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PREFACE

; A thordﬁgh investigation and analysis of each of Ned
'eRotem!s chofalywdfkeahas'brought this author to the conclu-
e‘ sien that an understanding and appreciation of these works is

4k}best presented through the ldentlflcatlon, dlscu951on, and
k ﬁexamp1es of the melodlc procedures within the music. It will
_vw>u1t1mate1y‘be shown that the formal structures of the choral
' works are pfimarily~determined by Rorem's treatment of his
,"melodic ideas.
| Certainly a eoherent musical strﬁcture cannot exist
>fwithout'an expression of form, harmony, and rhythm as well as
~emelodic ideas. With Rorem, as with any composer, personal
eStylistic traits appear in his harmonies, rhythms, and treat-
w'ment of texts that become essential ingredients of the formal
kequalities of each werk. To ignore these parameters would
make this study incomplete and inconclusive. I£ is, however,
the opinion of this author that the essence of Rorem's com-
: ~poeitional style is to be found in an understanding of his
' helodic manipulations. Therefore, in Chapter II of this
‘theSis, the parameters of form, harmon&, and rhythm, and the
factors of duration and textual treatment will be identified
"aé to their contribution to the overall style end their
effect upon and interrelationships‘with the melodic processes.

The myriad means of Rorem's treatment of melodic material will
v o
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kkﬁsebe»identlfled and conclusmons will be drawn as to the melodic
‘influence upon the formal structures.
Chapter III w111 then investigate each of the unac-
:edﬁéahied choral works and choral works with piano or organ
ik;eflIei7accompan1ment., The significant melodic procedures and for-
’  IIIma1 ‘aspects ‘inherent in each work will be ldentlfled by

”f‘;means of analysis, discussion, and musical examples.
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CHAPTER I
INTRODUCTION

The Composer

In writing vocal music I have never used Special ‘
effects--no whines, shrieks, whispers, elongations,
nor even word repetitions. My aim toward poetry is,
I suppose, to intensify rather than to reinterpret.
In a word my music is expressivity--rather than
novelty. Expressivity is not novel, nor is novelty
ever expressive.l
"“NQRQ
Ned Roreém presently resides in New York City. Born
in 1923 in Richmond, Indiana, he grew up in'éhicago’and'at :
the age of seventeen entered Northwestern University's Schoolk
k:offMusic. Two years later he studied on a scholarship at the
Curtis Institute in Philadelphia. Eventually he studied com-
. position with Bernard Wagenaar at Juilliard and at that in-
stitution received his B.A. in 1946 and his M.A. in 1948.
While in New York, he served as Virgil Thomson's copyist in
return for $20 per week and orchestration lessons. In the
summers of 1946 and 1947, he studied on a fellowship at the
Berkshire Music Center‘in Tanglewood. From 1949 until 1958,

“he lived in France involving himself among the leading fig-

utes of the artistic and social milieux.

: , 1Ned Rorem, Pure Contraption (New York, N.Y.: Holt,
Rinehart and Winston, 1974), p. 142. '

1
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' Rorem has composed three symphonies,kthree piano con-
 fcertos,kfive operas, several ballets and other music for the
';j#heater, over 300 songs, and approximately thirty-five
  }¢hqta1‘works. He is the author of seven books--The Paris

. piary of Ned Rorem (1966), Music from Inside Out (1967), The

 New York Diary (1967), Music and People (1968), Critical Af-

' fairs: A Composer's Journal (1970), Pure Contraption (1974),

 and The Final Diary (1974).
| ’He has been the recipient of a Fulbright-Fellowship
”(1951), a Guggenheim Fellowship (1957); and an award from the
"Naﬁional Institute of Arts and Letters (1968). 1In 1971, he
i reéeived the ASCAP-Deems Taylor Award for his book, Critical

'Affairs: A Composer's Journal. He has received commissions

"  for new works from the Ford Foundation (for Poems of Love and

theyRain, 1962), from the Lincoln Center Foundation (for Sun,

k"1965), from the Koussevitzky Foundation (for Letters from

 Paris, 1966), and from the New York City Opera Company, with

y

‘assistance from the Ford Foundation (for Miss Julie, 1965).

His orchestral pieces have been internationally performed by
such distinguished conductors as Leonard Bernstein, Dimitri
Mitropoulos, Eugene Ormandy, Paul Paray, Fritz Reiner,
‘William Steinberg, and Leopold Stokowski. Rorem's latest
wbrk, Air Music, was premiered by Thomas Schippers and the
,“,Cincinnati Symphony Orchestra in December, 1975, and recently

- was awarded a Pulitzer Prize.
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The Choral Works

*

The choral works of Ned Rorem are listed below in four
~Categories: 1) Unacéompanied Works, 2), Works with Piano or
LOrgan Accompaniment, 3) Works with Strings, and 4) Works with
 0ther Instruments or Orchestra. In each category the works

 ]are listed chronologically by the year of their composition,
-and each work is provided with the following information:

Year of Composition

Duration :

Title

Source of Text

Publisher
- The number in parentheses preceding each work is indicated
~throughout the context of the thesis at each mention of the
‘work. This number serves only as a reference key and there-

fore has no significance to the music itself. The subtitles
and titles of all movements within each work are included in
this listing to clarify examples in which a single work con-
tains more than one text source. All of the works are for
mixed chorus unless indicated otherwise.

The thirty-five published choral works of Ned Rorem

listed below in four categories comprise:

Sixteen unaccompanied works

Eleven works for piano or organ accompaniment

Two works with strings

8ix works with other instruments or orchestra

Stylistically the works within these four categories exhibit

the same characteristics and tendencies, and therefore the

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



| ﬁeiodic pfocedures to be identified could be found in any of
kthé,four genres. |
Although Rorem's composition of choral works spans
'6VEr'thirtykyears, nd effort has been made in this study to
défine'sﬁyle periods thét‘might be made apparent by the chron-
 61ogica1 study of thekworks,‘ Such a chronological list is
l érovided in the Appendix and indicates a fairiy even output
koﬁer the period in question. /There is a tendency toward
greater dissonance and denser textures in the later choral
'k;works. These tendencies, however, do not affect the premise
of this study.
Not encompassed in this thesis is the choral music

from Rorem's opera of 1964, Miss Julie., This author knows

 of only one unpublished choral work--Four Little Hymnsl——
‘cbmpcsed in 1972 or 1973 for St. John the Divine Church in

~New York City. This work is also not included in the study.

lNed Rorem, Personal letter, August 28, 1974.
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Composi-~

tion Date Duration

‘The choral:WOrks of Ned Rorem

Unaccompanied Works

Title

1. 1947

2, 1951

3. 1953

4. 1953

5. 1953

’7!
g' 10"
5;
2' 15"
l| 15"

Four Madrigals
Parting :
Flowers for the Graces
Love
An Absent Friend

From An Unknown Past
The Lover in Winter Plaineth
for the Spring
Hey Nonny No!
My Blood So Red . . .
Suspiria
The Miracle
Tears
Crabbed Age and Youth

Five Prayers for the Young (SSA)
A Nursery Darling
A Dirge o
Now I Lay Me Down to Sleep
Fragment: Wine of the Fairies
The Virgin's Cradle Hymn

A Far Island (SSA)

Gentle Visitations (SSA)

Source

of Text

Sappho

Anonymous
Christ Church MS
Anonymous
Anonymous

Poem about 1600
John Dowland

Publisher

Music Press

Southern

Wm. Shakespeare ?

Lewis Carroll

Presser

Kenward Elmslie Elkan-Vogel

P. B. Shelly

(Presser)

Elkan-Vogel
(Presser)
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fCompoSié o

_tion Date Duration Title

6.

8.

10.
11,
12,

13.
14.

15.
16.

1953
1955

1955
1955
1961

1966
1971

1971
1972

1973
1973

1'
2

2l

;l'

4!
2!

4l
4!

ll
8l

6!
13!

I Feel Death . . . (TBB)

Sing, My Soul, His:Wondrous Love

~ All Glorious God

40“ :
15“

25"
55“

35"
45"

45“

Christ the Lord is Risen Today

Virelai

Love Divine, All Loves Excelling

Canticles Set I :
Confitebor tibi (Solo or Unison)
Magnificat anima mea (SA or TB)
Nunc dimittis (SAT)

Canticle of the Lamb

Canticles Set II

- Benedictus es Domine
Phos Hilarion
Ecce Deus

In Time of Pestilence

Missa Brevis

. Source
.foText

' John Dryden

Hymn 22; Epis-

copal Hymnal,

 U.S.A., (1841)

Hymn 15; Epis~

copal Hymnal,
U.S.A., (1841)

Hymn‘69;'Epis—
copal Hymnal,
U'S.Al' (1841)

_phaucer

Chariés Wesley

Biblical

Ned Rorem

Biblical

Thomas Nashe

Ordinary of
the Mass

 publisher

Boosey & Hawkes’-‘

Henmar Press

(C.F, Peters)

Henmar Press

AC.F. Peters)

Henmar Press

(C.F. Peters)

Bobsey & Hawkes

~ Boosey & Hawkes

Boosey & Hawkes -

Boosey & Hawkes

Boosey & Hawkes

Boosey & Hawkes

Boosey & Hawkes
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Composi-

tion Date Duration Title

17, 1948
18. 1952
19. 1953

20. 1959

21, 1960
22.1.1966

23. 1966

20 50"

ll
gl

17!

2!

10'

.6

Three Incantations from
a Marionette Tale

The Mild Mother (Unison
or Treble Voices)

The Corinthians

Miracles of Christmas
The Cherry Tree
The Rooster
The Wise Men
In the Stable
The White Rose
The Spider and the Fly
The Land

Prayers and Responses

Proper for the Votive Mass
of the Holy Spirit
Entrance Song
Gradual
Offertory
Communion

Truth in the Night Season

Works with Piano or Organ Accompaniment

Source
of Text

Charles
Boultenhouse

Anonymous,
15th century

I Corinthians,

chapter 13

Ruth Jacob

~

Unidentified

Proper of
the Mass

Psalm 92

‘Publisher

Béosey & Hawkes
E.C. Schirmer

Henmar Press —
(C.F, Peters)

Boosey & Hawkes

Boosey & Hawkes

Boosey & Hawkés

Boosey & Hawkes
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Composi-' : '
tion Date Duratlon Title

He Shall Rule from Sea to Sea

24, 1966 4' 40"
25, 1969 41 15" Two Holy Songs
: : Psalm 134
Psalm 150 -
26, 1970 4t 15" Praises for the Nativity
27. 1973 7t 25"  fThree Motets
O Deus, Ego Amo Te
Oratorio Patris Condren: O
Jesu Vivens In Maria
Thee, God ‘
Works with Strings
28, 1947 5' 30" A Sermon on Miracles
29, 1962 7 Two Psalms and a Proverb

Behold, how good and how
pleasant it is

Wounds without Cause

How long wilt Thou forget
me Lord?

