melodies. It is the very source out of which 

the music grows." (Strassburg 1947, p. 1190). Foss not only 

paints the text of Song of Songs with his music (which is 

very common in vocal music), but also makes comments on and 

expounds upon the text in instrumental introductions, inter

ludes, developments, transitions, and codas. He also brings 

about a unity of message and music because of this conception 

of everything growing out of the 'word' (text). I will dis

cuss this feature in more depth in the final chapter. 
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The text of Song of Songs is made up entirely of 

passages from the Song of Solomon in the Old Testament; and 

the composer has chosen the King James version of the Bible 

for his translation. The complete text follows: 

I. 

Awake, 0 north wind; 
and come, thou south; blow 

upon my garden,... 
(4:16a) 

Until ths day break, and 
the shadows flee away, turn, my 
beloved, and be thou like a roe 
or a young hart upon the moun

tains of Bether. 
(2:17) 

II. 

Come, my beloved, let us go 
forth into the field; let us lodge 

in the villages. 
Let us get up early to the 
vineyards; let us see if the 

vine flourish, whether the tender 
grape appear, and the pome

granates bud forth: there will I 
give thee my loves. 

(7:11-12) 

My beloved spake, and said 
unto me, Rise up, my love, my 
fair one, and come away. 
For, lo, the winter is past, 
the rain is over and gone; 
The flowers appear on the 

earth; the time of the singing 
of birds is come, and the voice 
of the turtle is heard in our 

land j 
(2:10-12) 



III. 

By night on my bed I sought 
him whom my soul loveth: 

I sought him, but I found him 
not. (3:1) 

...I called him, but he 
gave me no answer. (5:6d) 

The watchmen that went 
about the city found me, they 

smote me, they wounded me;... (5:7a) 
I charge you, 0 daughters..., 

if ye f ind my be
loved, that ye tell him, that 

I am sick of love. (5:8) 

IV. 

Set me as a seal upon thine 
heart, as a seal upon thine arm: 
for love is strong as death;... 

(8:6a) 
(The Holy Bible, pp. 770-774) 

The Song of Solomon "describes the love and marriage 

of Solomon (called "the beloved") and a country maiden 

(called "the Shulamite"). It consists entirely of speeches, 

chiefly by the Shulamite and Solomon. Because it is ancient 

oriental poetry, it differs widely from the way s devout 

present-day writer might present the same basic ideas. It 

depicts the beauty of a pure love between man and woman, 

which ripens into an undying mutual devotion." (New American 

Standard Bible, p. 659). 

It seems that Mr. Foss had two purposes in mind with 

the passages he selected from the Song of Solomon. One, to 

capture "the sensuous poetic quality and the fervent emotion 

of Solomon's immortal song," (Machlis 1963, p. 194) and 
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also, to show the development of the relationship between 

the Bride and the Beloved to full maturity. Along this path 

of development also occurs reflections and/or recollections 

of former times in the relationship, which accounts for the 

interspersion of early and late text passages together. 

The opening movement shows a somewhat mature Bride 

speaking both to the chilly northwind (adversity), and the 

warm south wind (pleasurable), to blow upon her garden (the 

fragrance of her heart and the beauty of the inner man) and 

cause this to be a blessing to her Beloved. The second part 

of the text has her calling to her Beloved, imploring him 

to stay with her where she is, so that she can enjoy him and 

his beauty. Foss ties both of these verses together in 

mm. 159-166, and appears to be presenting, in this movement, 

a loving interplay between this couple. 

The text for the first part of the second movement 

is taken from very near the end of the Song of Solomon, and 

shows the Bride beckoning to her already more than willing 

and ready Beloved to go with her into the fields of harvest 

to work together. She is very mature at this stage in her 

development and only wants to please him with her loving 

service. The second part of this da capo aria is a reflec

tion back to an earlier time in the relationship, where the 

Beloved called to his Bride to leave her place of security 

and come away with him to a new life; but she was unable to 
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go with him because of her immaturity and lack of trust. The 

movement ends with a return to the opening section. 

The third movement continues the recalling of former 

times seen in the middle part of the previous movement, and 

the verses show two times in the Bride's life when she re

fused to go out with and follow her Beloved. The first was 

from a place of immaturity, where she was ignorant to his 

call, and the second was out of disobedience, in the context 

of a mature relationship with him. Both times she feels a 

loss and a darkness at his absence; the first is emotion 

oriented, with the second being a deep spiritual longing and 

hunger. This last absence is much darker for her than the 

first, and causes her to panic and to go out seeking him in 

the wrong places and in the wrong ways. After suffering 

physical abuse in her search for him, she finally expresses 

the torment and loss within her spirit with the confession 

of her deep sickness of love for her Beloved. 

The text for the final movement brings the entire 

work to a fitting close. It is taken from the last chapter 

of the Song of Solomon, and presents the Bride as one who 

realizes that only in the love (heart) and strength (arm) 

of her Beloved, can she be kept from vanity, and please him 

with her life. She knows that his love is as strong as 

death; and since nothing can take someone out of the grip 

of Death's hand, so no one can remove her from the loving 
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hands of her Beloved. She is now totally resigned to him in 

their relationship. 

I'll conclude this chapter by noting that the text 

construction of Song of Songs can be viewed as having a 

climax of development in the relationship occurring in the 

second movement, with an even greater and final climax 

occurring in the last movement, showing then, a mature rela

tionship between the Bride and her Beloved (Figure 1). 

I. 

4:16a 
2:17 

II. 

7:11-12 
2:10-12 

(repeat) 7:11-12 (Climax) 

III. 

3:1 
5: 6d 
5:7a 
5:8 

IV. 

8:6a (Greater and Final Climax) 

Figure 1. Foss, Song of Songs, Text climaxes. 



CHAPTER 2 

MELODY 

The most interesting aspect that I have found in 

analyzing Song of Songs is Foss's use of motives. Many of 

the melodies in this work are made up of smaller motives; 

and many of these motives appear in more than one movement. 

Of the numerous motives used, five appear in two movements, 

six different ones appear in three movements, and seven 

others appear in all four movements. This cyclic use of 

motives brings about a unity that is subtly apparent, and 

very effective. Figure 2 lists these cyclic motives. (An 

exhaustive compilation of motives found in Song of Songs is 

contained in Appendix A.) 

9 
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Movement Movement Movement Movement 
I II III IV 

a,ai 
br 
c,ci 

(e-ei) (e 
f 

a,ai 
br 
c,ci 
ei 
f 

a,ai 
br 
c,ci 
e 
f 

a ,ai 
br 
c,ci 
e,ei) 
f 

in 4 
movements 

ax 

f1 
(h-hr) (h 
, . . lv , . .1 (l-l ) (lpl 

,2a ,2b 2c , 
h ,h ,h h 

ax 

f1 
hr 
. 1 
i 
j 

2d 

ax 

f1 
hr) 

2e 

i1) 
in 3 

movements 

(a2-a2r) (a2 

(a2a-a2ai) (a2a 

b1 
d 

2 \ a r) 

b 

g 

2a . x a l) in 2 
movements 

Figure 2. Foss, Song of Songs, Cyclic motives. 

In this chapter, I will not attempt to discuss every 

motive, but will confine my discussions to only the most 

important. Whole melodies will also be discussed, along with 

other aspects of melody such as use of modes, important 

intervals, sequence, and range. In referring to measure 

numbers, the published score has been numbered successively 

from m. 1 through m. 590. And the following abbreviations 

will be used for intervals cited: M, for major* m, for minor; 



and P, for perfect. Key and tonal areas will be designated 

by capital letters for major and small letters for minor. 

Motive "a" 

Referring again to Figure 2, we see first the motives 

that appear in all four movements, followed by those in three, 

and then those in two. We will begin with motive "a," as it 

is to me, one of the four most audible recurring motives in 

the work. (Motives "br," "c," and "ci" are the other most 

prominent motives.) Motive "a" is first heard in the open

ing fugue subject of Movement I and consists of three notes 

in a lower-neighbor-note configuration (Figure 3). The 

lower neighbor is normally a whole-step below the upper 

notes; but as will be seen later, can also be a half-step 

below. 

f i  . f r r i f  r , r t  
$<• - ffr 

3 

Figure 3. Foss, Song of Songs, Movement I, 
mm. 1-4, Motive "a" with reduction, C piccolo. 

This fugue melody is in the Dorian mode, and modal 

melodies are seen throughout Song of Songs as a distinct 

feature of Foss's melodic style. Also, they are used in 
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many of the compositions of his early period including, 

Song of Anguish (1945), String Quartet #1 (1947), Oboe 

Concerto (1947-48), and Behold, I build an house (1950). 

After the statement of the subject in the piccolo, 

the answer comes in the first flute in the Mixolydian mode 

on G, with motive "a" being prominently heard. By observing 

the score, the reader can see the abundant use of this motive 

throughout this opening fugal section to m. 67. 

With the entry of the voice at m. 68, we again see 

the "a" motive in the horn part at m. 73, with its inversion 

in the cellos. This same kind of combination appears again 

in m. 86, with the "a" motive being in the clarinets, and 

the inversion in the horns. 

The next section, which begins at mm. 89-90, states 

a slow, lyrical variation of the opening fugue melody, and 

displays well Foss's melodic and motivic variation tech

nique. (This is a technique whereby Foss varies and/or 

transforms a melody or a motive during the course of a 

movement, using expansion, contraction, fragmentation, repe

tition, interval change, or other methods. In Song of Songs, 

this technique is primarily seen in the first movement, and 

exploits the opening fugue subject and its component parts.) 

The melody in the first violins, at m. 89, is a variation 

and expansion of the beginning piccolo theme (Figure 4). 

You'll notice here, also, the use of the Aeolian mode, with 

its lowered 6th degree. 
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Figure 4. Foss, Song of Songs, Movement I, mm. 89-97, 
Motive "a" and melodic variation, First violins. 

The section that begins at mm. 150-151 and follows 

after a fugal/developmental section (mm. 107-150) now becomes 

a variation, in condensed form, of mm. 89-97 (Figure 5). 

i| gf f f fJ i y*f f i yjfj ± -j i 
A. A 

Figure 5. Foss, Song of Songs, Movement I, mm. 150-154, 
Motive "a" and condensed variation, First C trumpet. 

A melodic sequence built upon four statements of the 

"a" motive appears in the first bassoon in mm. 159-162. 

Also, the use of the Phrygian mode, with its lowered 2nd 

degree, can be seen in the viola part of m. 168 in the 

context of a variation of the fugue subject. More use of the 

"a" motive in the remainder of the first movement can be 

observed in the score and needs no further comment. 
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In the second movement, the "a" motive is heard in a 

melodic sequence stated in the oboe solo in mm. 239-243 

(Figure 6). The Mixolydian mode is used here. 

a. 
\ 1 

a. 
I 1 

«L 
I * 

Jr-.JiXJ Vi714̂ 1 I f' I 1 

Figure 6. Foss, Song of Songs, Movement II, mm. 239-243, 
Motive "a" in melodic sequence, Oboe solo. 

The inversion of the "a" motive (ai) is also seen in 

this movement in mm. 257-258 of the soprano solo. In the 

middle section of this da capo aria, the "a" motive appears 

distinctly, in combination with a larger motive in mm. 360-

362 of the flute part. (This technique of a motive within 

a motive is another feature used throughout Song of Songs.) 

Another effective use of the "a" motive appears in the oboe 

part (mm. 397-399) in imitation with the melody (Figure 7). 

£ *r~> n  r f-r r~r f f & 

6 ^ [E j  i  n 

Figure 7. Foss, Song of Songs, Movement II, mm. 397-399, 
Motive "a" in imitation, Flute and oboe. 



In the third movement, the "a" motive is changed 

from a straight rhythm to a dotted rhythm, to more effec

tively portray the distress of the Bride in her loss of her 

Beloved (Figure 8). 

ik fTjfTr c r^ofTui?Pr n  
v> •t ZZjI ii i 

a. a. a. a. 

Figure 8. Foss, Song of Songs, Movement III, mm. 418-
421, Motive "a" in agitated rhythm, First flute. 

In mm. 434-435, we see another sequence using the 

"a" motive. I view this also as a combination of two frag

ments (a and ax - a extended) from the first movement theme 

at mm. 154-159 in the violins. This, again, provides unity 

within the piece. In the developmental and transitional 

section of Movement III that leads into the last movement, 

the "a" motive appears more inconspicuously than before in 

this movement, in mm. 470-474. The whole-step type is in 

the flutes and piccolo, with the half-step configuration in 

the violins. The "ai" motive is also seen within the larger 

"q" motive in mm. 474, 476, and 520. 

