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ABSTRACT

Alan Hovhaness is a prolific composer of music for 
all media. This thesis concentrates oh selected cantatas 
written with instrumental accompaniments. The works reflect 
his knowledge of both Eastern and. Western music and. medieval 
and. contemporary styles. Isorhythmic designs organize the 
ostinatos of the Easter Cantata which are frequently treated, 
in a heterophonic-like manner. The accompanying lines are 
treated, linearly rather than harmonically. The melodies are 
predominantly mod.al, although occasionally non-Western 
scales are used, (pentatonic, etc.). The harmonies are dis
guised. by the sounding of several different ideas consecu
tively (a pentatonic scale and, a mixolydian scale) or by 
the use of polymodality. The melodies, are highly ornqmented. 
usually by a turn, and. frequently they are melismatic,
especially the solo lines. Solo melodies are usually

*

unaccompanied.. When they are accompanied, they may be in a
different meter, or tempo than the accompanying lines. Free,

/

unmeasured; rhythms are founded, in all the cantatas analyzed. 
As this is a computer aided, study, the tabulations so 
derived, were used, to verify the author's conclusions.



CHAPTER I

INTRODUCTION

Alan Scott Hovhaness is one of several contemporary
composers whose volume of music is considered prolific.

2His music is called by some "traditional" and. by others 
3"non-Western. 11 Indeed, many authors emphasize the use of 

Eastern influences in his music. Though both ideas are 
valid, in context, neither claim has been verified, by 
examples from the music.

The Need, for the Study 
In 1955 Oliver Daniels wrote, "Few composers have 

experienced, such a sensational acceptance of their music as 
Alan Hovhaness. Within a few years he has come to be

1. Over 200 opus numbers presently.
2. Arthur C. Edwards and. W. Thomas Marrocco, Music 

in the United. States (Dubuque, Iowa: Wm. C. Brown Co., 1968) , 
p. 129. Ned. E. G. Will, Jr. , "Alan Hovhaness: West Meets 
East," Music Journal. XXI (April, 1963), 30.

3. Eric Salzman, Twentieth-Century Music: An
Introduction (Englewood. Cliffs.: Prentice-Hall, Inc. , 1967) ,
p. 153. Miles Kastendieck, "Alan Hovhaness," The Interna
tional Cyclopedia of Music and. Musicians . 9th ed,. , ed. Robert
Sabin (New York: Dodd., Mead., and. Co., 1964), p. 1008. Peggy
Granville-Hicks, "Alan Hovhaness," Groves Dictionary of
Music and Musicians. 5th ed. , ed.. Eric Blom, Vol. V (London: 
Macmillan and. Co. , Ltd.. , 1954) , pp. 386-387. David. Ewen,
The World, of Twentieth-Century Music (Englewood Cliffs:
Prentice-Hall, Inc., 1968), p. 383.

1



regarded as one of the most individualistic composers of our 
time. This statement shows the extensive interest in 
Hovhaness 1. music during the 1950 "s and. early 'sixties. How
ever, since that time the "sensation" has dwindled.. To the 
author's knowledge there are no detailed, analyses of any of
Hovhaness' works available. Many important history texts

2either fail to.recognize Hovhaness at all or list him as 
belonging to "American," "neo-classic," or "non-Western"

3schools.
There are several brief analyses available in

4 5concert reviews, biographical articles, and on.record

1. Oliver Daniels, "The New Festival: Hovhaness," 
American Composers Alliance Bulletin, V, 1 (1955), 14.

2. H. Wiley Hitchcock, Music in the United. States;
A Historical Introduction (Englewood Cliffs': Prentice-Hall, 
Inc. , 1969), H. H. Stuckenschmid.t, Twentieth Century Music 
(New York: McGraw-Hill Book Company, 1969). Peter S. Hansenf 
An Introduction to Twentieth Century Music (Boston: Allyn 
and. Bacon, Inc., 1961).

3. William W. Austin, Music in the 20th Century:
From Debussy through Stravinsky (New York: W. W. Norton and.
"Co., Inc., 1966), p. 506. Edwards and Marrocco, op: cit.. 
p. 121. Salzman, op. cit., p. 153.

4. "Alan Hovhaness, Composer-Cond.uctor. " Musical 
America, LXIX (March, 1.949, 30. "Hovhaness Conducts Own 
Works," Musical Courier, CXXXIX (April, 1949), 17. "Glory 
to God," Musical America, LXXV (January, 1955), 36. "Easter 
Cantata," Musical America. LXXVII (August, 1957), 23.

5. Oliver Daniels, "Alan Hovhaness," American 
Composers Alliance Bulletin, II, 3 (October, 1952), 3-7.



jackets, but these are not of sufficient depth to allow the 
musician to draw any conclusions. There have been no style 
analyses of any consequence, and. no systematic attempt has 
been made to analyze his melodic or harmonic practices.

The Purpose of the Study
The purpose of this study is to analyze in depth the 

composer's treatment of the melodic line, or lines, in 
selected cantatas with instruments. Since the ultimate . 
purpose of such an analysis must be the enrichment of the '' 
performance of the music, the author is concurrently pre
paring one of the cantatas for public performance. The • 
study also illustrates by example and explanation the 
influences of Eastern ideas in Hovhaness1 music.

The choral cantatas with instruments were chosen 
because of a personal interest in choral music, and because 
of acquaintanceship with several of these works through 
performance. There are six such works (see Table I).
"Three works from the middle 1950's— -Easter Cantata, Glory to 
God., and. Look Toward, the Sea— are treated, in detail. These 
cantatas are from what may be called the composer's "middle 
period." The period, from 1943 through 1950 is considered by 
many to be the composer's "Armenian p e r i o d , a n d  it was in

1. Carter Harman, Triptych (Easter Cantata), Notes 
for Composers Recording Inc., CRI 221 USD. Edward. Cole; 
Saint Vartan Symphony Opus 80, notes for MGM E 3453.

2. Kastendieck, op. cit.. p. 1009.



Table I, Choral Cantatas with Instruments by Alan Hovhaness

. Title and Opus Number
Date

Composed.
• Date 

Published. Premier
Thirtieth Ode of Solomon 

Op. 76
1948 1949 . New York: March 6, 1949 

Composer Conducting
Easter Cantata from the 

Triptych Op. 100 No. 3
1953 .1958a New York: CBS Radio Easter 

Broadcast, 1953
Glory to God Op. 124 ... 1954 . 1958 New York: 1954— -Revised for 

' December 10, 1957 per
formance by the New 
England Conservatory of 
Music Chorus

Look Toward, the Sea Op. 158 1958 . 1958 Baltimore: Handel Choir, 
James W. Lewis conductor

In the Beginning was the 
Word. Op. 206

1964 1964 Lincoln, Nebraska: December 
31, 1964 Thor Johnson 
conducting

Make a Joyful Noise Op. 105 1967 1968 Florida: January 1968

aAll of the above cantatas are published, by the'C. ,F. Peters Corporation 
(New York) except the Easter Cantata. Associated Music Publishers, Inc. (New 
York) has published the Triptych available as a unit or in separate sections.



1959 that the composer first travelled to the Eastern 
countries and. began that period .of "far Eastern" music which 
continues to the present. During the years 1951-1958 the 
composer received, much national recognition in the form of 
commissions and compositional fellowships and. had no other 
duties except composition. This "middle period," from which 
the three cantatas discussed here come, contains both "near" 
and "far-Eastern" influences.

Background. Information

General Sources
Two primary sources were used, in this study: the 

composer's comments printed, with each score which are 
available to all, and. a letter from the composer to this 
author. As mentioned, above, the majority of available 
secondary sources have not treated. Hovhaness in detail. An
exception is the C. F. Peters catalogue of Hovhaness'

1 2 works. Miles Kastendieck and. Oliver Daniels (a close
3 *friend of the composer) have also presented, more detailed

1. Hovhaness (New York: C. F. Peters Corporation,
c. 1967), pp. 5-12.

2. Kastendieck, op. cit., pp. 1008-1011.
3. Daniels, "Alan Hovhaness," loc. cit.



information. A limited number of recordings are available
1 'and. were consulted for this study.

Musical Sources
All of the cantatas studied, are available from the 

publishers. Each score was consulted., analyzed., and the 
composer’s comments considered. Scores of twenty-four other 
works by Hovhaness in all media (vocal and instrumental 
solos, chamber music, choral and. instrumental works) were 
also consulted, to determine possible borrowings; and. to 
establish recurring compositional techniques. Although this 
is a small sampling of the composer’s total output, as much
of the music as possible was studied. Two important

. . '■ - : V . . .

secondary musical sources were consulted, to establish
possible Armenian influences: (1) a book by Sirvart

2Pol add an discusses ancient Armenian folk melodies collected.
by Komitas Vortabed, and. (2) the book of the liturgy and

3 .music of the Armenian Church containing many of the
Armenian chants to which the composer was exposed. 4 Material
from the latter was also subjected, to analysis to help in

1. Easter Cantata Composers Recording Inc. CRI 221 
USD. Look Toward the Sea (The Ohio State University 
Symphonic Choir, 1965), Cornet Recording Company. Saint 
Vartan Symphony M-G-M Records E 3453.

2. Sirvart Poladian, Armenian Folksongs . (Berkeley: 
University of California Press, 1942).

3. Rev. Father Arsen K. Torossian, The Divine 
Liturgy According to the Rites of the Holy Apostolic Church
of Armenians (New York: 19 33).



this study, and the melodies analyzed, are given in Appen
dix B„ : " ■r.

Limitations of the Study
The study focuses on the composer's treatment of the 

melodic line. This is primarily the vocal of instrumental 
solo line, the soprano part of the choral sections, or the 
subject in the frequent fugal sections. Frequently, 
accompanying instruments are treated in a linear manner, and. 
this effect on the melody is also discussed.. Other elements 
of the structure of music have been examined, for their 
influence on the melodic line. As an aid. in the tabulation 
of statistics an IBM computer was employed..

The Methods of Analysis ...
1Jan LaRue defines four elements (sound, harmony, 

melody, and rhythm), which when observed from three dimen
sions (small, middle, and. large), combine to produce the 
element growth (formerly called form). These five elements 
and. three dimensions are the basic materials for an 
analytical study. However, through detailed, subdevelop
ments, this, analysis can be expanded and. yet retain

1. The following two sources should, be referred to 
for explanations of terminology used in this analysis. Jan 
LaRue, "On Style Analysis," Journal of Music Theory, VI 
(Spring, 1962), 91-107. Jan LaRue, Suggestions for Compre
hensive Style Analysis. . Paper read to the Annual Meeting of 
the American Musicological Society at Saint Louis, Missouri, 
December 29, 1969.



perspective and balance. The following outline explains 
the elements in more detail and. .also the subdivisions of the 
melodic element: . \;:--

Sound., Sound, is a definite, not ambiguous, element 
and. must be given first priority during analysis. Timbre, 
dynamics, texture, and. fabric all effect the sound, of the 
music. The sound, is in many ways a composite of all the 
other elements, ‘

Harmony, Harmony is. considered by LaRue to be the 
most sophisticated, of the structural elements of music.
This may not necessarily be true, as this thesis proposes to 
illustrate the complexity of the melodic element. Harmony 
is composed, of chord, vocabulary, harmonic, rhythm, large- 
scale tonal relationships, and modality.

Melody. Although considered, by some to be the 
simplest element, melody is extremely complex and. is greatly 
influenced, by the other four elements. In this study the 
other elements were examined, for their influence on the 
melodic line. To obtain a full picture of the melody it is 
necessary to break this element down into the following .. 
divisions:

1. Material: Melodic material is either new or derived.
If derived, it may be from any earlier theme or a
different work by the same or another composer.
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2„ Function: The melodic function is either primary

(thematic) or secondary (developmental or accompany
ing) .

3„ Idiom: The idiom is easily determined, if the
composer is writing for voice or instrument, solo or 
ensemble, but more important are the particular 
qualities that each of these idioms dictate,

4, Range: The limits of the range may be influenced, by
the idiom in which the composer is writing (see 3 
above). Of more importance, however, is the actual 
tessitura and. the treatment of extreme ranges. In 
Hovhaness1 music it is helpful to speak of a "work
ing range. " This is a limited, range in which the 
majority of the melodic activity within a certain 
phrase takes place. This is not to be confused, with 
the tessitura.

.5. .Motion: Motion may be either active or stable.
Activity is indicated by step, skip, or chromatic 
movement and may be further influenced, by rhythm. 
Stability is indicated, by a limited, working range 
that prevents active movement within the melodic 
line. Rising and. falling motion may indicate a 
pattern which can be angular or curved, in shape.
The pattern also helps to identify the activity or 
stability of the melody.



6. Ornamentation: Standard methods of ornamentation
have been analyzed, and. discussed as to their effect 
on the melodic line. One method, of ornamentation, 
the embellishment of one note with the upper and. 
lower neighbors, occurs frequently in Hovhaness1 
music and. usually indicates a stable motion (see 5
above)„ .' . ' '17. Environment: Included in the environment must be
the influences of the function (sacred, or secular)
of the music, the texture of the music, and. the 
text. In vocal-music the analyst must give proper 
weight to the influence of the text, but care must 
be exercised, to keep the textual influence within 
bounds.

Rhythm. Meter and. tempo are only elementary parts 
of rhythm. Surface rhythms, interaction of rhythms 
(textual, harmonic, etc.), patterns of change, and. the 
-fabric of the music all influence rhythm to a greater 
extent. . ' . V

Growth. This term is used, by Dr. LaRue in place of 
form because he considers the temporal or movement quality 
to be. of more importance than the spatial idea. Growth is 
both the process of maturation and. the completed organism

1. This is the author's term to include the influ
ence of all other factors other than the four elements..



; ii
that results. Therefore, growth is both movement and. 
shape— a sense of music as a living, on-going experience as 
well as a notational structure.

To fully analyze the above elements it is necessary . 
to observe them from three d.istinct dimensions. The 
smallest dimension concentrates on the details of each 
phrase or even each motive. The middle dimension is the 
interactions of the elements determining a part, section, or 
group of sections (cantata). These dimensions will be dis
cussed. in Chapters II-IV. The large dimension concentrates 
on the broadest movements and. shapes affecting the entire 
cantata or group of cantatas and. is the subject of Chapter
V. This examination of only the discrete and. concrete 
analytical observations eliminates descriptive and. "general" 
comments from the final product.

Although the primary purpose of this study is the 
analysis of the melody, it is necessary to mention the 
methods used, to determine the harmonic influences. In 
add. it ion to traditional harmonic analysis the author has 
used, the system described by Paul Hind.emith. Mr. Hindemith 
divides all chords into two groups: A, chords without
tritones, and. B , chords, containing tritones. The chords of . 
group A are numbered I, III, and V, while the chords of

1. Paul Hindemith, The Craft of Musical Composi
tion . Book I. Translated, by Arthur Mendel (New York: 
Associated. Music Publishers, Inc., 1942).



12
of group B are II, IV, and VI. The I chords are simple 
triads in root position or inverted. The II, III, IV, V, 
and VI chords contain seconds, or sevenths, or other non- 
triad.ic intervals (see Example 1).

Example 1. Random examples of chord, identification by 
the Hindemith method..

The degree of dissonance is indicated, by the larger Roman 
numeral given to a chord.. Therefore a III chord, is more 
dissonant than a I or II chord. This system greatly 
simplifies the harmonic analysis, but it is still detailed, 
enough for an analysis of the harmonic influence on the 
melodic line.

The Use of the Computer
In an analysis of this nature it is always necessary 

to perform a certain amount of tabulating and comparing.
The IBM 1401 computer at the University of Arizona Computer 
Center was utilized, to perform much of this statistical 
work. It should, be noted, that this is a computer-aided, 
study and not a computer-implemented, study where the



■ ■ '. ■ ■ : ■ ■ . is
computer performs the majority of the work. As of the date

1of this study there have been few computer-aided, analyses.
The use of the computer helped, the author to make 

several detailed, tabulations and. comparisons. The results 
are given in table form in Appendix A. The following 
statistics were tabulated:

1. The number and. percentage of all intervals in each 
cantata both ascending and. descending.

2. The number and. percentage of all intervals in all 
of the selected cantatas both ascending and. 
descending.

3. The number of syllables sung on only one note in 
each cantata and. in all the cantatas.

. 4. The number of syllables using more than one note in
each cantata and. in all of the cantatas.

1. Raymond. F. Erickson, "Musical Analysis and the 
Computer: A Report on Some Current Approaches and. the Out
look for the Future, " Computers and, the Humanities, III, 2
(November, 1968), 87. Jan LaRue, "Two Problems in Musical 
Analysis: The Computer Lends A Hand., " Computers in Humanistic 
Research, ed.. Edmund. A. Bowles (Englewood. Cliffs: Prentice- . 
Hall, Inc., 1967), p. 194. Eric Regner, "A Multiple-pass 
Transcription and a System for Music Analysis for Computer," 
Elektronische Datenverarbeitung in d.er Musikwissenschaf t ,
ed. Harald. Heckmann (Regensburg: Gustav Bosse Verlag, 1967),,.
p. 89. Tobias D. Robison, "IML-MIR: A Data—processing
System for the Analysis of Music," Elektronische Datenver
arbeitung in d.er Musikwissenschaft. ed. Harald. Heckmann
(Regensburg: Gustav Bosse Verlag, 1967), p. 103. John
Selleck and. Roger Bakeman, "Procedures for the Analysis of 
Form: Two Computer Applications," Journal of Music Theory.
IX, 2 (Winter, 1965), 281. Although many of these analyses 
have not been completed, due to technical difficulties, it is 
the author's contention that the computer will soon play a 
major role in the systematic analysis of music.



5. The average number of notes per syllable in group 
four.'

6. A comparison of the beginning of each phrase for 
interval patterns that are the same (melodic

Tborrowing).
7. A comparison of certain rhythm and. interval patterns 

for repetitions.
8. The number of notes (pitches ) repeated, consecutively . 

(indicated, in Appendix A as an ascending unison 
interval).

9. The number of beats per phrase and. the number of 
non-phrase material (rests between the phrases).

At the present, time a system has not been devised, to
allow the computer to read, a musical score. Therefore I
have encoded, the following musical information for inputting

2data (see Table II for a list of code symbols): (1) the
pitch names of the melody including accidental variants; (2) 
all rhythmic values including rests, triplets, and. grace 
notes; (3) text syllables; and (4) the ends of measures,

1. The results of the comparisons of groups six and 
seven are not given in Appendix A due to their complexity 
and. length.

2. Table II was compiled, from the material in the 
following sources. The author abstracted, the best elements 
from each source plus several symbols devised solely for 
this study to arrive at the chart listed in this table.:
Barry S. Brook and. Murray Gould., "Notating Music with 
Ordinary Typewriter Characters," Fontis Artis Musica, XI 
(1964), 142. Regner, loc. cit. Robison, loc. cit.
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Table II, Symbols Used to Encode Music for Computer Input

Item Symbo1
Pitch names: A•» • B

c
D
E
F
G

Accidentals:
, flat T

sharp S
natural N '

Rhythmic values:
more than four counts indicated, as a tie
whole . 1
half 2
quarter 4
eighth 8
sixteenth 6
thirty-second. t 3 . .
dotted o -
double dotted o o
triplets K K
grace note Y . ..

General symbols:
rest . . R
notes tied, together * * ,
text syllables / BE,
same text as previous
end of measure /. end of measure and. staff //end. of staff, not measure X
double bar line ///beginning of phrase ( . .
end. of phrase )
following pitch above preceding one +
following pitch below preceding one —
identification material a o



16
staffs # double bar lines, and other miscellaneous symbols. 
The exact register of the pitches was not indicated, due to 
the complexities involved. Therefore an interval of a 
descending ninth was computed, as a descending second.. These 
large intervals were recorded by the author during analysis 
and are indicated, in the text. They make up a very small 
percentage of the total intervals. Ascending and descending 
intervals were calculated, by encoding the direction of 
movement. The following intervals were tabulated: unison, 
augmented unison, enharmonic change, second , augmented, 
second, diminished, third, third, diminished fourth, perfect 
fourth, augmented fourth, diminished fifth, perfect fifth, 
sixth, augmented sixth, seventh, and perfect octave (see 
Example 2).

Example 2. Intervals identified by the computer.

bbo

Wos:-e-

The seconds, thirds, sixths, and sevenths were not tabulated, 
by major-minor intervals so that the study would, indicate 
interval patterns that differed, only due to a modal change 
as being the same. This allowed, all borrowings to be
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tabulated. The augmented, and. diminished intervals were dis
tinguished. because they are frequently associated, with both 
contemporary music and "Eastern" music. Any other interval 
than those of Example 2 would, have been, listed as unidenti
fiable by the computer. Therefore there were no diminished 
sixths, sevenths, or octaves, nor any augmented, thirds, 
fifths, or sevenths.

The author * s conclusions are in part based, on these 
statistics which were also used, to help determine the extent ' 
of the influence of Eastern styles on these melodies. For 
that reason several short segments from the music of the 
Armenian liturgy were also encoded, for the same tabulations. 
These results are shown in Tables A-XXIX through A-XXXI. In 
order to encode the texts, which are in Armenian, the 
English phonetics given in the liturgy book were used.
These phonetic symbols were acceptable to the computer and
d.id. not effect the syllabic divisions of the original text. 
Therefore, the tabulations concerning the use of melismatic 
passages were computed, as if the original Armenian had been 
used. Table III illustrates pages 2 and. 7 of the cantata 
Look Toward, the Sea, as they appear in musical score and 
when encoded., using the symbols of Table II.
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Table III. Musical Score and Encoding of Pages 2 and 7 of 

Look Toward the Sea

Page 2
'LOOKTOWARDTHE SEABYALANHOVHANE S SNUMBE RONE OVE RTURETROMBONE'

Noble and heroic

R1R1(AN4-GS4+AN4+BT1)(-AN8-GS8+AN8-GS8+AN8-GS8+BN8-BT8-GS8+ 
AN1) X

Trb.

(-GT4-FN4 +GT4 +AN1) (-FN6+CN2) (-AN8+BT8 I-CN8+DT8-BN8+CN2-GS8+ 
AN8+BT8-AN1)X

Trb.