Source

of Text
Feast of Christ

- the King agd

Biblical

Psalm 134 and
Psalm 150

Book of Common '

Prayer

Gerald Manléy
Hopkins ‘

Paul Goodman

Psalm 133
Proverbs 23

Psalm 13

Publisher

Boosey & Hawkesh

Boosey & Hawkes

Boosey & Hawkes

’Boosey & Hawkes

Boosey & Hawkes

E.C. Schirmer
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Works with Other Instruments or Orchestra

Composi~ ' O Source

tion Date Duration Tltle : - of Text
30. 1943 3' 45"-- The Seventieth Psalm Psalm 70
4' 20"
- 31, 1955 28'. The Poets' Requiem

Kafka: from "Reflections on Sin, Death
and the True Way"

Rilke: from the "Duino Elegles"

Cocteau: from "Les Chevaliers de la
Table Ronde"

Mallarmé: from "Toast Funebre"

Freud: from "Reflections on the War"

Goodman: from "Sentences and Prayers"

Gide: from "Les Nouvelles Nourritures".

Rilke: from the "Duino Elegies"

32, 1963 3t 20" Lift Up Your Heads John Beaumont
33. 1964 4! 30" Laudemus Tempus Actum Ned Rorem
34, 1966 25! Letters from Paris Janet Flanner
' Spring

The French Telephone

Summer

Colette

Autumn

The Sex Life of the Automobile

Winter

Mistinguett

Spring Again

35. 1973 - Little Prayers : Paul Goodman

4

292.&2.&!19.5

H.W. Gray
(Belwin MlllS)’

Boosey & Hawkes

Boosey & Hawkes

Boosey & Hawkes

Boosey & HaWkes

Boosey & Hawkes




CHAPTER II
- ANALYSIS

" The Texts

: In asseSsing the‘formal'structures’of Rorem's choral
~works, the construction of thé texts must first be considered.
The sources of Rorem's texts ére indicated in Chapter I on pp.

5«9, 1In all cases the poetic and prose texts are through-
cdmpdsed with the exceptions of the "Kyrie" and "Sanctus" from

(16) Missa Brevis and the following works with poetic texts

containing refrains:

"Hey Nonny No!" from (2) From an Unknown Past
(15) In Time of Pestilence
(20) Miracles of Christmas

Although the texts are predominantly through-composed, there
is not one example from Rorem's choral works which in total
is completely through-composed. In the few works which are
primarily through-~composed types, there remain instances of

‘ reprise of melodié fragments.

o There are no musical features in the works which dis-
ytinguish the settings of sacred from secular texts.
| When I write music on so-called sacred texts it is for

the same reason I write music on profane texts: not to
- make people believe in God but to make them believe in

music. What I seek in the Bible is poetry, not sanctity;
by best songs are on the verse of sinners.i

1

Rorem, Pure'Contraption,'p. 117.
‘ 10
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The texts may be viewed as two~distinct types--poetic

éhdoprose. The poetic typés,comprise predominantly secular
‘fonesewith‘some sacred texts as well and may be divided into
t’ﬁoteréd verse texts and freer poetic types. The prose texts

Qwithfthe exceptions of (33) Laudemus Tempus Actum and (34)

',Letters from Paris are all sacred texts chosen fromVCollects,

‘- Prayers, the Mass, and the Bible.

oiMétered Verse Texts ,
The simplest of the forms are those settings of metered
o;verse texts in which all or nearly all of the verses aré set
1 toithe:same or similar melodic forumlae with varing degrees
‘ ;of harmonic, rhythmic, and,contraéting melodic change with
1'kfeach succeeding verse. Unusual and in a class of its own as

a pure metered versektype in that both verses are sung to the'

‘same music is Rorem's setting of the hymn, (11) Love Divine,

All Loves Excelling.. In all other cases of the metered verse

type, however, Rorem greatly enhances the melodic parameter
with each succeeding verse. The choral works with texts in
this category of metered verse are:

(1) Four Madrigals

(2) From an Unknown Past

(3) Five Prayers for the Young

(5) Gentle Visitations .

(6) I Feel Death . . .

(7) Sing, My Soul, His Wondrous Love

(8) AIT Glorious God

(9) Christ the Lord is Risen Today
(10) Virelai :
(11) Love Divine, All Loves Excelling
(15) In Time of Pestilence
(17) Three Incantations from a Marionette Tale

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
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(18) ?he Mild Mother S
{27) Three Motets ' i

(32) LIft Up Your Heads

 Freer Poetic Texts

~ Choral works with text settings of freer poetic texts
‘include the settings of:

(20) Miracles of Chrlstmas
(28) Sermon on Miracles
(31) The Poets' Requiem
(35) Little Prayers

'The formal principles of these. four works containing free
}poetiC‘texts varies little if any from the metered verse set-
tiﬁgé other than that the former tend to'be longer poems, al-
’ldwiﬁg for more possibilities of contrasting melodic, harmonic,
-‘and):hythmic parameters in the progression of each poetic set-
ting. The formal types within this category of freer poetry
"rénge'from the stricter metered verse approach with regularly
recurring melodic patterns, as in "The Wise Men" from (20)

‘Miracles of Christmas, to the (28) Sermon on Miracles, which

would be considered through-composed were it not for the in-
- cidental reuse of melodic fragments.

Prose Texts

Choral works in text settings of prose texts include
the settings of:

(12) Canticles Set I

(13) Canticles Set II

(14) Canticle of the Lamb

(16) Missa Brevis

(19) The Corinthians

(21) Prayers and Responses

(22) Proper for the Votlve Mass of the Holy Sp1r1t

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
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(23) Truth in the Night Season

- {(24) He Shall Rule from Sea to Sea
(25) Two Holy Songs

. (26) Praises for the Nativity

© (29) Two Psalms and a Proverb

- (30) The Seventhieth Psalm
(33) Laudemus Tempus Actum
(34) Letters from Paris

~~;Thé,formal procedureé in the choral settings of the proée_
"’:worké differ little ftbm those found in the poetic setfings.
‘ ; ThOugh there is a tendency in éhe prose settings toward
; greater formal musical freedbm from the strophic oi verse
~_repetition of the poetic works, there are many instances in
'uthe prose.works of regularly recurring mélodic ideas and
 ‘phraéing,characteristic of metered poetic settiﬁgs, such as

fin (14) Canticle of the Lamb, the "Gradual" from (22) Proper

~for the Votive Mass of the Holy Spirit, and "Mistinguett"

from (34) Letters from Paris. At the other extreme there
. are some prose text settings containing a greater number of
';cdntrasing, distinctly developed melodic ideas than in the

pdetic texts such as in (19) The Corinthians with five sec-

‘ ‘tions,'(23) Truth in the Night Season with six sections, and

 ‘(26) Praises for the Nativity with seven sections.

~ Influence of Text upon Form

Ned Rorem, in discussing song composition, has said:

When he has found a poem, the composer inspects it
with an eye toward determining the music's dimensions
« « « JWhatever the poem's design, in one way or another
it always dictates the shape of the song. No matter how
many .liberties the composer takes, it will be the poem

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
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itself which provokes these iiberties.1
Song is the reincarnation of a poem which was des-
troyed in order to live again in music. The composer,

- no matter how respectful, must treat poetry as a skel-
-@ton on which to bestow flesh, breaking a few bones in
the process. He does not render a poem more musical
(poetry isn't music, it's poetry); he weds it to sound,
creating a third entlty of different and sometimes '
greater magnitude than either parent.

Analysis of the forms exemplified in Rorem's choral

settings of poetic texts indicates that his musical treat-

ment of poetry within these choral works follows his des-
"”criptionS'of song writing upon poetic texts. Rorem has also
"stated, "The form,‘of course, is whatever the composer feels

“3 All of Rorem's stated ideals are appar-

the verse dictates.
(-_ent in his poetic choral settings in that there is no stereo-
- typed setting. Settings of metered verse, freer verse, and
prose are set in musical forms that represent the organized,
'erepetitive or predictable types and the freer, more contrast-
‘ing types. In most eases the shapes of the original poetic
and prose texts are respected in these choral setﬁings. How-
ever, though the texts may provoke the forms, it is the
musical ideas--in the case of the choral works, specifically

the melodic treatment--that ultimately determine the musical

‘,structure of the final product.

lNed Rorem, Music from Inside Out (New York N.Y.:
George Braziller, 1967), pp. 44-45.

o 2Ned Rorem, Critical Affairs (New York, N.Y.:
~ George Braziller, 1970), p. 26.

3

Ned Rorem, Critical Affairs, p. 32.
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The Durations

As is evident in Chapter I, pp. 5—9, in the columns
'  listihg‘the duration of the works, these choral pieces are to
‘{ Sé'COnsidered short forms, as oppoSed to lar@e forms, aé‘asso—
kvkéiated‘with the proportions of symphonic or operatic dura-:-
k'ﬁions. The duration of the choral output of Ned Rorem in the
- thirty—five published‘choral‘yorks to date is just over two

‘hours. It is significant that by far most of the movements

are less than four minutes in length, and the longest single

‘movement, (19) The Corinthians, which is also a complete
work, is nine minutes long. Even the two longest works, (31)

The pPoets' Requiem and (34) Letters from Paris, are twenty-.

‘eight‘and twenty-five minutes in length and contain seven and'

"hinekseparate movements, respectively.‘
~ The compositional technique used to create an artis-

'tickfofm is df special interest because of the short dura-
'ﬁion 6f the choral‘works. It is because of the relatively
~short time span and the imposition of a text upon each wérk

‘that the composer needs to clarify and expand the form with

great skill. Rorem's first specialty lies in his ability to

create melodic ideas. His second specialty which gives him
 ﬁgreatness is his ability to expand, mutate, fragment, repeat,
~and contrast his melodic ideas until they become the form

itself.
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The Harmonic Style

Within each of Rorem's choral works, the melodic as-
k: §ect§f£ar outwéigh the‘parameters‘df harmony and rhythm in
" ‘ imp6xtance,ahdginfluénce over the formal structure. ’Before
k ptd¢éediﬁg,with a discussion of melody, it is important to
‘;ihﬁeétigate Rorem's harmonic style, since this aspect of his
‘* cdﬁpbsitions~haS been:neglected by other writers.
. In a ﬁord,kRorem's har&onic style in his choral music
is ﬁondescript. It is easier to say what it is not ratherk
 théanhat it is. It is conservative in that it avoids com-
;kmoﬁ ﬁwentieth-century techniques of serialiém and ekcessive
Jdissonénce. (Rorem does, however, imply the serialism of
”,,piﬁches in two works described later.) In reference to func-
  ti¢na1 tertian harmonj, the harmonic style is forward~100kiﬁg
~in its blurring;of the functional chord progressions and the
'rodtfiocation of isolated chords.
| Rorem commonly employs a skeletal idea for a key scheme’
in the large harmonic dimensions of some of his shortest and
flonger works, similar to works in the classical period. The
'jrelationships of’thesé keys can be between any degrees of the
,,'écale but are most commonly found at intervals of a major and
‘minor third. Such t:anspositional relationships are also a
stYlistic hallmark frequently occurring between phrases and
,sections of a work. |

The key system, as understood in the classical sense,
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'iiddésinot deSCribe a tonality as treated by Rorem. A single
.fiamelddic statement wi11ffrequently»befimbued with the char-

: écteristics,of major, relative minor, and one or more modal:
’  i tonalities. It is often only at major sectional and terminal.