The opening theme of the final movement is written 

in the Mixolydian mode on D, with the "a" motive containing 

the important and distinctive lowered 7th degree of this 

mode (Figure 9). Another very subtle use of the "a" motive 

can be seen in the viola part in mm. 566-567. 
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j j  - >  r  i r  
A 

Figure 9. Fc>ss, Song of Songs, Movement IV, mm. 525-
527, Motive "a" in principal theme, Solo soprano. 

Motive "br" 

The "br" motive is a second very prominent recurring 

motive. In discussing it, though, we must first look at the 

motive that it stems from, the "b" motive. The "b" motive 

is an important one in the first movement, but then is not 

seen in subsequent movements. It first appears within the 

opening fugue subject in m. 4, and then is seen abundantly 

throughout this first movement (Figure 10). A few of the 

many examples of its use are: m. 78 in the flute, m. 100 

in the voice part, mm. 128-129 in the violins, and m. 156 in 

the horns. 

Figure 10. Foss, Song of Songs, Movement I, 
mm. 1-4, Motive "b," C piccolo. 

In m. 176 of the bass clarinet part, we see the 

appearance of the "br" motive, which is the "b" motive in 



retrograde (Figure 11). (A feature of Foss's motivic and 

melodic style is his use of inversion and retrograde, as 

2 ci 2 d. 2 can be seen in the motives a and ai, a and a i, a and 

2 a r, b and br, c and ci, e and ei, h and hr, and m and mr.) 

m i J fr\ 
br 

Figure 11. Foss, Song of Songs, Movement I, 
m. 176, Motive "br," Bass clarinet. 

Two other examples of this motive in the first movement 

appear in m. 178 of the bass clarinet, and m. 182 of the 

voice part. 

The "br" motive is to the second movement what the 

"a" motive is to the first. It is heard throughout the 

movement, and its importance is stressed by it being the 

first three notes of the opening oboe solo. During the 

course of this solo (mm. 235-248), this motive is heard 

twice again in the oboe (mm. 243-244 and 247-248), and twice 

in accompanying parts (mm. 239-240 in the violas and mm. 241 

242 in the first bassoon). The "br" motive is used so exten 

sively in the second movement, that one need only to look 

at the full score to note its numerous appearances. Though 

its normal intervallic construction is a M2 followed by a 

m2, it appears also as a m2 followed by a M2 (m. 277 in 



the second violins), and even as two M2s (m. 289 in the 

violas). 

With its abundant use in Movement II, it appears 

more sparingly in the third movement. It is first heard in 

mm. 415-416 in the oboe as part of the larger "o" motive 

(Figure 12). It also appears in mm. 427, 429, 431-432, and 

451-452 of the voice part. 

b r 

Figure 12. Foss, Song of Songs, Movement III, mm. 415-
417, Motive "br" within the "o" motive, Oboe solo. 

An imitative section using the "br" and "o*" motives 

(mm. 517-520) helps to bring this movement to a close. 

In the opening motive of the final movement (the "s" 

motive), the "br" motive is an integral part (Figure 13). 

r  i r . J  j  J . I  I  
br 

Figure 13. Foss, Song of Songs, Movement IV, mm. 525-
527, Motive "br" within the "s" motive, Soprano solo. 



Within this opening section (mm. 525-542), it also appears 

again in the voice part in mm. 534-535, 536-537, and 537-

538. In the next section, it is used in mm. 547-548, 553, 

and 555 of the voice part, and in six accompanying roles 

between mm. 552-556. 

Motives "c" and "ci" 

Besides the "a" and "br" motives, the other two 

most aurally visible motives in Song of Songs are "c" and 

"ci." These two motives are actually just an interval of a 

m3 down and its inversion of a m3 up. The "c" motive first 

appears in mm. 9-13 as a countersubject in the opening fugue 

and immediately assumes its role as a very prominent motive 

(Figure 14). These five measures are also a good example of 

Foss's use of repetition in his motives and melodies. (We've 

already seen this motivic/melodic style trait, which is 

actually used more than sequence by Foss, in our discussion 

of the "a" motive, in the lyrical melody at mm. 89-97.) 

Figure 14. Foss, Song of Songs, Movement I, mm. 9-
13, Motive "c" in repetition, Second flute. 

A sequential pattern using this motive can be heard 

in mm. 25-28 in the first flute, and in mm. 55-58 in the 
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first horn. This motive is so significant, that I feel it 

might symbolize both the Beloved calling to his Bride, seen 

in the first two movements, and a spiritual presence of the 

Beloved in the life of the Bride, in the last two movements. 

Its use in mm. 340-341 of the second movement, with the 

words, "My beloved spake," gives weight to the first assump

tion. 

Figure 15. Foss, Song of Songs, Movement I, mm. 68-
70, Motives "ci" and "c" together, Soprano solo. 

It is important to recognize, that within the tonality of 

G, the "ci" motive is built upon the third and fifth notes 

of the major scale on G. I point this out, because it is a 

distinct feature of this motive in many places in the work. 

Though other examples of this upward m3 interval can be 

found in Song of Songs occurring on different degrees of the 

scale, it will be shown that a primary use of this interval 

is within the context of 3-5 in a major scale. Another 

At mm. 68-70, the soprano soloist appears with the 

"ci" and "c" motives together on the words, "Awake, 0 

Northwind" (Figure 15). 



feature of this motive is its use of words, in the text, of 

an imploring nature and/or a call to action. 

In the next fugal section starting at m. 107, the 

"c" motive reappears as a countersubject in m. 109 of the 

first flute part. With the introduction of the "i" motive 

at m. 123 in the soprano solo, the "c" motive is audible 

within this larger motive in m. 125 (Figure 16). This is 

another example of Foss's use of a motive within a motive. 

C 

^  ^  r r r  ' f i r  m 
. O Kor-W\-L/ind 

Figure 16. Foss, Song of Songs, Movement I, mm. 123-
127, Motive "c" within motive "i," Soprano solo. 

In m. 175, the "c" motive appears in augmentation in 

the first horn; and following this in mm. 181-182, we see 

an ostinato pattern begin in the violins using this motive 

in seguence. 

The oboe sold at the beginning of the second movement 

contains many examples of the "c," "ci," "c1," and "ci1" 

motives (Figure 17). As has been discussed earlier, the 

opening three notes of this solo are the "br" motive, while 

the outer notes of the three form the "ci" motive. This 

melody displays poly-modal borrowing with its combination of 

the Dorian, Phrygian, Mixolydian, and Ionian modes—the 

tonality being E. 
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ifrl Q @ r ' g\ Q rriifeg 
ci C,1 

Figure 17. Foss, Song of Songs, Movement II, mm. 2 35-

249, Motives "c," "ci," "c1," and "ci1," Oboe solo. 

In m. 257, the "ci" motive is used with the words, 

"let us go forth." At mm. 301-309, we see another example 

of this motive being used with the words, "Come my beloved," 

:fr 
as well as the 3rd and 5th scale degrees m C major. This 

section, with its use of the "ci" interval and a repeated 

phrase, adds importance to this first movement motive 

(Figure 18). Motives "c" and "c1" are also seen in this 

example. 
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CI C. ci c. 
 ̂1 T I ..I ? r H 

* J -  U  r  < * r •  U j -  * J -  i  
C*me »*y be — I ̂  — edt cowe; 

ttu'r i'c a^y. 
be. -I®v — e« come my fae. - /-»v - e« 

Figure 18. Foss, Song of Songs, Movement II, 

mm. 301-309, Motives "ci," "c," and "c"^" 
within a repeated phrase, Soprano solo. 

In the middle section of this aria, the opening 

two phrases contain the "c" and "ci" motives. As has been 

mentioned before, the "c" motive in mm. 340-341 shows the 

Beloved calling to his Bride, while in mm. 346-351, we see 

yet another example of the 3rd and 5th scale degrees being 

employed with the "ci" motive, and the words, "Rise up, my 

love, my fair one..,." A combination of the S Dorian and E 

Ionian modes make up these two melodic phrases (Figure 19), 

e ci ei 

I f  If'  1\ I f  J  i  I « J  I  U ' <J~ 
tybelotfci sp*kt> mft.' R\S& 

ff rr»TTf ~lW+ ij; r I U  j j U - n  
up, my lo^ft, \f*y fc^r «mC - U/Ay 

Figure 19. Foss, Song of Songs, Movement II, mm. 340-
353, Motives "c" and "ci," Soprano solo. 
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Again, a similar use of the "ci" motive appears just a few 

measures later at mm. 382-385, using the words, "Arise, my 

love, my fair one...." These two examples draw even more 

attention to this important motive. 

The opening of the third movement (mm. 408-409) uses 

the "ci" motive as a special part of the larger "n" motives. 

Since the mood of this movement is one of loss and despair 

by the Bride because of her reluctance to "come away" and 

"follow after" her Beloved, this motive seems to serve as a 

painful reminder to her of her disobedience. The "c" motive 

can also be seen in the opening two measures, at the begin

ning of the "n" motives in m. 409. It appears again in the 

oboe solo in mm. 414 and 416 within the larger "o" and "o*" 

motives. Other occurrences of this "c" motive within the 

"o" and "o1" motives are at mm. 430 and 432 in the oboe part, 

and at m. 452 in the voice. As was mentioned earlier, the 

symbolism of the "c" motive in the last two movements seems 

to be a spiritual presence of the Beloved in the life of his 

Bride, even when she feels he's gone. The oboe depicts this 

well in mm. 430 and 432, when it accompanies the voice while 

she sings the words, "I sought him but I found him not. I 

called him but he gave me no answer." 

A further use of the "ci" motive appears in the 

soprano solo between mm. 455-459. This sequence of m3s is 

coupled with the imploring words, "that ye tell him that I 



am sick of love." It should also be noted that the above 

mentioned sequence is actually an expansion of the larger 

"hr" motive, which is first seen in this movement in mm. 410-

411 (Figure 20). 

ci 

C. - J 

c.« c» 
—r r 

C.I i i 

I J | r j >»«J N ,i U 

-fU-f ye-fclj X of- /owe. 

Figure 20. Foss, Song of Songs, Movement III, 
mm. 455-459, Motive "ci" within expansion 

of the "hr" motive, Soprano solo. 

By the last movement, the "c" and "ci" motives are 

not so visible. The "c" motive is contained within the 

larger "t" motive in mm. 527, 531, and 540 of the second 

violins. At this point, the symbolic role of this motive 

seems to be of reassurance and an affirmative answer to her 

request in mm. 525-527. The "ci" motive appears twice 

within the larger "u" motive in mm. 564-566 of the soprano 

solo; another example of this motive being used in conjunc

tion with an imploring text (Figure 21). The "c" motive 

also appears in this example in m. 565. 

c» c 
i 1; 

Ci 

•  •  •  q i  r  »r r *J 

GS A S€41 up - oi* •'he ovrmj 

Figure 21. Foss, Song of Songs, Movement IV, 
mm. 564-566, Motives "ci" and "c" within 

the "u" motive, Soprano solo. 
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The final example of these two motives is heard in 

mm. 580-584 of the voice. This is an interesting use of the 

c1" and "ci*" motives (Figure 22). 

c"î  eî  
i i/ » > - > • — 

tl 

c: 1 J f J 13 | lc i_J i» JI f J; 
I* ; ' O- r . _ z&-
|»ve is • • "for |o»a i* sifanjai c(Gq4AJ 

Figure 22. Foss, Song of Songs, Movement IV, mm. 580-

584, Motives "ci*" and "c*," Soprano solo. 

The use of M3s portrays the text better at this point by 

shoving the strength of love through the use of strong M3 

intervals built upon the 1st and 3rd degrees of the under

lying G9 chords in mm. 580 and 582. Minor 3rds would have 

produced a weaker effect ("ci and "c"). Also, the chordal 

outline in mm. 580-581 reminds us not only of the first 

movement (mm. 68-74, soprano solo), but of mm. 301-309 and 

mm. 346-353 of the second movement voice part. This becomes 

another good example of the type of motivic unity seen 

throughout Song of Songs. 

Before bringing this chapter to a close, 1 would like 

to briefly mention a few other important cyclic motives in 

Song of Songs. I will refer the reader to the full score 

and the complete listing of motives in Appendix A, because 

I will only list measure numbers and part location in 
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reference to the following motives. You might find some 

of these even more interesting than the ones we've looked 

at in detail. 

Motives "e" and "ei" 

I found the "e" motive to be interesting because 

of its many varieties, especially in the opening movement, 

and the use of its inversion (ei) in the second and fourth 

movements. Since the "e" motive appears abundantly in the 

opening movement, I will refrain from discussing its use 

there, except to mention, that though this four-note motive 

appears with many different interval combinations, its 

common form in succeeding movements is seen in m. 45 of the 

first flute part. In Movement II, the "ei" motive appears 

quite noticeably in m. 38 9 in the first horn part, and its 

syncopation effectively adds to the climax of this section. 