(-FN6+DT2-CN1)(+ET4.-DT8DT4.-CN8CN4.-BT8BT4.-AN8AN4.-GT8GT 
1)X



Table III.— Continued.
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Page 7
•LOOKNUMBERTWOPAGESEVENANDELIJAHSAIDSOPRANO1

(CN1,AND,/+DN1,E ,/-CN2.,LI,-BT4,$,/+CN4,$,+DN4,$,-CN4,$,+ 
DN4,$,/-CN4,$,+DN4,$,-CN4,$,+DN4 #$ , /+ET1,$,//

jah said, -----------------------     E - * U

-DN1,JAH,/*-CNl,SAID,/CN1,$,/CN1,$,/CN2.,$,*)(-FN4,E#/*+C
Nl,LI,/CN1,$,*//

— - - - - - jah E - • U - - - jah- said,

+DN4,$,-CN4,$,-BT4,$,+CN4,$,/+DN4,$,^CN4,$,*+DN2,JAH,/DN2, 
$,*)(-CN4,E ,-BT4,$,/-AN4,LI,+BT4,$,+CN4,$,+DN4,$,/*-CNl,$, 
/CN2,$,*+DN2,JAH,/*-CNl,SAID,/
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Biographical Summary

Alan Hovhaness Chakmakjian was born March 8, 1911 in 
Somerville, Massachusetts, a suburb of Boston. His . 
mother, Madeline Scott Chakmak jian, later "Americanized." his 
name by no longer using the family name. The composer at 
one time used, his mother's maiden name as his middle name, 
although he no longer does. His father, Haroutian Hovhaness 
Chakmakjian, was a professor of chemistry at Tufts College. 
Although of Armenian descent it is known that the composer 
did not learn to read, or write the Armenian language.
However, the word.s fascinated, him enough that he entitled, 
many of his pieces in Armenian. By age eight he was com
posing systematically and. when nine he composed, a religious 
opera for his school. His early piano training was by 
Adelaide Procter and. Heinrich Gebhard in Boston.

In the early 1930 9s Hovhaness was noted, in Boston as 
a composer and pianist. After attending Tufts College the 
composer enrolled, in the New England. Conservatory of Music 
where he studied composition with Frederick Converse from 
1932-1934. In 1933 he won the Samuel Endicott prize for 
composition. His first symphony was composed, in 1936.
These early compositions, no longer extant, were in a style

1. The biographical information has been compiled 
primarily from the following sources: Hovhaness, loc. cit,;
Daniels, "Alan Hovhaness," loc. cit. ; Kastendieck, loc. cit.
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similar to Jean Sibelius. Over 1000 works were composed 
before the middle 1940 "s..

From 1940 through 1947 Mr. Hovhaness lived in Boston 
composing and accompanying. It was at this time that he 
began an intensive study of Eastern music— in particular the 
collections of Komitas Vartabed, an Armenian priest- 
ethnomusicologist. He served as organist of Saint James 
Armenian Church and there studied the Armenian Liturgy and 
music. With Father' Hagop Mekjian he studied old Armenian 
notation. In 1942 he received a stipend to study composi
tion with Bohuslav Martinu at the Berkshire Music Center in 
Tanglewood.. He returned to Boston to teach at the New 
England. Conservatory of Music until 1948. From 1948 until
1951 he was a member of the faculty of the Boston Conserva
tory of Music. • •

After composing several new works inspired by his
study of Eastern styles, he destroyed all of his earlier 
works including seven symphonies, five string quartets, 
operas, vocal and. piano, music. The period, from 1943 through 
1950 is considered the composer's "Armenian period., 11 con
cluding with the Saint Vartan Symphony. Three Armenian 
rhapsodies for piano, a piano concerto , and. a flute con
certo were composed, in 1944. The first all-Hovhaness pro
gram was given in New York in 1945. The composer and his 
friends presented, many such programs at their own expense,



leading to the composer*s recognition and success with the
Saint Vartan Symphony.

Following the success of that work the composer .
received an award, from the National Institute of Arts and
Letters in 1951, He moved, to New York to devote all of his
time to composition (beginning his "middle period"). In 

11953 and. 1954 the composer received two compositional 
fellowships from the Guggenheim Foundation, He also 
received many commissions during this period. In the summer 
of 1956 he taught composition at the Eastman School of Music 
and received the honorary degree Doctor of Music from the 
University of Rochester in 1958 and from Bates College in 
1959. '

A grant as a Fullbright Research Scholar to India 
gave him his first chance to study music in the Orient 
(beginning his "Oriental period"). The years 1959-1960 were 
devoted, to a study of the Carnatic system of music in
Southern India. Many compositions were commissioned, by

- ®

organizations in both the East and West. Mr. Hovhaness was 
the first Westerner to perform an entire concert of his own 
compositions (and, the first to even perform) in the Music 
Festival of the Academy of Music in Madras on January 1,

1. Several sources indicate the date 1955 for the 
second Guggenheim fellowship. However, the two sources 
closest to the composer indicate that 1954 is the correct 
date. These sources are Hovhaness, loc. cit. , and. Daniels, 
"Alan Hovhaness," loc. cit.



I960, During 1961 the composer toured Europe performing and. 
conducting his own music. He was invited, to spend, six 
months as composer-in-residence at the East-West Center of 
the University.of Hawaii in 1962, His compositions were 
performed, at the Festival of Music and. Art held, by the East- 
West Center. A Rockefeller Grant for music research in 
Japan and. Korea allowed, the composer to study the Japanese 
court music, Gagaku, and. the Korean ceremonial music, Ah-ak.

The composer returned, to New York in 1963. Under 
the United. States Department of State Cultural Exchange 
Program he visited, the Soviet Union in 1965. Another 
Rockefeller Grant allowed, him to spend. 19 67 as composer-in- 
residence with the Seattle Symphony. The latest sources 
indicate that Mr. Hovhaness is currently residing in New 
York and. Lucerne, Switzerland, where he continues to compose.



CHAPTER II

- . \ . EASTER CANTATA

The Easter Cantata is the concluding section of the 
Triptych composed, from 1952 to 1956. The Columbia Broad
casting System commissioned each section for a specific
Easter or Christmas broadcast. The Easter Cantata was

• 1composed, in three days for the Easter broadcast of 1953.
As this was the first commission received for an immediate
performance, the composer feels that it was this stimulus

2that made possible the extreme rapidity of its creation. 
Since Mozart's Jubilate was on the same program, Hoyhaness 
was restricted to the same instrumentation for his work: 
two oboes, two horns, and. five strings. However, he 
requested, and received the addition of a harp and. a celesta. 
The cantata is scored for soprano solo and. SATB chorus with
- all vocal parts divided from time to time. This cantata of 
approximately fifteen minutes length is partly based on an 
earlier oratorio, St. Mesrob. which is unavailable. The 
following analysis progresses by section.

1. Harman, loc. cit.
2. Ibid..

24
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Analysis z-/

Section 1. "Prelude11 '
Mr. Hovhaness states that "the Easter Cantata begins 

with a tiny prelude in fantastic sounds.tuning the ear to a 
mode of lamentation* Although indeed tiny (only thirty
measures-) , the prelude contains a theme and three accompany
ing ostinatos (see Table IV). The harp and celesta begin 
with the continually repeated four note harp ostinato 
sounding softly above, a varied, pentatonic scale in the 
celesta. The scale is varied when the upper octave is 
played as D before returning to the tonal pattern. In 
measure 18 the celesta stops playing the scale and. begins 
two descending eighth note patterns (see Example 3, page.
27), creating another ostinato sounding contrapuntally with
■ * * the harp. The three note (G, F ., C ) pattern in the left

hand and. the five note (E \ D, B \ A, G ) pattern in the
right hand, repeat from this point to the end.. The three and
'five note patterns contrast with the four note harp pattern .
to establish three contrasting tonal-rhythmic ostinatos
sounding simultaneously. The uneven length of the two
celesta ostinatos causes them to be repeated in a different
measure position each time, creating differing rhythmic
pulsations as well as a melodic contrast with each other and.
with the harp ostinato (see Example 3). The only variation

■ , : 1... 5Md. yy:'. h
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Table IV. Principal Theme and Ostinatos of the "Prelude" to 

the Easter Cantata

Instruments Theme or Ostinato

Oboe 1 and 2 
Horn 1 and 2

Harp

Celesta r H --------- 1
b  i  r -r— —---- 6 - o ---- O  . > o ----
%  6 o ' b o —

Violin 1 
Violin 2 
Viola

( -

Cello
String bass m
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Example 3. Contrapuntal treatment of ostinatos, 
Measure 18.

Karp

JZL

C e l

20

Vns

Via

Vo I

Cb
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to the harp line is the addition of a fifth note (D b in the 
final two runs. This return to D^ refers back to the 
original note of the earlier celesta’s scale.

The activity in the strings is confined, to a six
note cluster (C, D \ D , E ̂  E # F) in the upper strings which
is sounded, softly four times at irregular intervals (see 
Table IV and Example 3). The lower strings sound an open 
fifth (E k - B  k )  w h i c h  glissandos up an octave within the beat 
five times at irregular intervals. The upper and lower 
string effects sound together the last two times (measures'
21 and. 27). The harp, celesta, and string ostinatos 
accompany the theme played by the oboes and horns.

The melody is introduced by the first oboe (measures 
2-6), which is the only complete presentation (see Table IV).
The E and A pitches are natural in contrast to the E ̂ and A ̂
sounded, in the preceding measures by the celesta. At 
measure -10 the first oboe begins an augmentation of the 
theme which, is further varied, by sounding the E only once 
and by adding a G before the A which now is lowered to an 
A k. The second, oboe imitates this nine note variation of 
the theme at the exact pitch level beginning in measure 11, 
while the horns (measures 12-16 and 13-17). imitate at a 
perfect fourth below. From measure 17 to the end. the two 
oboes alternate, while varying the thematic idea by using 
eighth note runs within the range limits of the theme and. by 
using D as a lower neighbor ornament to E. These



ornamental variation ideas were also used, in measures 7-9 
between the two presentations of the theme„ With the excep
tion of one ascending sixth, all of the intervals are 
smaller than a fifth and. are principally seconds (72.6%, see 
Table A-1). Six grace note ornaments are used, in this short 
section. The six melodic phrases are asymmetrical, varying 
in length from eight to twenty beats per phrase.

Although there are several harmonic implications 
none is clear enough to imply a tonal area for this move
ment, The tones of the melody outline a phrygian scale,
while the range indicates a hypophrygian usage. However, 

b ■ #the A and. D make the use of a phrygian scale doubtful.
The tonal pentatonic scale of the celesta is also varied, 
with the result creating ambiguity. The three and five note 
celesta ostinatos indicate a pattern, from C of half-steps
combined, with augmented, seconds (C D, E^, F G, G^, A,

[> 8 ‘B , C ). The two celesta ostinatos have no notes in common
and. conclude (measure 29) with, the simultaneous sounding of

$ ' G and G , thus ending with no tonal significance. The
chord cluster ostinato in the strings is also unable to
indicate a tonal area. As the melody concludes on E (the
final is of the phrygian scale) and the harp on 'D** (the
original pitch of the pentatonic scale of this section), the
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harmonic underlay can only be described as the composer 
indicates— a group of fantastic .sounds. ̂

Section 2. "O Lord."
As in the first section, the melody of this section 

is accompanied by several ostinatos (see Example 4).

Example 4. Ostinato patterns of Section 2.

Harp

C elesta

V iolins

Viola

Bass

ip
p  Ac/V Pedal

j tet-Kfc: j- - - t - x j ~ . r i . : : — r

Violoncello 3

p,zV i r— I ? ry— -

1. Ibid.
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The six measure idea of Example 4 is repeated, eight times by 
the celesta, separated, each time by five measures of rest.
All twelve tones are represented, in the last two measures of 
the pattern, while all but G occur in the right and. left 
hands of measures 1-4, although there is no apparent serial 
technique in the presentation. An eleven note ostinato (see 
Example 4), presented, once by the cello, is imitated, eighteen 
times by the bass with the last note frequently (eleven 
times) used, as the first note of the following sequence,. 
although occasionally the statements are separated, by several 
beats of rests. As in Section 1, the uneven length of this 
ostinato causes the pattern to begin on a different beat of 
the measure with each recurrence (see Example 4). This 
ostinato is again played, by the cello (measures 76-84) to 
end. this section. The material between measures 5 and. 75 in 
the cello is frequently derived from the upper strings, but 
it is also freely presented.

The upper strings, with few exceptions, move 
homophonically. For the first seventy-two measures there 
are three staccato .quarter notes per measure (see Example 4) 
in each part, usually repeating the preceding pitch. There 
is no pattern to the occurrence of the triads played, by the 
upper strings,. although the C, E, and A triads occur most 
frequently with the E triad many times repeated, for several 
measures. The triads are usually diatonic to the phrygian 
mode, but the A major and E major triads each appear three



times. The upper strings resolve to an open fifth (E-B) 
held for several measures concluding the section and thus 
strengthening the feeling for the phrygian mode.

The harp ostinato consists of a series of open 
intervals (see Example 4). The pattern continues for a 
total of nineteen measures with a different interval sounded 
in each measure. The ostinato is repeated, three times 
completely and is begun a fourth time as Section 2 ends. 
There are only two variations to the ostinato. The first 
repetition changes the tenth, eleventh, and. twelfth inter
vals to a perfect fourth, a ninth, and. an eleventh. The 
third, statement moves the entire ostinato down a minor third, 
in pitch (from A to F ). The harp concludes (measure 83) 
with an open seventh (B-A **) which, with the twelve tone 
celesta line, tends to disguise the feeling of the phrygian 
mode established, by the upper strings and soprano solo.

The melody (see Example 5) first appears in the oboe 
and. is based, on the theme of Section 1 (see Table IV).

Example 5. Theme of Section 2.

A Solo _____---------- ----------------------------------------------------------------------

Oboe , f f l' ̂  : :L~r ird~:-rrrr. .Ui- L .
mf -----     ":==

The melody alternates between the oboe, horn, and soprano 
soloists (ob., sop., ob., sop., hn., sop., ob., sop., hn., 
sop.), frequently overlapping the next solo line. The first



soprano entrance expands the theme by varying the rhythmic 
values, adding notes, inverting and expanding the ornamenta
tion, and repeating one measure in such a way as to more 
closely resemble the original presentation in Section 1.
The oboe, again taking the theme, extends it through the 
full octave (B-B) of the hypophrygian mode, carefully ending 
on E, the finalis. The soprano, in one short phrase 
(measures 22-26), brings in the fourth entrance, varying the 
melody only to mak,e it shorter in length. The first 
entrance of the solo horn (measure 27) is as short as the 
previous vocal phrase and only slightly varied from it.
While still within the hypophrygian range, the finalis is 
now B rather than E, and. an F is used., indicating a 
transposed, mode.

The only syllabic soprano variation of the theme 
follows in measures 32-44. This is the most varied, presenta 
tion of the melody and is presented, in augmented rhythmic

' !jvalues. At this point the F returns to the melody Which 
continues to conclude on B , indicating a discrepancy in true 
modal composition. The last oboe appearance is a short 
variation leading to another long soprano phrase. The 
differences in the vocal line are hgain achieved, through 
the repetition of several notes and the elongation of the 
rhythms. ■

The ninth statement (presented, by the horn, measure 
67) is the most exact borrowing from the theme of Section 1,



.with the first six pitches, including the repetitions of E, 
stated exactly. Only in the concluding soprano.phrase 
(measures 74-83) does the finalis return to E f indicating a 
complete return to the hypophrygian mode.

The interval dispersion in Section 2 is wider than 
the previous section, including several fifths, sevenths, 
and octaves. The second is still the most frequently used, 
interval (53,9%), The soprano solo is presented here as the 
most melismatic section of the cantata. Over one-third. (11 
of 30) of the syllables are treated melismatically with an 
average of 4,36 notes per melismatic syllable. Even though 
this is the most melismatic section of this cantata, it is 
still far less than the approximately 7 notes per syllable 
of the Armenian hymns analyzed, (see Table A-XXXI), The 
phrasing, as in Section 1, is asymmetrical with seventeen 
phrases of six to twenty-one beats in length.

Section 3, "Mourn, Mourn, Ye Saints"
, . The celesta, .horns, and. harp again function as
accompanying instruments, each establishing an ostinato or 
a particular pattern. The horns have the simplest pattern 
which is the'sounding of an open interval, usually a perfect 
fourth or fifth, functioning as a drone. This interval is 
held, for at least two measures and frequently for as many as 
six. The harp has two ostinatos (measures 1 and 83) of 
which the first, a series of changing intervals, is similar



to the harp ostinato of Section 2 (see Example 4). However, 
the intervals are different and .include the minor fourteenth 
as a variation. The pattern is begun eight times (measures 
1-63), but it is not always completed. From measure 64-82 
the harp rests. The second harp ostinato, beginning in 
measure 83 (see Example 6), is a four note descending 
pattern (A, E, B \ F) similar to the harp line of Section 1 
(see Table IV).

Example 6. Second, harp and third celesta ostinatos.

Only the last two and. one-half repetitions of this pattern
are varied, through the use of a triplet rhythm causing the
tempo of the ostinato to slow down. *

There are three ostinatos in the celesta of Section
3. The first, repeated five times, consists of a chord.
cluster (C **, D , E \ F b # borrowed from the upper strings of
Section 1 (Table IV), followed by a rest and then a
sixteenth note ascending run (G, G \ F ) which completes the

#chord cluster from C to G with octave displacement. The 
rhythms of this ostinato are constantly changed as the



position of the first note within a measure is varied. This 
subtle changing of the rests between each statement of the 
ostinato is similar to the rhythmic variation of the patterns 
in the earlier sections. The pentatonic scale of Section 1 
(Table IV) returns as the second celesta ostinato (measures 
36-62), with D as the tonic pitch. Thd scale is played as 
a descending ostinato. A third ostinato, perhaps related, to 
the first harp ostinato, begins in measure 84 (see Example ■ 
6). The contrapuntal treatment of the second harp ostinato 
and. the third celesta ostinato is illustrated, in Example 6. 
The celesta ostinato is repeated eight times immediately 
following the previous statement, thus again varying the 
position of the pitches rhythmically within each measure.
This is similar to Machaut1s treatment of talea in his 
isorhythmic motets. The harp and celesta ostinatos end in 
measure 105, leaving the other instruments and. voices to 
conclude this section. The strings are used only in 
measures 55-118 to double the choral writing.

As in Section 2, the oboe alternates with the vocal , 
line in presenting the melodic material. However, from 
measure 53 to the end, the oboes no longer appear as solo 
instruments but occasionally double the choral lines. The 
, two basic themes used, in Section 3 (see Example .7, page 37). 
are both modal. Theme 1 is written in the transposed 
hypophrygian mode, and Theme 2 is a transposed hypophrygian 
idea derived from the first theme. Both are transposed to
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have A as their finalis. From measure 1 through measure 55 
the two themes alternate between, instrument and chorus, but 
following that point the melodic material is restricted, to 
the vocal line.

Example 7. Two themes of Section 3 presented, as "ur- 
themes."
a. Theme 1.

V <6fr_
h ® ^  m

b. Theme 2.

Therefore, two parts to this section are indicated, and the 
discussion of the melody will be so divided (Part 1 from 
measure 1-54, and Part 2 from measure 55-118).

Part 1. Part 1 begins with the original presenta
tion of Theme 1 by the first oboe. The second phrase uses 
only the last three notes of the theme. In measure 9 the 
second oboe plays a counter-idea expanding Theme 1, while 
points of imitation appear in the second oboe beginning in 
measure 10. The chorus enters with Theme 2 overlapping the 
conclusion of the oboe line (measure 16). This theme 
(Example 7b), in hypophrygian mode, ornaments the finalis



with an expanded turn. Mr. Hovhaness frequently employs 
that type of ornamentation (see for example Chapter IV, 
page 82). Theme 2 is stated, only once as one phrase, and. 
then the first oboe immediately enters (measure 20) with a 
variation of Theme 1 using the upper range of the mode.
This use of the upper tetrachord. is derived, from the second, 
oboe counter-idea of measure 9. The first oboe is imitated, 
at the unison after four beats by the second, oboe. The next 
choral entrance (measure 27) is a variation of Theme 2, 
ascending in the second phrase to ornament and conclude on 
the fifth degree of the mode rather than the finalis.
Another short oboe interlude, based.on the previous one, 
again stresses the upper tetrachord. and. is again imitated, by 
the second, oboe. At measure 41 the chorus presents Theme 2 ; 
in an exact presentation as in measure 16. Part 1 concludes 
with a third variation of Theme 1 by the oboes (measure 46). 
This combines the original presentation (measures 1-7) with 
the first variation (measures 20-22).

Part 2. As stated, above, the melody of this part
(measures 55-118) always occurs in the vocal line. A short
fragment (possibly derived from Theme 1, see Example 7) is
imitated by all four voice lines and is followed, by a
ho mo phonic phrase which is related, thematically. The
imitative phrase is stated, in the hypophrygian mode (using 
hB in measure 60) although the lower voices are still



functioning in the transposed, phrygian mode (using B b „ The 
melody returns to the transposed, mode in the ho mo phonic 
phrase. In measures 67-73 a four part male chorus sings a 
variation of Theme 2, a fragment of which is imitated, by an 
SSAA women’s chorus a major tenth above. The men join with 
the women to conclude this phrase as a full homophonic 
chorus. Part 2 closes with a soprano solo alternating twice 
with the chorus, using Theme 1 for the melody. From measure 
84 through 91 the soprano sings the original theme (Example 
7a) with only two slight alterations (repeating two notes, 
measure 88, and. beginning With a fifth rather than a second.) 
while the chorus (measures 92-94) repeats the second., third., 
and, fourth notes of the theme. The soprano line from mea
sure 95 to 103 is a variation of the second, oboe entrance 
(measure 20-27). The last phrases by the chorus expand, the 
previous solo to conclude the section. Except for the first 
phrase, all of Part 2 is in the transposed, (to A) phrygian 
mode. '

The intervals used, in this section are dispersed 
similarly to those of the previous section (see page 34).
The only significant difference is the increase of repeated, 
pitches; twenty-two pitches are repeated, equaling 6.9% of 
all the intervals. The choral lines are less melismatic 
than the earlier solo, with only 18 of 65 syllables treated 
melismatically and an average of only 2.61 notes per 
melismatic syllable. Four grace notes are used, to ornament
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the melody in this section. The phrasing is again asymet- 
rical, varying in length from fgur to forty-eight beats per 
"phrase.