‘f' points that cadences hint at the most likely tonality. In-

   fteribt.cadences obscure definite references to tonal centers
:“:by]avoiding roots in the bass, being approached nonfunction-
'ally, and by their ambiguous ?ndowment of added sixths,
sevenths, and extensions thereof.
| ; Chords of the added sixth and seventh are most common
throughout Rorem's choral works and are the most character-
’ :istic quality of the color of the soﬁnd. Seventh chords
”:i'farely functioh as secondary dominants and are frequently
applied successively with roots occurring in any voice.
 Further extensidns of the triad such as ninth and eleventh
'k/Chords are common ingredients in Rorem's writing.
A system of harmonization within each work is not ap-
v‘~ ‘parent. In strophic settings reharmonization of material
occurs with little or no reférence to the original setting.
As-a gene;al rule, all repeated melodic material occurs in a
 new harmonic framework. An analysis of cadence types proves
| ihconclusive when seeking similar progiessions and relation-
7, ships within a work. The analysis system of Hanson, seemingly
éylogical application to Rorem's harmonic style provides no
' indi¢ation of an organized harmonic procedure but does show

the frequent occurrence of seventh chords, particularly major
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;Q”Sevenths. It is perhaps Jan LaRue s definition of "structural
diasonance" that best characterlzes Rorem s harmonlc style.
The deflnltlon reads, & |
STRUCTURAL DISSONANCE, beginning with the added sixth
. and continuing with normally dissonant chord structures,
- such as,I7,-accepted in cadential and other stable func-
1‘tlons, expanding to combination chords, i.e. V/I as a
- continuing vertical structure rather than as an ulti-
mately resolving polydlssonance.l
It is for various reasons that the harmonic parameter
J~f ‘is subordinated to that of thé,melcdickin determining each
~work's form. Rorem's choral works are basically treble-
dominated melodic expressions, and the nonrecurrence of simi-
- lar harmonic material within a work creates little similarity
f‘ofAharmonic progressions between sections of the work. De-
' finite sections arise through melodic periods and cadences,
 yet’the.sections are related in Ways other than harmonic.
‘ThoﬁghAthe harmonic style creates its own groundrules of con-
sonance and dissonance, its qualities of nonpredictability
"and‘independence lessen the possibility of its becoming a

- factor in determining the essence of Rorem's compositional

~ style.

The Melodic Style

The melodies of Rorem's choral works are not stereotyped.

lJan LaRue, Guidelines for Style Analysis (New York,
N Y.: W, W. Norton and Co., 1970), p. 54.
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;Tha‘ﬁbst diveréified’factcrs are the ranges and conjunct and
s disjunCt styles. Rorem's melodiés~commonly lie within com-
7’fortable singing ranges for the assigned voices. The extreme
i“r.'a’ngxc-.a 6f the melodies are both narrow--encompassing only a
 ffifth or a sixth--as well as very wide, as in the octave and

 fa>sixth in the "Sanctus" from (16) Missa Brevis. Yet, con-

3éidered by itself, the melodic range implies little evidence
fo sty1istié peculiarity. On}y when the function of range
éer#ades an entire movement does the range become significant.
,Such.an occurrence is in "The Lover in Winter Plaineth for the

Spring" from (2) From An Unknown Past in which all the pri-

"mafy melodic material occurs within and outlines a fourth
above and below the pivotal pitch, "c."™ A gradually expand-
ihg range from a fifth to an eleventh in the sixteen-bar

‘;vmovement, "Tears;“ from (2) From An Unknown Past likewise is

Zsignificant.A In such ordered ways as these, the melodic

‘; frange becomes a greater part of the shape of the total work.

,>Likewise, it is true that many of the ranges of Rorem's

' melodies are unchanéedyupon their repetition or development.
The melodic types with conjunct and disjunct qualities

‘afe as diverse.as the various melodic ranges. Works such as

"Parting" from (1) Four Madrigals, (5)‘Gentle Visitations,

~and "Thee, God , . ." from (27) Three Motets exhibit almost

exclusively stepwise melodic progression. The melodic

material of the "Magnificat" from (12) Canticles, Set I, and

- the "Gradual" from (22) Proper for the Votive Mass of the
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*'Holy Spirit is constructed upon layered thirds and fourths,

;"*‘r33pectiVely; Extremely disjunct melodic lines are not un-
 common, as exemplifiéd'in;the settings of "Spring" from (34)

" ‘Letters from Paris and the first madrigal of (15) In Time of

'Pestilence, which respectively contain leaps of minor and

- major ninths. Any dissonance created by skips and leaps, if
‘ not,fo11owed by a step, generally is resolved by a skip of a
k*third. Such a resolution is in character with Rorem's pen-
;chahﬁ for outlining'seventh chords and their extensions to
ninth and eleventh chord structures. Characteristic of nearly
all of these choral works is the retention of the original
‘ddntour of the meiodic material upon its recurrence; This
?chsistency of the melodic shape further enhances the style-
kdétermining qualities of the melodic pérameter.
| The melodic méterial in Rorem's choral works occurs
~almost exclusively in the upper voice of the prevailing tex-
ture. Cnderlying choral textures are usually subordinate in
melodic activity; most frequently, they appear homophonically ’
Withkrestricted activity or as organized imitation. Tex-
tures found at a motive's first occurrence most often pervade
 thé whole movement, implying a characteristic textural con-
ksistency about each choral work. However, though retention
6f a similar texture is generally a constant factor, Rorem
‘iny rarely repeats the same voicings and harmbnic structures’

in supportive vocal parts. This feature of changing voicings

 at melodic recurrences appears in all types of textures from
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‘ﬂﬂf_ the’two-part conterpoint of the "Magnificat" from (12)

ke Cantidles, Set If tOLthe denser textures ink(26)lPraises for -

.~ the Nativity.

Certainly;there are exceptions to the more common yet
;réétricted texturalyqualitiés implied above. In (10)
‘fVifélai, Rorem delibérately employs various densities of vocal
flinesvto contrast With the ostinato-like, totally pervasive
‘melody. A common peculiarity/of Rorem is the increasing of
i_thé density of the texture upén a motivic recurfence, such

.as in (24) He Shall Rule from Sea to Sea and (19) The Corin-

“thians, the latter of which iﬂcreases from two to five parts
upbn repetition of the "A" moti&e. v |
A hallmark of Rorem's melodic style is the embellish-
l ment of melodic material at its recurrence, Common means of
iy fembéllishment include the addition of diatonic and nondia-
"tonic passing tones and the technique of "coloration.™
’ The embellishment technique of octave displacement
,‘appéars with frequency in various ways. The changing of a
Single note subtly alﬁers the anticipated shape of a recur-
;ting'motive. Irregular displacement of motivic fragments
such as those found in "Confitebor Tibi" from (12) Canticles,
 éét I, creates new contours without chénging the motive's
basic intervallic structure. The regimented type of octave

displacement featured in the third strophe of "The Wise Men"

vftomk(ZO) Miracles of Christmas provides the only melodic

- contrast within this formally strophic setting and molds an .
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‘;eentifely new shape in a motive related to the original oﬁly‘
f:}?\fabyrintefvallicfsﬁructure. | |
| An unusual technique of melodic embellishment is the
'fchaqging of pitch order within a melody. Sﬁbtly employed,:
this method usually occurs by the simpie reversal of two se-
,quential notes.  On oceasion a three-note fragﬁent is reversed
or mixed, such as oecurs throughout "Phos Hilaron" ffom (14)
Canticles, Set II. In a rare/display of fermal melodic or-
ganization, Rorem composed the final melodic statement of

_."phe Sex Life of an Automobile" from (34) Letters from Paris

- in retrograde.
The technique of pointillism finds its way into two

works—-the "Doxology" of the "Entrance Song" from (22)

Proper for the Votive Mass of the Holy Spirit and "The Sex

‘fLife of an Automobile" from (34) Letters from Paris. In both

examples, the original.melodic statements appear in the ac-
cempanying textures in a disjunct,‘pointillistic fashion and
later become the pitch basis within a more conjﬁnct frame-
work for the vocal melody. Such organization implies the
'momentary‘adoption of serial techniques by Rorem. Indeed, the -

melodic organization of (23) Truth in the Night Season appears

as four "rows," each endowed with from‘eight to ten pitches.
The developmental treatment of fragments from these rows
trensposes, augments, and "colors" the originai material in
en organized, formal manner.

The methods of expansion of melodic material are at
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 the heart of the matter of the relationéhip of melodic pro-
 1¢edﬁre to form. It isUthrough these methods that the mel-
ﬁu odic aspects permééﬁe the whole and stand out above other
 ,musica1 parameters. Though certainly not unique to Rorem's
'Style, all forms of imitétion abound. Simple imitation of
»Cﬁhe opening phrases appears in supportive vocal and accom-
v_ pahiﬁént textureé. This mayktange from free imitation, in-
o voiﬁingkonly the contour of the original, to a more direct
imitation of intervallic exactness. It is with the more or-
’ génized imitative methods and their treatment that Rorem's
proéedure takes on speciality.

’ vRorem's'approach to polyphony manifests itself most
frequently in a choral fugato style. Appearances of choral.
fugato are not limited to "developmental" sections of work
but occur freely, often with one or more voices not partiCi-
pating at all. Most occurrences are in anticipation of pri-
mary interior cadences; however, whole sections are common,

such as occur in (26) Praises for the Nativity. The device

of Stretto is a characteristic in nearly all of the choral
works containing polyphony. Canons, too, are an important
- technique in expanding melodic ideas. In many instances
‘there is a grey area between imitation—technique and canonic
procedure; however, numerous examples of canon are'employed
incorporating both suppbrtive vocal and accgmpanimental tex-
tures; Imposing examples of canon include the twelve-bar

canon in "The Rooster" from (20) Miracles of Christmas, the
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'7frécurring canonic treatment pervading (33) Laudemus Tempus

)'j‘f i:Aétum,vahd a double canon appearing in the "Kyrie" of (16)

‘l ”MiSsa Brevis. Shorter examples, such as the frequent two-

?:5fjan§ three-bar occurrences in (5) Gentle Visitations, may be
  ' b§ttér termed as direct imitation. |
. Irrégular and exact augmentation of melodic material
'is a feature of both motivic recurrences and supportive tex-
 tu:es. Irregular types;which/create a free expansion of mo-
}:ftiVes occur prominantly in tﬁe third madrigal of (15) In Time

. of Pestilence and in the basic motive of (4) A Far Island.