After all of its use in the first movement, the "e" motive 

reappears in a forte horn solo in m. 411 of the third move

ment. Both the "e" and "ei" motives are seen in the final 

movement. The "ei" motive, with the use of octave transfer 

on the last two notes, appears in m. 530 of the soprano 

solo; and the "e" motive shows up in m. 569 of the viola 

part. 

Motives "i" and "j1" 

The "i" motive is used only in the opening movement, 

but its expanded form (i*) is used as a unifying element in 
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all but the third movement. The "i" motive has already been 

mentioned in our discussion of the "c" motive, and it first 

appears in mm. 123-127 of the voice part. It is used three 

times between mm. 123-146 before its expanded form super

sedes it, starting in mm. 187-191. The "imotive is 

different only by the addition of a fill-in note between the 

original first and second notes, which outlined the "c" 

motive. This "i*" motive is seen once again in the first 

movement in mm, 206-209, again in the voice. It reappears 

in the voice in mm. 310-314 of the second movement, and then 

is finally seen in the last movement in mm. 568-569, also in 

the voice part. It is interesting to note that it is always 

used with words of a beseeching quality, which climax in the 

text of the final movement. 

Motive "j" 

The " j" motive is composed of three descending notes 

separated by two P4s. By looking at Appendix A, the reader 

can see the number of times and places it appears. It is 

first used in m. 154 of the cellos and basses as a bass 

part for a cadential chord group. Though it is used like 

this again in m. 209 of the first movement, and also in 

mm. 548-549 of the last movement, it appears as a melodic 

motive, too, in many situations. In m. 198 we hear it in the 

voice part in a melodic role; and it appears once in the 

second movement in mm. 343-344 of the soprano solo, as well 
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as numerous times in the last movement (mm. 526, 535, 546-

547, 554-555, and 575). Its last appearance, as the final 

three notes of the soprano solo in nun. 588-589, stresses its 

importance in the work. 

Motive 

The "q" motive is used only in the last two move

ments. It first appears in mm. 474-476 of Movement III 

within the fast section that depicts musically the anguish, 

torment, and physical abuse suffered by the Bride in her 

loss of her Beloved. This motive seems to stem from an 

earlier passage in mm. 439-441, where the Bride sings of the 

physical abuse she suffers in searching for her Beloved 

(Figure 23). 

Figure 23. Foss, Song of Songs, Movement III, mm. 439-441 
and 474-475v Comparison of the "q" motive with an earlier 
passage, Soprano solo and first and second C trumpets. 
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The range of a mlO between the lowest and highest pitches 

of the two examples, along with the ascending nature of the 

two, and the jump of a m3 between the first two notes, seems 

to show that they are akin to one another. When used in the 

descriptive section that begins at m. 460, the "q" motive 

adds its part to the total musical picture. It appears 

again in mm. 504 and 506-508 of this movement, as well as 

being used very effectively in a slow setting in m. 520 

between the flute and clarinet parts. It appears one final 

time in the last measures of the closing movement. Here, in 

m. 587, instead of being used to show suffering, the com

poser emphasizes the strength of love with this motive. 

In Song of Songs, Lukas Foss has been careful not to 

weary the listener by overusing these cyclic motives. That 

is why emphasis and importance shifts throughout the course 

of the work from one to another. Minor cyclic motives have 

appeared throughout the work without tiring the listener, 

but Foss has been careful to shift the attention away from 

the abundant use of a major motive in one movement, to a 

different major motive in a succeeding movement. An example 

of this is the importance of the "br" motive in the second 

movement, after the extensive use of the "a" motive in 

Movement I. Also, the "ci" motive is used primarily in the 

first two movements, and then is not so prominent in the 

last two movements, while the "j" motive tends to be less 

visible in the first two movements and more so in the last. 
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All in all, Mr. Foss has created a wonderful unity and 

diversity in the melodic structure of Song of Songs through 

his cyclic motives. 

Finally, I would like to mention the range of Foss's 

motives and melodies in Song of Songs. I have found that the 

range of many of the motives, melodies, and melodic fragments 

spans either an octave or a seventh. I feel that this is 

significant, and will show in Figure 24 a number of examples 

that display this feature. 

Movement I 

it i - ,rTnf frffif rrtritrf-fi 

•f tfrfit lrftiAfrfr .irrfrfiTrj 
mm. 1-8, Range of an octave, C piccolo, 

$<t- ?.fiffi f if y l  J U  J 

d J'7»jE J ftti Is 

mm. 68-78, Range of an octave, Soprano solo. 

l*r r f r  j  & \  V j 7 1  

fl 

mm. 150-154, Range of a m7, First C trumpet. 

i?" trr 
mm. 206-209, Range of an octave, Soprano solo, 
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Movement II 

i 
mm. 235-239, Range of an octave, Oboe solo. 

mm, 249-252, Range of an octave, Soprano solo. 

i  p  

mm. 340-344, Range of an octave, Soprano solo. 

•J tJ 

f  L r  ^  i^r n i^p 

mm. 356-370, Range of an octave. Soprano solo. 

Movement III 

gfeg 

mm. 415-416, Range of an octave, First violins (?7~> 
mm. 462-463, Range of an octave, Violins. 

mm 
S3-

mm. 496-498, Range of a m7, Oboe solo. 

Movement IV 

j -J  ̂ f 1  ̂
mm. 525-527, Range of an octave, Soprano solo, 



iffr fjir r r > ir j j ij. 

fyiHru i H f icr v tf i u f f f i c i ) ^  
mm. 543-552, Range of an octave, Soprano solo. 

Figure 24. Foss, Song of Songs, Examples of range 
in motives, melodies, and melodic fragments. 



CHAPTER 3 

HARMONY 

In this chapter, we will focus our attention upon a 

few important aspects of Lukas Foss's harmonic language, as 

seen in Song of Songs. Our discussion will include cross 

relations and bitonality, chord make-up and usages, and 

cadences. Modulations and key schemes will be discussed 

with form, in a later chapter. Much of what we will talk 

about pertains also to other works from Foss*s early period, 

and these similarities will be noted through the course of 

this chapter. One common characteristic of all of these 

earlier works is that they tend to be quite tonal, with a 

frae and sometimes abundant use of dissonance. 

Before we proceed with our discussion, I would like 

to point out that major chords will be designated with 

capital letters, and minor chords with small letters in this 

chapter and succeeding ones. 

Cross relations and Bitonality 

Foss's use of cross relations is extensive in Song 

of Songs. (The term, cross relation, as it will be used 

here, will refer to the simultaneous use of two notes having 

the same letter name; but separated by a half-step because 

of accidentals used. These two notes can appear in the same 
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chord, or between two contrapuntal lines where the two notes 

are played closely together.) These cross relations appear 

throughout the work; and I have found no less than 50 

examples, with the distribution being: 19 in Movement I, 

11 each in Movements II and III, and 9 in Movement IV. 

Also, I will not be exaggerating when I state that there are 

many more examples of cross relations in Song of Songs other 

than these I have listed. Foss uses cross relations and 

bitonality to add variety to melodic and harmonic passages, 

to create dissonance and tension within one chord or between 

separate lines, and to disguise tonalities or keys. 

One of the first examples of cross relation is 

found in m. 9 and happens between the two oboe parts. The 

# . • 
G m the first oboe is m cross relation to the G-natural 

# . . 
in the second. Since the G' is sustained, there is a disso

nant clash between the two parts, especially at the begin

ning of the 10th measure, when both notes are sustained 

together for one beat. There are two factors that help to 

soften this dissonances one is the fast tempo in this sec

tion (J=120), and the second is the note B in the second 

flute which sounds above the clashing notes and draws the 

2 ear towards it. The fact that the reiterated "a " motive 

in the second oboe is solidly in the tonality of G and works 

together with the second flute to establish this tonality 

also helps the listener not to be confused about the tonal 

focus of this passage (mm. 9-12). The G can also be 



36 

understood in a bitonal context if you look further ahead 

in m. 11 of the first oboe part, to see the outline of an 

E triad within this G tonality. 

In m. 13, we hear another type of cross relation, 

which has both the raised and lowered third of the G tonality 

sounding closely together, in the second flute and second 

oboe parts. This split-3rd effect is heard numerous times 

in the first movement, and also a number of times in the 

succeeding movements. It is a way in which Foss disguises 

tonality, and is a common characteristic in his early works. 

Measure 29 shows another example of this major/minor 3rd 

cross relation, between the first oboe and second clarinet. 

Two similar examples of bitonality appear in mm. 77-

78 and m. 107. The first example has the solo flute playing 

a variation on the opening fugue theme in e minor, with the 

sustained chord being an a chord. The second example 

(m. 107) appears at a cadence point, where the voice and 

strings come to rest in b, while the bassoon abruptly starts 

a new section and outlines the e tonality. 

The use of major and minor 3rds together in a linear 

setting can be seen in m. 128 of the violins. This mixing 

of E and e modes, and later F and f ' , is used extensively 

between mm. 127-149. 

In the opening oboe solo of Movement II, measure 236 

has an interesting cross relation. With the tonality of the 

movement being E, the D leading tone in the oboe, together 



with the subtonic bass note D, produces a doubly effective 

progression to E in m. 237. In mm, 335 and 337, there are 

more cross relations occurring between the oboe solo and the 

bass line. 

In the third movement (m. 423), a cross relation and 

• • • -frO bitonal situation appear, with the violins playing a g 

arpeggio in contrast to the G major triadic configuration 

seen in the violas and cellos. This dissonant clash of 

harmonies effectively resolves to the following e^7 chord 

(i7), with the D functioning as a leading tone to E , and 

the G and G, and the B, resolving downward by step or half-

step to the 3rd and 5th of the chord, which are actually 

absent. Another good example of bitonality in this movement 

happens in mm. 466-467. The oboe and English horn hold out 

a very loud C, with the harp and horns playing off-beat 

E s; and this c tonality clashes with the d tonality out

lined in the basses, harp, and timpani. 

Back in mm. 464-465, we hear an example of a split-

3rd cross relation within this third movement. A C triad is 

sustained for one beat in the brass, while the strings play 

a fast, octaves passage in c minor. The E-natural in the 

brass is in cross relation the the E in the strings. 

A melodic cross relation appears in m. 496 between 

the solo oboe and solo first violin. The tonality of E has 

been established in m. 495, and the oboe's solo in m. 496 

flows along in this, while the solo first violin's answer 
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to the oboe's first four notes uses a D-natural, in cross 

# relation to the D in the oboe. 

The final example that I will present appears in 

m. 578 of the last movement. Here, we see a cross relation 

within a bitonal context. On the first beat, the G in the 

horns is in cross relation to the bass note G-natural; and 

there are also two distinct chords being sounded together 

here. An E triad is being played in the upper voices over a 

G triad in the lower voices. In this situation, the E triad 

is added above the underlying G tonality for increased 

tension and climax. 

Chord make-up and usages 

In this section on chords, I will confine my discus

sion to the six most important types of chords Foss uses in 

Song of Songs. These are: complete diatonic chords, 

incomplete chords, chords with added tones, borrowed chords, 

diatonic minor-7th chords, and extended chords. 

Complete major, minor, diminished, diminished-7th, 

and dominant-7th chords appear throughout Song of Songs, as 

might be expected in a tonal piece. Major and minor chords, 

both in root position and inversions, help to mark off the 

beginnings and endings of sections in the music. Examples 

of this are the dt chord in m. 17, the c§ and c chords in 

m. 59, the G§ chord in m. 171, the F^ chord in m. 287 (Move-

ment II), the G chord in m. 393, the b chord in m. 456 
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(Movement III), the F chord in m. 489, the A chords in 

mm. 550 and 552 (Movement IV), and the chord in m. 563. 

Also, there are two examples in the first movement where 

complete diatonic major triads are used effectively at 

fermata climax points. One is the E triad (subtonic) at 

m. 164, and the second is the C triad (subdominant) at m. 211. 

There are a number of examples of complete dominant-

7th chords, too, progressing in a traditional way to a major 

or minor chord a 4th higher. Two examples are: the D§ - G 

progression in mm. 17-18, and the D7 - (bi) - G§ in mm. 576-

577. 

Complete diminished and diminished-7th chords also 

appear in Song of Songs, and are used in traditional ways. 

Measure 27 has an e°f resolving to a d chord, the d"rr°6 chord 

in m. 271 is seen working with the previous chord, the 
4f Q /I 
c^ 2 chord in m. 520 is leading toward the tonality of D 

in m. 523, and the b°^ chord in m. 533 resolves to the aS 

chord in m. 534. These are just a very few examples of 

complete major, minor, diminished, diminished-7th, and 

dominant-7th chords used in Song of Songs. 