Section 4. "The Lord. Now is Risen"
Mr. Hovhaness describes this section saying, "A 

soprano aria changes the mode to ecstacy as it contemplates 
the Resurrection. Canonic textures of harp, celesta, and. 
pizzicato strings prepare the entrance of the soprano solo 
over drones." The drone, an open fourth (E-A), is played, 
throughout the section by the viola. The first horn 
periodically plays a sustained E approached, by a grace note 
D and left by a sixteenth note D for a five measure addi
tional drone. A two part canonic ostinato (see Example 8, 
page 41) is established by the harp with Part A played, three 
times and Part B played, twice before the entire pattern is 
repeated. Part B is simply a partially heterophonic version 
of Part A (see x ’.s in Example 8). One beat after the second. 
- entrance of the ostinato in the harp, the celesta also 
begins the same ostinato. The harp plays the pattern six 
complete times and. once incomplete, while, the celesta plays 
it one less time. After the third, statement has begun 
(measure 43), the strings (except for the drone viola) enter 
canonically at one beat intervals. The strings play only

1. Ibid. tv'V; ^
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Part A of the ostinato # and repeat this pattern to the end 
of Section 4.

Example 8. Parts A and B of the harp and celesta 
ostinato.
Part A

a

Part B
x X x r x_ y_ x ___ r- - i i-----  i i------------  , % x ^  x x

: #  i M S t s

The theme of this section (see Example 9) is stated 
by the second oboe after thirty-nine measures of the 
contrapuntal treatment of the ostinato by the harp, celesta, 
and strings.

Example 9. Parts A and. B of the theme of Section 4. 
Part A

_0*
m

£

Part B
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The theme is divisible into two parts (as was the ostinato 
for this section, Example 8). Part A is played, by the 
second, oboe (measure 40) and is immediately repeated by the 
first oboe. Part B followed, by A is played, by the second, 
oboe and. again repeated, by the first oboe, making the first 
presentation of the theme in the pattern /:A://:BA:/. As 
the B part appears to be a variant of A, this form would, be 
rounded, binary. From measure 62 to 86 the soprano sings the 
same melody in the same form. An instrumental interlude 
(measures 87-108) is based, on the BA part of the theme.
This is the only use of the horns as a melody instrument in 
this section. The second, horn begins the interlude with 
Part B and. is imitated, by the first horn. At measure 91 the 
oboes vary fragments of the theme before stating all of the 
BA part. Section 4 closes as the soprano sings a new text 
to the original rounded, binary form theme. As the solo 
concludes, the drone and. canonic pattern fade. The entire 
section is in the hypo dorian mod,e.

The computer tabulations (see Table A-IV) show the 
dispersion of intervals and. the treatment of melismatic 
syllables and. phrase lengths to be similar to Section 3.

Section 5. "Jesus Christ is Risen Today"
In Section 5 the score adds three optional trumpets 

in B ̂ and one optional tamtam in addition to the previous 
instrumentation (except for the harp and. celesta which do



not play in this section). As the trumpets are scored to 
double the choral lines, and as they are indicated as 
optional instruments, they are not always used, in perform
ance. . However, the composite organum added, by the addition
of these instruments, discussed, below, indicates their

.. ■ : "  1 ' : ' 
effectiveness beyond the simple doubling of the chorus.
The tamtam and trumpets are not used, in the only available

1recording of this cantata.
As in Sections 1-4, several ostinatos are treated, 

co.ntrapuntally to accompany the melody. The pentatonic 
scale, played, by the celesta in Sections 1 and. 3, appears 
here in the first horn. The scale, with C as the tonic, is 
played ascending from D to C and descending again to D 
(measures 1-37). The lower tonic pitch is never sounded, 
while the scale, in dotted half notes, is repeated, five 
times. The second, horn imitates the scale after three 
measures (measures 4-41). The horns rest through measure 
64, and from there until the end. they play fragmentations of 
the theme in canon, occasionally doubling the choral lines. 
This fragmented, imitation is composed, in a carefully 
arranged, rhythmic pattern similar to medieval "talea" (see 
Example 10, page 44). This imitation creates an effect 
similar to the medieval technique of Stimmtausch. The 
same techniques may also be seen in the. trumpet lines.

1. Composers Recording Incorporated, CRI 221 USD.
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Example 10. Horn and trumpet "taleae" and imitation.
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A four note ostinato (Example 11) is played canonically by 
pizzicato strings.

Example 11. Canonic string ostinato.

Violins

Violo

Violoncello

Conlrobo'.s
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The first and second violins play the pattern in parallel 
fourths or fifths, imitated after one measure by the viola 
and cello also playing in parallel motion. The contrabass 
enters one beat later, thus creating a rhythmic displacement 
of the ostinato. The string ostinato is repeated, through 
measure 34 by the upper strings, although the bass continues 
the ostinato until measure 46. From measure 34-90 the 
upper strings, playing with the bow, sound, a varied, version 
of the four note ostinato in a four voice canon. The 
ostinato is inverted, and the intervals are changed. This 
upper string ostinato combines the simultaneous use of both 
the dorian and transposed, (to G) dorian modes. The contra
bass in measure 46 begins an ascending pattern (see Example 
12, page 46) played with the bow. This pattern alternates 
with the original ostinato (Example 11), and in measure 92
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the upper strings begin a variation of this pattern (Example 
13) which is played, in seven voice canon to the end (the 
first and. second, violins are playing divisi).

Example 12. Second, contrabass pattern.

Example 13. Violin variation of Example 12.

The contrabass alternation of the two patterns frequently 
results in fragmented heterophonic treatment between the 
contrabass and another instrument or voice (e.g., measure 
77— with the alto voice).

As in Sections 2-4, the theme is first presented by 
the oboes (measures 1 through 35, see Example 14).

Example 14. Theme of Section 5.

/

A complete statement of the four measure theme is given by 
the second, oboe and imitated at the fifth by the first oboe 
after one measure. The theme is varied in measure 8 by
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combining the first seven and last five notes into one 
phrase and further varying this phrase (measures 10-25) 
through repetitions of single pitches and. elongation by 
repeating parts of the phrase as a new phrase. At measure 
26 the theme is again stated in its original form prior to 
the entrance of the chorus. From this point the oboes, when 
used., only double the chorus. However, the octave displace
ment serves to create a sort of composite organum effect 
(another practice borrowed from the middle ages). The same 
composite organal effect is heard, when the optional trumpets 
begin in measure 59 and. continue to double the chorus to the 
end. The trumpets are frequently treated, homophonically 
with the chorus. ' . \ /

The oboe theme (see Example 14) is used, by the 
chorus as the subject of a four part canon (measures 35-83). 
The hypo dorian melody is sung by the sopranos and, imitated, 
in the third measure by the altos singing the theme in 
transposed (to G) hypodorian (see Example 15, page 48).
This theme combines with an eight measure countermelody 
(immediately following the four measure theme. Example 15) 
which is repeated by each voice. This combination of the 
theme and countermelody establishes an interesting pattern 
of notes and. rests which may possibly be used, as were the 
medieval isorhythmic "taleae." Four complete statements of 
the theme, with new texts, are sung by all four voices . 
(measures 35-83), ending with a short section (measures
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Example 15. Choral theme and countermelody illustrating 
possible "talea" effect.
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83-91) of composite organum arising from the "talea" pattern 
and a variation of the theme by .the sopranos. A divisi 
chorus (composite strict organum) entering canonically and 
doubled by the horns and oboes concludes the cantata with 
parallel repetitions of "Halleluiah" (measures 94-108) in 
both the dorian and. mixolydian modes. The canonic strings 
(measure 92) are also treating the trumpet canon hetero- 
phonically.

Summary
Although the main themes of each section are dif

ferent , the cantata is united through the use of contrapuntal 
ostinato accompaniments. With the exception of the recurring 
pentatonic scale,.the ostinatos for each section are not 
usually related. The use of ascending and descending eighth 
note patterns of varying lengths occur in all sections. In 
each section these accompanying ideas are treated contra- 
puntally and also occasionally in a heterophonic manner. 
Without exception the themes are treated canonically, 
frequently between several instruments. The thematic 
repetitions are often treated in a heterophonic style 
reminiscent of "far Eastern" music. The choice of instru
mentation, especially the celesta and. harp, and. the idiomatic 
treatment of each instrument also adds to the "Eastern" 
sound. '
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The modal harmonies are of a medieval influence as

well as an "Eastern" influence. Each melody is modal, and
frequently the harmonies or canonic lines are also modal or
at times polymodal. Only Section 3 ends with a major chord,
but this is just to disguise the actual modal sound. The
concluding measure of every section shades the modal sound
of the melody. Section 1 ends with the D ̂ of~the pentatonic
scale, sounding against the hypodorian melody; Section 2,
with all twelve tones in the celesta against the hypodorian
melody; Section 4, with the fourth of the dorian held above
the finalis• and Section 5, with a polymodal conclusion.

The dorian is used three times for the melodic mode,
while the phrygian is used twice. The modes are generally
treated in the extended "hypo" range rather than in the
actual finalis to finalis modal range. The pentatonic scale
occurs three times in the accompanying lines: (1) Section 1

bin the celesta with D as the tonic, (2) Section 3 in the 
celesta with D as the tonic, and (3) in Section 5 in the

ij ; 'horns with C for the tonic of the scale.
The subtle sounds of the accompanying instruments, 

especially the harp and the pizzicato strings, are not 
apparent at the first hearing, and their complexity and 
harmonic implications are heard only after intensive 
listening. Only the barest dynamic instructions are given, 
and due to the nature of the harp and pizzicato strings the 
dynamics must be very subtle indeed. Although composed five
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years before Look Toward the Sea. the chorus in measures
64-67 of Section 3 sounds exactly like several of the later 
choruses. The use of simple homophonic chords diatonic to 
the mode and the ascending quarter note bass line contribute 
to this similarity.

As stated above, the melodic ideas for each section 
are primarily new material and always function thematically. 
The ranges lie within an octave and a second (extended modal 
range) or occasionally an octave and a third. A wide work- ' 
ing range lends an active motion to the melodies, which 
usually progress by step. There is little ornamentation of 
the melodies, except where the melody is extended or varied,
and where occasional heterophonic treatment occurs. The
canonic texture of the melodic environment demands that the 
form of each melody be conducive to polyphonic treatment.

Tabulations for the entire cantata (Table A-V) _ 
indicate that the composer has used predominantly small 
intervals, having 93.4% of all the intervals smaller than a 
fifth. The major-minor second constitutes 57,9% of all 
the intervals, followed by the third (22.7%) and the 
repeated pitch (7.65%). This frequent use of stepwise 
movement is also found in the later cantatas. Less than 
bne^fourth (23.6%) of all syllables are treated melis- 
matically and average only 3.11 notes per syllable. The 
asymetrical treatment of phrase lengths (see sectional 
analyses above) predominates throughout.
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There are also several indications of possible 

medieval influences. The use of. parallel and. composite 
organum appears frequently, especially in the final section. 
The possible isorhythmic design of several of the contra
puntal ostinatos produces a possible Stimmtausch effect. 
Indeed, this cantata is a curiously effective combination 
of Eastern, medieval Western, and. contemporary Western 
idioms, producing a style which, despite all of the diverse 
influences, remains unified, and highly personal.



9CHAPTER III

 ̂ . GLORY TO GOD

This short (indicated duration: 14 minutes) cantata 
telling the shepherd.1 s Christmas story was written in 1954 
and. first performed, by the New York Collegiate Choral in 
that year. However, three years later the cantata was 
completely revised, for performance by the New England. 
Conservatory Student Chorus. The original form of the 
cantata is therefore unavailable, while the revised, version 
exists in two settings. A pocket score copy of the com
poser's manuscript with complete instrumentation was copy
righted. in 1958, and. a vocal score with piano reduction was 
made available in 1964. Although both scores were consulted, 
for this analysis, unless otherwise noted, all references are 
to the full score, due to the discrepancies which'occur in 
the piano reduction. »

Of all the cantatas for chorus and. instruments by 
Hovhaness, Glory to God, Opus 124, has the largest instru
mentation. It is scored, for brass choir (4 horns in F, 4 
trumpets in B , and. 4 trombones) , percussion (F and. C 
timpani, glockenspiel, vibraphone, cymbals , and. giant 
tamtam) , alto saxophone, and. organ. Alto and. soprano 
soloists are employed, and. the choral writing is four part
■: . Y  : . V  ;/ .■ S3 ; Y  ; V ' :;



SATB. The text is taken from Saint Luke 2:8-11, 13, and 14 
without alteration. For purposes of analysis, measure 
locations are indicated by their position preceding or 
following a rehearsal number printed in the score. The use 
of rehearsal numbers will also allow for the identification 
of measureless sections. Although the cantata is not divided 
into sections by the composer, the analysis is" discussed, in 
three parts. Part 1 progresses up to rehearsal 27, Part 2 
is from 27 to 37, and. Part 3 is from 37 until the end..
These divisions are indicated, by double bar lines and. by 
tempo and meter changes, as well as by thematic, textural, 
and textual divisions.

Analysis

Part 1
This part is subdivided into several segments, all 

thematically related, but varied in instrumentation and 
voicing. The cantata begins with an unaccompanied alto 
saxophone solo (see Example 16).

Example 16. E^alto saxophone solo, Phrases A and. B.



Although measured, the meter is irregular (3 beats, 4 beats, 
6 beats, 8 beats per measure, etc.), and the meter changes 
are not indicated in the full score. However, a possible 
tempo indication is given (half note = 72). The theme 
appears to ornament the pitch D, on which the phrase begins 
and ends. The theme subdivides into phrases A and B. After 
the initial statement, the A phrase is repeated exactly and. 
followed by a varied B phrase indicating a parallel period, 
in form. As the second. A phrase concludes, the percussion 
accompaniment (vibraphone, glockenspiel, and timpani), enter
in a 2/2 meter with a tempo indication of a half note

/ .

equalling 54. This indication is specific, and further 
indicates two separate tempos between the solo and the 
accompaniment. The score indicates that the conductor 
should, not conduct the alto saxophone "but only conduct the 
3 percussion" instruments. These percussion lines are 
composed of three ostinatos which are treated, contrapuntally 
The vibraphone and the glockenspiel have the same twelve 
tone" ostinato pattern, although the pattern is treated in 
retrograde and at different rhythms in the glockenspiel (see 
Example 17, page 56). These patterns are repeated twice 
before the solo continues unaccompanied. The third ostinato 
(in the timpani) is a five note pattern followed by a three 
note pattern (see Example 17). These are repeated at

1. Alan Hovhaness, Glory to God (New York: C. F. 
Peters Corporation, 1958), p. 3.
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irregular intervals and are stated a total of four and one- 
half times.

Example 17. Contrapuntal treatment of the percussion 
ostinatos.

The melody above these ostinatos is a continual variation of 
phrase B with the A phrase appearing only once (twelve 
measures after rehearsal one). After the accompaniment 
ends, the saxophone continues by varying both the A and. B 
phrases.

At rehearsal 2, the second segment of Part 1 begins 
as a trombone quartet. An opening homophonic phrase serves 
as an introduction to a short canonic section which the 
composer calls a "fugato. The short subject (Example 18, 
page 57) may be derived from the first three notes of the 
opening alto saxophone theme (see Example 16). This subject 
is repeated canonically by all four trombones, beginning

1. Alan Hovhaness, Glory to God (New York: C. F. 
Peters Corporation, 1964), p. 1.
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with the lowest, with only slight variations in the rhythm 
of the last note.

Example 18. Trombone "fugato" subject.
ZTV 1 , 0
/ b i O' D b Z <3

Following the canon, cadential material is sounded for four 
measures, with more polyphonic movement than the "fugato." 
Then a second canonic theme begins (rehearsal 3) with the 
second trombone eliding with the last measure of the pre
ceding cadence (see Example 19).

Example 19. Cadential elision of the first and. second, 
trombone subjects.

While this theme is imitated by each trombone, the vibra
phone plays the same ostinato played at rehearsal 1 (see 
Example 17) but in a new rhythmic pattern (see Example 19). 
The second canonic entrance varies the rhythms, while the 
third entrance imitates only the first three notes (see 
Example 19). Only the final trombone imitation is exact.
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Several points of imitation appear as the trombone continues 
and then diminishes in volume while resolving to an open 
fifth (F-C) which is held for several bars as the alto 
soloist begins the third segment of Part 1.

introduce the shepherd's story. The alto theme (see Example 
20) returns to the use of a turn ornament as in the opening 
saxophone theme (Example 16).

Example 20. Alto solo theme.

The alto line continues unaccompanied., with increased, use of
melismatic passages. The melismas expand, the range of the
melody to an octave above the finalis before returning in
the last of six phrases to again ornament the finalis (F).
Although the key signature notates four flats, the con-

t;sistent use of D indicates that the melody is really 
written in the transposed, (to F) dorian mode. The last 
phrase of the alto solo is accompanied by the three percus
sion instruments playing segments of the same ostinato 
patterns used earlier (see Example 17). This third segment 
of Part 1 concludes with four short phrases by the soprano 
soloist. As in the alto solo, the theme is unmeasured and

The alto and soprano soloists serve as narrators to

— O - Q
coun-tryAnd there were in the same



free in rhythm and. is again basically an ornamentation of 
the finalis (Example 21).

Example 21. Soprano solo theme.

’ And lo

The soprano solo is also unaccompanied throughout.
A faster tempo indication (con mo to. half-note = 

100) is given for the fourth segment of Part 1 (rehearsal 
13), a "fugato" in the horns with percussion accompaniment 
The ostinato of the vibraphone at rehearsal 2 (see Example
17) is played, here by the glockenspiel three times, and is 
imitated, by the vibraphone twice in augmentation. The 
tamtam replaces the timpani, playing periodically at 
irregular intervals. The subject, in the first horn (see 
Example 22), is also stated, without alteration by the 
second., fourth, and. third horns respectively.

Example 22. Horn "fugato" subject.
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After the statement of the theme by each instrument, inde
pendent material occurs with several points of imitation as 
in the previous trombone "fugato." This use of free material 
continues until rehearsal 17. The fourth horn plays a 
predominantly quarter note obligato beneath the more homo- 
phonic upper horns from rehearsal 15 to 17. This obligato 
may be derived from the first two measures of the first horn 
following the original statement of the theme (measures 8 
and 9 following rehearsal 13). This theme is related, to the 
earlier themes by the device of ornamenting a pitch (C) with 
a turn (see Example 22).

The first choral entrance overlaps the conclusion of 
the horns and percussion. This begins the fifth segment of 
Part 1 (rehearsal 17). The entrances are canonic, beginning 
with the soprano and continuing to the basses (SATB). The 
material of the melody (see Example 23) is derived from the 
preceding horn fugato (Example 22), and the imitation is 
exact.

Example 23. Choral canon subject.

\ i r v p p A—
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S< I ' .... /

0 A> The an-ge1 of the Lord,

As the last choral voice enters (one measure after rehearsal
18) the texture shifts to a homophonic style. The choral
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lines continue homophonically until the soprano solo 
entrance at rehearsal 22. This chorus is very similar to 
the choruses of Look Toward the Sea. The harmony is very 
simple with only major and minor triads used (indicated as 
I, or the most consonant, by the Hindemith method). The 
only dissonances are created, by the melismatic movement of 
one or more lines as the other voices hold a pedal chord..
A frequently used, four quarter note pattern which ascends in 
the bass line and. is continued, by the tenors (measures 3 and 
4 after rehearsal 20) was borrowed exactly from this cantata 
for use in the Look Toward the Sea choruses (see Chapter IV, 
pages 88, 89, 97, and 106). An interesting series of major- 
minor chords, which disguises the modality of this segment, 
leads to the final modal cadence (see Example 24).

Example 24. Reduction of the choral chord series.
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The choral section is modal throughout and concludes in 
transposed (to D) aeolian mode. The chorus (rehearsals 18- 
22) is accompanied, by a trombone quartet and two percussion 
instruments. The trombones either double the choral lines
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or fill in the harmonies with sustained notes. The earlier 
tamtam ostinato (see page 58) is. repeated as the glocken
spiel plays five subtle rhythmic variations (two of which 
are shown in Example 25) of the earlier vibraphone ostinato 
(see Example 17).

Example 25. Two variations of the ostinato.
1.

2.
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The device of octave displacement used in these variations 
is also used, in the later cantata Look Toward the Sea. The 
fifth variation ends on the seventh pitch of the ostinato 
(G) which is repeated, as an eighth note throughout the 
following segment of Part 1.



The soprano solo concluding Part 1 begins under the 
repetition of the glockenspiel's G. The solo melody is a 
variation of the earlier soprano solo (see Example 21) 
transposed down a minor third to ornament D„ However, this 
segment considerably expands the theme through the ornamen
tation or repetition of either D or G, the finalis. The 
ornamentation is again basically the turn. The vibraphone 
plays two partial segments of the ostinato in the original 
whole note rhythm with the tamtam and glockenspiel. As in 
the first segment (see page 55), the percussion lines are 
measured, while the solo continues unmeasured. This return 
to both the thematic and the accompanying ideas of the first 
segment unites the close of Part 1. The major-minor second, 
is the dominating interval of Part 1 occurring as 73.9% of 
all the intervals. Five and five-tenths per cent of the 
pitches were repeated, with most of the repetitions occurring 
in the solo lines. Thirty of the eighty-five text syllables 
were sung melismatically (an average of 7.20 notes per 
syllable), again mostly in the solo lines (see Table A-VII).

The divisign of Parts 1 and 2 is also indicated by 
the text. Part 1 is concerned, with the shepherds and. a 
single angel (Saint Luke 2:8-11). In Part 2 the angel is 
joined, by "a multitude of the heavenly hosts" who sing and 
shout praise to God (Saint Luke 2:13-14). Therefore, there 
are no vocal solos in Part 2.
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Part 2

Part 2 is also subdividable, this time into two 
segments— first a predominantly homophonic chorus (rehearsal 
27-29), and secondly a polyphonic chorus (rehearsal 30 to 
37)— both accompanied. The beginning of the first segment 
overlaps the last note of the preceding soprano solo and the 
glockenspiel's repetition of the G pitch. The-soprano 
choral melody of this first segment is illustrated in 
Example 26.