'~ Stricter uses of direct augmentation double the durational

ﬂivalue of the original motive in (19) The Corinthians and in

' a,twenty-seven—bar sequence in the "Gradual" of (22) Proper

- for the Votive Mass of the Holy Spirit. In this latter ex-
ample the resulting material becomes a major structural por-
tion of the movement. It is common to f£ind more than one

: ihstance of augmentation within a single movement.
Although not an expanding device, Rorem employs

methods of condensing melodic material upon repetition.

 Most common is the procedure of simply eliminating one or

" more pitches or fragments, such as can be found in the transi-

. tions of "The Cherry Tree" from (20) Miracles of Christmas.
{By this same method employed to extremes,kthe first repe-
7itition of an original eight-bar phrase in "Fragment: Wine

,bf the Fairies" from (3) Five Prayers for the Young appears

.condensed into six bars. In all such cases of condensation,
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"fkcrem,aIIOWS‘the resulting contour to reflect the original

mﬁdel.- Not uncommon is the appearande of nearly exact dimin-
"ution of a melodic idea which can occur as a transition, a

 restatement, or as subordinate material. Freer diminution

is»apparént.inksubordinate fragments, such as in the para-

   phrase of a fugal answer in (23) Truth in the Night Season.'
| It is a hallmark of the style that an already expanded
kmélodic«statement retains its new melodic material upon
vfurther repetition. Most expansion occurs just prior to in-
"terior'cadential points and ranges in length from a one- or
 itw6—ndte fragment to an entirely new phrase usually derived
from some part of the original statement. The use of the se-
quence as an expanding device is not common in Rorem's choral
" works. Where employed; the sequence appears irregularly,
aliowing some intervallic freedom, thus implying a sequential
teéhnique such as found in "Benedictus es Domine" from (14)
’Canticles, Set II.
The use of melodic fragments to extend original mel-
odic motives is a feature in many works. Simple, unchanged
'repetition is not uncommon, but frequent repetition may lead
to a resulting fragment ultimately’related only rhythmically
ﬁb the original statement, as in "The ﬁooster" from‘(20)

‘Miracles of Christmas. Infrequent are the more complex

. methods of reusing melodic fragments. Germ motives in this

 class are later inverted, transposed, and developed as con-

cise fragments, as in the "Agnus Dei" of (16) Missa Brevis
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"**fana *In ‘the Stable“ from (20) Miracles of Christmas. Frag-

‘fments at the outset of a movement may anticipate the ultimate

‘3primary melodic motlve as in the “Gloria" of (16) Missa Brevis.

'ﬂ’imelodic fragments, too, are an important part of the expanding
‘e‘process of the already mentioned serial-like technique of (23)

”1:Truth in the nght Season. It is also not uncommon to derive

f afgroup'of later-developed fragments from one original source,
faeﬁehfas thetfirst sixteen notes of "Confitebor tibi" from
 (12)“cantic1es, Set I, which provide the source of all mel-
eodic activity in the movement.
New melodlc motlves are frequently bred from ex1$t1ng
oreprlmary motives. Such is the case of the B motive of
‘e *Magnificat“ from (12) Canticles, Set I, which is simply an
;eleboration of the A motive's intervallic cadential structure.
Using techniques of pitch reordering, coloration, and octave

displacement, Rorem creates a second motive from the original

kin;the second madrigal of (15) In Time of Pestilence. It is
prsible, too, that a derived motive does not immediately
 succeed its predecessor, as in the "Kyrie" from (16) Missa
Brevis, in which the chorus Kyrie motive is directly derived
~from a fragment of the opening solo tenor motive.
Juxtaposition of different melodic motives produces
another means of expanding material. Not a common device,
kone example is the occﬁrrence in the fifth madrigal of (15)

- In Time of Pestilence in which the A and B motives function

as a statement and a response until souhding simultaneously.
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Jﬁktaposition;of,melbdic motives is more common in those
:‘; a'iater‘accompaﬁied ﬁoiks containing’vocal textures denser
‘ fé‘ﬁhgﬁdfoﬁr pérts. |
o ~Phrasing of melodic méterial is clear throughout
‘mRorem‘S'works and illustrates the composer's concern for
”tciarity of text and line. Abundant examples of regular and
’ irrégﬁ1ar phrasing can be cited throughout these works. Ir-
 ‘regu1arly phrased sedtions do maintain a sense of bélance
 :thtough the composer's concerﬁ for proportion in the larger
 aﬂd smaller dimensions. In other words, the macroform is
unaffected by the irregular phrase lengths and the phrases
'themselves'often'arefrelated as antecedent--consequént or as
a statement--response, despite their unbalanced appearance
‘when isolated. |
| The instrumental accompaniment textures often provide
- more insight into formal structures than do the supporting
' ﬁocal textures. It is not unusual to find an allusion to a

primary vocal motive embedded in the accompaniment texture.

- An extreme example is the pervading A motive throughout the

entire accompaniment of The Mild Mother. Transitory, solo,
toccata~like passages are featured in some works, and these
may contain germ material for the following movement, such

as in "The Spider and the Fly" from (20) Miracles of Christ-

"mas., Previously discussed as a characteristic of Rorem's
“harmonic style is the increasing density of the supporting

textures upon the reappearance of the melodic motive. This
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'fe technique encompasses the total texture and is a hallmark of
tg;gfti‘both the simpler: and more complex choral structures. Finally,

ftfthe technlque of ostinato, which rarely is 1ncorporated in the

‘;}‘domlnatlng melodic passages, frequently finds its way into the

t*aceompaniment, as in "Psalm 150" from (25) Two Holy Songs and

5 'TheeRooster“ from (20) Miracles of Christmas. The ostinato
| is>occasionally found in supporting vocal textures as an ex-
e péndihg device, such as in the alto line of "Fragment: Wine

iaf”the Fairies" from (3) Five Prayers for the Young and in

: the tenor line in "The Lover in Winter Plaineth for the

B Sprlng" from (2) From An Unknown Past.
| As to influencing the formal structures, the rhythmic
factors are negligible in Rorem's choral works. The rhythms
appear to be a product of the stress of the text and not an
eﬁtity in themselves., The usual stabilization of the rhyth-
mic pattern upon recurrences of motivic‘materiai causes the
fethythmic parameter to become a constant factor, enabling the
v‘dther more flexible musical parameters to be discerned with
‘greater qualities of contrast. The same rhythmic patterns
will often unite two distinct motives within one movement,

such as in the third madrigal of (15) In Time of Pestilence.

Infrequent is the practice in "Nunc diﬁittis" of (12)
‘Canticles, Set I, in which a distinct new rhythm occurs upon
reappearance of the melodic motive. Syncopation is seldom
employed solely for the sake of development but is usually

-embedded in a melodic motive, such as in the "Venite
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- adoremus" section of (26) Praises for the Nativity. Rhythmic

keedevelopment, such as later described in (9) Christ the Lord

fis Risen Today, is an uncommon feature.

The 31mple transposxtlon of a melody is the most com-
">hOﬁ'ﬁeans of'reusing,previously stated melodic material.
' eTfanepositions appear to all tonal levels, from a minor sec-

l"ejénd'tokan octave, yet Rotem favors major and minor third

3, transpositions. It is not uncommon within a single movement

'x-_to'find many trahspositions. It is also a stylistic feature
ifthat while the melodic fragment and "key" may be transposed,

"ethe harmonlc progre551ons and the parts of the supportlng
"vocal and instrumental textures are seldom the same as in the

original statement.

The Forms

As the melodic techniques in Rorem are numerous, SO .
too are the resulting structural‘types. Examplee of perfectly
bbalanced phrasing endowed with monothematic material, such as
the A A' structure of "Flowers for the Graces" from (1) Four
Madrigals, are.numerous. At the other extreme are examples,

such as the settings of Cocteau or Mallarme in (31) The

" Poets' Requiem, which are complex, unbalanced structures

~based on several motives. Freer forms can appear within
“larger, more restrictive structures, such as the free solo

sections between the choral movements of the (16) Missa
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f‘Bxevis} More common are the many structures which exhibit a
"5ﬂhalanCe of sections thét depend upon'musical felationships
ki}with each other for significance as a whole. Such structures
appear as traditlonal types, such as A A A, ABA, and ABAB
and‘their variations.
| - The delieate balance of all the dimensions of frag-
‘l,iments, phrases, and periods iS'reminiscent of classical mus¥
"iCalnproportion. Examples of/this structural type, such as

 “Tears" in (2) From An Unknown Past, are numerous. Most of

the works of longer durations with more complex components

can be viewed as simpler structures, such as the overall

A B A architecture of (19) The Corinthians. Extraordinary
planning of balance is evident in some longer movements, such

: as 1n the "Kyrie" of (16) Missa Brevis, which is an archform

»nbalanced to the'details of the number of proportlonal phrases.

Cyclic intentions appear in (15) In Time of Pestilence,

- (16) Missa Brevis, (20) Miracles of Christmas, and (22) Proper -

for the Votive Mass of the Holy Spirit. The melodic recall
employed in these works serves ne Significant overall archi-
itectural purpose, but simply provides a unity to the several
movements used in each work.
The lack of harmonic clarification further subjects

the melodic material to a significant role in determining
~form., Rorem rarely writes transitions and links between
imajor sections of works that are not directly a melodic adap-

tion of a primary motive. Such permeation of melody through-
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Jéuﬁ each work.serves:to;intensify the relationship of melody
tdgform.f~ | ‘ |
Rorem's forms are delineated by melodic,periods, and
'~fthe;prominen¢ekgivén to’his melodies intensifies the appre- |
5 ciation‘of each work's structure. It is a hallmark of the
compositional stYle that‘a melodic motive by some procedural
meéns previously describedlin the preceding pages illustrates
;the‘varioﬁs portiohs of the u;timate formal structures. Such
 £11ustration is served by the relationships‘of motivic frag-
ments, which'clarify the smaller formal dimensions,’to the
rélatiohships of[larger melodic periods which clarify the
largest formal dimensions. Within each formal section of
VV'nearly'all of the choral works a clear association between
: mé1ody and section is striking.
The melodic procedures and their relationships with
the form peculiar to each‘é cappella work and each choral
k_wbrk with piano or’organ accompaniment is identified through

]

‘discussion and examples in the following chapter.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



CHAPTER III

THE INTERRELATIONSHIPS OF MELODIC PROCEDURE

AND FORM IN SELECTED CHORAL WORKS

“Unaccompanied Works

1. Four Madrigals
Parting
Flowers for the Graces,
Love
An Absent Friend
Duration: 7'
~ Source of Text: Sappho
Type of Text: Metered Verse
Parting '
The poem is in seven sections. All but the first have
a three-strophe rhyme scheme of six, six, and ten beats suc-
cessively. Musically the seven sections are distinguished
by cadential points, changes of dynamics, and occassional
changes of choral texture. Irregular barring using meters
of 4/4, 3/4, 6/4, and 3/2 undergirds the melodic flow to
heighten the stress of the text. The motive illustrated in
Example 1A is first introduced in the alto line in bar 2.
By appearing in all seven sections either unchanged, frag-
‘mented, extended, or transposed, the motive unifies the move-
ment. Example 1B shows the motive in the third section of

the movement where it is transposed up a step, extended, and

expanded in range from a third to a fifth.