Two other types of chords that probably make up the 

largest portion of Foss*s total chord vocabulary in Song of 

Songs are incomplete chords and chords with added tones. I 

could not emphasize enough, that these two types are the 

most characteristic part of the harmonic language in this 



composition. (Added-note chords are a characteristic of 

many of Foss's early compositions.) 

Incomplete chords are seen with the 3rd and/or the 

5th deleted, and sometimes they're without a root. In the 

case of a missing 3rd, this allows Foss to imply major or 

minor, and adds a vagueness to the tonality which he pur

posely intends in many places. Obviously, this brings an 

unresolved feeling to the music, as well as a forward motion 

to it; and this in turn makes the use of a complete tonic 

triad or strong unison note at the end of a phrase or a 

section even more final. Another reason for so many incom

plete chords is the thinness of texture heard so often in 

this piece, so that sometimes only enough parts are being 

sounded to cover two notes of a chord. 

Chords with added tones also add tension and an 

unresolved feeling to passages, as well as a richness to the 

harmony that would be missing without these additional notes 

to traditional chords. There are many examples, too, of 

incomplete chords in combination with added notes, so that a 

chord without a 3rd or a 5th might include an added 2nd or 

4th. Since Song of Songs abounds with examples of these two 

types of chords, I will present only a representative few. 

The introduction to the opening movement finishes 

with a cadence at m, 64 on a G chord with an added F#. 

This M7 chord in some settings, like in jazz, might have a 

very soft and harmonious sound; but in this instance, the 
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dissonant quality of the F is brought out by the scoring of 

the chord. This carries over into the next few bars and 

helps to portray the text—the chill of the Northwind. 

Measures 75-78 present a succession of incomplete chords, 

with some added-note chords also. The progression runs: 

e7+4, no 3rd; G, no 3rd; b, no 3rd; e, no 3rd; D+2, no 5th; 

G, no 3rd; and a, no 3rd. In mm. 151, 154, and 159, we hear 

three f chords without 3rds. It*s obvious, though, that 

this section is in minor, because of the many appearances 

of A-naturals, and the absence of A s. 

A good example of an incomplete chord due to thin

ness of texture occurs at m. 252 in the second movement. 

Here, there are only three different parts present, and only 

the root and the 3rd of the E chord are heard. In mm. 300-

309, an added-tone B is played many times by the first trom-

bone along with an a 7 chord. This flatted 2nd creates 

tension throughout these ten measures. In m. 339, the first 

part of this aria comes to a close on a unison E. This is 

an example of a conclusive finish using only one note rather 

than a complete chord, after many uses of incomplete chords 

and some added-note chords. 

In Movement III, an E chord with an added 4th appears 

in the brass in mm. 450-461; and in m. 522, two C chords 

with added 2nds are used in a progression to the d chord 

without a 5th in m. 523. In m. 524, the 3rd is dropped from 

this D chord and a unison results. 
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There is an example in the final movement, in m. 534, 

where Foss purposely avoids using the 3rd in a succession of 

a chords. Again, it can be deduced by the context that minor 

is the quality of these chords, but Foss has made this vague 

it , 
with the deletion of these 3rds. The f chord without a 

3rd that appears on the downbeat of mm. 557, 559, and 561, is 

another good example of vagueness of tonality, though the 
Oi-

context again implies minor. In mm. 586-587, a c* chord 

with a raised 7th creates a sharp dissonance that emphati

cally portrays the text and the strength of love being like 

the power of death. The final chord in the piece is a D 

chord without a 5th. This is a fitting conclusion to a 

composition filled with incomplete chords, 

Foss uses modal borrowings to add further variety 

to the harmonic language in Song of Songs. One very common 

borrowing seen alot in this piece is the IV chord in minor. 

Examples of this are: the E chord in b minor at m. 105, 

-ft 
the A chord in e minor at m. 129, the B+2 chord in f minor 

at m. 148, and the G chord in g minor at m. 211. In the 

second movement, the bill and bVII chords appear in a major 

key. These two chords first appear together in m. 236, and 

then are heard many more times in this movement, both in the 

key of E and the key of F . In m. 332 of this movement, we 

find a bVI chord, C, in the key of E. In mm. 415, 431, and 

445 of the third movement, we see again the IV chord in 

minor being used. In Movement IV, a bvii6+2 chord (c6+2) 
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is used in D, along with a Neapolitan chord with an added 

M7, in m. 539. Another example of a IV chord (D) in minor 

appears in m. 548, and a bVII in the key of A is heard in 

m. 552. In mm. 586-588, the chords c+^7 (bvii+*7), B^+2, 

no 3rd (bVI+2), and C+2 (bVII+2), progress to the final 

tonic chord, D. These examples, then, show Foss*s use of 

the IV chord in minor, the bill, bVI, bvii, and bVII chords 

in major, and the N chord in major. 

I have separated diatonic minor-7th chords from the 

first category of complete major, minor, diminished, 

diminished-7th, and dominant-7th chords, because I feel 

their use in Song of Songs warrants some special attention. 

Many times in this piece Foss uses a minor-7th chord in a 

tonic function (i7), much like jazz musicians will substi

tute a minor-7th or a major-7th chord for a tonic minor or 

major chord to give a richer sound to a progression or just 

a single chord. They are also used on other scale degrees 

besides tonic, as will be seen. In measure 74 of the first 

movement, a b7 chord (iii7 in G) is used to enhance the 

harmony here. 

$-6 
In m. 149 we hear a c 5 chord functioning as a domi

nant. This use of minor-7th chords as dominants appears 
it 

other times in Song of Songs: for example, m. 166 (c 7, no 

5th); m. 209 (df, no 3rd); m. 246 (b7); m. 389 (b^+4); and 

m. 551 (e7) ,, 
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In Movement I, m. 160, we see a b$ (iv7 in f*) 

chord. Measures 345-351 of the second movement contain a 

• • • • 

lush sounding passage using c 7 and g 9 (vi7 and iii9 in E) 

chords. 

A very good example of Foss using a minor-7th chord 

for a tonic appears in mm. 431-433, third movement. The 

6 ID b 
sequence of chords reads: e 5 (iB), A (IV), e 7 (i7), 

f9 (ii9), e^§, no 5th (i§). Another similar use of this 

tonic minor-7th chord is heard in the fast section of this 

same movement in mm. 482-485. In the last movement, we 

have yet another example of a tonic minor-7th chord in 

m. 550 (a^). In mm. 559-560, a tonic f#S and subdominant 

b§ are used. 

A final type of chord usage is extended chords. The 

influence both of jazz and contemporary harmonic practices 

is seen in Foss's use of 9th and 11th chords in Song of 

Songs. (Behold* I build an house(1950) is another composi

tion from his early period that displays extended chord 

usage.) 

The introduction to Movement I has a series of ex

tended chords in mm. 61-64, which effectively helps the 

# climax to the chord of resolution, G+ 7, mm. 64. In 

Id b mm. 61-62, E M9 and D M9 chords are used in a repetitious, 

alternating pattern; and in mm. 63-64 beginning on the third 

beat, we hear the chord sequences E M9; D Mil; CM9; D M9. 
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In the second movement a few examples of minor-9th 

chords appear. In m. 315, a b9 chord is used at the begin

ning of a transition section leading to the coda? and in the 

first two bars of this coda (mm. 319-320), we see the fol

lowing progression of chords: e3 (iS); b9 (v9); eS; b9; 

b, no 5th; eS, no 3rd. Here, the minor-9th chord functions 

as a dominant to a tonic minor~7th. Another example of a 

minor-9th chord is heard in m. 384, in combination with a 

preceding dominant Cll chord, in m. 383. In this situation, 

the Cll chord is in a subtonic relationship with the d9 

chord. In m. 392 of this movement, a CM9 chord appears at 

the end of the measure in a subdominant relationship to the 

following G chord. 

A minor-llth chord is used in m. 442 of the third 

movement. This chord might also be viewed as a bitonal 

combination of a C triad over a d triad. In mm. 452 and 

454, we again hear minor-9th chords being used (c9 and d9). 

And in the final movement, an appearance of a dominant-9th 

chord is heard (G9) in m. 580. 

There are a few examples of tone clusters and pedal 

points in Song of Songs, but since they are not a chief 

characteristic of Foss's harmonic style, I will not ela

borate on them. 

I have found, in Song of Songs, that the overall 

harmonic rhythm is a balanced variety of slow, medium, and 

fast sections. I will say, though, that Foss tends to use a 
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medium harmonic rhythm, for the most part, and then effec

tively uses slow and fast sections for the sake of contrast. 

Some examples of slow harmonic rhythm are coupled with an 

ostinato pattern: such as, mm, 50-55 in the first movement, 

mm. 300-309 in Movement II, and mm. 502-507 in the third 

movement. Examples of fast harmonic rhythm would be mm. 98-

106 in Movement I (observe the viola and cello lines), and 

mm. 531-537 and 552-556 in the last movement. 

Cadences 

In analyzing the cadences in Song of Songs, I chose 

five main categories: Perfect Authenic Cadence (PAC), 

Imperfect Authenic Cadence (IAC), Perfect Plagal Cadence 

(PPC), Imperfect Plagal Cadence (IPC), and Deceptive Cadence 

(DC). Figure 25 shows the distribution of these cadences 

throughout Song of Songs. 

PAC IAC PPC IPC DC 
Movement I 2 7 0 6 0 
Movement II 8 9 0 1 1 
Movement III 0 7 0 1 0 
Movement IV 0 4 0 1 1 
Total 10 27 0 9 2 

Figure 25. Foss, Song of Songs, List of cadences. 

Before continuing, I need to explain a second type 

of PAC used in this piece that is different from the normal 

V to I (or i) PAC. Since so much of this composition is 

made up of modal melodies with subtonic-7th degrees, a 
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common cadence and chord progression in Song of Songs is 

bVII to I (or i). Since Foss uses the subtonic major chord 

as a dominant to tonic many times in this piece, I'm calling 

it a PAC, as long as it fulfills the other requirements for 

a perfect authenic cadence. Seven of the eight PACs in the 

second movement are of this type; the other three in the 

composition are either V to i or I. Many of the IACs are 

of this subtonic type, too, and are found in all four move

ments, which makes this cadence another unifying feature 

in the work. 

About half of the IACs are the dominant-to-tonic 

typej and by looking at the distribution of them throughout 

the four movements (Figure 25), you can see another reason 

why this piece is very tonal. The abundant use of IACs also 

gives the whole composition a sense of onward motion that 

finally comes to rest in the last movement, where there are 

fewer main cadences, with the three sections well marked. 

The piece concludes with an IAC of the subtonic-to-tonic 

type. This example, along with many others, shows how the 

IAC and its less final quality has been chosen over the PAC 

as the most desirable cadence for this style of music. 

Elision is also used many times throughout the composition 

to tie sections together and keep the music moving forward. 

As you can see in Figure 25, though there are no 

perfect plagal cadences, there are a number of IPCs. Again, 

this has to do with the wide use of modal melodies in Song 
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of Songs. A few of these IPCs are used in strategic loca

tions, and examples are the cadence in m. 64 and mm. 229-

230 of a D*Vx9 chord (a iv§ chord in combination with a 

Neapolitan chord) resolving to a G+ 7 chord that brings both 

the opening introduction and the entire first movement to a 

close, and the internal plagal cadence CM9-to-G (bVI-blll) 

in mm. 392-393 of Movement II, which helps define the return 

of the A section. 



CHAPTER 4 

RHYTHM 

A main ingredient in Lukas Foss's early compositional 

style is the aspect of rhythm. Syncopations, shifting ac

cents, changing meters, and ostinatos are characteristic of 

many of his first period works, including Song of Songs. In 

this fourth chapter, we will discuss the above-mentioned 

rhythmic items together, as we progress through the piece 

from beginning to end. 

In the opening fugal exposition of the first move

ment, the subject stated by the piccolo is answered by the 

first flute, but with changing length values on the held 

notes. By looking at Figure 26, you can see that the held 

note in m. 2 and m. 3 of the piccolo is 1 and 1/4 beats in 

length, but the held notes in the answer become 2 and 1/4 

beats, 1 and 3/4 beats, and 3/4 beat, including rests. 

These changing note values cause the "a*" motive in the 

first flute to be rhythmically displaced in m. 6 and m. 7. 

This is a good example of Foss's use of shifting rhythmic 

accents. 
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Figure 26. Foss, Song of Songs, Movement I, 
mm. 1-8, Shifting rhythmic accents in fugue 

answer, C piccolo and first flute. 