Example 26. Soprano choral melody.

---- ,--------T-, o ■
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The repeated notes of this theme as it progresses equal 
27.6% of all the intervals of Part 2 (see Table A-VIII). 
This is an unusually high percentage of repeated pitches. 
The melody is an ascending dorian (transposed to G) scale 
with an ornamentation of the finalis. The lower choral
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lines, moving in the same rhythms except for the final
ornamentation, harmonize the melody freely alternating

hbetween G minor and a dorian modal (E ) harmony. At 
rehearsal 28 the melody descends to ornament the fifth (D), 
and after skipping down to g*, proceeds to ascend again to 
the fifth. At rehearsal 29 the melody ascends from the 
finalis to the fourth (g1 to c"), returning to end on the 
raised third (a G major chord). This chord is approached by 
a d minor chord, further indicating the actual modal harmony 
of this section. The lower choral voices (ATB) move 
homophonically with the melody from rehearsal 28 to 30. 
However, this homophony is occasionally broken by polyphonic 
sections, usually at a cadence point (Example 27).

Example 27. Ornamented treatment of cadence.

The instrumental accompaniment begins with the four trom
bones doubling the chorus at the beginning of this segment 
(rehearsal 27). Seven measures after 27 the four horns, 
followed by the trumpets two measures later, also begin to 
double the basic choral chords with sustained chords. This 
octave displacement creates a similar parallel organum sound



to the one used in the earlier Easter Cantata (see pages 47 
and. 49). The brass instruments .are joined, by the vibraphone 
which plays the ostinato of Part 1 (see Example 17), this 
time with four beats to each pitch. After eight measures 
the trombones and trumpets stop playing leaving only the 
horns and percussion to accompany the chorus. Seven 
measures after stopping, the trombones again begin, this 
time replacing the horns, and continue to double the chorus 
until the end of this segment.

The second segment of Part 2 begins at rehearsal 
30. The canonic theme which begins in the soprano line is 
given in Example 28.

Example 28. Canonic theme of Part 2.
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The theme is treated canonically by the alto, tenor, and 
bass lines respectively at irregular intervals of entrance. 
The length and/or syllablic treatment of the final two notes 
is varied by each voice. The opening soprano statement is 
accompanied by a seven measure elision of the conclusion of 
the vibraphone ostinato from the first segment and also by 
an open octave sounded by the horns. As the lower choral 
voices enter, the four horns continue their accompaniment
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by sustaining chord tones which double the basic chords of 
the chorus. Although the composer calls this a "choral 
fugue1,1 there is no countersubject, and only one complete 
statement of the theme is sung by each vocal line. The 
free material sung by each voice after the thematic state
ment and continuing to the conclusion of the segment is 
derived from the opening melismatic measures of the theme 
(Example 28). The number of pitches and the direction of 
movement are freely varied to create many subtle variations 
of this melisma (see Example 29 for three variations).

Example 29. Variations of the canonic theme.

7 „  i» p * ...^--p—
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The polyphony continues with many points of imitation 
between the vocal lines and with several hints of the theme

1. Ibid.
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using the first quarter note pattern. This is followed by 
one complete statement of the th,eme by the sopranos (at 
rehearsal 34). The text up to this point has been a repeti
tion of one word— "Glory." It is not until the last two 
phrases that the complete phrase, "Glory to God., " is stated, 
to conclude Part 2. .

The harmonies of the horns accompanying this fugue 
modulate freely between several modes and between several 
transpositions of these modes. The theme at rehearsal 30 
is in the transposed, (to G) aeolian mode. However, with the 
entrance of the altos four measures later the finalis is 
shifted, to D, but the mode remains the aeolian mode by using
VE . The finalis again shifts to G with the third, subject , 

entrance and. then back to D with the bass entrance, always 
remaining in the aeolian mode. Following rehearsal 32 the 
mode is changed, to the transposed, (to G) phrygian mode, and, 
just before 33 there are hints of the locrian mode trans
posed, to G. Four measures before 34 a solid, indication of 
the phrygian mode transposed, to B is sounded, followed, two 
measures later with a shift to the lyd.ian mode (on C) , and. 
returning to the transposed, (to G) aeolian mode at 34. Four 
measures after 34 the aeolian mode is shifted, to D and 
passes through the dorian mode to cadence in the myxolyd.ian . 
mode four measures after 35. This mode is retained, to the. 
end. of Part 2, eliding with the beginning trumpet melody



which is written in transposed, (to G, concert pitch) dorian 
mode. ''

Part 3 . i - -
The division of this cantata into a third, part is 

implied, by a shift in the basic unit of the beat from the 
half note to the eighth note and. by a thematic change.
Part 3 also subdivides into two segments— a four voice canon 
with choral interjections of "Glory," and. a second, segment 
described, by the composer in his preface as "a twelve part 
double canon against which the chorus shouts 'Glory to 
God.'. "1

The canonic theme of the first segment (Example 
30a > page 70), played, by the. four trumpets, is borrowed, 
directly from the last movement of the earlier Saint Vartan 
Symphony, Opus 80. Even the solo instrumentation is the 
same. The eight measure theme (Example 30a) is immediately 
followed, by an eight measure variation (Example 30b). This 
variation combines the material of measures 1 with 2, 3 with 
4, and. 5 with 6. The last two measures are the same as 
measures 7 and. 8 of the theme. The canonic entrances over
lap the last measure of the preceding thematic variation.
The countersubject begins as a heterophonic-like treatment 
of the even measures of the theme (Example 31, page 70).

1. Ibid..



Example 30. Trumpet subject (a) and variation (b).
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Example 31. Heterophonic-like treatment of theme.1

This countersubject continues for forty-four measures and is 
completely imitated by the second, and third trumpets and by 
the fourth trumpet for twenty-nine measures. The trumpet 
canon is accompanied by timpani in G and D , cymbals, and.

1. The circled notes in the countersubject indicate 
the melody notes marked by x ‘s.



tamtam in a free pattern with entrances at varied intervals 
(Example 32).

Example 32. Percussion accompaniment.
5 .7

TIMP.

CYMB.
m

TAMTAM

The rhythmically varied, entrances constantly shift the 
accent or beat on which these three ostinatos enter.

At rehearsal 41, after the first trumpet has com
pleted one statement of the theme and the countersubject 
(and following the statement of the theme by all four parts), 
the first trumpet again states the theme. Also at 41 the 
chorus interjects its first "shout" of "Glory to God" (see 
Example 33, page 72) which is derived as another variation 
of the theme. This is also the first entrance of the organ 
in this cantata. The organ is used to double the chorus 
with octave and voicing displacement. Example 33 also 
illustrates the complete orchestration, indicating the 
beginning of the theme in the first trumpet and. the last 
measure of the theme in the fourth trumpet. The second 
trumpet is playing the thirtieth measure of the counter
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Example 33. Choral interjection over double canon,
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subject and the third, trumpet, the fifteenth measure. The 
organ and percussion accompaniments are also shown. (Note 
the contrasting rhythmic placement of the percussion 
ostinatos between examples 32 and 33.) At rehearsal 42 the 
second trumpets begin the theme for a second time, and the 
chorus of rehearsal 41 is repeated, exactly. This repetition 
of the previous 15 measures ends segment one of Part 3.
With the exception of the chorus, organ, and. percussion this 
segment is an exact borrowing from the last movement of the 
Saint Vartan Symphony ("Estampie") which continues in 12/8 
meter as does the next segment of this cantata.

A double canon of twelve voices with chorus, organ, 
and. percussion is the final segment of both Part 3 and. the 
cantata. The trumpet theme of the first segment (see 
Example 30) is varied to a 12/8 meter (Example 34) and 
together with the countersubject equals a total of twenty- 
four measures.

Example 34. Variation of the theme to 12/8 meter.



Note that the last two measures of the earlier theme are no 
longer used. The theme is imitated by each of the lower 
trumpets which enter consecutively after the six measure 
preceding statement. The first and second trumpets state 
the theme a second time (a total of six complete statements). 
Following this all of the trumpets join in a concluding 
stretto (rehearsal 49) which repeats measures 2 and 3 and 5 
and. 6 twice before concluding. An eighteen measure counter
subject based, on the theme follows the initial statement by 
each trumpet.

the horns and trombones with each entrance occurring after 
six eighth note beats. (This is an eight voice canon.)

Example 35. Second canon subject (French horn).

This eight note subject is repeated six times by each of the 
eight instruments and is then varied by the addition of D an 
octave lower before the first pitch. This variation is 
stated five times by each instrument, and part of a sixth, 
with each voice concluding at a different place in the 
theme, therefore ending together. The percussion ostinato 
of the first segment (see Example 32) continues through this 
segment. The chorus, with organ doubling (Example 36), is

The second canon subject (Example 35) is played by
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derived, from both the theme and from the choral variation of 
the first segment (see Example 33).

Example 36. Chorus of segment 2, Part 3.

ORGAN

The choral interjections of "Glory to God" are treated, as in 
the earlier segment of Part 3. This five measure pattern is 
repeated, exactly after thirteen measures rest. For the 
third choral interjection only the first and last measures 
(with their pickup notes) are sung, with the last note of 
each measure extended in length. This variation is repeated, 
five measures later with a further elongation of all the 
pitches to close the cantata. The trumpet lines of this 
segment (as in the earlier segment) are also an exact 
borrowing from the earlier symphony. However, the percus
sion accompaniment and the second canon are different, 
although the earlier work does have a double canon.

As in Part 2, an unusually high percentage of 
repeated pitches (22.1%, see Table A-IX) results from the 
melodic structure of the theme. There are also more larger 
intervals (8.6% perfect fifths, 3.3% perfect octaves, and



1.6% sevenths) appearing within this part than in any other 
section of the three cantatas analyzed.

' ‘ Summary
Glory to God is the only cantata analyzed which uses 

thematic material borrowed from another work. Part 3 is 
taken from the final movement of the Saint Vartan Symphony, 
Opus 80. The six segments of the first part are related, 
thematically by using melodies based on the turn ornament, a 
device used extensively in the later cantata Look Toward thg 
Sea. The two segments of part 2 are related, textually as 
well as by ascending octave themes. However, ■ they are 
opposite in texture, with the first segment a homophonic 
chorus, and the second a polyphonic chorus. The theme of 
Part 3 is borrowed exactly, as stated, above, with only the 
accompaniment and chorus added,. The melody of Part 1 is 
more limited, in range than the melodies of the last two 
parts.. The rhythmic activity, especially in the instru
ments > combines with the frequent "fugal" sections to pro
vide a highly active motion to the melodies. Although 
it is basically stepwise motion, the statistics (Table A-X) 
indicate that there is more activity in the larger inter
vals, especially the fifths, fourths, and. octaves, than in 
the other two cantatas. The predominating methods of 
ornamentation are the turn in Part 1 and. the heterophonic- 
like treatment of the melody in Part 3.



Rhythmically this cantata appears to be the most 
active of those analyzed. This is. especially apparent in 
the subtle variations of themes and. ostinatos and in the 
polyphonic sections. The harmony is modal throughout, 
beginning in the dorian mode and concluding in transposed.
(to G in the chorus) aeolian. This modal harmony is broken 
only occasionally by references to the major-minor system, 
though never at a critical cad.ence point. The percussion 
accompaniment is a series of ostinatos treated, contra- 
puntally, like the accompanying passages to the Easter 
Cantata. The sound, is predominantly "Eastern" due to the 
solo-accompaniment treatment of' Part 1, and. the heterophonic- 
like treatment of the double canon of Part 3. The choice 
of instrumentation, especially the percussion instruments, 
strongly reflects the composer’s desire to combine the 
Western forms and. textures with Eastern melodies, heteror 
phony, and treatment of the accompaniment.



CHAPTER IV

LOOK TOWARD THE SEA

Look Toward, the Sea. Opus 158 was "commissioned by 
and dedicated to the Handel Choir of Baltimore and to James

• iWinship Lewis, director."" The cantata was written in 1958 
for SATB chorus, baritone and trombone solos, and organ.
The text was adapted by Mr. Hovhaness from I Kings, chapter
17, verses 1-7 and chapter 18, verses 2 and 42-46. The
indicated, performance time is approximately thirty minutes, 
making this the longest of Hovhaness * cantatas.

About this cantata the composer writes:
Look Toward, the Sea is in praise of God in nature-- 
the story of Elijah's rain ritual depicts the 
mysterious forces of nature. The trombone plays a 
canto rial role, a priest or messenger of God.. The 
baritone voice is the narrator and also the voice 
of' Elijah himself. The chorus is the element of
praise and also the embodiment of winds, rain,
darkness, lightning, and storm, in free measureless 
sounds. The work closes with a choral fugue of 
praise.2

This quotation illustrates Mr. Hovhaness1 intense interest 
in nature. In contrast to Mr. Hovhaness, it is my opinion 
that the baritone soloist functions not as a narrator, but

1. Alan Hovhaness, Look Toward the Sea (New York: 
C. F. Peters Corporation, 1958).

2. Ibid,.

78



as the voices of Elijah (pages 9-11, 30, and. 31),1 Elijah's 
servant (pages 31 and 33), and God (pages 14-19). It is the 
chorus that functions as the narrator (pages 7-8, 12-13, 21- 
23, 27-34, and 45-46), as the "embodiment" of natural 
elements (pages 37-42), and as an element of praise in the 
final fugue (pages 48-57). The trombone is indeed, a 
"cantor" as illustrated, by the opening theme ("Example 37) 
which in its profuse melodic ornamentation is reminiscent of 
Armenian chant melodies (see Appendix B).

Example 37. Theme 1 (Trombone).
Noble and  heroic

The organ is both an accompanying instrument and the "embodi 
ment" of nature (pages 20-24 and 34-43). The solo idioms 
were well chosen, as the baritone voice and trombone both 
possess the dark, rich tone quality appropriate for their 
roles.

Divisions of the Cantata 
In Table V the sections are listed by title and 

media of performance. Sections 1-9A involve either solo 
line with accompaniment or a cappella chorus. Although 
Section 10 is an accompanied, chorus it is in every other

1. t Page numbers refer to the printed score. Ibid.
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Table V. The Divisions of Look Toward the Sea

Section3, Title Media

1 Overture Trombone solo with organ
2 And Elijah said. A cappella chorus
3 There shall not be dew Baritone solo with organ
4 And the word of the Lord A cappella chorus

5 ; Get thee hence Baritone and trombone 
solos alternating with 
organ accompaniment

6 . And it came to pass Organ prelude and post- 
lud.e with a cappella 
chorus

7 . Intrada Trombone solo with organ
8 There was a sore famine Three-part women's

chorus with trombone 
obligato

9A And Elijah went up Baritone solo alternat
ing with unison male 
chorus and accompanied, 
by the organ

9B SATB free chorus with 
free organ prelude and, 
accompaniment

10 And the hand of the Lord. Trombone prelude, accom-’ 
panied. chorus, and 
trombone postlude

11 Fugue, Alleluia Choral fugue accompanied 
by the organ

^Section numbers and titles given are those of the 
composer unless noted, while the descriptions of the media 
are those of the author. I have divided Section 9 into 9A 
and 9B„
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manner similar to the a cappella choruses of Sections 2, 4, 
and. 6. The composer indicates that Section 9 is for 
baritone solo and. chorus. However, measures one through 119 
are for baritone solo and unison male chorus, and. following
this point there appear a double bar line, a key change, and.

1an organ solo interlude of eleven lines. This is followed, 
by an SATB chorus with organ accompaniment of "“fourteen lines 
to conclude this ddvision. As these two parts of Section 9 
are so radically different in both style and texture, I have 
d.ivid.ed. the section into parts 9A and. 9B. Indeed., the 119 
measures of Section 9A make that the longest measured, sec
tion of the cantata, without the added, length of 9B which is 
itself the longest non-measured. section (25 lines). The 
composer has also established, a pattern of a solo followed, 
by a chorus (numbers 1, 3, 5, and. 7 are solos, while 2, 4,
6, and 8 are choruses). By dividing Section 9 into A (solo) 
and B (chorus), by calling the trombone prelude of Section 
10 (measures 1-19) a solo followed, by a chorus (measures 20- 
39), and. by calling the trombone postlude (measures 40-53) 
a solo proceeding the final fugue, the solo-chorus pattern 
is retained, throughout the entire cantata.

Section 11 is different from the other sections in 
that it is the only fugue. It is also the only section

1. In several sections the composer indicates free 
rhythm without bar lines. For purposes of analysis I have 
numbered, these sections by score line rather than by measure 
number.
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where the chorus is not acting as narrator or portrayor of 
natural elements. The subject of the fugue is also unre
lated to the melodic ideas of the earlier sections„

' • Analysis
Tables VI and. VII list the twb principal themes and 

their derivatives for Sections 1-10. The analysis of the 
subdivisions of the melody and the influences of the other . 
elements are discussed, here by section. This, then, is an 
analysis of the small and. middle dimensions.

Section 1. "Overture"
Theme 1 is a four note motif revolving around, the 

pitch A, labeled, as an "ur-theme" on Table VI. It is first- 
stated. at the beginning of the Overture as a trombone solo 
(see Example 37, page 79). The entire Overture of 19 
measureless lines ornaments A. The ornamentation begins 
within the limits of a minor second, above and. below A, and 
in the second, phrase it is . expanded, to include a major 
second, above (Example 37). This expansion progresses until 
the ornaments range up to an octave above A (line 8) and an 
octave and. a major third, below (line 7). This range of two 
octaves and a major third, is the widest melodic range found, 
in the cantata. The method, of ornamentation is the turn or 
variations of the turn such as octave displacement. The 
ornamentation is expanded, to larger intervals (as in phrase 
two) and further expanded, by the addition of more notes.
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Table VI. Look Toward, the Sea Theme 1

Instrumen- 
Section tation Theme

"Ur-theme" —
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Table VII. Look Toward the Sea Theme 2

Section
Instrumen
tation Theme

"Ur-theme" —
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Trombone

Organ
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The A pitch, which is constantly returned to, is the 

third degree of the F major chord, that predominates in the 
organ accompaniment as well as being outlined by the melody. 
Harmonically, the organ part is a series of twenty-eight 
dissonant chord, clusters that resolve to a consonant chord, 
or interval within the cluster (Example 38).

Example 38. Harmonic resolution.

Twenty-three times the chord resolves to a complete or in
complete F major chord with the F notated., while three times 
the F is implied. Only twice does the cluster not resolve 
to the F chord (lines 9 and 10). Example 38 also illus
trates that the clusters may and frequently do imply the 
simultaneous use of two or more different chords. This 
progression from a severe dissonance to a mild consonance
(a IV to a I chord, in Example 38 by the Hindemith method)

1is an example of "controlled, chaos" which occurs throughout 
the cantata.

1. This term is Hovhaness 1 . He also used, this 
effect in an orchestral piece entitled Nagooran. This was 
composed in Tamil notation (South Indial in 1959-1960, and 
is unavailable due to the notation. This information was 
obtained, in a letter- from the composer to this writer,
March 9, 1970.
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The dynamics are carefully controlled to help the

"chaos" function effectively (see Examples 37 and 38). A 
static harmony is created by the pedal function of the F 
chord, and the prevailing chromatic conjunct movement of the 
ornamentation makes the overall motion of this theme very 
stable.

measureless section. Table A-XI indicates that the phrases 
vary in length from two and one-fourth quarter notes to 
twenty and contain from two to seventeen notes. Usually the 
longer phrases have a wider interval range, but this is not 
always true. The ornamentation expands to the fifth degree 
of the F major chord, in lines 2, 3, 4, and 5, and again in 
lines 13 and 15. However, it always returns to ornament A. 
The root of the chord (F) is used as an appoggiatura note 
for an ascending skip, frequently to either A or C (further 
outlining the F chord). The melody is freely devised, and 
therefore can and does jump between the octaves of A (a, a', 
and. a"), still retaining the ornamentation of that one 
pitch. This occurs in lines 5, 7, and 8 (see Example 39).

Example 39. Octave displacement ornamentation.

There is no set length for the phrases of this

—-  o
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At line 11 the original motif returns # suggesting 

a structural division point (A A 1 form) to Section 1. The 
original melody is varied in its second phrase and continues 
with the ornamentation varied, from that point. The orna
mentation is expanded in length, but it never extends more 
than a diminished, fourth from the ornamented, pitch (see 
Example 40).

Example 40. Theme 1 and. variation.

6 <£}
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This is an example of a highly developed and. subtle melodic 
variation technique. Two rhythmic similarities are found, 
the first a sixteenth note ascending to a whole or half note 
(in lines 2, 3, 4, 5, and 7 and again in lines 12, 14, and. 
16), and. the second a series of dotted quarter notes 
followed by eight notes descending to a whole note (in 
lines 3 and 15). y ~

Section 2. "And Elijah Said."
Theme 1 is again used, for Section 2 (see Table VI)-. 

The theme is inverted, with both neighboring intervals 
expanded to major seconds. In measures 1 through 20 the 
motif ornaments C , the fifth of the F major chord, and then 
returns to the ornamentation of A in measures 22 through 39. 
Even at measure 12 where the melody appears to be new 
material> it is still the basic ornamental turn around C. 
However, this phrase is treated as a short canon with four 
entrances. The intervals are not strictly adhered, to. Due 
- to the stability of the theme the motion of this section is 
also stable. "

The harmony in the lower choral parts is consonant 
throughout. The F major chord, of Section 1 is used for the
tonic chord of the transposed, mixolydian scale for this
section. All of the chords are simple major or minor triad.s 
with only slight dissonances occurring through step-wise 
movement. Except for the first three notes of the short
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canon, the alto and tenor lines move entirely by step. 
Occasional step-wise motion in the lower voices emphasizes 
a change in dynamic level (measures 6-10 and 32). The 
melody is measured throughout, and a steady rhythmic pulse 
of two half notes per measure is interrupted only once 
(measure 27) by one measure of 5/4 meter. The phrases are 
asymetrical but considerably longer than those* of Section 1 
(see Table A-XII). The chorus is very simple in structure 
and. short in length (only 39 measures).