32
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Example 1A
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Used by permis~

Unusual in Rorem's choral works is the employment of

contrasting choral textures as an "answering"

implied by the poetry. This method, observed

technique when

in Example 1A,

is used in the first three sections of the movement.

Flowers for the Graces

Since the short movement of nine bars lasts only about

seventeen seconds, there is little opportunity for develop-

four-bar phrases with a one-bar coda.

The movement is, however, divided clearly into two

The two-bar motivic
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‘jjtétructure produces a form of A B A' C. By stating the first
7‘Efih a three-voice texture and the A' in a four-voice texture

k' fcontrast is accomplished without disturbing the melodic idea.
~ -Love

In this poem of only twd rhymed lines, the musical
1‘ Sétting is in tWo sections of/nine and’six bars. Each sec-
" tioh is characterized by repetitionvof the first poetic"line
 in‘§ éimplé imitative style, cloéing with a statement of the
‘lt,isecond poetic line. Although the same melody in the soprano
'pért opéns both sections, the_mdvement is not unified by any
 _meleic procedure but by an underlying rhythmic motive of
J n n ) . Such means of honoring the rhythmic mbtive'
and heglecting the repetition of the melodic motive is un-
common in Rorem's choral works. Example 2A illustrétes the
09ening motive, and rhythmic recurrence in all voices is

 shown in Example 2B.

-Example 2A
. (’P: '°°) _
(S &3]
R Ho
] u P bl [¥] {
1 D p |

(s00.)  Love has aw-bound my limbs

(Copyright, 1948, by Music Press, Inc. Used by per-
mission.)
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)
Espe.
\ ~p P
4 ’) . e o Y 2
D l\[ “} - i) I\) [T
Y i vV
: Joer. has un-bound ey Jimbs
of < e fmp gepn- |
3 ] _
4 PO Y | [
4 J 2 LD S e 2
\® v P N e
(Are) Jove. has un-bound ~y limbs
¢ - E2pe.
P 7—+—tf .
y \# ] & ¢ VY] ) I W o
L5 7 A i
(TE: 0 Jove  has unr bound ~y hambs,
' i B
ca LN / e o
I S — — 5t
A — v
(‘3"“) IDv't has uw- l»uh}»w»’ ’4;&5:

(Copyright, 1948, by Music Press, Inc. Used by per-
- mission.) ‘ ~

An Absent Friend

The poem is fifteen lines divided into five three-
iine stanzas. Rorem produced a movement of fourvmusical sec-
~ti§ns by éhoosing to elide stanzas two and three, -treating
'thé‘third sﬁanza as a sequential developmental idea. A mo-
_tivé~in bars 3 and 4 seen in Example 3 appears in each sec-

 tion with rhythmic changes to suit the pulse of the text.
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SR
N y X
v [ s l ﬁ i
4 S .9 1 -
g N Y , hl1 - bt 4
-~ (ser) ,g 53, #i-ous 300! ess
(chyright, 1948, by Music Press, Inc. Used by per-
S mission.)
~ Example 4
; s : 39 .
gy -==:::f (20 ay -<=:1m)! T
‘)‘¥5L PPN 5 2HAbt—— 1 D
o A [ H)\ 1 P 2 WA kd AR L v by P
s  ‘   o L V <) > [+] ’l ! MY L4 L 4
o  wow ;Ae dealls Sue- pass-ing them, T love - li-ness vhe dew spills
o {ﬁ A ) £ 4 3] ol J——
7 7 PR sl B RN [ 7 : .
L 20 f | A 4 W S A P D
T [ U { SO N I O N 7 3,@ [N il ,
:HJ’? o e | NI il Tl /BN VM DR Y) r2
. ] N ° =
. de - veer. .'s.d sad-ly up_ and Re-memcbitey, At i

(Copyright, 1948, by Music Press, Inc. Used by per-

mission.)

The excerpts in Example 4 illustrate the manipulation‘
vdf th_e primary motive in Example 3 by means of the addition
,‘6f passing tones in bars 12-13, rhythmic change in bars 26-
:27, and transposition a step above in bars 32-33 and below in

 bars 35-36.

2. From An Unknown Past

The Lover in Winter Plaineth for the Spring
Hey Nonny No!

My Blood So Red

Suspiria

The Miracle

Tears

Crabbed Age and Youth
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Duration: 8'10" . ~
Source of Texts: (listed below)
- Type of Texts: Metered Verse

The Lover in Winter Plaineth for the Spring
Source of Text: Anonymous poem: XVI Century?

Here is a twenty-six bar movement divided mélodically

i ihto A B A' B'. Treatment of/the A motive is notable in that

 _itﬂbegins on the pitch,kc', giadually ascends to the perfect
:fdﬁrth above, f', and then falls a perfect fourth below to g.

‘"The range of a seventh thus produced is also common to the
moﬁives in all four sections of the movement. Further sim-
ilérity among sectiohs occurs in two- and three-bar fragments

which outline the perfect fourth by a step and a skip and

vice versa.

; Hey Nonny No!
“Source of Text: Christ Church MS.

This poem is a verse/refrain type. To frame the move-
ment Roreﬁ set the two-bar refrain with its own melodic mo-
ktive at the éutset and again preceding the three-bar coda.
;ﬁowevér, in the interior poetic refrains and in the coda,
‘thé music is simply a repetition of the verse motive trans-
posed. ‘The feature of this verse motive is its transposition

~up a minor third at bar 7 and later up a tritone at bar 1l.
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‘f This method of transposing the melodic motive--most frequently
x”4,?a third‘away-—recuxs'throﬁghout Rorem's choral works as the

»w ”most common means of reusing a motive.

My Blood So Red |
‘\ Source of Text: Poem anonymous

In only twelve bars an angular; four-bar melody which
'ontlines two seventh chords éﬁd spans a ninth occurs threé
f times:unifying the whole. Each occurrence has a slightly
'different final embellishment. The first statement is pre-
SQnted in Example 5. The consistent use of four-independent
vbices,throughout the moVement and the total absence of

chromaticism is unusual in Rorem's choral works.

f Examg1e 5 v
o (g N o '
Wy p Espes 2 -<.(3, }’ ) T
. N i 4' - “ A [ Y P
Pr—" R I 4 L T P A P I SR
R | 24 N ‘e | J 1 i O T 4 s |71 2« J | 1Y
B | W 2, ! Ll "> 7 .7 4 bt
r 4 '- g "

‘sﬁ)/h’ blosd 3o ket Fon Thee wns shed Comt k- ﬁnlw,come home A- 9

(Copyright, 1953, by Southern Music Publishing Co.,
Inc. Used by permission.)

. Suspiria
 Source of Text: Poem anonymous

Suspiria consists solely of four two-bar melodic

phrases, A A' A" B, in which the A melody clearly outlines

- A major with cadences to tonic énd dominant. Further
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‘7ﬂfjcontrast is achieved by the use of varied vocal textures of

‘  :soprano, alto, and tenor in bars 1-2, soprano, alto, and
‘”"?fbass in bars 3-4, and tuttl voices in the second half of the

fymcvement, bars 5-9.

k "The Miracle
' Source of Text: Poem about 1600

| A clear form is contaiﬁed in five eight-bar phrases
yj‘with a four-bar coda. Melodiéally these phrases are A A' A"
B «A”‘" and Codetta. Contrast between sections is achieved
by new harmonies for the lower voices and a B section con-
'taining both a new rhythm and an extremely narrow range en-
- ¢ompassing the four voices. Unification is brought about by
’the embellished recurrence of the A theme such as in bars
.~11-12 andv35-36 in Example 6B. These fragments embellish

" upon bars 3-4 of the original A motive shown in Example 6A.

»

~Example 6A
) &) D]

R
y J

.
S
\
\

.
N

} %

*

e | i
)1 ’\/ l‘\, i\ o

A 1
l +
Be —hod ~» wonw — dee heae!  Jove hath RE- coivac his_ :.3Aff

(Copyright, 1953, by Southern Music Publishing Co.,
Inc. Used by permission.)
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Lﬂ_ﬁxamgle 6B

W P (m <  (35) . (02
" 1?2"1' o [l A i N Ty 7N 1 (4 » 4
] R f"vl,/,’o:.l'r.r .
L e PN i e 2\%Lis«g' = P
) B‘) Coju koA N his._Byes — To_ be_ o doub - le kad;

(Copyrlght, 1953, by Southern Music Publishing Co.,
Inc. Used by permission.)

: lTéars
- Source of Text: Poem from John Dowlands Third and Last Book
: of Songs or Airs, 1603

Tears is constructed upon a series of two-bar phrases.
,Within the two bars the second bar in each case paraphrases
‘ or imitates the first bar. The entire movement of sixteen
; bérs’is compri$ed of four-bar phrases, and the two-bar
’ "phrases within them function as a statement and a response.
’ﬁTThe graphic form is as follows--smaller case letters repre-
lksenting one bar:

(1) A (5) A' (9) A (13) A''!
' aa'bb' aa'bb!' aa'bb' a a

The subtle employment of motivic repetition at both the
‘~ sma11est and largest degrees is indicative of Rorem's con-

‘ siStentzattention,to detailed and implicit repetition.

Characteristic of Tears is the gradual expansion of
"the'melodic range beginning with a fifth in bar 1, to a sev-
enth in bar 2, to a ninth in bar 4, to a tenth in bars 7-8,

and to an eleventh in the last two bars.
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 Crabbed Age and Youth
' Source of Text: Poem by Wm. Shakespeare?

3ser.) D
L h . 4.
e
Py @ o  a P
{ LN I IR & YA N S

L " ' 2 . 4 LTS’ 'J —\l.\

ujinwuo —~
i

(
o & P ” N o & [V
—— #- \ ’ 2 T 1 g
; 1% t 1" S r 1 ¥ AN
= , — g =
o . - - ~  Sawee, Aj‘ 15 Full of cae;

(Copyright, 1953, by Southern Music Publishing Co.,
Inc. Used by permission.)

Within this movement is presented a new type of mel-’
 6§ic extension as shown in bars 4-5 of Example 7. This
'ostinato type of expansion occurs three times in the move?
ment in bars 3-5, 9-11, and 36-38, each time with the addi-
"tion of other vocal textures below. The irregular phrasing
which by the number of bars is 6, 6, 4, 6, 3, 3, 5, 5, and 3
is unusual for Rorem in setting a metered verse text. Over-
all a large A B A' form clearly emerges with the B section
' b6trowing short fragments of the A motive's melody and

"i'hythm, thus implying a motivic unity throughout.

3. Five Prayers for the Young (SSA)

A Nursery Darling
A Dirge
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Now I Lay Me Down to Sleep
Fragment: Wine of the Fairies
~ The Virgin's Cradle Hymn
- Duration: 5° ,
Source of Texts: (listed below)
" Type of Texts: Metered Verse

k‘ A Nursery Darling
- Source of Text: Lewis Carroll (1889)

A ten-bar A melody illﬁstrated in Example 8A with a
~ phrasing of 4 + 3 + 3 bars germinates the whole forty-one
bar movement into four A sections of ten, eleven, thirteen,

and seven bars respectively.