In mm. 14-17, another example of shifting accents appears 

in the flutes, using motive "e." Here, the accent on the 

highest note of the motive falls first on count two (m. 14), 

then on the "and" of two (m. 15), and finally on the first 

beat of m. 17. 

An ostinato pattern is used in mm. 50-55 to help 

build a climax that is finally resolved in m. 64. This is a 

complex ostinato containing not only a repeated bass line, 

but also a repeated "e" motive in the first oboe, and the 

solo first and second violins playing a repeated imitative 

motive. The repeated figure heard in the horns (mm. 50-55) 

eventually becomes a sequence using shifting accents in 
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mm. 55-58; and an example of changing meters can be seen in 

2 m. 54, with the use of one measure of ^ within this cut-time 

introduction. 

Between mm. 68-78, a subtle use of changing meters 

can be seen. The cut-time meter of the introduction carries 

over into the beginning of the soprano solo in m. 68, and 

4 2 then this is changed to a ^ meter at m. 71, then a ^ meter 

at m. 75. Though the rhythmic effect is subtle, due to all 

three meter signatures being duple, it is nonetheless effec

tive in text painting—the rustling and blowing of the winds. 

2 3 Measure 93 is a bar of 2 within a ^ section that adds 

rhythmic variety to this instrumental passage; and m. 158 

2 helps emphasize the cadence by its ^ meter being used at the 

end of a 2 section. 

Measures 166-171 contain an ostinato pattern with 

shifting accents, in the violins. A five-note pattern is 

repeated five times, with a shift of accent taking place in 

m. 169. There is also a rhythmic accent shift that takes 

place in bar 170 of the viola part, which is playing the 

fugue theme. Another ostinato pattern then begins in m. 172 

in the bass voices, and along with a key change to G in 

m. 181, carries through to m. 187. This same ostinato bass 

pattern resumes in m. 199, and leads into a return of a 

previous section of music which climaxes at m. 213. Here, 

again, we see effective use of ostinatos for tension and 

climax building and a forward thrust to the music. 



3 Measure 196 is a ^ measure within a large cut-time 

section (mm. 166-206). It is coupled with the following 

two measures, where the composer actually divides two bars 

1 3 
of cut-time into a bar of ^ anc^ two bars of 4* with a 

dotted line in m. 198. All of this adds rhythmic dissonance 

to this passage that finally resolves and stabilizes in 

m. 199 (Figure 27), 

„ 
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Figure 27. Foss, Song of Songs, Movement I, 
mm. 194-199, Changing meters and shifting 

accents, Soprano solo. 

In Movement II, ram. 299-309 have a combination of 

an ostinato pattern, shifting accents, and a changing meter 

feel. The clarinets play an ostinato pattern throughout 

these eleven measures that is comprised of a four-beat 

phrase and a three-beat phrase used in various ways (Figure 

2 8 )  .  
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Figure 28. Foss, Song of Songs, Movement II, 
mm. 299-310, Ostmato pattern with 4-beat 

and 3-beat phrases, Bb clarinets. 

This passage, beginning at m. 299, is strongly in the ® 

meter; but when the voice re-enters at m. 301, it dominates 

9 
the remainder of this section through m. 309 with a g meter 

9 
feel. The trombones and horn reinforce the g meter feel with 

their punctuated notes, but the clarinets weave in and out of 

rhythmic harmony with the voice due to the interchange of 

the 4-beat and 3-beat phrases. The three 3-beat phrases 

line up and reinforce the g meter feel, while the 4-beat 

phrases work in opposition to it. 

From m. 340 to m. 375 there is a shifting of meters 

6 3 
going on between g and Though this section is designated 

as g, by looking at mm. 343, 356-360, and 362-369 of the 

3 
voice part, you can see the ^ meter actually being used. A 

combination of the two can be seen in mm. 343, 356-362, and 

364-366. This use of hemiola gives this whole section a 

sense of rhythmic uncertainty and a rubato feel. 
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A syncopated figure occurs in mm. 391-392 of the 

horns and low strings. These accented off-beats are used in 

the last two measures of the retransition which powerfully 

leads back into a fully orchestrated version of the opening-

section introduction. 

In the repeat of the first part of this aria, in 

3 m. 287, a measure of ^ results because the composer chose to 

omit five and one-half bars the second time through. This 

is rhythmically effective, and adds variety to the almost 

literal repeat of this opening section. 

In m. 469 of the third movement, the "nd*" motive in 

the violas and cellos is rhythmically shifted so that its 

accent occurs on the "and" of one, rather than on two, like 

in m. 467. This motive is already very familiar to the 

listener by this point in the movement, and it character

istically has appeared on a beat, rather than in the middle 

of a beat (mm. 415, 428, 431, 444, 449, and 467). So when 

this motive appears in m. 469 by starting in the middle of 

the first beat, the consistent pulse of the music is sharply 

interrupted. The fast section of this third movement is 

marked with a number of examples of shifting rhythmic accents 

like the one in m. 469. Others occur in mm. 471-473 of the 

violas, cellos, and basses; in mm. 474-476 of the trumpets; 

and in mm. 486-488 of the clarinets. All of this gives an 

unsteadiness to the rhythmic flow of the music that depicts 

very well the emotional and spiritual torment and physical 
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suffering of the Bride in search of her Beloved. An osti-

nato pattern is also used in this agitated section between 

mm. 496 and 507 to build the tension even more. It uses the 

"r" motive first stated in mm. 496-497 of the first oboe, 

which then appears in every measure up through rn. 507. 

After the rhythmic unrest of the latter part of Move

ment III, the fourth movement begins very rhythmically 

stable, in a slow common-time meter. Since this movement 

is a prayer by the Bride to her Beloved for his love and 

strength to keep her faithful and ever-close to him, the 

rhythmic activity, here, is intended to show the earnestness 

and full desire of her plea. The first example of this is 

3 . the use of three measures of ^ an mm. 535-537, that adds 

intensity to the reiterated text through rhythmic variety 

within a changing meter. 

The rhythm becomes stable again at m. 538 with a 

return to C-time, and continues like this through the begin

ning of the next section of music at mm. 543-548. With the 

second reiteration of the text in mm, 547-548, Foss chooses 

to include a bar of ^ at m. 549, that effectively accentu

ates the IAC in m. 550, and stresses the key word of the 

text, "arm." Further rhythmic activity is seen in m. 551 

3 with the inclusion of a bar of 

In the second part of the B section of this 

movement (mm. 557-571), the rhythm becomes even more active, 

in order to intensify the cry of the Bride. The emotion 



56 

reaches a high point between mm. 563-569 by the use of poly-

meters between the soprano solo and the orchestra. Two 

different meter schemes appear in the music in these meas

ures that finally come together in m. 570. An ostinato 

pattern using seven repetitions of the "u^" motive can also 

be seen between mm. 557 and 569. Another bar of ^ is used 

in m. 571, which leads into a return of the A section at 

m. 572. 

Two more examples of changing meters appear in 

3 mm. 581 and 585. The use of two measures of ^ meter within 

a section of C-time introduces tension again, through a 

break in the rhythmic flow. Emphasis is placed on the word 

3 "strong" in m. 581 because of the ^ meter; and the use of 

3 , . ^ in m. 585 helps in preparing for the dissonant chord in 

m. 586, also on the word "strong." Syncopation is then 

heard in mm. 587 and 588, with the chords of each bar being 

sounded on count two. All of this rhythmic activity, then, 

is for one purpose—to portray the strength of love—and it 

does. 



CHAPTER 5 

FORM, dynamics, and TEXTURE 

In this chapter, form will be the main topic of 

discussion, with dynamics and texture, as well as tempos, 

modulations, and key schemes being discussed primarily in 

regards to their relationships to form. Form-charts, and 

graphs of dynamics will be included for each movement. The 

charts for form have been organized to be read from left to 

right as the reader progresses down each page; and other 

items to be recognized are: 

1. Large sections in the form will be desig

nated by the use of squares, such as [A") 

or I First Themel . 

2. Subsections will use circles or paren

thesis, such as0or (a). 

3. Trans, will be used as an abbreviation 

for transition. 

4. A slash or hyphen between key areas will 

mean a combination of or interplay be

tween the two, such as G/g or D-G. 

5. The word "to" in relation to key areas 

will mean modulating to a different key 

area, such as to a or b to e. 

57 
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The graphs for dynamics have been constructed with 

the following considerations: the effects of texture on 

dynamic levels, and the element of time—the graphs being 

elongated for slow sections and compressed for fast sections. 

Also on the graphs, horizontal lines indicate sustained 

sound with no change in the dynamic level, slanted lines 

indicate crescendos and decrescendos, perpendicular lines 

indicate sudden changes, and broken lines indicate rests. 

I have found by looking at many of Lukas Foss's 

earlier works, that though it is apparent that he used 

traditional forms employed in tonal works, he worked within 

the larger freedoms offered by the 20th-century. This is 

why you will find ternary, rondo, arch, and sonata forms in 

his early music not only being used alone, but also in 

combinations, to suit the freedom and needs of this com

poser's expression. Examples of traditional and combined 

forms will be seen in the four movements of Song of Songs. 

Movement I 

Movement I is indeed a complex movement formally 

because it actually grows and develops out of the single 

opening fugue subject stated by the piccolo. The writer of 

the program notes for the premier of Song of Songs called 

it, "a free fugue combined with the variation form." (Boston 

Symphony Concert Bulletin 1947, p. 1168). The entire move

ment is influenced by fugue elements, and even the sections 



that will be listed in the following chart (Figure 29) that 

have been separated from the fugue material are either 

variations or developments of the fugue, or combinations 

with it. In other words, the first movement can be thought 

of as monothematic, as well as one containing defined 

sections and recurring landmarks. 

Movement I 

[A] mm. 1-67 Introduction (Fugue) 

Exposition and Episode I 
mm. 1-19 
Subject: mm. 1-4: d 
Answer: mm. 4-8: G 
Subject: mm. 9-13: G/g 
Answer: mm. 13-16: G 
Episode I: mm. 17-19: d 

© 
Episode II 
mm. 41-49 
(a) - mm. 41-44: a 

(a*) - mm. 45-49: d 

© 
Counterexposition 
mm. 20-40 
Subject: mm. 20-23: d/D 
Codetta(trans.): mm. 24-35: to 

(IAC:36) 
Answer: mm. 36-39: g 
Codetta(trans.): m. 40: to a 

© 
mm. 50-67 
Subject: mm. 50-54: G(IAC:50) 
Episode III: mm. 55-58: to c 

: num. 59-64: c 
Codetta: mm. 64-67: G(IFC:64) 

mm. 68-89 

(a) - mm. 68-79: G 

(a*) - mm. 80-89: G with 
modulation to b(PAC:89) 

[c] mm. 90-107 

(a) - mm. 90-97: b 

(a1) - mm. 98-107: b(IAC:107) 
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I Almm. 107-122 (Fugue) 

0. 
Exposition and Episode IV 
Subject shortened:mm. 107-108:E 
Answer shortened:mm. 108-110:E 
Subject:mm. 110-113se/E 
Answer:mm. 113-116sE/e 
Episode IV:mm. 117-119:b 
trans.:mm. 120-122:b to e 

B" mm. 122-150 

(a)-mm. 122-129:e(IPC:130) 

f* 
(135) 

(a^)-mm. 130-135:e to f^ 

(b)-mm. 136-142:f 

(a)-mm. 143-147sf^/F^ 
trans.s mm. 148 -150 

mm. 151-171 

(a)-mm. 151-154:f (IPC:154) 

(a) -mm. 155-158 :f*"(IPC: 159) 

(b)-mm. 159-162:f# 

(a1)-mm. 163-166:f#(PACj166) 

trans.:mm. 166-171:F^ to C 

D mm. 172-204 

(a)-mm, 172-180sC to G(180) 

(a1)-mm. 181-187:G 

(b)-mm. 188-198:G/g(lAC:199) 

(a^)-mm. 199-204:G 

C^B1 mm. 205-213 

(a)-mm. 205-209:g(IAC:209) 

(a1)-mm. 210-213:g(lAC:213) 

A mm. 213-233 Coda (Fugue) 

Subject:mm. 213-220:G 

Episode V:mm. 221-223:to c 
:mm. 224-229:c 

(IPC:229) 
Coda:mm. 230-233:G 

Figure 29. Foss, Song of Songs, Movement I, Form. 

The opening fugue acts as an introduction to the 

movement and has been divided into four sections so that the 

correlation between it and later sections, p^a^ at m. 107 

at m. 213, can be seen. (This use of jXJsections and 

at the beginning, in the interior, and at the end of a move

ment is very common in Foss's early works. As a matter of 

fact, all four movements of Song of Songs use forms that 

begin and end with small or large JXJ sections; and Movements 



I, II, and III have[a]sections that appear in the interior 

of these movements, with Movement IV being a simple ABA 

form.) 