Section 3. "There Shall not be Dew"
The baritone of Section 3 introduces Theme 2. This 

eight note theme (see Table VII), although highly ornamented, 
in its original presentation, is a descending chromatic 
pattern (Db to F) covering the range of a minor sixth. Each 
descending movement is obscured by the turn-ornament derived 
from Theme 1 (Example 41).

Example 41. Baritone ornamentation of Theme 2.

/ k s C

There
3

E



This original presentation of Theme 2 extends over thirteen 
measures and is further expanded by a twelve measure 
(measures 17-28) extension based, again on the turn. The 
baritone statement of the theme is preceded by a three 
measure organ introduction. The right hand, organ line is a 
series of ten intervals, the first and last being perfect 
fifths. The intervals between are major sevenths alternating 
with minor seconds (except for the third to last interval 
which is an augmented fifth). The example, of "controlled, 
chaos" resolves to an open fifth based on the F chord pedal 
which accompanies the series of intervals. This pedal is a 
second inversion F major chord that is played, by the organ 
throughout measures 1-28, except in measure 18 which con
tains a three note chord, built in fourths (B, E, and A).
The organ introduction returns following the extension of 
the melody (measures 30-32) again indicating a two-part form 
(A A 1). This interlude is still a ten interval pattern (as 
above) , but the sequence is now reversed, a minor second, 
followed, by a major seventh. The perfect and. augmented 
fifths are no longer used, and the pattern concludes with 
an open fourth. The sequence is played over a pedal implied, 
second inversion C chord. In measure 33 the theme begins 
again and. is extended by one note (D to E) thereby 
increasing the range to a diminished seventh. This exten
sion accommodates the harmonic modulation to the C chord as 
the basic chord. Part A.9 progresses over a pedal C chord. ■
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(second inversion measures 33-41 and. 48-62, and root posi
tion measures.42-47)„ ,

The baritone solo is highly melismatic with one- 
third. of the text syllables sung on more than one note (see 
Table A—XIII)„ These melismatic syllables average almost 
twenty-eight notes (27.83) per syllable! Rhythmically the 
melody is in 2/2 meter occasionally interrupted, by one or 
more measures of 3/2 and. one measure of 5/4 meter. As in 
the previous sections, the melody of this section makes 
several sudden shifts from long (whole or half notes) to 
short (quarter notes)rhythmic values (see Example 41). The 
faster sections are usually ornamental in nature. The 
melodic style is of a free nature although a possible tempo 
indication is given. As there are few dynamic indications, 
the vocal inflections help give this section the feeling of 
ancient chant.

Section 4. "And. the Word, of the Lord."
- As in Section 2, this chorus offers an abrupt
textural change from the preceding section. Again a narra
tive choir sings in consonant ho mo phonic sound,. The melody 
(measures 1-4) is based, on the first three notes of Theme 1 
(see Table VI). The seven note first phrase is devised by 
repeating the first note and. then the three note pattern.

Section 4 divides into two parts— Part A (measures 
1-18) is homophonic, Part B (measures 19-39) is a
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fugato— also resembling Section 2 structurally. Part A is a 
parallel period with independent consequent phrases. This 
variation results from a modulation ending Part A on the 
final of the mixolyd.ian mode. The final phrase is extended, 
by a two measure suspended, resolution. The working range of 
Part A is limited to a major second in phrases 1 and 3, to a 
fifth in phrase 2, and covers the range of an octave in the 
fourth phrase.

The melody of Part B (see Example 42) is possibly 
derived from Theme 1.

Example 42. Melody of Part B , Section 4. 
/

Came un- to him

35: 23=
&say rug

The melody enters canonically in each voice from the bass up 
(BTAS). This use of "sham polyphony" is offset as a homo- 
phonic texture is re-established by note-for-note movement 
after the initial entrances. The section concludes with a 
mixolyd.ian cadence.

Section 5. "Get Thee Hence"
Section 5 is the only section to combine both Theme 

1 and Theme 2. The trombone, acting as a prelude, inter
lude, and postlude, is based on Theme 2, while the baritone
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line is based, on Theme 1 and. later combines the two themes«
As in Part B of Section 4, the trombone line begins with an 
ascending third, and. continues to ascend, by stepwise motion. 
This five note pattern (see Table VII) covering the range of
a minor sixth is the .inversion of Theme 2. It is possible
that this theme could, be the retrograde inversion of Theme 
1 by using only the last four notes of the melody, but a s . 
the melody progresses it is evident that the essence of the 
melody is not the ornamentation of any one note. The inter
lude (measures 34-49) and. postlud.e (measures 90-101) are 
based, on the prelude, but they are varied, through the 
elimination of the second, note, B , and by. adding a half 
note C preceding the final pitch. After the first phrase, 
both the interlude and. postlud.e are expanded by the addition 
of new material. Throughout this expansion the mode is

j,shifted, by the free use of either B or B as an ornament.
The organ harmony alternates from a harsh dissonance of 
implied, chord, clusters to a G major chord, (root position)

e

almost measure by measure (as in Section 1). Occasionally 
either chord, is held, for more than one measure while the 
melody line above resolves. The dynamics are strict for the 
melody and. the organ. A "fp" is indicated, for each dis
sonant chord, and. a piano for each consonant chord, (as in the 
earlier sections).

The baritone melody (measures 11-15) indicates a 
possible derivation from Theme 1, ornamenting D with a turn
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(see Table VI). The subtlety of this is highly shaded by 
the phrasing which is different from the original thematic 
phrasing. Measures 16-33 expand, the melody by ornamenting 
the notes of the G major chord (the tonic of the mixolyd.ian 
mode). This expands the working range as well as lengthen
ing the melody. As in Section 3, slow movement (half note), 
usually by skips, brings the melodic line into" each faster 
(quarter note) ornamental section. The accompaniment of 
both baritone sections is similar to that described, above in 
the trombone parts.

Following the trombone interlude, the entrance of 
the baritone in measure 47 provides a unique interaction of 
Themes 1 and 2, both inverted (see Example 43).

Example 43. Interaction of Themes 1 and 2.

™ p

A id  it shall be that thou shall drink ,

The first four measures are the inversion of Theme 2, and 
the last two are a highly ornamented, inversion of Theme 1. 
This combination of both themes occurs only at this place in 
the cantata. The baritone line continues by expanding Theme 
1, again to ornament all of the notes of the G major triad. 
The trombone postlud.e discussed, above follows and concludes 
this section.



The first use of a grace note ornamentation in this 
cantata appears in the final baritone phrase. As in 
Sections 1 and 3, the augmented, second appears in the chant
like melody of Section 5. The augmented, second, is used 
twice ascending and five times as a descending interval.
The major-minor second, appears 68.8% equalling 199 of .the 
289 intervals in this section. '

Section 6. "And it Came to Pass"
This third, appearance of the chorus is preceded and. 

followed, by organ solos. This is the first use of the organ 
as a melody instrument. The melody is measureless (the 
prelude containing 7 lines, the postlude 10) and expands'the 
second, theme to the range of a minor seventh with descending 
half note movement. The freedom of rhythm is obtained, by 
the ornamentation of the half note theme with eighth note 
turns of two to twelve notes in length, and. by repeating each 
descending thematic pitch an uneven number of times (6 C * s ,
-2 B s , 9 G's, 3 F 1 s > 1 E *>; and. 10 D *s ). See Example 44 for 
the first four lines of this phrase (page 96). This example 
also illustrates that the melody is doubled, a perfect fourth 
below throughout the organ prelude. It is doubled a perfect 
fifth below in the postlude. Only for twelve beats in line 
4 and. again in lines 12 and 13 is there a pedal accompani
ment in the organ bass (Example 44). This doubling is



reminiscent of the method of performance of the ancient
ecclesiastical chants by priests in the monasteries. 

Example 44. Organ ornamentation of Theme 2.

Oi-g.
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Org.
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J K - ir-P ..........    f:
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r(v>z
pedals

The chorus following this seven line free organ 
introduction begins with each voice entering in succession

1. Heinrich Hausmann. "The Practice of Organum in 
the Liturgical Singing of the Syrian Churches of the Near 
and Middle East," Aspects of Medieval and Renaissance Music, 
ed. Jan LaRue (New York: vT. W. Norton Co. , 19 66) , pp. 435- 
439.
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measure by measure (and word by word). The progression from 
bass to tenor to alto to soprano-ascends from d to g" (d, 
c1, g 1, f", g"). There is also a dynamic climax at this 
point. The chorus continues (measure 11) with another 
polyphonic entrance (alto, soprano, tenor, bass) in which 
the lines alternate C and D as their beginning pitch. The
melody continues (measures 17-27) by stating Theme 2, first
descending and then ascending, as a five note pattern 
covering the range of a perfect fifth.

As in the previous choruses, the harmony of this
chorus is consonant. Only major and minor triads are used.,
and dissonances occur only twice, both times as a suspension 
(measures 6 and. 15) in the alto voice. The entire chorus is 
in the dorian mod.e, while the organ prelude and. postlude are 
in the transposed (to D) phrygian mode. The concluding 
postlude (discussed above) differs from the prelude only by 
the interval of doubling. Here the doubling is at a perfect 
fifth.

Section 7. "Intrada" -
The composer indicates that this short section may 

be omitted. However, the omission of this section would 
break the solo-chorus pattern previously discussed. Table 
VII shows the melody as a pattern of five descending half 
notes (E to A). This is preceded, by an ascending four note 
ornamentation. The range of a perfect fifth is the smallest



contraction of Theme 2„ As in the previous section the 
theme is highly ornamented, unmeasured, and appears twice 
(lines 1-3 and 4-8) indicating A A 1 form. The ornamentation 
of part A is close to the ornamented, pitch, extending no 
further than a minor third. There are 74 seconds, 12 thirds 
and 18 repeated pitches in part A (see Table A-XXIII). The 
final pitch (A) is emphasized by the use of bo"th the octave 
below (A) and the octave above (a1) with a crescendo to a 
"ff," as part A of Section 1 also ends. The organ accompani 
ment is a series of sustained chord clusters that do not 
have a consonant resolution. v

A short unmeasured interlude in the upper register 
of the organ separates parts A and A*. This three part 
writing is non-triadic with the upper.voices usually in 
parallel motion with open fourths or fifths. The movement 
of the lowest line is conjunct. The organ then returns to 
its series of dissonant chord, clusters that function as a 
harmony to the trombone. Part A 1 begins in the trombone 
with a series of ascending ornamental notes leading to the 
first note of the fheme, E. This opening ornamentation 
contains seventeen notes as opposed, to the four note orna
mentation beginning part A. The theme is expanded, through
out part A 1 with the use of more and. wider intervals in the 
ornamentation (up to a two octave skip) although the turn 
is still the basis of the ornament. The computer statistics 
(see Table A-XXIV) indicate the use of 7 fourths, 4 fifths,
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2 sixths, 13 sevenths, 2 octaves, 9 ninths, 3 tenths, 3 
elevenths, 1 twelfth, and. 1 double octave, all of which were 
not used, in part A. Example 45, showing the first line of 
parts A and A', illustrates this subtle variation technique.

Example 45. Variation of A and A 1, Section 7.

________ ______________& Lf- ■

4---

1

>
•

- 
f

.

-----------------------L. 1 J—

The final pitch (A) of part A ' is repeated six times an 
octave below the final, and once an octave above before the 
concluding repetition at the correct pitch register.

Harmonically the tonal area of lines 1-4 is C, and. 
for lines 5-8 (part A') A indicating a harmonic change from 
Ionian to Aeolian mode. This area is hard, to determine 
aurally as the entire accompaniment is devised around chords 
that the Hindemith system indicates as III or IV (severely 
dissonant). These chords are almost always made up of one 
complete and one or more incomplete triads, usually a second 
apart. Each chord, change is to be emphasized, as there is a 
"fp" marking for every change.
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Section 8. "There Was a Sore Famine"

This short women's chorus (SSA) is accompanied by a 
trombone obligato. Both the soprano melody and the melody 
introduced, by the trombone are based on Theme 1 (see Table 
VI). The choral line is written as the original theme, 
while the first three notes of the trombone are the inver
sion of the theme. The trombone introduces and concludes 
the section, as well as playing an obligato accompaniment. 
From measure 6 to measure 14 the obligato is independent, 
but in measures 15-17 the trombone moves in a sequence 
derived, from the voices, only in contrary motion.

The first soprano line is basically an ornamentation 
of B, the fifth of the E minor chord (the tonic of this 
section), while the altos ornament E. The melody is expanded 
by the repetition of a descending three note sequence for 
the text "sore." This example of text-painting is stressed 
further by the attention given to the dynamics at this point 
(see Example 46).

Example 46. Text-painting, Section 8.

r l

h



The one phrase melody (measures 6-14) is expanded by the 
repetition and extension of the last half of the phrase 
(sore famine in Samaria) in measures 15-34, again using the 
"text-painting" sequence.

Section 9A. "And Elijah Went Up"
This "solo" section is based on a six note scale 

shown in Example 47.

Example 47. Six note scale of Section 9A.

W O
t
i

A / -5 L - o •\ A I A r beJ r— J — m 4- .d i

As the scale is not a complete octave, and as there is no 
form of the pitch C used in the melody, it is impossible to 
determine the complete scale. However, enough of the scale 
is given to know that it is not a common "Western" scale. 
Provided that the C is natural (as it is in the accompani
ment) , this scale may be a combination of the lower tetra- 
chord of the mixolyd.ian mode and the chromatic tetrachord. 
which Robert Lachmann calls the Principle Hindu and Arab 
form.1

The melody based, on this scale (which is a variant 
of the inversion of Theme 2) is performed by unison male 
chorus (see Table VII). The five entrances of the chorus

1. Poladian, op. cit., p. 68.
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vary the melody by inverting it or extending it through 
repetition of selected note groupings. Dynamic indications 
are frequent in the melody line.

The organ accompaniment is dissonant throughout this 
section and frequently fades so that an unaccompanied chorus 
or solo remains. A four note cluster (for example: BCDE) 
"resolves" to a one, two, or three note cluster (for example 
DE) which then fades. This is the only method, of resolution 
in this section as there are no consonant chords. This 
method of accompanying was also used in earlier sections.

The baritone solo appears to be based on new 
material, although the octave displacement treatment of 
Theme 1 is used, (see Example 48).

Example 48. Octave displacement in baritone solo.

Go up now

The glissando is used, here as an ornament eleven times. All 
eleven are ascending with three being minor sevenths, two 
major sevenths, four major seconds, and two minor seconds. 
The composer's exact notation of pitch, and his complete 
disregard, for the system of equal temperament is seen when 
he requires the voice to glissando within the interval of a 
minor second. The section closes with the organ ornamenting



(with a tremolo) the pitch D , the tonic of the scale 
established by the melody.

Section 9B
Section 9B begins with the "embodiment" of nature by 

the organ. This statement of the storm is accomplished, 
with several varying sequences, always descending in free 
measureless rhythm (a total of eleven lines). The five note 
theme (Table VII) is a diminution of Theme 2 to a range of 
a perfect fifth. This descending pattern is stated, twelve 
times before changing to a three note pattern which is 
repeated, .thirteen times at various tone levels. The last 
three note pattern is repeated, at the exact pitch level 
thirteen more times. In line 5 the pattern becomes more 
complex as it is expanded, to include a -five note, a two 
note, a three note, and. a four note grouping which is 
repeated, seven times. This pattern is interrupted, in lines 
6 and. 7 by a seven note grouping which is repeated, four 
times before continuing to the end. The pedal accompaniment 
consists of a three note chord, cluster (C, D , and. E ) which 
changes to C and. D for one line and changes again to C and. 
D in line 5 as a five note (C, C D, D \ and. F ascending 
ostinato begins. This ostinato continues as part of the 
accompaniment until the chorus enters. The dynamics are 
strictly controlled, periodically increasing and. then 
decreasing to simulate the effect of a stormy wind.
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Following the organ storm, each voice enters with a 

different melodic line, free in-rhythm, unmeasured (although 
an eighth note remains equal td another eighth note), and of 
unequal length.- The text phrases are repetitions of the 
concluding phrase of Section 9A. The score indicates that 
each line is to be introduced (once through the melody) by a 
solo voice. After the solo in each part, and as the next 
solo voice enters, the entire first section (basses, etc.) 
begins to sing as directed,: "rapid, but not together."^
(See Example 49, page 105.) I have interpreted this 
instruction to mean that the eighth notes are to be equal 
in rhythm, but that each individual voice in any section may 
sing at a different tempo or at a different time in the 
sequence. Entrances begin in the bass line (27 note phrase) 
and are followed by th6 tenor (26 notes), soprano (32 notes) 
and alto (27 notes) lines. Example 49 reproduces all of 
these themes as they appear after every section has entered.

After all of the voices have entered, the indication
- - . »

is to "repeat and repeat" with a crescendo of "possibly 25
seconds," and a decrescendo of a similar length fading to

2nothing. After the voices fade, the section and. the storm 
conclude with several chord clusters from the organ

1. Hovhaness, Look Toward, the Sea. op. cit.
2. ibid.
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Example 49. Storm choral and organ lines, Section 9B.

( Rapid b u t not together.]

T utti

A.
Solo

T.

B.
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And thene was a great rain,

That the heaven was black,  That tfie heaven was bladi,-

Aid it came to pass, And it came to pass, And it came to pass.
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A. 
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And triere was a great rain,
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accompaniment increasing and. decreasing in volume as the 
final "winds" of the storm abate.

Section 10. "And the Hand, of the Lord"
Theme 1 appears for the last time in both the 

trombone prelude and. postlude, and., in the choral melody.
The trombone introduction ornaments A (see Table VI) which 
is now the root of the tonic chord. (A minor). The ornamen
tation is accomplished by the use of the. turn and by 
repetition of the ornamented, pitch. In measures 8 through 
13, the melody ascends to the octave of A by step-wise 
motion and, through the ornamentation of E (the fifth of the 
chord.). The introduction closes by again returning to the 
original register and as in Sections 1 and. 7 the final A is 
emphasized, by the use of the upper and lower octaves.

The choral section returns to the consonant, homo- 
phonic style of Sections 2 and. 4, and. is also based, on 
Theme 1 (Table VI). Either the tonic A or the fifth E is 
ornamented, throughout the 20 measures of singing. More 
dissonant tones than in Sections 2 and. 4 appear in both the 
melody and. in the lower voices. They are the result of non- 
harmonic passing tones and neighboring tones. The non
harmonic tones originate as this sec,tion sounds the first 
clear tonal elements. The circle of fifths appears in 
measures 30-33, but then dissolves into an effective 
mixolyd.ian cadence (which is transposed, to A). The text
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serves both as a conclusion to the "rain ritual," and as a 
preparation for the "shout" of praise which is to follow. A 
short trombone postlud.e, a variation of the introduction, 
leads directly (attacca) to the final fugue. This varia
tion, as in Section 7, greatly expands the ornamentation by 
octave displacement (compare Tables A-XXV and. A-XXVI).

Section 11. "Fugue, Alleluia"
The subject of the fugue is given in Example 50, and 

is basically an ornamentation of a single pitch (A) and. is 
therefore related, to Theme 1.

Example 50. Fugue subject. Section 11.
v/t yt/imic

A l- Is-tu. - ia At - te-lu - ia Al - - - le lu - i<x Al - - te lu - ia

With sixteen notes, this is the longest theme of the cantata 
The phrase subdivides into two motives of two measures each. 
This motivic division is used throughout the episodes as a 
point of development. Although there is a short counter
subject (measures 5-6), it appears only after the first 
entrances of the sopranos, altos, and tenors. The initial 
entrances are in SATB order— down a perfect fourth, an 
octave, and. an octave and a fourth from the beginning pitch. 
There are thirteen complete entrances (sopranos 5, altos 2, 
tenors 2, and bass 4), and six episodes.



Only two statements of the subject are varied. The
sixth entrance, in the bass line (measures 43-46), begins on

' ' ' bG, and the seventh pitch is altered to a B indicating a G
major triad and changing the mode of the theme. However,

' b •the next B (twelfth note"of the theme) is a B returning the 
theme to the original minor sound. The other variation 
occurs in the next to last entrance (sopranos^" measures 91- 
95). Here the theme is in D minor, and the first skip is 
reduced to a perfect fourth which in turn lowers the next 
two pitches before the theme again returns to the original 
interval pattern.

A stretto occurs before the next to last entrance in 
measures 88-90. The voices enter from the bass up, stating 
only the first measure of the theme, and implying the second 
measure although the intervals are changed. The soprano 
entrance states the entire subject, as varied, (see above), 
concluding with a grand mixolydian cadence. A final homo- . 
phonic statement returns the theme to the original pitch 
level in the sopranos, also concluding with a mixolydian 
cadence. .

The episodes vary in length from two to nine 
measures, and are usually a base for modulating to a new 
harmonic area for the following statement of the subject. 
Each episode offers a short segment of homophonic relief to 
the polyphony of the fugue. The first episode (measures 27- 
30) occurs after each voice has stated, the theme once. Only



four measures in length, it modulates from the area of E to 
the area of B for the fourth subject statement. The soprano 
and tenor lines are a highly ornamented, variation of the 
theme, while the alto and bass lines fill in the chords.
(The roots of the chords 'by the Hindemith system are E, A,
G, C, B , E, and D, leading to B for the next statement.) At 
this point the statements and episodes alternate. In the 
second episode (measures 35-42) the bass line sings a 
descending six note pattern which is repeated once in inver
sion and again descending to a whole note. Above this 
pattern the upper voices move in the opposite direction in 
longer rhythms, and. then imitate the descending pattern in 
parallel motion while the bass line holds its whole note. 
This entire pattern (four measures) is repeated, in sequence 
down one step modulating to the next entrance level. The 
third episode presents a polyphonic cadence (Example 51) 
which is varied, in episodes four and five to become an 
important homophonic cadence point.

Example 51. Cadence of episode three.