'~ Example 8A
gl @) (3 ~=—_ e \\;:- (2p__mop ]
e . 2 1 | i n
—F 1 Lo 5 1
. 7 —f—1+f—> 27 1 % 7
Tt 2N 7] T 3 —, S -
G#) 4 Molheds  beeast:  S#fe ke -Fuge famm b chibh-ich feas, Feom chill-1sh
e S I ¢ —_— >4L ::::::430{7?
. ' - ———
—1—1 T T, 1
[ 4 £ % ¢ ('fl —— Jr L4 i ; y.2)

Feou- UEJ, c‘-ilJ—:"sl. Jeaas, Mists  that en- sheod hee z';”, wq yEnes /

(Cépyright, 1956, by Theodore Presser Co. Used by
permission,) _
  Comparing bars 12-14 in Example 8B to bars 2-3 in Example 8A
shows how Rorem expands the opening four-bar phrase into five
- bars, bars 11-15. This is accomplished»by the anticipation

~in bars 12-13 (bracketed) of the octave fragment in bars 3
~ and 14.
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Example 8B
[ .03’1 sy Y (lﬁ-‘>‘ﬂphf
: v RY; D& Ve T4 >
t s | y J 1 Y 111 r Xé
1 g3 { ] Dbe | 1 £
4 | 1 d * ¥ Z
| she s&tms o Swg A vous-iess p3alm —_—pv of fee- ‘e

(Copyright, 1956, by Theodore Presser Co. Used by

permission.)
Transposition of bars 5-~6 in bars 30-31 in Example

8Ckproduces the highest pitch and the climax of the movement.

Example 8C
3"!:?>¢E;‘ 0, 4ot
IRV p s & T \ >
_,ﬂ bkl R 1 v 1 | th o
g § Pl - T 1 ¥ 217 prd
\H ' ) ~
(52) . Full 4o +He bam with yk/-:sl '3/&&,—,

(Copyright, 1956, by Theodore Presser Co. Used by .

permission.)
Beginning in bar 35 the last section as illustrated

in Example 8D serves as a codetta. The addition of the .

bracketed notes in bar 37 expands the original four-bar

- motive to four and one-half bars. By omitting the second

original phrase from bars 5-7 and eliding by meter change
and by additional notes the first and third original phréses
in bar 40 the movement closes. Such subtle paraphrasing of

original motives by the addition and the deletion of a few

~_notes is a hallmark of Rorem's compositional style.
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:'sEXampieVBD

@ e G | O e (W

; ,‘ : - ,; - — { : l - ‘ r*: ’ .’
T 1 % t { r.d U ) —
L 'L N A-) ) 2 I R g1
= (30?) lwg dagam of }}:Av. &N 13 skl _f-fa $_£_ At homg:
t%u my::=-ﬁ-<=i%3mv‘,iﬂi\‘* 5
> o Y P 1
. \ \‘ | " o
C—_— +or home_._____’ 'ﬁ:/ bliss.

K

(Copyright, 1956, by Theodore Presser Co. Used by
permission.)

A Dirge _
Sodrce of Text: Shelley

Characterlzed by octave leaps thls four-bar melody
recurs at bar 5 transposed down a fourth. Bars 9-18 close
~‘the movement by reusing fragments of the melody sequentially

in bars 9-12 and finally syncopated in the last four bars.

Now I Lay Me Down to Sleep
Source of Text: Shelley

In setting this short four—iine-poem Rorem set the
first half of the poem in five bars of 4/4 meter and the
‘second half in five bars of 3/2 meter.k The meter shift pro-
vides this miniature~-too brief for development--with a con-

: trasting flow and pulse.

N
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. , Wine of the Fairies
- Source of Text: Shelley
i ‘Example 9A
(W |
s Ay ~p ) —'ﬁ<./wf o) .
s ' Ed - ' q " ' 4
il / A 1 y ' rN i I r - I I l
, ' Ay Ty n LI R N 1) - | | Ty
L ) > - )
E ( J) ;-lm "kw”'l""i /1 ‘-)f WINE offt‘ Meom—iln = 'FOIJ oéa[ Fj /AU- 7‘705 Ajm‘
k, : ~xk_(f:## s ' LL)r—‘a-——' >{7)/~.p
. A Y N P ;. P i —\ 5
S ve F 1 l r & I 1~ N S
o :¥;£§ N - N7
' o i ¥ o ’\ S Y
i -us catch v A,—&-Cnfﬂ: bowls, r - S N
(Copyright, 1956, by Theodore Presser Co. Used by
permission.)
~Example 9B
' wp (D cagse (10 -y af o~
. M [ "y ’ﬂ 9. i S .' 'é_'__
7 e e e B a4
D L s ’<é'_?—'_ ’ L pv —
(or2)  The l;m‘x the dow -mice | amd The moles— Sleep v the wis o
e S 5 —
ﬁf o ' o | nolp - " ] N 7
A HT, 1 P A 2 I~y (70, 1 LI
1 ' ne 2 ¢ | | V] L, 180 7 5
— 7 T AT =%
-16& The sward of The dﬂ-o- nte cis. e . DA;:I;_____

(Copyright, 1956, by Theodore Presser Co.

permission.)

Used by

A comparison of Examples 9A and 9B shows a common

- method used by Rorem for condensing the repetition of a

| phrase.

In this case bars 9-12 repeat bars 1-4 up a minor

‘third, and bars 13 and 14 condense bars 5-8 by paraphrasing
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7Qw $ér:&. ~The result is an eight—barkopening statement com-
ﬁf  ;fj fpféé§éd,into six bars, bars 9-14.
s Bars~15—18 in Example 9C contain the next occurrence
V~ ;¢£ the original motive. In addition to syncopation the com-
 7;?59§ser:here employs the teéhnique,of "coloration"--that of
i”émbellishing or changing certain notes within a phrase ﬁhile
:  rétaihing the original structure. Coioration of melodic

motives is-a common technique throughout Rorem's choral works.

-Example 9C

o b - (" pif" (F - <

] 1 L el M he 2

Tl T T T 922, 1217217 &

‘ 1 0 LI VG o Y0 N R PR T o Y L O 4

1 N 2% 18 SO0 Y ] I on’ ; I Trv=d7" é

) _‘- \" \/' v w " .
Mol by is SpiltVou the Summee Caul” fum M-RISE A~ mong The dow,

‘(Copyright, 1956, by Theodore Presser Co. Used by
permission.)

The short coda begins with the bracketed fragment in
bar 23 of Example 9D. This fragment is an inversion of the
1 eighth-note material appearing in bar 1 of Example 9A, bars
9 and 13 of‘Example 9B, and bar 15 of Example 9C. Such a
féworking of a short fragment is also common to Rorem's

- melodic procedure.

 Example 9D
o . _‘(13) F_/' A -~ (“(1“‘ . %}V’"f >'(‘q‘) T )4
L : ~ YL e, L@ l b -
C A MW TR L M 4, e 1°¢ i [ A lf
T v 9 —r [ ] A 7
A% T = ‘ || ¥ I=] o u’_
\"eu of the {piq 165 bEAR those bewds So wvew!

(CopYright, 1956, by Theodore Presser Co. Used by |
permission.)
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Vk,iﬁﬁTﬁéfVitgin‘s'Cradle Hymn
‘f  -¥ffSQﬁrce‘of Text: Coleridge

Irregular phrasing of 3+ 2+3+2+1+3 bars with
’“;the'A motive being the three*bér phrases characterizes this
1'{;mpﬁement's'structure. Brevity prohibits any development of
 [‘A,,hbwever, variations of underlying textures and independent

FVOicings occur on the occasions of A's repetition.

,/ -

nﬂi,'A,Far Island (SSA)

Duration: - 2'15"
Source of Text: Kenward Elmslie
Type of Text: Free Verse

~ Example 10A
- ”~y
(); cw) p=—r7 21 =]
2 - O .
i . A "
4k o K R e s e
30 1) Far is - Jand
. . 27 -==::T”m? ) 4
e o b
2 7 AR 2 X P y B 7
[Sor gy A fre 15~ Inwd
/
\ ppp mp| ——==p (opy)
b 777 i i
ARV S 7 . X "N
i d WA 1 ] [— R 1 7 Py
LA, S & 4 (]
ALTO S < 5 B .
A f‘& 15- land B

'(Copyright, 1961, by Elkan-Vogel Co., Inc. Used by
permission.) '

\\'
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A Far Island is set musicé.lly in four phrases of five

or six bars followed by a four-bar codetta w1th a single

'melodlc motive common to all phrases. Treatment of the mo-

'S tive:1s_unusua1‘because at its inception it is passed among

- all three voices. Rorem's motives commonly appear in one

Tp',art»"o,nly except at points of imitation, stretto, canon, and

~ fragmentation. Illustrated in Example 10A the bracketed frag-

ment of the motive undergoes the greatest amount of transfor-

mation such as in the duration of the ascending seventh in

f_bar 4 of Example 10B, the transposition and extension in bar

14 of Example lOB‘, and the augmentation in bars 18-20 of Ex-

ample 1 QC .

Example 10B

| (5’. o » - ’>—}7 v s e —

- Example 10C

5

Por /] w D
i YA )
%gb_b; 12 }
(3eP.T) P T Cﬂ.*law'?‘ud (svp1) Libi e woow  be-gins 4o Rist —

5 —— TR T 77 ’

1 l n; l a8 'Y 4 3

H2 P p i1 /,k'b = oM 1 . *he
515 DTS TAE = 2o L D)
v el z L bl %4

(Copyrlght, 1961, by Elkan-—Vogel Co., Inc. Used by
permission.

A un 9 ('4);' >-(9°)“7/>\7q z
D!;u F A 7, £ A P
Dot 4 | = l l p T
1%t X 7 biD77
"4 7 3 L 4 )
: A Az is = = | Imd (a0 %

\ pp —_—f S | —==p
W [P B B e N et N W WO B S
“HEEs L [ J 9 ,l ‘1 ﬂ 5
T 7 7 7 ) 0 7z ] ~ 7 o A
A fe s - - |awd——_ E
A\ b7 o7
7oy T PR 5
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(Example 10C, Copyrlght, 1961, by Elkan—Vogel Co.,

Inc.k

"Example 11

Duration:

Type of Text:

-~

D

Gentle Visitations

(Ssa)

ll 1511
Source of Text:

Used by perm1551on )

P. B. Shelly

Metered Verse
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(Copyrlght, 1961, by Elkan—Vogel Co., Inc.
permission,)

h_._.

which come A€ RAyed

B

Used by

The three motivic ideas supporting the structure of

Gentle Visitations, as bracketed in Example 11, are: A, a

major scale descending to a second degree, and B and C, two

four-bar fragments following A successively.

The thirty-

four bar piece is in three sections of 12 + 11 + 11 bars,

-and each section begins with the A motive in canon with one

“or both of the other wvoices.