In this introduction to the first movement, Foss 

does some interesting things. First of all, with the move

ment being in the tonality of G/g, he introduces the fugue 

subject in the dominant, on d. Also, in regards to texture 

and range, the fugue subject begins with the highest wood

wind, and progresses down through the first flute (m. 4), 

second oboe (m. 9), first trumpet (m. 13), English horn and 

violas (m. 20), bassoons (m. 36), and finally cellos and 

basses (m. 50), until the full range of the orchestra has 

been used. And the texture, which began with a single 

instrument, climaxes once with a tutti at mm. 31-33, and 

then again at mm. 66-67, to bring the introduction to a 

close. These same two climaxes can be seen in the use of 

dynamics, in Figure 30. 
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Of importance also in the introduction is the 1AC 

at m. 50 that helps define the(d)subsection, which brings 

the introduction and the entire movement to a close. 

Besides the dominant key area being used (m. 1, m. 17, 

m. 20, and m. 45), Foss also uses a (m. 41) and c (m„ 59). 

The use of the subdominant in mm. 59-64, with an IPC to G 

in m. 64, is another important relationship in regards to 

this movement, the last movement, and the entire composition, 

and will be discussed later. 

The tempo for the introduction has been Allegro ma 

non troppo (d=120); but with the beginning of the soprano 

solo in m. 68, the tempo becomes slow and rubato. This 

difference in tempo, along with the introduction of the 

text in the voice, and the sudden thinning of texture and 

drop of dynamic level defines the beginning of a new section 

in the form. Though thisQU section (mm. 68-89) has many of 

the fugue elements continuing in it, the voice exploits and 

emphasizes the "c" and "ci" motives (mm. 68-70, mm. 80-82, 

and m. 85), and this will be important to remember when we 

section. Along with the rubato character of discuss the B1 

this whole section, there are slight ebbs and flows in the 

dynamic plan. An chord without a 3rd and with an added 

4th is used in mm. 88-89 to effect a modulation to b, with a 

PAC at m. 89. 

This new section at m. 90 continues in a slow tempo, 

but with a consistent pulse rather than rubato, and is 
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actually a very obvious variation of the opening fugue theme. 

But because of the slow tempo, the inclusion of the text, 

the augmented form of the melody, which in fact sounds quite 

different, and the return of this section twice later, I 

have chosen to call itj~c] . It begins with a single melody 

in the first violins, and then becomes contrapuntal and 

imitative throughout. This broad and repetitious melody in 

the first violins (mm. 89-97) becomes condensed in further 

appearances of this section; and the dynamic level remains 

low throughout. 

Thefc]section cadences in b at m. 107;  but the first 

bassoon immediately begins the[A){a^) subsection in the tonal

ity of E, while a b chord (no 3rd) is sustained in the 

strings. This elision of phrases at m. 107 is initially 

quite dissonant, but soon the ear adjusts to the new key. 

The subsection (mm. 107-119)  is very similar to mm. 1-

19,  only in a slightly condensed form, and it employs the 

tonality of e/E, while the tempo returns to Tempo Primo. 

Beginning with subsectionfX](a3) » the rest of the movement 

takes on an arch form. 

Just like the opening[a]section fugue elements 

continued into thej~B] section, they also continue into, and 

section (mm. 122-150), and even through the 

is a variation and devel-

through the 

following 

B1 

C1 B1 section. Section 

opment of[Bjbecause of the repetition of text taken from 

mm. 68-74, and because of the use of the "c" motive 
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(nun. 125, 132, and 144) within motive "i," and the "ci" 

motive in mm. 139-140 and 148-149. A modulation to f*/F* 

# # occurs starting at m. 136 with a C 7 or c 7 (no 3rd) chord; 

and this same kind of whole-step modulation will be seen in 

Movement II. The texture in this section is contrapuntal 

throughout. 

In mm. 151-154, a four-measure condensed form of the 

Cj section melody appears, while some of the fugue elements 

continue; and the voice part is quite similar to mm, 98-100. 

This c 1  
• at 

section is solidly in f ; and the dynamic level, 

which has been gradually rising from m. 147, reaches a forte 

climax with the orchestral tutti at m. 155. The dynamic 

level abruptly drops down at m. 159 along with a thinning of 

texture, and this progresses to the PAC at m. 166. In 

m. 164, there is a ritard that gives us a slight break from 

the fast-moving intensity of this second large allegro 

section, and which also helps to emphasize the text. At 

m. 166, we have another elision of phrases and a crescendo 

to forte at m. 171, with another sudden drop in dynamics at 

this point. 

Measure 172 introduces yet another variation/trans

formation of the opening fugue theme. Since it uses a 

• 13 xa motive (a b ) rather than a complete melody like in sec

tions 1 C and C , and because it introduces the majority of 

the second part of the text (2:17), I choose to label it 

jd|. Also, because of the tritone modulation from F* 
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(mm. 166-170) to C (mm. 171-172), and the slower rhythmic 

activity due to the augmented motive being used, all of this 

seems to clearly define a new section in the music. With a 

modulation back to G at m. 181, the remainder of the move

ment will stay in the tonic tonality, except for a short 

excursion into the subdominant minor in the Coda. As I have 

pointed out in the last chapter, this section is marked by 

the important use of the bass ostinato figure first heard in 

mm. 172-174, and this pattern is continuous through the (a) 

and (a*) subsections, and is seen in mm. 194-195 of (b) as 

well. By looking at the subsections in 1 1 
B » C , and D 

you can observe Foss's fondness for small ternary forms 

within larger sections. A subtonic IAC, along with an 

elision happens at m. 199, and this last (a*) subsection 

leads directly into a section I'm calling C^-B1 

Measures 205-213 contain a shortened version of 

with the middle (a) and (b) subsections being left out, and 

the use of the "i^" motive in the voice (mm, 206-209), which 

stems from the "i" motive used in B' The combination of 

these two familiar elements from adjacent sections is the 

reason for combining them on the chart as C^-B1 The IAC 

at m. 213, though it involves only a vii°6-I, is very final 

sounding because of the leading tone appearing in the voice, 

in m. 212. This might not seem like much, but at the end of 

(a ), in m. 165, a 3rd is not used in the dominant chord. 

and though a PAC occurs here, the cadence is relatively weak 
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compared to m. 213. Having the cadence at m. 213 be more 

climactic than the one at m. 166 is necessary in the form of 

the first movement, too, so that the intensity level will 

peak at the end of the movement, not midway through it. 

An elision again occurs at m. 213, and this jA](d^ 

subsection brings the movement to a close. It is an almost 

literal repeat of |X)(d) , but with an even fuller tutti tex

ture, an extra beat of rest in m. 229, and an extended Coda 

(mm. 230-233). A gradual increase in the dynamic level 

takes place starting in m. 188 and reaches a peak in m. 224. 

And due to the fuller orchestral texture than in the intro

duction, this final section reaches an even higher climax of 

dynamics and intensity, which carries through to the end of 

the movement. 

The performance time of this movement is 6:13, with 

a satisfying combination of fast and slow tempos for an 

opening movement. It begins with the fast introduction 

(1s 27), then continues with two slow sections devoted to an 

initial expression of the first part of the text (1;44), and 

concludes fast (3:02), with a development of the first part 

of the text along with a presentation of the second. 

I expressed at the beginning of this chapter that 

this first movement is very complex in regards to form. 

Through our discussion, I hope it is clear how fugal elements 

and the variation technique have been used to form this move

ment, as well as how Foss employs arch form in a free but 



obvious manner. A third analytical view of this movement 

can be from the standpoint of a free sonata form. I feel 

very strongly that it has definite sonata form traits as 

the following points will demonstrate. 

After the introduction, which is primarily in the 

tonic key of G/g, sections[Bjand [cjcan be viewed as the 

first and second themes, with the first theme being in G, 

and the second in the mediant, b. At m. 107, with the sudden 

modulation to E/e and the shortened initial fugue entries, 

the development section begins. It continues to m. 205 

where the recapitulation of both themes in combination, and 

in the tonic minor key appear. This development section 

contains the first theme in e and f /F (mm. 122-150) and 

the second theme in f (mm. 151-166). Although the tonic 

major key returns in m. 181, I feel that this music still 

belongs to and acts like the final portion of the develop

ment section, with mm. 199-205 acting as a retransition. 

The shortness of the recapitulation is due to the fact that 

its material has already been developed and worked out 

sufficiently, and further use might damage the effect of the 

climax at m. 213. The Coda remains the same as in Figure 

29. 

Movement II 

The second movement is a da capo aria with A* being 

identical tofA]except for two minor differences: the 
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introduction in 

the oboe interlude in 

is a more fully orchestrated version, and 

(mm. 287-292) is deleted. The 

overall form, then, is compound ternary (ABA), but with the 

fX} and 2 sections again having very definite sonata form 

traits, and thej_Bj section acting as a development of 

material (Figure 31). The g meter signature for this move

ment and the Allegretto con moto tempo are significant 

because they give a pastoral feeling and dancing quality 

to the music that suits the lively and imploring nature of 

the text. 

Movement II 

S 

Introduction! mm. 234-249 
(a)-mm. 234-239:E(PAC:239) 
(b)-mm. 239-243:E 

(a1)—mm• 243-249:A(245), 
E(247) (PACs249) 

1First Theme1 mm. 249-287 
(a)-mm. 249-252:E 
(b)-mm. 253-256sE 

(a1)-mm. 257-262:£, A(IAC:262) 
(c)-mm. 263-273:A, E(267) 

(d)-mm. 213-211sto F#(PAC:277) 

(b*)-mm. 277-281:F# ^ 
Codettasmm. 281-287sF11' 

1 Interlude/Transition") mm, 287-299 1 Second Theme! 

Oboe interlude:mm. 287-292sf^/F^ 
(PAC:293) 

trans.smm. 293-296:F* to B 

smm. 296-299:B to C^ 
(IAC s 299) 

mm. 299-309:C 

1Closing Theme) 
mm. 310-314:B 
trans.smm. 315-318:to e 

(IAC:319) 

1 Codetta] mm. 319-339 
Codetta theme:mm. 319-321:e 
Oboe solos(a)-mm. 321-325:e to E(325) 

(b)-mm. 326-329:E 

(alx)-mm. 329-339:£(PAC:339) 
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0 

| Development Section! mm. 340-392 

Part ljmm. 340-356;E, g*(PAC:353) 

Part 2jmm. 356-357:to e^(DCj366) 
Part 3:mm. 367-375:to c(372) 

retrans.smm. 376-392:c, d(382), e(388) 

A1 

Introduction! mm. 393-405:E(IPCs 393) (PAC:406) 

(The remainder of .A^ is a repeat of |XJ , with the deletion of 
the oboe interlude mm. 287-292.) 

Figure 31. Foss, Song of Songs, Movement II, Form. 

The introduction begins with octave Es in the strings 

that are followed by the oboe solo accompanied only by single 

notes in the bass. This thinness of texture is like the 

opening of the first movement, and soon gives way to a 

contrapuntal fabric in m. 239. The oboe is important in 

defining form in this {Xj section because of its extensive 

use in this introduction (mm. 235-249), as well as in the 

interlude between the first and second themes (mm. 287-292), 

and in the majority of the Codetta (mm. 321-338). This is 

another example of what I mentioned earlier about Foss's use 

of A material, or in this case initial material, at the 

beginning, in the interior, and at the end of a section or 

movement. A subtonic PAC occurs at m. 249 with the entry 

of the voice and the first theme. 

By looking at Figure 31, you can see the many sub

sections that make up the first theme. Probably the most 



interesting aspect of this whole section is the modulation 
it 

from E to F , with a PAC at m. 277. This is very similar 

# to the modulation in the first movement from e to f in 

B1 section, and becomes a m. 135 within the first theme, 

correlating element between these two movements. 

After the aforementioned oboe interlude, a transi

tion using motive "1" from the first theme leads to the 

second theme in C at m. 299. Here, the dotted-quarter and 

dotted-half notes of the soprano solo are a good contrast to 

the more rhythmically active first theme. This second theme, 

which is in the dominant of the second part of the first 

theme, then leads directly into the closing theme at m. 310. 

The reason I'm calling mm. 310-314 the closing theme is 

because it sounds like one by so effectively bringing this 

whole exposition section to a fitting and climactic close. 

It is in the B tonality, which relates as the dominant to 

the first part of the first theme, and this leads by way of 

a transition into a short codetta theme in the tonic minor, 

in mm. 319-321. This little codetta theme is set apart to 

emphasize the last part of the text, which sums up the 

Bride's desire for her Beloved. The oboe solo ends this[X) 

section, with a strong PAC and octave Es occurring at m. 339. 