The fifth and sixth episodes are separated, by two state
ments of the subject. The sixth episode, the shortest 
(measures 82-83) is a ho mo phonic treatment of the dotted, 
quarter followed, by an eighth note and. a quarter rhythm of 
measure 3 of the theme (see Example 50),

The melisma is used, frequently in the episodes as an 
ornament, and. also appears in the third. Alleluia of the 
theme,. The first syllable of Alleluia is Sung on more than 
one note twenty-eight times out of forty-three total times 
in the soprano line. These melismas vary in length from 
two notes to twenty-five.

Summary.
Look Toward, the Sea is dominated, by the alternation

of two themes. Theme 1 appears in six sections including
■ - * •

both the first and. last sections with the exception of the 
fugue, Section 11, Even this fugue subject may be d.erived. 
from the ornamentation pattern of Theme 1, The second theme 
also appears in six sections, twice inverted, and. varied, in 
range from a perfect fifth to a minor seventh. Theme 2 is
almost always ornamented, by the turn pattern originating in

"  • .Theme 1. Therefore, Theme 1 has a unifying influence
throughout the cantata. This melodic material, and. a solo-
chdrus alternation pattern serve to unite this lengthy
cantata.
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The themes are, however, contrasting in motion. The 

dominating turn ornamentation oi Theme 1 presents a stable 
motion, while the extended, range and. patterns of interval 
movement create a degree of activity within Theme 2, The 
subtle variations of the ornament patterns, especially in 
Sections 1 and. 7, plus the varied, dynamics and. vocal in
flections have kept the continued, use of the same melodic 
material from sounding repetitious. The harmonies are modal 
throughout, and. although the major-minor system is hinted, at 
in Sections 10 and 11, even these sections end. with mixo- 
lydian cadences thereby not committing the actual sound, to 
the major-minor idea.

The subtle treatment of rhythms includes a specific
rhythm pattern for each section which is frequently repeated.
In Sections 1 through 8 and. in Section 10, the device of 
alternating a section of slow rhythmic values with one of 
faster rhythms appears. The faster phrases are usually
ornamental in nature,.

- - ' - ,

Of a total of 2,247 melodic intervals (see Table.
A-XXVII) , the dominating interval is the second. (68%). The 
third, follows (11.6%), with the fourth as the next most 
important interval (3.6%). The augmented.. unison (1.6%), 
sounding as a second., and the augmented, second. (1.7%) occur 
more frequently in this cantata than in Hovhaness' other 
cantatas. These two intervals are dominating intervals in 
several individual sections. There are no augmented, fifths.
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augmented sixths, or augmented sevenths. However, repeated 
pitches constituted. 5.5% of all -the intervals, again an 
unusually high percentage.

The text is presented, in a predominantly syllabic 
manner (279 syllables are sung on only one note, whereas 
101 syllables are presented, melismatically). The average 
number of notes per syllable of the melismatic passages 
equals almost six (5.9). The melismatic passages pre
dominate in the vocal solo lines, while the choruses are the 
most syllabic. The use of highly melismatic sections and. 
the high percentage of repeated, notes, seconds, and thirds 
corresponds to an equal use in the selected. Armenian hymns 
examined, (see Table A-XXXI).



CHAPTER V

SUMMARY AND CONCLUSION

The twentieth century has seen a proliferation of 
new tonal qualities in Occidental music. Some_ have been 
electronic creations, while others come from non-Western 
musics. These new sonorities make the ear struggle to 
distinguish between noise and tone. Frequently the sounds 
seem alike only because our ears are not atuned. to these . 
new sounds. The music of Hovhaness, in a highly personal 
way, has combined the forms and styles of Western music with 
the’ melodies and accompanying techniques of Eastern music, 
in a manner that educates and. awakens the Occidental ear to 
this vast area of "new" music. .. a ~ >

Summary of the Melodic Element 
With the exception of self-borrowing, all of the 

melodic material Hovhaness uses is newly composed. He makes. 
no attempt to borrow from Eastern folk melodies, but instead, 
he chooses to compose within this "non-Western" idiom. His 
extensive use of repeated, notes and. his contrapuntal and. 
heterophonic-like treatment of themes illustrates this 
"Eastern" influence. There is also a medieval Western . 
influence, especially in the possible isorhythmic treatment 
of the melodies. Occasional examples of Stimmtausch are

n, ...



found, due to the use of isorhythm. The melodic lines 
function both primarily (as themes) and secondarily (as 
accompaniments). The accompanying ostinatos of the Easter 
Cantata and Glory to God, are linear in design and. are 
treated, contrapuntally rather than harmonically. Throughout 
the Easter Cantata there are several ostinatos playing 
simultaneously which are treated, contrapuntally against each 
other. This is a unifying device. There is extensive use 
of imitation and. points of imitation, especially in the 
choral fugues. The melodic ranges are usually limited to 
the extremes of the extended, mode in which they are composed, 
although Look Toward, the Sea has several instrumental 
passages where the melody fluctuates over more than two 
octaves. However, the working ranges of that cantata are
usually limited, to a fourth or fifth.

The motion is predominantly stepwise as indicated, by 
the high percentage of seconds (see Table A-XXVIII) totaling 
64.4% in all three cantatas. This is fairly close to the
74.6% of seconds in the hymns of the Armenian liturgy which
were analyzed. (Table A-XXXI). It should be noted, that Look 
Toward, the Sea also has a 1.6% total of augmented, unisons 
which sound, as minor seconds. The percentage of other 
intervals used, indicates that the use of skips is limited 
to small skips rather than large (14.5% thirds, 4.1% 
fourths), which is also true of the Armenian hymns (10.1% 
thirds, 2.4% fourths). A high percentage of pitches are
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repeated, in Hovhaness1 cantatas (7.7%, whereas 10.8% of the 
Armenian pitches were repeated.).. By totaling all of the 
repeated, pitches, seconds, thirds, and. fourths it is seen 
that 93.4% of all the intervals are smaller than a fifth 
(97.6% in the Armenian hymns). Noticeably lacking is the 
use of any diminished, or augmented, fifths, sixths, or 
sevenths in the melody lines.

Two patterns of ornamentation appear frequently 
within the cantatas. The turn is used, in every cantata and. 
is subjected, to extensive subtle variation, especially in 
Look Toward, the Sea. The Eastern device of heterophony 
appears in the two earlier cantatas. Grace notes are found, 
infrequently as ornaments, with twelve used, in the Easter 
Cantata and. one in Look Toward, the Sea (compared, with the 
use of five in the short Armenian hymns analyzed.).

The overall treatment of the text indicates that 
about three-fourths (671) of the syllables are treated, 
syllabically with the remaining one-fourth (227) sung 
melismatically. The total average number of notes per 
melismatic syllable equals 4.87 notes per syllable, but 
within the individual sections (usually solo lines) the 
average number of notes per melismatic syllable ranged, as 
high as 27.83 (Table A-XIII). Melismas in the Armenian 
hymns averaged. 7.33 notes per syllable, where half of the 
syllables are treated melismatically.
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Summary of the Influences of 

: ■ the Other Elements
. ' ' ' "  : - '■As the basic harmonic indications of the melodies

are predominantly modal, ■ the harmonies are usually treated 
diatonically to the mode. Only occasionally are there brief 
hints toward the major-minor system. The modes are fre
quently transposed rather than used in their ^normal" 
position. The harmony is occasionally, especially in the 
Easter Cantata. secondary to an ostinato which may be based, 
on a mode, a different scale (pentatonic, or other Eastern 
scales), or on all twelve tones. The use of chords diatonic 
to the scale leads to a very consonant sound with little use 
of dissonances. The choruses of the two earlier cantatas 
begin to use this "consonant sound" which culminates in the 
choruses of Look Toward, the Sea. Several examples of "non- 
Wes tern" scales occur in each cantata. The pentatonic scale 
is used, in several sections of the Easter Cantata as an 
accompanying ostinato. This frequently results in a loss of 
ahy dominating harmony, due to the aural conflict of the 
simultaneous use of a modal melody and a pentatonic 
accompaniment. The device of polymodality is also used, to 
obliterate the actual harmony. An unusual scale which may 
be the combination of two Eastern tetrachords is used, in 
Section 9A of Look Toward, the Sea. Hovhaness creates a 
unique sound, by doubling either his melody or the
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accompanying lines in a manner similar to the composite
organum of early Western music.

Rhythmically there are also both Eastern and. 
medieval influences. The most prominent medieval influence 
is the isorhythmic design within the Easter Cantata.
"Taleae" are found, in both the choruses and. the accompanying 
instruments. Frequently' in Glory to God, and. Look Toward, the 
Sea the composer writes in free measureless rhythms, and. 
there are also several instances of the use of two •
simultaneous meters. In all the cantatas there is an 
alternation of slow and. fast rhythms, with the fast sections 
usually occurring in a highly ornamented, section. The 
frequent fugal .and. melismatic passages allow, further 
rhythmic development, usually in subtle variations of the 
themes.

The composer's choice of instrumentation also re
flects the influences of the East (giant tamtam), the 
medieval (trombone, harp, strings), and the contemporary 
(vibraphone). Each instrument is treated, idiomatically with 
careful consideration of the range and. tone qualities of 
each instrument. Frequently, the composer uses the extreme 
range limits of each instrument, and. develops unusual tone 
qualities of the instrument as with the trombone and. organ 
of Look Toward, the Sea. A blending of polyphonic and. homo- 
phonic styles is found, in each cantata, with the choruses 
usually honpphonic in nature. The sections of. the two later
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cantatas are thematically related with the use of at least 
two themes„ A solo-chorus pattern also helps to unify Look 
Toward, the Sea. The formal shapes of the sections or sub
sections are basically Western.in origin (fugue, binary, 
A-As). The phrasing is generally asymmetrical throughout. the 
cantatas. Hovhaness' musical sound is very personal and 
extraordinary, although not necessarily "Eastern." The 
subtle inflections and dynamic contrasts indicated by the 
composer help to keep the compositions from sounding repeti
tious.

In conclusion, Hovhaness! search for a personal
style has led him to explore much of the vast area of
Oriental music. This combination of not only East and West,
but also medieval and. contemporary has led. him to a highly
developed, musical style which is full of subtle feelings.
This subtle complexity has been overlooked by many, and. „
therefore his works are not often performed. However, this
has not prevented, the composer from continuing to pursue and.
cultivate a deeper, more thorough understanding of his own
style in music. Hovhaness describes music, and. thereby
himself, saying:

Twelve equal intervals to the octave, or "equal 
temperament," is a mechanical convention of 
Western industry. It is the "piano scale." It 
destroys all the mysterious intervals of Armenia,
India, Korea, and. Japan. Deplorable are "East- 
West encounters" which are not East-West but West 
devouring East. Eastern music must not die in 
Western prison. Equal temperament is a prison of 
chrome .and glass; Equal temperament kills melody.



. . . Equal temperament gives no chance to
"chance. " To hear and. perform exact intervals 
of ragas, melas, and. tonalities, study the 
shanai of Ind i a t h e  piri of Korea, the hichiriki 
of Japan. New slide trumpets are needed.. Dr. 
Thaddeus Cahill's dynamophone is needed. This 
early American invention was praised, by Ferruccio 
Busoni. Notes heard, are ornaments to notes un
heard. [This writer's italics^] Around, heard, 
music is silent music. Between intervals are 
lost intervals. Most important is silent music; 
most important are lost intervals. Music__. 
develops complexities of industry but fails to 
develop complexities of nature. Machine music 
makes noises of machines but fail to make living 
intervals. Where are the fifty-three divisions 
of the octave? Where is the music of the billions 
of galaxies within and. without humanity? Greatly 
have we failed. Busoni's vision!

Galaxies explode over millions of years, 
creating arcs of energy radiating throughout 
universes. Explore endless melody on the edge 
of nothingness.1

1. Hovhaness. op. cit. . pp. 11-12.



APPENDIX A

RESULTS OF THE COMPUTER TABULATIONS

List of Abbreviations
Abbreviation Meaning
ASCENDG 
AUG . ,
CHG . .
DESCNDG 
DIM . «
ENH . <
FFH . .
FTH . «
NO . . .
OCT . «
SEC . .
STH „ «
SVH . «
TED . ..
TOT . .
UNI . .

Ascending
Augmented.
Change
Descending
Diminished
Enharmonic
Fifth
Fourth
Number
Octave
Second.
Sixth
Seventh
Third.
Total
Unison
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Table A-l0 Computer Tabulations -for Easter Cantata y Section 1

Intervals
NUMBER AUG ENH AUG DIM DIM AUG DIM .AUG

UN I UNI CHG SEC SEC THl) th d FTH FTH FTH F^H FFH STH STH SVH OCT

ASCENOG 7 24 1 5 1 1
DESCNCG 29 1 ; 2 2

PERCENTAGES
ASCPNOG 17.9 .0 .0 61.5 . 5,0 2.5 * 12.8 2.5 .0 .0 .0 .0 2.5 .0 .0 »0
DESCNCG .0 .0 .0 85.2 .0 2.9 5.8 .0 5.8 .0 .0 . .0 .0 .0 .0 .0

TOTAL 9.5 .0 .0 72.6 .0 2.7 9.4 1.3 2.7 • .0' .0 .0 1.3 .0 .0 • .0

Syllables ,
NUMBER OF SYLLABLES WITH ONE NOTE
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE
a v e r a g e  Nu m b e r o f n o t e s  p e r' s y l l a b l e s  »o : ;.®

Phrase Lengths
6.000 ( -17.000) I.COO ( lloOOO) i.ooo ( 20.000) 8.000 ( 8.000) ( 14.000) 10.000 ( 20.000)

NO. OF GRACE NOTES 6

TOT
39
34 ,

121



Table A-II. Computer Tabulations for Easter Cantata. Section 2

Intervals
2 23

NUM3FR. AUG ENH 
UNI . UNI * CHG SEC

AUG
SEC

DIM DIM
THD THD FTH FTH

AUG
FTH

DIM
FFH FFH STH

AUG
STH SVH OCT ■

• ASCENCG 
06SCNDG

6 30 
1 39

17 7 
14 7

2 3
1 1

p e r c e n t a g e s

II 9.2 .0 .0 46.1 
1.5 .0 .0 61.9

.0 
• .0 '

.0 26.1 ' .0 10.7 

.0 22.2 .0 11.1
.0
.0

..0 . 3.0. .0 
.0 .0 - * p

.0

.0 ,
4.6
1.5'

.0 ■ ■ 
1.5

t o t a l 5.4 .0 .0 53.9 .0 .6 24.2 .0 10.9.
’ Syllables

.0 .0 1.5 .0 «o 3.1 .7

NUMBER OF.SYLLABLES WITH ONE NOTE 
, NUMBER OF SYLLABLES WITH MORE THAN ONE 

AVERAGE NUMBER OF NOTES PER SYLLABLES
19

NOTE n
4.36 •

; f '

Phrase Lenqths
( 12.000)( 6.000)( 15.0003{ 6.000)( 18.000)( 9.000)( 16.500)( 15 .000 ) { 17.000) 1.000 ( 21.000) • 2.000 ’i1 10.000)( 12.000)
( 15.000) 3.000 { 21.000) 3.000 I 20.000)( 
NO. OF GRACE NOTES -

10.000)( 21.000) .

r

122



Table A-III. Computer Tabulations for Easter Cantata, Section 3

' Intervals
2 31

NUMBER AUG FNH AUG . DIM • DIM ' AUG . DIM AUG
UNI UNI ' CHG SEC ' SEC - THD THD FTH FTH FTH FFH .FFH - STH- STH SVH OCT - ' TOT

ASCENDG 11 .42 21 2 3 6 1 2 88
DESCNCG 1 50 23 3 1 • 5 ■ 1 84
PERCENTAGES
ASCENDG 12.5 io .0 47.7 .0 ■ .0 23.8 . .0 2.2 3.4 .0 6.8 1.1 .0 .0 . 2.2
DESCNIJG 1.1 .0 .0 59.5 .0 *0 27.3 .0 3.5 1.1 .0 5.9 .0 .0 1.1 .0
TOTAL 6.9 .0 .0 53.4 .0 .0 25.5 oO 2.9 2.3 .0 6.3 .5 .0 » . 5 ; 1.1

Syllables
NUKRE* OF SYLLABLES WITH ONE NOTE 65
NUKCER OF SYLLABLES WITH MORE THAN ONE NOTE 18
AVERAGE NUMBER OF NOTES PER SYLLABLES' 2.61

Phrase Lengths
4.000 ( 16.000) ( 16o000)( 12.000)( 12-.000)( 22.000) 2.000 ( 10.000)( 16.000)( 36.000)( 12.000) 4.000 ( 4.000)( 22.000)

( 12.000 ) ( 24.000)( 8.000)( 8.000)( 8.000)( 8.000)( 18.000)( 20.000)( 48.000)( 30.000)( 12.000)( 32.000)( 8.000)( .8.000)
( 16.000)( 32.000)

NO. UF GRACE NOTES 4. ..
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Table IV* Computer Tabulations for Easter Cantata, Section 4

2 28 
NUMBER AUG ENH AUG DIM

Intervals
DIM AUG DIM AUG

ASCENDG
OESCNDG
PERCENTAGES

UNI

22
1

UNI CHG SEC

* 137 
184

SEC THD THD ' FTH FTH

75 14 
81 15

FTH . FFH FFH

4
5

STH

14
1

STH SVH

2

... OCT 
2

ASCENDG 8.2 ,.o .0 51.1 *0 ‘ .0 27.9 ..0 5,2 • .0 .0 1.4 5.2 .0* .0 .7OESCNDG .3 .0 .0 63.6 .0 . 28.0 .0 5.1 .0 .0 . 1.7 .3 . .0 .6 .0
TOTAL 4.1 .0 .0 57.6 .0 .0 28,0. .0 5.2

Syllables
.0 .. o° 1.6 2.6 .0 o 3 . .3

NUMBER OF SYLLABLES WITH ONE NOTE 89
NUXRER OF SYLLABLES WITH MORE THAN ONE NOTE 34
AVERAGE NUMBER OF NOTES PER SYLLABLES 3.14

'Phrase Lengths ; •
( 11.000)( 12.000)( 11,COO)( 12.000)( 16.000)( 20.000)( 10.000) 1.000 ( 11.000) 1.000 ( 11.000H  12.000)( 16.000)( 11.000)'

C 8.000)( 8.000)( 8.000)( 8.000)( 8.000)( 7.000)( 8.000)( 9.000)( 8.000)( 8.000)( 4.000)( 4.000)( 8.000)( 8.000)*
( 7.000) 1.000 { 8.000)( 7.000) 1,000 ( 8.000){ 8.000)( 8.000)( 7.000) 1.000 ( 8.000)( 8.000)( 16.000){ 13.000)

4.000 ( 4.000)( 4.000)( 7.000)( 3.000)( 13.000) 3.000 < 8.000)( 8.000)( 4.000)( 4.000)( 7.000)( 6.000) 3.000
i 15.000) 1.000 ( 15.000) 1.000 ( 16.000)( 15.000) 1.000 ( 16.000){ 17.000) 4.000

NO. OF GRACE NOTES 1

T O T  ,
268
289
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Table A-V. Computer Tabulations for Easter Cantata. Section 5

Intervals
2 29

n u m b e r
UNI

ASCENOG 40
DESCNGG 1

PERCENTAGES'
ASCENCG
OESCNDG
TOTAL

31.7
1.1

19.3

AUG
UNI

.0

.0

ENH
CHG SEC

58
69

.0 . 46.0 

.0 80.2
59.9

AUG
SFC

.0.0

.0

DIM
THO

NUMBER OF SYLLABLES WITH ONE NOTE 50
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE 
AVERAGE NUMBER.OF NOTES PER SYLLABLES 2.16

THD
■14
7

. 0  . 11 .1  e 0 e 8 e 1

DIM
FTH

.0

.0

FTH

3.1
.0

.0 9.9 . .0 1.8

Syllables

Phrase Lengths

AUG
FTH

.0.0

DIM
FFH

.0

.0

.0

FFH
10
5

. 7.9 
5.8
7.0

STH

.0

.0

.0

AUG
STH

.0

.0

SVH

.0.0

OCT

4

.0
4.6
1 .8

( 5.500) .500 ( 5.500-) .500 ( 5.500) '/ .500 ( .7.500) 1.500 ( 4.000) .500 ( 9.000)

1.500 ( 9.000) 1.500 ( 7.500) 1.500 ( 5.500) .500 ( 5.500) .500 { .5.500) .500 (
9.000 ( 24.000)( 33.COO)

NO. OF GRACE NOTES 1

1.500
9.000)

( 7.500)

( 12.000)
( 4'. 500)

( 24.000)

TOT
126
86
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Table VI. Computer Tabulations for Easter Cantata, Totals

Intervals
NUMBER AUG ■ ENH AUG DIM DIM AUG DIM AUG ■

UNI UNI CHG SEC SEC THD THD . FTH FTH FTH • FFH FFH STH STH ' SVH OCT ‘ TOT
ASCENUG 88 291 1 132 ' ' 1 * 27 3 22 16 3 . 4 5 88
DESCNCG 372 1 128 28 1 16 1 . 4 5 / , 5b6
PERCENTAGES
ASCENDG 14.9 .0 .0 49.4 .0 .1 22.4 .1 4.5 o 5 .0 3.7 2.7 .0 .5 .6
OESCNDG .0 .0 .0 66.9 . .0 ' . "I . 23.0 • o.O 5.0 ol .0 2.8 .1 o 0 .7 .8 :
TOTAL 7.6 .0 . .0 57.9 .0 ol 22.7 ■ .0 CO .3 .0 3.3. 1.4 .0 .6 *7

'Syllables
NUy&ER OF. SYLLABLES WITH ONE NOTE 223
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE 69
AVERAGE NUMBER OF NOTES PER SYLLABLES 3.11 •
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Table A-VIIJ Computer Tabulations for'Glory to God, Part 1

Intervals
NUMBER AUG " ENH AUG • DIM . DIM , AUG DIM a u g "

ASCENOG
OESCNCG

PERCENTAGES

UNI
33

UNI CHG SEC
189
252

SEC , THO THO FTH
38 1 
27 1

FTH .
22
7

FTH FFH FFH. .. STH
10 1 
10

STH SVH
2 

• 1

OCT 

. 2

ASCENOG 11.1 .0 ..0 . 63.8 .0 .. .o 12.8 .3 7.4 .0 .0 3.3 . .3 .0 .6 ■ . .0DESCNOG .0 .0 .0 84.0 .0 .0 9.0' .3: , 2.3 . .0 .0 3.3 .0 ‘ . .0 .3 .6
TOTAL 5.5 .0 .0 73.9 .0 .0 10.9 .3 4.8

Syllables
.0 .0 3.3 .1 < .0 .5 .3

NUMBER OF SYLLABLES WITH ONE NOTE 85
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE 30
AVERAGE NUMBER OF NOTES PER SYLLABLES ’ 7.20

Phrase Lengths
( 19.000> 2.000 ( 9.COO) 2.000 C 20.000) 2.000 ( 10.000)( 11.000)( 15.000) .2.000 ( 14.000)( 15.000) 2.000 ( 17.000)
( 9.000) ( 16.000) 2.000 ( 16.000) ( 9.000.) ( 18.000) ( 11.000) ( 9.000)( 14.000) 2.000 { 15.000) 2.000 ( 13.000) ( 15.000)

£ 24.000) 12.000 ( 24.000)( 6.000)( 18.000)( 30.000)£ 12.000)( 16.000)(' 16.000)( 14.000)( 16.000)( 26.000)( 34.000)£ 39.500)

< 19.000) £ 15.000) ( 18.500) 1.000 X 13.000) ( 6.500) ( 11.5,00) 7.000 ( 26.000) ( 17.000) ( 8.000)( 13.000H 16.000) ( 23.000)
£ 56.000) 2<QQ0 ( 18.000)( 6.000)( 6.000){ 20.000)£ 19.000)( 32.000)( 20.000)£ 44.000) ( 16.500)£ 58.000)( 45.500)( 24.500)

NO. OF GRACE NOTES -  ■ ' .