Example 12 shows Rorem's

canonic method in the opening of the mid-section, which is

also transposed up a minor third from the opening section.
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(Copyright, 1961, by Elkan-Vogel Co., Inc. Used by
permission.) »

Rorem commonly transforms motives bj compressing a
 previous~sequentia1 statement'of a motive. The fragment in
bars 10 and 11 of Example 13 shows the compression of the C
 motive which originally appeared in sequential treatment in

ybéfs 7-10 in Example 11.

‘Example 13

Lo 24 mt S0
#4L ¢ ’ ( >

H

{ / (‘ \ \ V4 l‘ 0‘

\
&

(S0P ) (c”,d) P 1Ao.7l:tsaf lit-He Lupeit

\h_/

(Copyright, 1961, by Elkan-Vogel Co., Inc. Used by
permission.)

Finally, by simply lowering the second tone of the

kdescending A motive by a half-step the third section of thé
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i"f,*piéCe is distinguished from the previous two.

kf‘fﬁ; I Feel Death . . . ('TTB)
| Duration: 1t

Source of Text: John Dryden
- Type of Text: Metered Verse

Monothematic and only nineteen bars long, the unifyihg
Ethéme preddminates all but the third of four balanced phrases.
;Example 1l4a presenté a fragment of the opening theme. With
v‘the exception shown in Example 14B in which the fragment -
'f‘undergoes extension‘and'a note change from,"gb" to ".b" re-

; ,s‘ul’rting; in the high=-point of the piéce, the theme experiences

" little modification.

Example 14A

| 53 S '
(3 <Hrm — A
! }

k 4 P 3 \
hla e L ~— 2
L7 S P J I 75 7S
59— 1g ; T2
\‘9 A9 ] P4
(B0 i en ;-Ium(h'«,l» - - - - Er___ N

(Copyright, 1961, by Boosey & Hawkes, Inc. Useé by
permission.)

~Example 14B

y 1
&

n, -<”m’cf/:3-\. (10) e of
)nbkq r x ’ ’ n -
klvA i ] P [d \_ l ) r 2w 4 > ‘ l

N“0s TEL T 1 LA R T

% ¢ o v o

\! 1 »
(Tewee) el Shats up my life with - & shott-e2 com- PSS

(Copyright, 1961, by Boosey & Hawkes, Inc. Used by
permission.)
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Cbntrast in I Feel Death . . . is achieved by varying

P‘textures of two or three voxces, 1ndependent and homophonlc

i vblciHQS: and dlSSlmllar harmonies among the four phrases.

“i -7;,Sing, My Soul, His Wondrous Love

Duration: 2' )

Source of Text: Hymn 22 (III, 1) of the Protestant
Episcopal Church, U.S.A., (1841)

Type of Text: Metered Verse

7

' 8. All Glorious God

Duration: 2'
‘Source of Text: Hymn 15 (L.M.)
Type of Text: Metered Verse

g,9. Christ the Lord is Risen Today
puration: 1'
Source of Text: Hymn 69 (III, 1) of the Protestant

Episcopal Church, U.S.A., (1841)
Type of Text: Metered Verse

These three works are seftings of hymn-tunes and be-
~cause of their similarities merit a éollective discussion.
The adherence to pre-existing melodies in these works pre-
cludes any melodic development or expansion that is common
 to the Rorem style. Notable stylistic features of these
~hymn-tunes are the new harmonizations of repeated stanzas
énd the transpositions to the minor third.

An unusual occurrence of rhythmic development appears

~in Christ the Lord is Risen Today. This setting consists of
five stanzas, each set to a four-bar phrase, which melodically

are A B A' B' C. The A and B themes have similar rhythmic
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o éatterns which are mpdified’in A' and B' successively and
wx' combined at C. The~rhythmic development within the sequence
of these motlves and the resultlng C motive characterized by

”.a”falr‘amount of syncopation is illustrated in Example 15:

 Example 15

A war 1) 52 23N 1) B war ) s/ 7)1y
‘,A' (ar 9) 574 [ n]m ) B" ar 13) s7a 13 3} [T §])

¢ (bar 17) ¢ "l )Jl‘}

;“10. Virelai

Duration: 4'40"
Source of Text: Chaucer
Type of Text:  Metered Verse

Rorem's method of reusing a single melodic idea

' ﬁhroughout an entire work pervades Virelai, in which all ten
a'irregular phrases, totaling seventy bars of music, are based
- on the first seven-bar phrase. Simple rhythmic shifts,

chromatics, added and deleted notes, and transpositions com-
: prise the methods of melbdic procedure. Examples 16A, 16B,
: aﬁd 16C present the first three appearances of the motive
f aﬁd show its modification. ‘Notable is the chromatic change
\ from “J%“ in bar 5 to é’" in bars 10- 11 the added tones in
. bars 11, 17, and 18, and the expanded duration of the repe-

f'titioniof the first pitch, "d" in bars 13-15.
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~ Example 16a

LA v (21 )] '(4)
.. 727
s LY 4 ' R 1
td & 1 1 T { 1 | 1 1
5 Q‘ — 52 '
) 4 B ‘ RESEART .
(Sory A - lone sk wh, In M’H’/Aw-ut) Avel SoRE _:
y, | h) ‘
[ PRI W | T N Y~ B
e bt =
/ s,‘% - ""5’ I dEX - o- Intd:
(Copyright, 1965, by Boosey & Hawkes, Inc. Used by
permission.)
‘Example 16B
: ‘ |
bl A @ Uos |
U !
A Lg : TN '
AL o [4 [~ v F '
( ) Me Re - M-Em-&zms of M9 LP'Mﬁ,.—. h" du#l. :
Qry (12) (3 %
vUu . } 4 ;
Ay ! { L
08 F, T % 2122
- 'L L g : ! rJ b:‘ §
\—-‘
wish ';"3’3.:;"\ PR [‘1 / f&r

(C0pyright, 1965, by Boosey & Hawkes, Inc.

Used'by
' permission.)
'EXxample 16C
i P (% (%) catseped ® |
»A I | A 1 1 1 I 1 ‘
| S | 1 Al \ t o\ 4 .
_45:3'2 s 7 e s O ] o [2) 2 AN
- v 7 — 4
3op) j'”-ﬁct-‘fu-ﬂﬁft TS 50 cmme on7 -/‘A'fﬁ_____ 71»41‘ |
' — st <
Ai—ft—T1o ) 50— Z
\- 3 —r— -'- L 4 ! ) 4 <,
wofe Y€ what? Bt of . /mEA-SurE
(Copyright, 1965, by Boosey & Hawkes, Inc. Used by
permission.)

e
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The seventh phrase, beginning at bar 41 in Example 17,
b~i'develops only the bracketed cadential formula originally in

~ bars 6-7 in Example 16A.

~Example 17
Sop. TACET S E -
o o 5 (2 7 >
> U 4 i e } { J
T 1 i - ‘ r — ]
- 4 N st
. el ' P »” . 4 R
o ) 7 D 7 b-o : ‘
V [pero) : ;4‘,) fauth S0 ,;l,g;,a Is dal-Ev | — IN  vaiN
u 7 o o
hu ~ z) 17
[ T ) 4
\p 7 -
| ‘ d
p e .
Y e |
w7 ] i 7 N J__.
&\ - 3 v' 1 1} :
\NSS) h_”?\______________— /] —
— - i
Y ) ! :' #‘ -f l
= t 1 »— \'l i b
= - { AR
5 1 A ‘ b o 1 — : l
f — | [ 1
\Y =)
. om
/ - 0 . \\ P —
O\ 3 r hd 1 v ? -
J-b#® [ i 3
: Z 7

(Copyright, 1965, by Boosey & Hawkes, Inc. Used by
- permission.) ,
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The vocal texture of Virelai varies from two to six
' voices, with the motivic material dominating the upper voice
'f df7the prevai1ihg texture. The changing vocal textures pro-

'ﬁvide a contrasting relief from the recurring motive.

11. Love Divine, All Loves Excelling
Duration: 2'15"

Source of Text: Charles Wesley (1747)
Type of Text: Metered Verse

Becauée of its pre-existent melody, this hymn-setting,
'}iike the ﬁorks numberéd seven through nine above, allows no
‘mélodic development to a degree which would influence the
férm of the work. Contrast is achieved between stanzas by
k)revoicing, new harmonies, and a transposition up a minor

third.

12, Canticles Set I

Confitebor tibi
Magnificat anima mea
Nunc dimittis

Duration 4'25" 455"

Source of Texts: Biblical (listed below)
Type of Texts: Prose

v >Cdpfitebor tibi (Unison Chorus or Solo Voice)
_Soﬁrce of Text: Isaiah 12

The sixteen-note motive in bars 1-2 6f Example 18A
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|  ‘¢ontains the germinal material for the entire thirty-eight
i bar’mo?ement. Each of the five sections of the movement
1 freely elaborate and expand fragments of this openlng ‘melodic

line.,

+  Example 18A

(s ugr0s) ‘ e - . |
E R A e Y i

Vi { . 7 1
7/ — T T P [ WS O T
—— b ROt
B A e A S .
' o ! : -
o‘_/_ Load, _ 3 will peast “Thee,

(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)

Example 18B shows the expan51on by repetition of the
bracketed three-note fragment from bar 2 of the opening mo-
~ tive in Example 18A.

Example 18B

(IS) ) mave - Aksad ()
») PR . L Y L
L- heba 1+ hgy N h P 1 i
I i He vyt HY ¥ leid Y AN [ |-V
i ) LIS | | v ‘ A : ]

1
Theee-ocr with 0 shall ye Atr_ war-ee: out of Hhe ,,,‘), o _,,,/. va- o

(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.) '

Besides di:ectly quoting fragments, Rorem often elab-

6rates upon a paraphrase of original motivic material; such
;,isythe case in bars 9-11 in Example 18C, in which the pitches
freely,paraphrase thé first four tonesjof‘bar 1 from Example
‘18a.

Transpositions of motivic material are employed only

~
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,",atfthe'octave in this movement iniopening the fourth and
flfth ‘sections; in both instances the octave displacement of
k the flfth pltch, "b," produces a contrastlng linear motive.
'This~subtle developmental procedure is illustrated in Ex-
M 'amp1eel8D and is to be compared to the opening motive in

Example 18A. | -

' Example 18C

-t “‘d‘“‘ ozn_ TN N _/,<(m&€ ~ u) \—_:-——\
R N
1 1 ¢V V1 @ \ '
\ ], 1 o

AN

]
PP
*s
for the lord ____ k- h:m&:sAﬁ ﬁhwy“ﬁui "~ Sovgi —
" (Copyright, 1972, by Boosey & Hawkes, Inc. Used by
; permission.)
Example 18D

(1‘_‘3 s ,#.\'<;;‘—_;2_

g Ty

Y
|

-

/
{
N\

2

—--f‘
~

-/
SN
9

3:03_——«»/ - +o -Hml.mul

(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)

Magnlflcat anima mea (S.A. or T.B.)
Source of Text: St. Luke 1:46-55
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 Example 192
e ) P . 2) (&)

2 b'_' ‘
1 e —op

LRy 1 I’L

(5:: \) k; Svk! d"”' nm"l' -‘PIJ -“ué Load,

L

'\J\/\/

(COpyrlght, 1972, by Boosey & Hawkes, Inc. Used by
permission.) ,

| Example 19B
| -==::iﬂt:_7r_, @Dfpbv- o 5 N
# > L he ]
- 1T 1i9Y’ | | LI R A lb‘ D ~
: b AT RS 1 Wt - " 7
f b-‘ M}L P«'f aloml___. the m-af)‘\" - - ﬁum‘f n SEA

(Copyright, 1972, by Boosey & Hawkes, Inc, Used by
permission.)