The texture throughout the[aJsection is relatively light and 

transparent, with small-scale tuttis being used at the end 

of the first theme (mm. 283-285) and throughout the closing 

theme (mm. 310-314). The tempo remains constant except for 
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the slight interruption in mm. 317-321 where the text is 

further emphasized by a slow tempo. 

In the [bJ section, there is an ebb and flow of tempo 

from the beginning until m. 376, when the tempo becomes 

constant, with only a slight accelerando in m. 382. The 

stabilizing of the tempo at m. 376 helps mark the retransi-

tion, and the varying tempos in mm. 340-375 help to portray 

different aspects of the text. 

In Part 1 of this development section, the important 

"ci" and "c" motives from the second theme are used, along 

with the "brx" motive from the introduction. A modulation 

from E to g' happens at m. 353, and another modulation 

(to G ) begins to take place in m. 357 with the appearance 

of the dominant. The "mrM motive that comprised the codetta 

theme appears in mm. 368-369, with another modulation (to c) 

happening at m. 372. The retransition uses the keys of c 

(m. 376), d (m. 382), and e (m. 388), on its way to the 

return of the introduction at m. 393, with an IPC appearing 

there. Among the many[a]section motives used in the retran-

sition are the "mr" motive, motives "br" and "brx," and 

motives "ci" and "ei." 

In regards to the A1 section I will point out only 

one significant item. Although it is almost identical to 

0. the omission of the oboe interlude is very important in 

relation to the form, and for the sake of variety in this 

repeated section. By leaving it out the second time, the 



music also has a better sense of onward motion, which is 

necessary since the listener has already heard this music 

before. 

I have included a graph of dynamics for Movement II 

in Figure 32 in order to point out some important dynamic 

climaxes that are related to the form. 
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Figure 32. Foss, Song of Songs, Movement II, Graph of dynamics. 



In m. 282 and m. 310 on the graph, one can see hov the 

dynamic level reaches peaks at the end of the first theme 

section, and in the closing theme section, respectively. 

Then, at the beginning of theJb] section, there appears a 

sudden increase in dynamics, which helps to herald the start 

of something new. Finally, a crescendo begins in m. 379, 

which is coupled with the accelerando of the retransition 

to produce the highest climax of the movement, which is the 

full orchestral tutti of the return of the introduction to 

The remainder of the graph is identical to the first A1 

part except for the omission of the five-measure oboe inter

lude . 

The tempo plan of the movement consists primarily 

of a constant, moderately fast pulse throughout. The excep

tions are the aforementioned codetta theme (mm. 319-321), 

which is very slow, and the quasi-rubato section (mm. 340-

375), which fluctuates between fast and slow tempos. There

fore, we find that out of the total time of the movement 

(6;59), a moderately fast tempo has been used for 5:41, and 

slow tempos for 1:18. The dominance of the allegro tempo in 

Movement I, followed by the more relaxed, but still fast, 

tempo used for most of Movement II now gives way to a slow 

and dramatic, Grave, in the opening of the third movement. 
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Movement III 

The third movement is divided into two parts, with 

the first part containing the text for the movement, and the 

second part being an instrumental development/transition 

section that leads directly into the last movement. The 

first part is comprised of a ternary form preceded by an 

introduction, in a slow tempo; and the second part contains 

(3 ,/B | , and IA {sections, which give the entire movement a 

combined arch and rondo-form appearance. (This combination 

will be explained later.) The C section uses a fast tempo, 

with a return to a slow tempo occurring in sections and 

^ Figure 33 shows the form for Movement III 



77 

Movement III 

IIntroduction! mm. 408-424 
u u 

Part l:mm. 408-413:e to E 
(IAC:413) 

Part 2:mm. 414-417sc 
Part 3(trans.) :irtm. 418-424 

s F(418), 
E(IAC:422 ) 

A| mm. 424-433 :e 

mm. 433-447:e(435), 
d(IAC:442) 

mm. 448-454:c(448), 

E (IAC;450) 
T_ 

trans.:mm. 455-461sb (456) 
to d(IPC:462) 

El mm. 462-507 

Part la:mm. 462-478 
(a)-mm. 462-465:d 
(b)-mm. 466-470:d 

(b1)—mm. 471-474:F(IAC:474) 

(c)-mm. 474-476:F/£b 
(a-trans.)-mm. 476-478:to E 

(IAC:479) 

Part 2:mm. 496-507 
(a)-mm. 496-499:E 

( a ̂ ) -mm, 500-507:C^/E 

Part lb:mm. 479-495 
(a)-mm. 479-481:E 

(b)-mm. 482-485:eb 

(c)-mm. 486-490:eb to F(489) 

(a-trans.)-mm. 491-495:G to £ 
(495) 

B' mm. 508-513:G to d(514) 

A mm. 514-524 
(a)-mm. 514-517:d 
(b)-mm. 517-524:d to D(IAC:523) 

Figure 33. Foss, Song of Songs, Movement III, Form. 

In Figure 34, you can observe the dynamic plan of 

the movement and see one reason why this recitative is so 

dramatic, with its many large and sudden changes within its 

wide range of dynamics. 
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This movement opens with a very slow tempo and a 

, b, 
forte dynamic. It is also in a minor tonality (e ) and 

begins by using the quick and agitated "n" motives. All of 

this, along with a half-step drop from the previous move

ment's tonality (E), immediately tells the listener that the 

tone of this movement is very serious. An IAC in E occurs 

at m. 413 with a dramatic suspension in the violas and 

clarinets, and Part 2 that follows is in c minor. At m. 418, 

Part 3 (trans.), the tonality starts to become ambiguous, 

and an IAC in E appears at m. 422 before a resolution back to 

e occurs in m. 424. Many variants of "n" motives, and the 

"hr," "o-o1," and "a" motives are used in this introduction, 

and will be used in sections|~Al , |b] , and a1 , to help 

distinguish these sections from one another. 

The thin, solo texture in Part 2 of the introduction 

is in contrast to the heavier, tutti textures in Parts 1 and 

3, so in this way, texture helps in defining the form. The 

dynamics that are used also relate to the form. Part 1 

reaches a climax of fortissimo after beginning forte, before 

a sudden drop to piano marks the beginning of Part 2 

(m. 414). A further drop of dynamics to pianissimo marks 

the start of Part 3 (m. 418), which also has a long and 

dramatic crescendo to a forte climax in m. 424. Here, a 

sudden drop to piano occurs just before the entry of the 

voice. 
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Section A (mm. 424-433) remains entirely in the key 

Id 1 X of e and uses the "nd ," "hr," and "o-o " motives, and it 

continues in the tempo of the introduction. Section 

(mm. 433-447) is distinguished primarily by its use of the 

"a" motive, and it has modulations to e at m. 435, d at 

m. 442, and c at m. 448. It is also marked by an increase 

in tempo. The outburst of the fortissimo tutti. chord in 

m. 442 of this section is a striking example of the emotional 

intensity in this movement, and follows as a climax to a 

crescendo started back in m. 436 from pianissimo. This is 

in contrast to the unchanging piano dynamic of section|A 

Section , 1 A (mm. 448-454) returns to Tempo Primo and the c 

tonality, with an IAC in E (the parallel major key of the 

movement) at m. 450. This section, like section A uses 

the "nd*," "hr," and "o" motives, and its light texture and 

stable dynamic level are also similar. A transition (mm. 

455-461) leads into section [CJ, with an IPC in d at m. 462. 

The new tempo for this section is established in in. 459 of 

the transition. There is a fattening of the texture that 

results in a tutti by m. 460, and there is also a crescendo 

from pianissimo at m. 454 to forte at m. 462 that occurs to 

help mark the new section. 

In section[cj , Parts la and lb have been labeled in 

this manner because their relative subsections contain the 

same or similar material. Both (a) subsections (mm. 462-

465 and 479-481) use the "p" and "f*" motives, both (b) 
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subsections (mm. 466-470 and 482-485) use the "nd*" and Mhr" 

motives, both (c) subsections (mm. 474-476 and 486-490) use 

the "f*" motive, and both (a-trans.) subsections (mm. 476-

478 and mm. 491-495) return with the Mp" and motives. 

As can be seen in Figure 33, there are many modulations in 

Parts la and lb, and there are also many examples of bito

nality to further enrich the harmonic instability. 

Part 2 introduces the "r" motive that contains the 

already familiar "f" motive, and Foss also combines the "q" 

motive with it and adds more bitonality and an ostinato 

pattern, to bring this whole section to a climax in m. 508. 

All of section [c]is characterized primarily by a tutti tex

ture, and the dynamic level stays up high. 

At m. 508, sectionIb^I , a sudden drop in tempo takes 
place, and the texture goes from orchestral tutti to brass 

choir. This section consists of the same melodic and harmon

ic material as section B but in a fuller scope, and begins 
u u 

in G (m. 508) and ends in E (mm. 512-513). There is a 

rapid decrescendo from fortissimo to piano in m. 510, and 

then a further drop to pianissimo in m. 513. The texture 

also drops considerably in m. 510 to clarinets and cellos, 

to 
The E M9 (no 3rd or 5th) chord in the last of m. 512 even

tually dissolves into a single note, F, which then becomes 

the 3rd of the d tonality at m. 514. 

This final section, A2 , returns to the original 

tempo of the movement and uses the "nd1," "hr," and "o1. 
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motives, like section "a! . The main difference in section 

A2 is the tonality of d, rather than the eb of section[a] . 

But since mm. 462-524 are developing third movement material 

as well as progressing to the fourth movement as a transi

tion, it becomes difficult to tell by m. 514 whether this 

material is part of the fourth movement (tonality of D) or 

belongs to the third movement. I think it is both. 

There is one more crescendo and decrescendo using 

the "o1" and "br" motives and "q" motive in mm. 519-522 and 

a subtonic IAC in D in m. 523. The texture remains light 

and thin throughout this section and becomes a single note 

in m. 524. 

The total time of the third movement (7:29) has 6:12 

of slow tempos and 1:17 of fast. This fast tempo in section 

fc] is used both in helping to display the previous text 

musically, and to give necessary variety after so much slow 

and heavy music. It is also worth noting that each main 

section in Figure 33 is marked by a changing tempo (the 

Introduction! and section[a]having the same tempo). 

As a last thought, I mentioned earlier that the 

entire movement takes on a combination arch and rondo-form 

appearance. The form given in Figure 33 (Intro, A, B, A*, 

1 2 C, B , A ) not only shows the arch form in the last half; 

but if you realize that much of section[c]contains[a]mate

rial, the movement aurally becomes a kind of rondo form. 

This is simply what I mean by a combination arch and rondo 
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form, and it is a chief formal characteristic of Foss's 

earlier style, also. 

Movement IV 

In regards to form, Movement IV is the least complex 

of all the movements (Figure 35). 

i"a1 mm. 525-542 
(a)-mm. 525-528:d-g 

(a1)-mm. 529-532:D to G(531) 
(b)-mm. 533-538:to D 

(IAC:538) 
(A)-mm. 538-542jD-G-D 

-Part 2:mm. 557-571 

(a )-mm. 557-559:f* 

(a^)-mm. 559-561:f^ 
trans.:mm. 561-563:to A(563) 

(a)-mm. 563-566:A to f^(566) 

, ?  

# 
(a1)-mm. 566-569:f#-b? 

-Part l:mm. 543-557 
(a)-mm. 543-545:a 
(b)-mm. 545-547:a(IPC:547) 
(c)-mm. 547-549:A/a(iac:550) 

(a )-mm. 550-552:A/a 
trans.:mm. 552-557:to f ¥ 

(DC:557) 

mm. 572-590 

(a)-mm. 572-575:D 

(a1)-mm. 576-579:D to G(578) 
(c)-mm. 580-583:G to C(581) 

(a2)-mm. 584-590:D(IAC:589) 

Codetta:mm. 569-571:f 

Figure 35. Foss, Song of Songs, Movement iv, Form. 

As can be seen in Figure 35, this movement is con-

1 structed in an aba form, with the first part of theJb] 

section being in the dominant minor of the tonic key, D, and 

the second part being in the mediant. The modulation from 

d to a in m. 543 is the only modulation by a fifth in the 

entire composition, and it helps to make this the most 

tonally stable of all the movements. The tempo plan for the 

whole movement is slow, with a slight increase in section 



and a return to the former tempo in 1a* . This makes tempo 

formal determinant in this movement like it was in the 

previous one. 