TOT
296
300
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Table A~VIIIo Computer Tabulations for Glory to God, Part 2

NUMBER AUG ENH AUG ■ DIM

Intervals
DIM AUG DIM • AUG

ASCENDG ' 
DESCNOG

UNI

18

UNI *CHG SEC
24
1 5 ‘

SEC THD THD FTH FTH

2 - 
2

FTH FFH FFH

3

STH STH SVH OCT.

1

PERCENTAGES _
ASCENDG 4 0 . 0 .0 . 0 5 3 . 3 . 0 . 0 4 . 4  . 0  . 0 . 0 .o' , 0 . 0 . 0 . 0 2 . 2DESCNDG . 0 . 0 . 0 7 5 . 0 . 0 . 0 " 1 0 . 0  . . 0  . 0  • . 0 .0 1 5 . 0  ' • . 0 • . 0 . 0 . 0

TOTAL 2 7 . 6 . 0 . 0 6 0 . 0 . 0 . 0 6 . 1  e0 . 0  

Syllables
> 0 , . 0 4.6 . 0 . 0 1 . 5

NUMBER OF SYLLABLES WITH ONE NOTE 42
NUKGFK OF SYLLABLES WITH MORE THAN ONE NOTE 5
AVERAGE NUMBER OF. NOTES PER SYLLABLES 4.80

' Phrase Lengths
C 72.000)( 26.000){ 64.000)( 60.000)( 16.000 ) t 12.000)

NO. OF GRACE NOTES —

128



Table A-IX0 'Computer Tabulations for Glory to God., Part 3

Intervals
n u m b e r AUG ENK AUG DIM DIM AUG DIM AUG.

UNI UNI CHG SEC SEC THD THD FTH FTH FTH FFH FFH STH • STH SVH OCT
ASCENOG 66 56 ■ - 13 7 17 4 6
DESCNOG i 83 ■ — 28 7 9 1 4
PERCENTAGES
ASCENOG 39.0 .0 .0 . 33.1 .0 .0 7.6 .0 4.1 .0 .0 10.0 .0 . .0 2.3 3.5
DESCNOG .7 .0 .0 62.4 .0 .0 21.0 .0 5.2 oO. .0 6.7 ‘ .0 . .0 .7 3.0
TOTAL 22.1 .0 .0 46.0 .0 .6 13.5 .0 4.6 .0 .0 8.6 .0 .0 •1.6 3.3

•Syllables
NUMBER OF SYLLABLES WITH ONE NOTE 42 '
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE 22
AVERAGE NUMBER OF NOTES PER SYLLABLES 2.13

Phrase Lengths
.. ( 22.500) ( 9.000} ( 35.500) ( 7.500) . 1.500 ( 9.0005 12.000 C 4.500) 9.000 ( 4.500) 4.500 ( 4.500) 4.500 ( 4.500)

4.500 ( 7.500) 1.500 (. 9.000) 9.000 ( 4.500) 9.000 ( 4.500) 4.500 ( 9.000} 4.500 ( 4.500) 9.000 ( 6.000)
1.500 ( 6.000) 1.500 ( 6.000) 1.500 ( 6.000) - 1.500 ( 24.000)( .12.000) 4.500 ( ,6.000) 1.500 < 6.000) 1.500

( 6.000) 1.500 ( 6.000) 1.500 ( 24.000)( 12.000) 4.500 ( 9.000) 1.500 ( 9.000) 10.500 ( 12.000)( 12.000)< 18.000)
1.500 ( 19.500) 15.000 

• NO. OF GRACE NOTES -

T O T
169
133
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Table A-X„ Computer Tabulations for Glory to God, Totals

Intervals
NUMBER AUG ENH AUG DIM :: DIM - AUG DIM AUG ,

UNI UNI . CHG SEC SEC - THD THD . FTH . FTH FTH FFH FFH STH STH SVH OCT
ASCENDG 119 269 53 1. 29 . 27 1 6 7
DESCNOG 350 57 14. 23 2 6
PERCENTAGES
ASCENCG 23.2 .0 .0 52.5 .0 .0 10.3 . • .1 5.6 .0 .0 5.2 .1 .0 .• i.i 1.3.DESCNOG .0 .0 .0 77.2 .0 .0 ,, 12.5 .2 3.0 ■ .0 .0 5.0 . .0 .0 e 4 1.3
t o t a l 12.3 .0 oO 64.1 .0 .0 ' 11.3 , .2 ■.4.4 .• .0 .0 5 o 1 . . 1 .0 .8 1.3 ' ; /  .

Syllables
NUMBER OF SYLLABLES WITH ONE NOTE 169 -
NUMBER-OF SYLLABLES WITH MOKE, THAN ONE NOTE 57
AVERAGE NUMBER OF NOTES 1PER SYLLABLES 5.03
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\ ' ' , • ' 
Table A-XI0 Computer Tabulations for Look Toward, the Sea, Section 1

Intervals
NUMBER AUG ENH ■ AUG DIM ■ DIM . AUG ; DIM AUG

UNI ■ UNI CHG SEC SEC THD THD FTH FTH FTH FFH FFH STH STH . SVH OCT
ASCENDG 11' 4 44 9 5 9 2 ■3 : 1 4 . 2DESCNOG 10 60 12 6 16 : 1 ' 1 1 .. 1 . 1
PERCENTAGES
ASCENDG 11.7 4.2 .0 46.8 9.5 5.3 9.5 .0 2.1 3.1 : .0 1.0 , 4.2 , .0 ' 2.1 . .0DESCNOG .0 9.1 *.0 55.0 11.0 5.5 14.6' .9 .9 .0 , .0 ; .9 .0 : .0 .9 .9
TOTAL 5.4 6.8 .0 51.2 10.3 5.4 12.f . .4 . 1.4 1.4 , .0 ,9 1.9 .0 1.4 .4

Syllables
NUMBER OF SYLLABLES' 'WITH ONE NOTE
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE '
AVERAGE NUMBER OF NOTES PER SYLLABLES .0 '

Phrase Lengths
' 8.000 ( 7.000)( 8.500)£ 7.000)( 2.250)( 10.000)( 6.250) ( 14,000) .750 ( 6.250) .750 ( 9.250)( 6.500) 3.750

.( 4.250) .750 ( 8.250)( 11.000)( 9.000) .750 t 10.250)( 17.000) 44.000 ( 7.000)( 7.000U 7.000){ 7.000)( 4.250)
( 4.250)( 11.000)( 7.000)C 7.000)( 4.250)( 4.250)( 17.000)( 10.000) .750 ( 4.250)( 5.000)( 9.500)( 10.000)( 8.250)
« 20.000) " 4.000

NO. OF GRACE NOTES -  - .*

TOT
94

109
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Table A-XII. Computer Tabulations for Look Toward, the Sea. Section 2

• Intervals :
2 30 

NUMBER AUG 
UNI UNI

'ENH
CHG -SEC

AUG
SEC

DIM
THD

DIM
. THD FTH FTH

AUG
FTH

DIM
FFH FFH STH

AUG
STH SVH OCT '

ASCENDG
DESCNDG I

24
30

2
1

PERCENTAGES ;

ASCENDG ,0 o0 
DESCNDG 3.1 .0

o 
o .0

.0
.0
.0

«• 0 o 0 .0 
.0 .0 .0

.0

.0
.0
.0

7.6
3.1

.0

.0
.0
.0

.0

.0
.0 

• e 0 .

! TOTAL 1.7 oO .0 93.1 .0 .0 .0 o 0 e 0 ' .0 .0 5.1 ■ .0 .0 . oO • 0

:NUMBER OF SYLLABLES WITH 
NUMBER OF SYLLABLES WITH 
AVERAGE NUMBER OF NOTES 1

ONE NOTE 
MORE THAN ONE 

PER SYLLABLES
14

NOTE
5. 50'

Syllables
8

Phrase Lengths
C 39.000X 19.000) ( 22.000) ( 33.000) ( 40 
; NO. OF GRACE NOTES —  ...

1.000)
■
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Table A-XIII* Computer Tabulations for Look Toward the Sea, Section 3

Intervals
NUMBER AUG ENH AUG :• DIM DIM AUG ■ DIM AUG ■’UNI; ‘ UNI ' •CHG SEC ■ SEC THD THD FTH FTH f t h : FFH FFH STH STH SVH ■ OCT
ASCENOG 4 68 4 1 l
DESCNDG 17 81 2 1
PERCENTAGES •-
ASCENOG .0 5.1 .0 87.1 5.1 ‘ .0 1.2 .0 .0 .0 .0 .0 1.2 0
DESCNDG .0 16.8 .0 80.1 1.9 .9 .0 .0 .0 ' • 0 .0 *0 *0 .0 ; . lo l o
TOTAL .0 11.7 .0 83.2 3*3 .5 .5 . oO *0 oO .0 ' »0' •. . . .  .5 . o 0 ' ; .o oO

Syllables
NUMBER o f s y l l a b l e s  w i t h  o n e  NOTE 12
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE 6
AVERAGE NUMBER OF NOTES PER SYLLABLES 27*83

Phrase Lengths
12*000 t 34.000)( 43.000)( 34.000) 16.000 ( 40.000)< 57.000) 1.000 ( 40.000)
NO* Of GRACE NOTES —  '
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Table A-XIW Computer Tabulations for Look Toward the Sea, Section 4

Intervals
2

NUMBER
29

UNI
ASCENDG
OESCNCG

PERCENTAGES
ASCENDG
DESCNHG
TOTAL

50.0
5.5

26.4

AUG 
UNI '

.0

.0

•ENH AUG DIM
CHG SEC SEC THD THD

5 • 1
‘

13 3

.0 31.2 .0 • .0 6.2.0 72.2 . .0 .0 16.6

.0 52.9 .0 .0 . II"?

• s
ONE NOTE 25
MORE THAN ONE NOTE 5

AVERAGE NUMBER OF NOTES PER SYLLABLES 2,00'

( 16.000)( 16.000)( 16.000)( 24.000)( 18.000) 
NO. OF GRACE NOTES —

DIM
FTH ’ FTH 

1

6.2
.0

AUG
FTH

.0 2.9

Syllables. 

Phrase Lengths

DIM 
. FFH

.0.0-

FFH

1

6.2
.0

2.9

STH

.0

.0

.0

AUG
STH SVH OCT 

1

.0

.0
.0

5.5
2.9

TOT
16 

• 18
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Table A-XV0 Computer Tabulations for Look Toward, the Sea, Section 5

Intervals
21

NUMBER AUG, ENH AUG DIM . DIM AUG DIMUNI UNI CHG SEC SEC v; THD THD FTH FTH FTH FFH FFH STH
ASCENOG 11 , 93 2 • 20 2 8 1 2 2 XOESCNOG 1 1 106 5 . 23 4 • 1 2
PERCENTAGES
ASCENOG 7.6 .0 .0 64.5 * 1-3 , .0 13.8 1.3 5.5 " .6 1.3 1.3 .6DFSCNOG .6 .6 .0 73.1 3,4 .0 15.8 .0 2.7 i6 -0 -.0 1.3
TOTAL 4.1 .3 *0 68.8 • 2.4 .0 14.8 .6 4.1 .6 .6 ■” .6 1.0

Syllables
NUMBER OF SYLLABLES WITH ONE NOTE 24
n u m b e r  OF SYLLABLES w'ith MORE THAN ONE NOTE 27
AVERAGE NUMBER OF NOTES PER SYLLABLES 6.25

Phrase Lengths
4.000 ( 16 o000 ) ( 12.000)( 30.000)( 32.000)( 18.000)( 34.000)( 8.000)( 11.000) 1.000 ( 30.000)(

< 20.500) ( 20.000)( 20.000)( 26.000)< 28.000)( 29.000) • 2.000 ( 46.000) 1.000 ( 42.000) 1.000 (
( 20.000)( 30.000)( 30.000)( 6.000)( 6.000)( 12.000)

NO. OF GRACE NOTES 1

AUG
STH

.0

.0

SVH

1.3
1.3
1.3

OCT

.0

.0

.0

20.000)( 
29.000)

18.000")

1.000
1.500 

( 19.000)

TOT
144
145
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Table A-XVI0 Computer Tabulations for Look Toward the Sea, Section 6

Intervals
2 27

n u m b e r AUG ENH AUG . . DIM DIM AUG DIM AUG
UNI UNI CHG SEC . SEC THD • THD ' FTH FTH FTH FFH FFH STH STH ’SVH OCT

ASCENOG 3 107 33 22 1 ' . 3 ' 1
HESONno I -131 53 5 4

PERCENTAGES
ASCENDG - 1.7 .0 ■ .0 62,9 .0 .0 19.4 .0 12.9 .0 oO .5 " .0 .0 1.7 ‘ .5
DESCNDG .5 .0 67.5 iO 27.3 .0 2.5 .0 .0 *0 .0 .0 .0 2.0

TOTAL 1.0 . oO .0 65.3 .0 .0 23.6 .0 7.4 .0 ' .0 .2 .0 - .0 .8 1.3

Syllables , •'
NUXBFR OF SYLLABLES WITH ONE NOTE 24 .

' NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE „
AVERAGE NUMBER OF NOTES PER SYLLABLES ■. .0

Phrase Lengths'.
( -21.500)( 20©500)( 4.000)( 5»500)( 3.500)( 19.500)( 1.250) 3.500 i 4.000)( 32.000)( 7.000)( 5.500)( 20.500)( 1*750)

4.000 ( 33.000)( 24.000)(,44.000)( 26.500)( 7.000)( 9.500)( 22.500)( 14.500)( 16.000)( 15.500)( 17.500)( 35*500)( . 1.500)

4.000 ' • ’
NO. OF GRACE NOTES —

TOT
170
194
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Table A-XVII. Computer Tabulations for Look Toward the Sea. Section 7

Intervals
2 20

NUMRER - AUG ENH 
UNI UNI CHG SEC

AUG . 
SEC

DIM
THD

DIM
THD FTH FTH.

AUG
FTH

DIM
FFH FFH STH

AUG
STH SVH OCT

ASCENDS
OESCNDG

31 ' 69 
1 * 81

23
15 ■ .63

1
• 3

2 • 7
7 : I ;

PERCENTAGES
ASCENDS 
.DESCNDG

21.9 .0 .0 48.9 
.8 .0. .0 72.3

.0

.0
.0
.0*

16.3 .0
13.3 .0 ' 2.6

: .0 
.0

.0 .7
- . 0 2.6

1.4
.0

.0
e 0 -t'4.9 . 6.2

1.4 . 
1.7

TOTAL 12.6 .0 .0 59.2 ; .o .0 15.0 .0 3.5 • .0 .0 1.5 o? .O':' 5.5 »1.5 V' ;V
3. NUMBER OF SYLLABLES WITH ONE NOTE 

NUMBER OF SYLLABLES WITH MORE THAN ONE 
AVERAGE NUMBER OF NOTES PER SYLLABLES

: NOTE ■
.0

. Syllables

Phrase Lengths
2 o 000 ( 10.000)( 6.000)( 7.000)( 4.500)( 5.500)( 4.500) ( 4.000)1 3.500)( 6.500)( 6.500)( 1.000)( 1.000)( 1.000) :

t 1.500)( 2.000)( 4.500)( • 2.000)( 1.000)( 1.500)( 4.500) ( 8.000) 24.000 ( 3.000)( 3.0b0)( 9.500)< 3.000)( 4.500) ■
( 5.500)( 4.500)( 3.500)1 3.000)( 4.500.) ( 4.500)( 4.500) ( 5.500)( 4.000)( 6.000)( 1.000)( 1.000)1 1.500) [ 1.000). .■
< 1.500){ 4.500)( 5.500)( 4.500)( 
■ NO. OF GRACE NOTES -

2.500 ) I 4.500)( 1.500)1 2.000)( 2.500)( 10.000)
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Table A-XVIII. Computer Tabulations for Look Toward' the Sea. Section 8

I n t e r v a l s

2 26
NUMBER

UNI
AUG -ENH 
UNI. CHG SEC

AUG
SEC

DIM
THD

DIM
THD FTH FTH

AUG
FTH

DIM
FFH FFH STH

AUG • 
STH SVH OCT .

ASCENDG i 2 
DESCNDG I

7
27

: •’ 3 ' 35 1
2
1 • ;; .

PERCENTAGES
ASCENDG 11.7 
DESCNDG 2.8

.0 .0 

.0 .0
41.1
77.1

.0 

.0 .
.0
.0

17.6 .0 17.6 
14v.2 .0 .0

.0
2.8

.0

.0
11.7
2.8

.0

.0
.0
.0

.0

.0 :2
- t o t a l 5.7 .0 .0 65.3 .0 .0 15.3 .0 5.7

S y l l a b l e s  .
1.9 ‘ .0 5.7 .0 .0 .0 .0

NUMBER OF SYLLABLES WITH ONE NOTE 
NUMBER OF SYLLABLES WITH MORE THAN ONE 
AVERAGE NUMBER OF NOTES PER SYLLABLES

16
NOTE

2.83
6

P h r a s e  L e n g t h s
C 12.000) I 20.000) ( 52.000)( 52.000)( 36*000) 

NO. OF GRACE NOTES. -
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Table A-XIXe Computer Tabulations for Look Toward, the Sea, Section 9A

Intervals
28

NUMBER AUG ENH AUG DIM
UNI ■UNI CHG SEC SEC THD THD

ASCENDG 23 72 2 3.DESCNDG 1 57 1 1
PERCENTAGES
ASCENDG 20.9 .0 . -o 65.4 1.8 .0- 2.7DESCNDG 1.3 .0 .0 79.1 1.3 .0 1.3
t o t a l 13.1 .0 .0 70.8 1.6 .0 2.1

NUWBfrj* OF SYLLABLES WITH ONE NOTE 88
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE 
AVERAGE NUMBER OF NOTES PER SYLLABLES 3.20

DIM
PTH FTH

1.8
2.7

.0 2.1 
Syllables

30

AUG
FTH

.0

.0

DIM
FFH

.0

FFH STH

2
6

.0

.0 1.8
8.3
4.3

AUG
STH

eO

SVH

4.5
1.3

3.2

OCT

.9
4.1

2.1

• Phrase Lengths
2.000 ( 20.000) 2.00.0 ( 15.000) 2.000 ( 14.000) 2.000 ( 14.000) 3.000 ( 11.000) 1.000 ( 18.000) 2.000 { 18.000)

3.000 ( 9.000) 3.COO ( 14.000) 3.000 ( 21.000) 3.000 < 14.000)( 11.500) 2.500 ( 2.500) .500 ( 23.500) 1.000
C 12.000) 4.000 { 20.000)

NO. OF GRACE NOTES —
I.000 ( 10.000) ' 6.000

TOT
110
72
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Table A-XX0 Computer Tabulations for Look Toward, the Sea, Section 9B

Intervals
2 22

NUMBER AUG ENH AUG •' DIM DIM AUG DIM - AUG
UNI UNI CHG ■ SEC SEC THD THD FTH FTH FTH FFH FFH STH ■ STH SVH : OCT ‘ TOT

ASCENCG 6 53 13 17 17 ' 8 7 4 2 2 129
DESCNDG • 1 253 1 2 257
PERCENTAGES
ASCENOG 4.6 .0 .0 41.0 .0 10.0 13.1 .0 13.1 6.2 .0 5,4 3.1 .0 1.5 1.5 .
DESCNDG .3 .0 .0 98.4 .0 .0 .0 .0 .0 .0 .0 .3 .0 .0 .7 .0 ‘
TOTAL 1.8 .0 .0 79.2 .0 - 3.3 4.4 .0 4.4 2.0 .0 - 2.0 1.0 .0 1 1.0 •5 '■

Syllables
NUMBER OF SYLLABLES WITH ONE NOTE 55
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE 13 -
AVERAGE NUMBER OF NOTES PER SYLLABLES « 4.38

Phrase Lengths
4.000 L 15.000) ( 19.500)( 3.500)( 3.500)( 3.500)C 7.000)( 4.750)( 3.500)( 3.500)( 8.750)( 13.500)( 13.000)( 16.000)

( 13.500) .
NO. OF GRACE NOTES -
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Table A-XXI. Computer Tabulations for Look Toward, the Sea. Section 10

Intervals
2 18 

NUMBER
UNI

AUG • 
UNI

ENH
CHG •SEC

AUG
SEC

DIM
THD THD

DIM
FTH FTH

AUG
FTH

DIM
FFH FFH STH

AUG
STH SVH OCT TOT

ASCENOG 13 
DESCNDG 1 40

33 . li9 1 1 1 , 1 . 5 ' 
3

1
■ 3

/ 71 
52

PERCENTAGES
ASCENOG 18.3 
DESCNDG ' . 1.9

.0 
• 0

*0
.0

56.3
63.4

. .0

. > 0
.0 15.4 

17.3 '
1.4
.0

. .0 - 
1.9

.o :

.0
. .oO 

.0 .
'.0
1.9

•o
1.9

oO ‘ 
oO

7.0
5.7

1.4 ' : :
•• 5.7 ■

TOTAL 11.3 .0 .0 59.3 60 .0 . 16.2 .8 o 8 oO ' .0 '.s': .8 oO 6.5 3.2
. . . Syllables

n u m b e r  Of SYLLABLES WITH ONE NOTE 
NUMBER of SYLLABLES WITH MORE THAN ONE 
AVERAGE NUMBER OF NOTES PER SYLLABLES

12
NOTE

9.50
4

Phrase Lengths
( 13.000) 1 14.000)( 24.000)( 22.000)( 58.000)I 28.000)( 14.000)( 20.000)( 20.000){ 

NO. OF GRACE NOTES 14.000)
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Table A-XXII0 Computer Tabulations for Look Toward, the Sea, Section 11

Intervals
NUMBER AUG . ENH AUG DIM DIM ' AUG DIM AUG

UNI UNI CHG SEC SEC ' . THO THO FTH FTH FTH FFH FFH STB STH SVH OCT
ASCENOG 3 5 1
DESCNDG 4 1 1
PERCENTAGES
ASCENOG 33.3 .0 .0 55.5 .0 .0 .0 .0 .0 .0 .0 11,1 .0 .0 .0 .0DESCNDG .0 .0 ■ .0 66 . 6 -0 . , .0 16.6 .0 16.6 ; .0 .0 .0 .0 .0 .0 • .0
TOTAL 20.0 .0 .0 60**0 .0 .. .0 6.6 *0 6.6 .0 .0 6.6 .0 ® 0 ■ - <.0 .0

• Syllables ...
NUMBER OF SYLLABLES WITH ONE NOTE 10 ’
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE ~ 2
a v e r a g e  n u m b e r  o f n o t e s  PER SYLLABLES ■ 3.00

Phrase Lengths
* < 24.000)

NO. OF GRACE NOTES -  . %

H



Table XXIII0 Computer Tabulations' for Look Toward, the Sea, Section 7A

Intervals
20

NUMBER
; UNI

AUG
un r

ENH
CHG . SEC

AUG 
■ ■ SEC V .