In Figure 36, probably the first thing that is most 

apparent to the viewer is the overall crescendo that takes 

place between m. 543 and the end of the movement. After 

considering the initial rise and fall of dynamics in the 

opening[a] section, the remainder of the movement has a 

steady rise of emotion and intensity (that can be graphi

cally seen in the dynamics chart) that reaches its final 

climax with the last chord in the orchestra in mm. 589-590. 
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Another interesting point in regards to this steady-

rise from m. 543 to the end is that sections[b! -Part 2 

(m. 557), A1 A1 (c) (m. 580), which (m. 572), and subsection 

introduces new text material and is not found in section[a], 

all occur on low points in this dynamic scheme. 

I've stated already that this fourth movement is the 

least complex of the four in its formal structure. After 

a highly exciting opening movement, a more relaxed second, 

and a dramatically intense third movement, the final move

ment, which the composer has called a prayer, is quite 

stable in every aspect, to bring the composition to a suit

able close. Two other early compositions, Behold! I build 

an house (1950) and Psalms (1955-56), are also constructed 

in such a manner that they end with a section or a move

ment entitled, "Prayer." 

The[a] section is characterized by a subtle shifting 

between the tonic and subdominant key areas in mm. 525-528 

and 538-542, and an iac is used in m. 538 to help close out 

the opening text passage. Part 1 of section {b]is all in the 

dominant minor, and eventually major (iac in a in m. 550), 
4 J. 

with a modulation to f""" in m. 557. Part 2 of section [bJ 

contains a further development of the important "u" and "u*M 

motives introduced in Part 1, along with much harmonic and 

rhythmic interest that brings this section to an emotional 

and spiritual climax. 



8 

The jA* section is different from the earlier[a] 

section because of the entry of the last part of the text in 

m. 580, which I*ve labeled (c). Measures 584-590 then con

tain a return of the "s" motive from subsection (a), along 

with a continuation of the (c) text, and so I'm calling 

2 this, (a ). A subtonic IAC in m. 589 closes the piece. 

Section£a] employs primarily a homophonic texture, 

with the orchestra serving as an accompaniment to the voice. 

Section[b) is in contrast to this because of its polyphonic 

and imitative character especially seen in mm. 543-549 and 

mm. 563-570. Section A1 returns to a homophonic texture, 

but with the addition of an orchestral tutti (mm. 574-579). 

Subsection (c) is marked with a thinning of texture; and 

from mm. 586-590, the movement climaxes with a final tutti. 

In looking at the overall tempo plan of Song of 

Songs, I see how Foss has used it to achieve a very satis

fying total effect. The first movement is fast and exciting 

with the use of a slow inner section for variety and text 

declamation. The second movement is moderately fast and 

less intense than the first. The third movement is slow, 

intense, and agitated, with a fast section for variety and 

further expression of the mood of the movement. And the 

final movement is slow and restful. 

In closing, I would like to briefly point out some 

unifying elements within the whole of Song of Songs in 

regards to key areas. As we have seen before, though the 
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opening movement is in G, the fugue subject begins in the 

dominant minor, d. In viewing the entire piece, I see that 

this is effective in relating the first movement to the last, 

which is in D. This is also important because from the 

beginning, the composition seems to be moving toward the 

last-movement tonality of D—the G tonality of Movement I 

(subdominant to D) moves to E/e in Movement II (supertonic 

Id to to D), then to e /£ in Movement III (Neapolitan to D). You 

can also see sections of d and D within the third movement 

(mm. 442-447, mm. 462-470, and mm. 514-524) that are already 

anticipating the last movement tonal center, as well as the 

characteristic use of the bill chord (G) in the second move

ment, which is a link between the first two movements. The 

last movement also has some sections of Neapolitan usage 

(mm. 537, 539, 573, and 575) that ties it with the previous 

movement. 

With the whole composition seemingly moving from 

subdominant to tonic, one might like to think of the entire 

piece as an extended plagal cadence, or because of the 

Biblical text, a large "Amen." 



CHAPTER 6 

TIMBRE, AND THE RELATIONSHIP 
BETWEEN TEXT AND MUSIC 

In the opening chapter, I briefly mentioned Lukas 

Foss's concern for a correct relationship between the text 

and music in a vocal composition. In this final chapter, 

we will discuss the aspect of timbre, as well as examples 

of how Foss not only paints his text with music, but expands 

and describes the text apart from itself in instrumental 

preludes, interludes, developments, transitions, and codas. 

At the very beginning of Song of Songs Foss begins 

to describe in the introduction the nature of the text that 

will follow in m. 68, which is the Bride calling for the 

north and south winds. The use of the opening piccolo solo 

followed by the first flute, along with the violins playing 

harmonics (mm. 4-5) immediately pictures the empty and 

ethereal guality of the chilly northwind. More activity 

is seen with the third entry of the fugue subject in m. 9; 

and in mm. 14-16, the biting timbral and dissonant effect of 

the flutes playing high sustained notes a M2 apart is 

especially descriptive of a cold winter wind. Another 

example of this use of seconds sounding together in the high 

flute register is in mm. 25-29. In mm. 41-42, the "e" 

89 
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motive that appeared in mm. 14-16 of the flutes as very 

dissonant because of the seconds is heard in unisons with 

the oboe and clarinet. This example is obviously more sub

dued and might better describe the gentler southwind. 

In m. 50, along with the use of harmonics in the 

violas, Foss has a solo first violin and solo second violin 

playing an imitative figure. This divisi technique is used 

other times in Song of Songs for special effect. 

With the entry of the voice at m. 68, Foss does an 

excellent job of painting the text. The dissonance of the 

M7 in the G chord (mm. 68-70) and the motives in the wood

winds (mm. 71-72) help to describe the northwind; and the 

"a" and "ai" motives in the horn and cellos (m. 73) portrays 

the opposite—a gentle and warm billowing of the southvind. 

The placement of the pizzicato violin tone cluster in m. 83 

with the accented word "Blow," is also effective. 

After primarily describing the chilly northwind in 

section[b] (mm. 68-89), section [c] begins with an instrumental 

interlude in the strings and oboe of a milder quality. 

Since the Bride is wanting the fragrance of her garden to be 

wafted abroad for her Beloved's delight, the music corre

sponds with a more gentle effect. 

With the beginning of another fugal section at 

m. 107, the dissonant seconds appear again in the flutes 

(mm. 114-116), and throughout mm. 107-150 a kaleidoscope of 

orchestral timbres is heard because of the many instruments 



used. One especially effective spot is in mm• 132-133 in the 

brass, which seems to portray a large gust of wind. Again, 

in mm. 139-141, the unisons with the "e" motive are used to 

describe the southwind. 

The range of the voice in the first movement gener

ally runs high because of the excitement of the text, and 

the timbre coincides by being sharp and clear. An exception 

to this is the opening passage (mm. 68-78), where the full-

bodied middle range of the soprano is employed. Examples of 

a high range with a trumpet-like clarity can be seen in 

mm. 148-154 and mm. 201-213 and add immensely to the cli

mactic impact of these two sections. 

As a conclusion to the movement, Foss again exploits 

the many timbres of the orchestra in a contrapuntal, full-

tutti section in mm. 213-225. Another kaleidoscope of tone 

colors is heard because of the many different contrapuntal 

lines. 
g 

I stated in the last chapter that the g meter signa

ture and Allegretto con moto tempo for the second movement 

give a dancing quality to the music. They also add a cheer

fulness to the already optimistic mood of the text. The 

Bride is eager to go forth with her Beloved, and the music 

reflects this. For the majority of the movement the scoring 

is delicate and sparse with many good examples of a variety 

of instrumental timbres being combined with the solo voice 

and with one another. 
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In the introduction (mm. 234-248), the solo oboe is 

eventually joined by the violas in m. 239, the bassoon and 

violins in mm. 241-242, and the flute in m. 247. The timbre 

of the oboe is combined with the voice in mm. 250-252, 

mm. 254-256, and mm. 260-262; and in mm. 262-269, the bassoon 

doubles the voice in octaves while the first violins play a 

countermelodv. The combined colors of the clarinets, brass, 

and voice in mm. 299-309, and the solo bassoon in mm. 317-

319, are also good examples of the timbral variety in this 

movement. 

The descending character of the vocal line in 

mm. 340-344 seems to depict the Beloved speaking down to 

his Bride (in a spiritual sense). In the following measures 

(mm. 345-351) this is continued with the sensuous d^l and 

g^9 chords in the strings, and the descending half-step in 

the top part. Though the Beloved's beckoning to his Bride 

to rise up and come away is filled with compassion and 

tender love, there is also an urgency to his call that can 

be seen in the fast, staccato use of the "brx" motive in 

mm. 341-343, 353-356, and 360-362. In the retransition that 

starts in m. 376, an orchestral tutti begins in m. 382 and 

carries through most of the repeated introduction with high 

woodwind and low string timbres being contrasted (mm. 382-

387) and the full orchestra being used (mm. 393-400). 

The third movement introduction portrays in vivid 

fashion the mood of the text that will follow in m. 424 and 
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readies the listener for the action to come. The text 

reveals the Bride as one who feels she has lost her Beloved 

and must go out searching for him, and the opening music 

effectively comments on her various emotional and spiritual 

feelings. This introduction also contains some fine examples 

of scoring for solo, low woodwinds. The bass clarinet, 

which already has been used in a solo capacity in the first 

movement (mm. 176-181) and second (mm. 274-277), is used in 

mm. 418-419 and in a duet with the bassoon in mm. 422-423; 

and the contrabassoon has a very descriptive solo in mm. 424-

425 that mirrors the lonliness and dejection of the Bride as 

she begins to sing. 

In mm. 434-435, the hollowness of the large gap 

between the high clarinets and low bass clarinet depicts 

well the previous text—the emptiness of the Beloved's 

answer. And in mm. 442-443 of this section, the large drop 

in range and dramatic change in tone color in the soprano 

part gives added climax to the tutti chord in the orchestra. 

Measures 462-524 contain probably the best example 

in Song of Songs of Foss's use of a purely instrumental 

section for commenting on and expounding upon the previous 

text and the one to follow. This music so perfectly displays 

the emotional torment, physical abuse, deep lonliness, and 

strong desire of the Bride in her search for her Beloved. 

It shows her frantically searching, suffering physically, 

and feeling without hope, before she finally resigns herself 
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to total trust in him. A timbral effect that adds greatly 

to the Bride's feeling of loss and emptiness is the octave 

string and wind writing seen so much in this instrumental 

interlude and transition (mm. 462-465, 475-485, 488-495, and 

502-507). Another example of a contrabassoon solo appears 

in mm, 514-516 in combination with the solo clarinet. A 

final, very colorful effect in this instrumental section 

occurs in mm. 520-522 between the flute and clarinet. Al

though I'm at a loss to label what it portrays, it is beau

tiful in the dissonance created by the many seconds sounding 

together in these two instruments. 

The last movement shows a Bride who is totally 

resigned to her Beloved in reassurance and trust. As the 

first movement was filled with high singing that portrayed 

the excitement of the text, so this movement is filled with 

low and middle-range singing, in a fullness of tone, to show 

the firmness of the Bride's commitment to her beloved. The 

general mood of the movement is one of calmness, with the 

climax in mm. 563-570 showing the Bride's fervent desire to 

rest in the strength of her Beloved, and the final climax in 

mm. 586-590 showing the strength of his love and her confi

dence in it. 

The contrapuntal fabric of the [b] section (mm. 543-

571) begins by displaying more use of varying timbres, with 

the solo voice (m. 543) being combined with clarinet (m. 544), 

oboe (m. 545), bassoon (m. 546), and flute (m. 547), and 
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this variety of timbres continues through this section and 

into the next. Also, all of the rhythmic activity and 

intensity in mm. 563-569 is a chief means by which Foss 

paints the text there. In m. 583 he uses two consecutive 

descending P5 intervals to effectively show the strength of 

love, and in m. 586, he employs a dissonant c+ 7 chord on 

the word "strong," to drive home the point in a more striking 

manner. 

I hope that through this thesis a better understand

ing has been gained not only of the compositional aspects 

of Song of Songs, but also of some of the style-traits that 

mark many of Lukas Foss's early compositions. In Song of 

Songs we hear music that has been greatly affected by and 

is very much a part of the 20th-century, as well as music 

that has strong ties with previous centuries. In it we find 

traditional forms; motivic unity and development; tonal and 

functional harmony; and artistic text painting and musical 

imagery being combined with much rhythmic, harmonic, melo

dic, and formal freedom. Song of Songs displays all of this 

very well, and the in-depth study of this work has proven to 

be highly enlightening and of much value to me as a music 

theorist in my overall understanding of the neo-classical 

style. It is hoped that the reader has been similarly 

enlightened. 
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lŜ  
" t—^ 

if 

p 5 £ 
h' 
•3k C. 

{*.1$% cellos) 

WT T f t  

£ P s 3 
» * 

P^i rir 

rtt 2<o-311 ,c«IUs) 

'Av̂ p | [ j Ĵ-
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