. DIM 
THD . THO

DIM
FTH ■FTH

AUG '• 
FTH

DIM
FFH FFH STH

AUG 
: STH SVH . OCT ; TOT

ASCENOG
OESCNDG

18 
. 1

33 . 
41

7
5

2 1
i

61
48

PERCENTAGES
ASCENOG
OESCNDG

29.5
2.0

.0

.0
. .0 

.0
54.0
85.4

.o'

.0
.0
' .0

11.4
10.4

.0

.0
3.2 '
iO

.0

.0
.0
.0 ' ?o 

• .0
.0
.0 o 0

' 1.6 
. .0

' .0 
2.0

TOTAL 17.4 .0 .0 67.8 .0 - .0 11.0 .0 1.8 .0 .0 .0 oQ .0 ' • .9 .9
Syllables

NUMBER OF SYLLABLES WITH ONE NOTE
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE
AVERAGE NUMBER OF NOTES PER SYLLABLES .0

2*000 ( 10.000)(
Phrase Lengths

6o000)(> 7.000)( 4,500)( 5.500){. 4.500)( 4.000)( 3.500)( 6.500)( 6.500)( 1.000)( 1.000)( ,1.0005
{ 1 *500) ( 2.000)( 4.500)( 2.000)( 1.000)( 1.500)( 4.500)( 8.000) ;

n o . o f g r a c e n o t e s  —
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Table A-XXTV0 Computer Tabulations for Look Toward the Sea, Section 7A6

Intervals
1 19DUMBER

ASCENOG
DESC.NCG

PERCENTAGES
ASCENDG
DFSCNDG

AUG ' ENH . AUG DIM DIM AUG DIM .UNI UNI . CHG SEC SEC ; . THD THD • FTH FTH FTH FFH FFH
12 36 16 4 11 40 10 3 3

15.1 .0. .0 45.5 oO. .0 20.2 .0" 5.0 .0 .6 1.21.5 .0 .0 62.5 .0 .0 15.6 .0 4.6 .0 .0 4,6
9.0 .0 .0 53.1 .0 .0 18.1 . .0 4.8 .0 .0 2.7TOTAL

NUMBER OF SYLLABLES WITH.ONE NOTE
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE
AVERAGE NUMBER OF .NOTES PER SYLLABLES

Syllables

STH
2

2.5
.0

1.3

AUG
STH

oO

SVH

7.5
10.9
9.0

■ Phrase Lengths
24.000 { 3.000) ( 3.000) ( 9.500) ( 3.000) ( 4.500) ( 5.500) ( 4.500M 3.500) (. 3.000) ( 4.500) ( 4.500) (

C 4.000){ 6.000)( 1.000) { 1.000)( 1.500)( 1.000)( 1.500)( 4.500)( 5.500)( 4.500)1 2.500)1 4,500)(
( 2.500)( 10.000)

NO. OF GRACE NOTES -  -

OCT

2

2.5
.0

1.3

4.500)
1.500)

( 5.500)
( 2.000)

TOT
79
64
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Table A-XXV. Computer Tabulations for Look Toward the Sea, Page 44, Trombone

Intervals
18

NUMBER
UNI

AUG • ENH AUG DIM DIM AUG DIM AUGUNI CHG SEC SEC THD . THD FTH FTH FTH FFH . FFH STH STH SVH OCT
ASCENDG 9 13 4 2 . 2DESCNDG 1 . 8 3 1
PERCENTAGES
ASCENDG 32.1 .0 .0 46.4 .0 .0 14.2 .0 .0 .0, .0 ‘ .0 .0 .0 7.1

13.3DESCNDG 6.6 .0 .0 53.3 .0 .0 20.0 .0 • .0 .0 .0 • .o ■ .0 . .0 6.6
TOTAL 23.2 .0 .0 00>#• .0 »o . 16.2 .0 .0 oO .0 .0 .0 ' .0 9.3 2.3

NUMBER OF SYLLABLES WITH ONE NOTE
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE
AVERAGE NUMBER OF NOTES PER SYLLABLES

( 18.0001 ( 14,000)( 24.000)C 22.000) 
NO. OF GRACE NOTES -

• Syllables

Phrase Lengths

TOT
28
15
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Table A-XXVI0 Computer Tabulations for Look Toward the Sea, Page 47, Trombone

Intervals
1 18

NUMBER AUG ENH AUG DIM DIM AUG DIM AUG
UNI UNI CHG • SEC SEC THD ; THD FTH FTH FTH FFH FFH STH - STH SVH OCT

ASCENOG • 2 5 4 1 3 1
DESCNDG 1 V ^ . 6 1 1 1
PERCENTAGES
ASCENOG 12.5 .0 .0 31.2 .0 .0 25.0 6.2 .0 .0 : .0 ' .0 .0 . .o 18.7 6.2
DESCNDG 7.1 .0 • 0 28.5 .0 .0 42.8 .0 .0 oO .0 .0 7.1 .0 7.1 7.1
TOTAL oo .0 .0 30.0 .0 .0 33.3 3.3 .0 .0 .0 oO 3.3 .0 ' 13-3 6.6

Syllables
NUMBER OF SYLLABLES WITH ONE NOTE .
NUMBER OF.SYLLABLES WITH MORE THAN ONE NOTE 
AVERAGE '.NUMBER OF NOTES PER SYLLABLES .O’

........ Phrase Lengths
I 14.000)( 20.000)( 20.000)( 14.000)

NO. OF GRACE NOTES -

TOT
16
14
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Table A-XXVIi. Computer Tabulations for Look Toward, the Sea, Totals

Intervals
NUMBER AUG ENH AUG DIM 01 M AUG DIM AUG 'UNI UNI CHG SEC SEC ■ THD • THD FTH . FTH FTH FFH FFH STH ; STH SVH OCT
ASCENOG 119 8 587 . 17 18 123 3 61 12 2 .18 14 27 ‘ 3DESCNDG 28 . 876 20 7 127 ;• 1., 18 2 10 9 16 . 15
PERCENTAGES ••

ASCENOG 11.7 .7 .0 57.7 1.6 1.7 ■ 12^0 .2 5.9 1.1 .1 1.7 1.3 .0 2.6 .7DESCNDG .0 2.4 .0 77.5 1.7 . 6 11.2 .0 1.5 .0 _ .8 .7 .0 ,1.4 • 1.3
t o t a l 5.5 1.6 ,0 68.1 1.7 1.1 11.6 . .1 3.6 .6 .0 1.3 1.0 • oO . 2.0 1.0

Syllables
NUMBER OF SYLLABLES WITH ONE NOTE 280
NUMBER OF SYLLABLES WITH MOKE THAN ONE NOTE 101
AVERAGE NUMBER OF NOTES PER SYLLABLES 5-98

TOT
1017
1129
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Table A-XXVIII. Computer Tabulations for All Three Cantatas

Intervals
MU«3FR AUG ENH AUG DIM DIM . AUG DIM AUG .

UN I UNI , CHG SEC ■ SEC . THD THD FTH FTH FTH FFH . FFH STH STH SVH OCT TOT
ASCENDG 328 . 8 1147 17 19 308 . 5 117 15 2 67 31 36 19 2119DESCNOG 28 1598 20 8 312 2 60 : . 3 49 10

■' 22 :•
26 2138

PERCENTAGES
ASCENDG 15.4 .3 .0 54.1 .8 .8 . 14.5 .2 5.5 .7 .0 3.1 1.4 .0 1.6 .8DESCNUG •*° 1.3 .0 74.7 .9 .3 14.5 .0 . 2.8 .1 .0 2.2 .4 .. .0 , 1.0 • * 1.2
TOTAL 7.7 08 .0 64.4 .8 .6 14.5 .1 4.1 . . *4 . oO 2.7 .9 .0 . 1.3 1.0

Syllables
NUVBER. OF SYLLABLES WITH ONE NOTE 672
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE 227
AVERAGE NUMBER OF NOTES PER SYLLABLES 4.87
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Table A-XXIX. Computer Tabulations for Armenian Vesting Hymn

Intervals
NUMBER AUG • ENH AUG DIM DIM AUG DIM AUGUNI UNI CHG SEC SEC THD THD FTH FTH FTH FFH FFH STH STH SVH OCT
ASCENDG 8 26 8 2 1 i 1DESCNDG 52 1
PERCENTAGES
ASCENDG 17.0 oO .0 55.3 .0 oO 17.0 .0 4.2 .0 2.1 2.1 .0 .0 2.1 .0DESCNDG .0 .0 .0 98.1 .0 .0 1.8 .0 .0 oO .0 .0 .0 .0 / .0 ' . .0
TOTAL . 8.0 oO .0 78.0 oO ' -o. 9.0 .0 2.0 .0 1.0 1.0 .0 .0 . 1.0 oO

Syllables
NUHBEft OF SYLLABLES WITH ONE NOTE 7

. NUKBER OF SYLLABLES WITH MORE THAN ONE NOTE 8
AVERAGE NUMBER OF NOTES PER SYLLABLES. 12.00

Phrase Lengths ' ■ •
t 14.500) 1.000 t 8.000) 1.000 ( 20.375)t 8.000)( 3.000) 1.000 I 11.750)

NO. OF GRACE NOTES S '. '
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Table A-XXX. Computer. Tabulations for Armenian Censing Hymn

Intervals
NUMBER

UNI
AUG
UNI

ENH
CHG SEC '

AUG • 
SEC

DIM
THD ' THD

DIM
FTH

AUG
. FTH . FTH

DIM
FFH FFH STH

AUG
STH SVH : OCT •

ASCENDG , 6 
DESCNDG 12

13 . 2 
3 ‘ 1

PERCENTAGES
ASCENDG 28,5 
DESCNDG .0

.0
■ ,0 .0 57.1 

■0 81.2
• .0 
.0 .

.0

.0
9.5

18.7
.0
.0

4.7 .0 
.0 ' .0

.0

.0
.0 

. .0
.0 • 
.0

.0

.0
.0 
.0 .

■ .0 ‘ : r : , 
.0

' TOTAL 16.2 ,0 bO 67.5 . -0 .0 ‘ 13.5 .0 2.7 .0 . ,0 .0 .0 .0 .0 ;

: Syllables
NUMBER OF SYLLABLES WITH
n u m b e r  o f s y l l a b l e s  WITH 
a v e r a g e  n u m b e r  OF NOTES 1

ONE NOTE 
MORE THAN ONE 

PER SYLLABLES
■ 24 

NOTE
2.00

7

Phrase Lengths .
( 30,000)

NO. OF GRACE NOTES -
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Table A-XXXI* Computer Tabulations for Both Armenian Hymns

NUMBER
UNI

AUG 
' UNI '

ENH 
CHG . SEC

AUG . 
SEC

' DIM 
THD '■

Intervals
DIM

THD FTH FTH
‘ AUG 
, FTH

ASCENOG • 
DFSCNDG

15 38 ■ 
65

10
4 .

3

PERCENTAGES
ASCENOG 21-7 .0 • 9 55.0 .0 .0 14.4 .0 4.3 .0DESCNDG .0 .0 .0 94.2 .0 eO 5.7 . .0 .0 .0
t o t a l 10.8 .0 .0 74.6 .0 .0 10.1 ' .0 2.1 .0

Syllables
NUMBER OF SYLLABLES WITH ONE NOTE 31
NUMBER OF SYLLABLES WITH MORE THAN ONE NOTE 
AVERAGE NUMBER OF NOTES PER SYLLABLES 7*33

DIM
FFH

1.4.0
• 7

FFH
1

1,4.0
o7

STH

*0

AUG
STH

.0.0
,0

SVH
I

1-4.0

OCT

.0.0

TOT
69
69

15
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APPENDIX B 

ARMENIAN HYMNS
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Hymn of Vesting'*'

1. Phonetics are shown above the staff, with the 
Armenian below. Only the melody (top line) was analyzed..



Hymn of Censing^
154

AT • sor i d  • >{d * veal da>i| qa - ha - na • it/., sar * j{a - va • cat/.

'-8. Modorato.

I K j  - o o p  </n - IJM - bui^ giu  - f  UI - hiuj - /’5 »  utup - Î UI - i.tu -

de - pra - tz  yev ti&c - re - i*5 • satz, hooni* ma • doo - tza

hr— . jr.— r̂rT zr (_ :r':Trz}^rz
ncmq a - ra - tche qd

— iB-Trarrrzf ■ ::--::{t .-.:— l̂ zr.lr— 4-~—  ■---•-•—  ̂̂ —
^ f ^ T ^ r r n r

'IP ~ '‘l [,LU ~ U  k'L^'l'l1 ~ h "  ~ u,u3> /’lr'*-h/^ i/«« - m m  - y  ui - Ijlrifg ut - n.iu - .p

1. Only the melody (top line) was analyzed.



SELECTED BIBLIOGRAPHY

"Alan Hovhaness, Composer-Conductor," Musical America. LXIX 
(March, 1949) , 30.

Austin, William- W. Music in the 20th Century: From Debussy 
through Stravinsky. New York: W. W. Norton and Co., 
Inc., 1966.

Bowles, Edmund A. (ed.). Computers in Humanistic Research:. 
Readings and Perspectives. Englewood Cliffs: 
Prentice-Hall, Inc., 1967.

Brod.er, Nathan. "Hovhaness, Alan Scott," Die Musik in 
Geschichte und Gegenwart. Band 6. Edited, by 
Friedrich Blume. Kassel: Barenreiter, 1957, 
p. 790.

Brook, Barry S., and Gould, Murray. "Notating Music with 
Ordinary Typewriter Characters," Fontis Artis 
Musica, XI (1964), 142.

Chase, Gilbert. America's Music. New York: McGraw-Hill 
Book Company, Inc., 1955.

Cole, Edward.. Saint Vartan Symphony. Opus 80, notes for MGM 
E 3453.

Collaer, Paul. A History of Modern Music. Translated, by 
S. Abeles. New York: Grosset and. Dunlap, 1961.

- Daniels, Oliver. "Alan Hovhaness," American Composers 
Alliance Bulletin. II, 3 (October, 1952), 3.

__________ . "The New Festival: Hovhaness, 11 American
Composers Alliance Bulletin, V, 1 (1955), 14.

.Easter Cantata Composers Recording Inc. CRI 221 USD. -
"Easter Cantata." Musical America, LXXVII (August, 1957),

23.
Edwards, Arthur C., and Marrocco, W. Thomas. Music in the 

United. States. Dubuque, Iowa: Wm. C. Brown Co.,
1968. :

155



Erickson, Raymond F„ "Musical Analysis and the Computer: A 
Report on Some Current Approaches and the Outlook 
for the Future," Computers and the Humanities. Ill,
2 (November, 1968), 87.

Ewen, David, The World of Twentieth-Century Music.
Englewood. Cliffs: Prentice-Hall, Inc. , 1968.

 _________ . Modern Music--A History and Appreciation--From
Wagner to the Avant-Garde. Philadelphia: Chilton 
Book Co., 1969.

"Glory to God, " Musical America, LXXV (January", 1955) , 36.
Granville-Hicks, Peggy. "Alan Hovhaness," Groves Dictionary 

of Music and Musicians. 5th ed., edited by Eric 
Blom. London: Macmillan and Co., Ltd., 1954, p. 386

Hansen, Peter S. An Introduction to Twentieth Century 
Music. Boston: Allyn and Bacon, Inc., 1961.

Harman, Carter. Notes for Composers Recordings Inc., CRI 
221 USD.

Hausmann^ Heinrich. "The Practice of Organum in the
Liturgical Singing of the Syrian Churches of the 
Near and Middle East," Aspects of Medieval and 
Renaissance Music, edited by Jan LaRue. New York:
W. W. Norton Co., 1966, pp. 435-439.

Heckmann , Harald (ed.. ). . Elektronische Datenverarbeitung
in d.er. Musikwissenschaft. Regensburg: Gustav Bosse 
Verlag, 1967.

Hindemith, Paul. The Craft of Musical Composition, Book I.
Translated by Arthur Mendel. New York: Associated. 
Music Publishers, Inc. , 1942.

Hitchcock, H. Wiley. Music in the United States: A 
Historical Introduction. Englewood. Cliffs: 
Prentice-Hall, Inc., 1969.

Hovhaness. New York: C. F. Peters Corporation, c. 1967.
Hovhaness, Alan. "Easter Cantata," Triptych. New York: 

Associated. Music Publishers, Inc., 1958.
 . Glory to God.. New York: C. F. Peters Corpora
tion, 1958.



. . Glory to God.. Hew York: C„ F. Peters Corpora
tion , 1964b

:  . In the Beginning Was the Word. New York: C. F„
Peters Corporation, 1964.

;__________ . Letter to the writer from the composer. March
9, 1970.

• Look Toward the Sea. New York: C. F. Peters
Corporation, 1958.

 _____. Make a Joyful Noise. New York: Cf. F. Peters
Corporation, 1968.

; . Thirtieth Ode of Soloman. New York: C. F. .
Peters Corporation, 1949.

"Hovhaness Conducts Own Works," Musical Courier. CXXXIX 
(April, 1949), 17.

Kastendieck, Miles. "Alan Hovhaness," The International
Cyclopedia of Music and Musicians. 9th ed. , edited, 
by Robert Sabin. New York: Dodd, Mead., and. Co. , 
1964, p. 1008.

LaRue, Jan. "On Style Analysis , 11 Journal of Music Theory,
VI (Spring, 19 62)., 91.

' _. Suggestions for Comprehensive. Style-Analysis.
Paper read, to the Annual Meeting of the American 
Musicological Society at Saint Louis, Missouri, 
December 29, 1969.

 ________ . "Two Problems in Musical Analysis: The Computer
Lends A Hand," Computers in Humanistic Research. 
Edited, by Edmund. A. Bowles, Englewood. Cliffs: 
Prentice-Hall, Inc., 1967, p. 194.

Look Toward, the Sea. The Ohio State University Symphonic 
Choir. Columbus, Ohio: The Cornet Recording . 
Company,19 65.

Machlis, Joseph, Introduction to Contemporary Music. New 
York: W. W. Norton and Co., Inc., 1961b

Poladian, Sirvart. Armenian Folksongs. Berkeley: University 
of California Press, 1942.



158
Regner, Eric* "A Multiple-pass Transcription and a System 

for Music Analysis for Computer," Elektronische 
Datenverarbeitunq in der Musikwissenschaft* Edited, 
by Harald Heckmann. Regensburg: Gustav Bosse 
Verlag, 1967, p. 89*

Ringo, James. "The Lure of the Orient," American Composers 
Alliance Bulletin. VII, 2 (1958), 11.

Robison, Tobias D„ "IML-MIR: A Data-processing System for 
the Analysis of Music," Elektronische Datenver- 
arbeitung in d.er Musikwissenschaft. Edited, by 
Harald, Heckmann. Regensburg: Gustav Hosse Verlag, 
1967, p .  103.

Saint Vartan Symphony M-G-M Records E 3453.
Salzman, Eric. Twentiety-Century Music: An Introduction. 

Englewood. Cliffs: Prentice-Hall, Inc., 1967.
Selleck, John, and. Bakeman, Roger. "Proced,ures for the 

Analysis of Form: Two Computer Applications," 
Journal of Music Theory. IX, 2 (Winter, 1965), 281.

Stuckenschmid.t, H. H. Twentieth Century Music. Translated, 
by R. Deveson. New York: McGraw-Hill Book Company,
1969.

Torossian, Rev. FatherArsen K. The Divine Liturgy Accord
ing to the Rites of the Holy Apostolic Church of 
Armenians. New York: 1933.

Will, Ned. E. G. , Jr. "Alan Hovhaness: West Meets East," 
Music Journal. XXI (April, 1963), 30.