This movement is based on a motive outlining major and
minor thirds which commences to outline a major seventh chofd
éna ultimately in a later repetition spans an eleventh, as
"kshqwn»in Examplesk19A and 19B. This.settingkis clearly or-
;éahized into four large sections, each containing three ir-
. regular phrases. The form of the twelve phrases is (I) A B C,
(rx) A B C, (III) A A B, (IV) A B C. Two melodic factors
‘jgnify the movement: 1) All motives derive from the original
ksﬁatement of A, and 2) each successive A, B, or C in sections
'vII, III, or IV is based on the A, B, and C in section I. De-
,velopment and contrast are brought about by extending the
« range within phrases, transp051tlon to the minor second and

 jmihor third, free elaboration of motivic fragments, and new
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‘f’voiCLngs in the second voice.
Examples 20A and 20B, and 20C and ZOD compare portions
':'of sections IA tc IIA, and IB to IIB, respectively in an ef-
fort to dlsplay Rorem sfmethods of reworking these or1g1na1
' ,m§£ives; In Example 2OB beginning in bar 18, the A motive
'?69ening section II transposes up a half step, expands the
 téhge by a third, and transforms the cadence of the original

~i  A motive in section I shown in Example 20A.

‘,Example 20A

T

r\JI

Sav- iouk.

(Copyrlght, 1972, by Boosey & Hawkes, Inc. Used by
permission.)

Example 20B

wm oy (4 (2 (23
S S S i . A .
S ES I Y I A R ¢ { e | ]
Lo LN Gk v ‘ et | | .
’ " Y , s
e e that s might '~ g h‘/‘ i -#4"51 mE5—
(n’ 5 '#( f"\
S s e o .2
A N A o Y s :
b 'A‘ [ > o~ '[ T

- and

ho -/7 is his Name.

(Copyrlght 1972, by Boosey & Hawkes, Inc. Used by
permission.)
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’ : The'moiivic material for the B sections is an elabora-
' f [f<tion upon the cadence of the original A statement in bar 7 of
('ivExample ZOA. Example'ZOD shows the B phrase of sectlon II at
| bar 25, transp051ng up a minor third and expandlng by repeti-
kqtion the original B motive from sectlon I, beginning in bar 8
 0£ ‘Example 20C. It should also be noted that phrase IIB
"beglns w1th a dlrect quotatlon of the original IA cadence in
bar 7,4shown in Example 20A. Such an elision of motivic
‘g méterial not coincidental with a pause or other punctuation
of the text is unusual.

~Example 20C

n
Ny
/

AT Y

‘.‘-—.

L Y2 -
el i dl

1 1
For he heth QE—SM‘;.(- ed ___the low- li -(wess)

b

y
v

N

~NH
SR\

y 2 |
‘ §
{

B .

L S

N

(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)

- Example 20D

ERR 1) fwmu , (2 & AN
e g /) 0O ba s |, o1 P Lo el e (7
e i L L.' Vi vy L 1 { Vn 1 [N 1
, § 4 ‘l’ 1 ] ¥¢ 1 | SR ol .

Tdrad—7 ;

{
And h,; meR- s ov Them dhat feae _ him ﬂumﬂrduf;_ all

(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)

‘Nunc dimittis (SAT)
- Source of Text: St. Luke 2:29-32
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Nunc dimittis is a brlef, twenty-one bar movement
“’5with homophonlc and polyphcnlc phrases of irregular lengths

Rorem's method of recreating the

lgerm motive by changing the rhythmic values is shown in Ex-

'émpleuzl by comparing the rhythm of the first four tones of

'the flrst mot1v1c repetition in bar 8 to the opening bar.

‘ Example 21

O .y @ & . N .
» 3TN w1 D AN ) PN | d {
: LI P W ' | WP 71 4 1 rd .
S 0 | e 1 4. [ 2 A Y ¢ L ul" o V o @
B A e 1, 2 ? S ! N
b T e letted fhacth Aok Fhoe o e ponad —
(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)
Example 22
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S £ ceex lg: ﬁc/}» }
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ﬁ AT P P LS (o S JS s PR A s S
BN { & A0 TR N (VD v | o7 Ry L, f e 1y 1’ \ A \ /7
A28 W LA N W . W o | ' D )
(1&%:)\'—_“ T Toben gkt __ 5 h')kf “ew the Geu-'Hu wd o be Hhe Glo - (Ry)Q

(Ccpyrlght, 1972, by Boosey & Hawkes, Inc.

permission.)

Used by
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To develop motives, Rorem frequehtly uses points of
ip gimita£i6n which border on the canonic. In Example 22 the
 7poih£‘of imitation betwéen the tenor and sopranobshifts‘in
:  eéch;bar from a half-note duration in bar 13 to a quarter in

bar 14 to a dotted quarter in bar 1S5.

13. Canticle of the Lamb

Duration: 1'35" v
Source of Text: Ned Rorem
Type of Text: Prose

The Canticle of the Lamb is unique amohg Rbrem's
choral works because the text is often subservient to the
music; ‘The work is in six eight-bar phrases and a two-bar
coda with an unusual time signature of 7/4 + 2/2. To empha-
size the reiteration of the same melodic and rhythmic mater-
‘ial in the first recurrence of the eight-bar opening section,
‘Rorem uses the same voicings and only allows simple rhythmic .

chénges to incorporate the text. Such a direct repetition of
~a motive using the same harmony and voicings occurs elsewhere
1 in Rorem's choral music only occasionally in the hymn-settings.
:~Later repetitions of the first eight-bar motive find new har-
’monies, transpositions of the melody, and wider vocal spacings.

The strict adherence in isomelic fashion to the eight-

bar phrase causes the text phrasing at one point to overlap

'two musical phrases. Bars 7-8 in Example 23A and bars 1-2

in Example 23B illustrate respectively the closing and
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 beginning Ofkthe original eight-bar motive. Bars 31-32 of
: E#am§1e 23C ClOse the fourth occurrence of the eight-bar
 §ph:ase whi1e bars 33-34 of the same example commence the
- fifth.statement. (Note that the fifth statement is trans-
”‘,k;posed up a step.) ’AfcompariSQn of Example 23C to Examples
f 23A and 23B‘indi¢ates the elision of the fourth and fifth
';'TPhﬁasés:between bars 32-33 that is brought on by the phras-
4f'ing,of the  text. | |

Example 23A

&7 \ :m
LN | I

A I U D 1
u Y] oo~ ¢ ! 1 1

| e Py
(Sw) s{ugs\k, Lm-oa‘s\oﬁlv, avdl  bless- 3’5;

(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.) '

Example 23B
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Worth- " 13 ‘H.L Lamb, _the Lamb Zhat wat

(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)

Example 23C
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(Copyrlght, 1972, by Boosey & Hawkes, Inc. Used by'
permission.)
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. 14. Canticles Set II

Benedictus es Domine

‘Phos Hilarion

Ecce Deus

Duration: 8'45"

Source of Texts: (listed below)
- Type of Texts: Prose

. Benedictus es Domine
' - Source of Text: Book of Common Prayer (U.S. edition)

,/'

The irreqular formal structure of Benedictus es Domine

ljfls influenced by Rorem's adaption of the text. The second
“line,bf the eight-line text, "Praise and exalted adee all
 forever,“ is treated by Rorem.as a refrain to each other new
- 1ine‘df text - In addition to homophonic sections of a line
~followed by a refrain, there are occurrences of a line over-
lapping with a refrain--unusual in the choral works of
‘ Rorem——as shown'ih Example 24.
; From the opening four-bar motive, Rorem derives all
the melodic substance for the piece which prominently appears
|  somewhat transformed in'each refrain and in most new lines.
 ~The degreé of melodic and rhythmic transformation between a
- fragment of the first refrain, bars 7-10, and its last oc-
"currence in the closing refrain, bars 53-56, is shown in Ex-
- amples 25A and 25B, respectively. 1In this last refrain only
“the basic pitch structure and contour resemble the original

model.
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o Example 24

by [t:tem -
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| Bless - At thou that be. hold - est  tie d;‘?;(.% #z}
(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)
xample 252
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) g4 . { o L)) T
] *'a e y @ | —~~ s R
—_ 4 | W T X 1 + & ] APAY | 1
" 1 14 o (W v | A 4
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(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)
Example 25B
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(Copyright, 1972, by Boosey & Hawkes, Inc. Used by

permission.)
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: PhoS HiIarionk ,
‘Source of Text: Greek, 3rd century

The opening four-bar A motive appears three times in
'the‘first twelve bars. Following an eleven-bar section
N~adapted from the melodic contour and rhythm of the A motive,
LAfapﬁéars thréekmorektimes in the closing twelve bars. The
'”noéable stylistic feature of ?he movement is Rorem's techni-
;que‘of*changing the pitch order and further trénsforming a
. motivic fragment in successive entries.

;tExample 26A

@, ) o L PR T
[N o 1 | )Y ] 2N 71 1 .
o\ | [ L SIATFON " 4 | " 4 .
€ P Tt DIV A I T P L W S
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—-Vib\ ’ AL 1 T\ i \ #[\\ .}‘ “' ‘ o |
t 2] ve P LI W | L Lel ) o & 17 1
5t LENELEPE DI\ =X A -
(chesstt N )
s Al G~ (30p N~ T30 0N
] / “~ { T . e | M TR
jaie r7 = STA#6 2 {t 17 r
Y { b 3 # <1l el o7 rd 1
>3 ~ L 1] 'l ‘11\ 2 ° t 7 4
s ¥ \ !F’ , "H’ _ R R ',

(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)
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Example 26A ’e’xce'rptsbfthe third and fourth/bars of each
. ‘bécﬁ:rence of ’the«vfour-b‘ar ‘A motive showing ‘the transforma-
tion of the originé.l by means of reordering pitches, changing
‘v‘contours, sequential procedure, and chromatlclsm. It is
notable that after the first rhythm:Lc modification of J P
‘,tO" )0 between bars 4 and 8 the rhythmic structure is unchanged.
| | The third entry of the A motive occurs in a stretto
' f‘“prdcedure,‘ common ,tb Rorem's style, as shown iri.Example 26B.

Example 26B
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(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)
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iEcce Deus ,
 Source of Text- Isaiah 12:2-6

Ecce Deus has a three-bar motive which is later frag-
;;mentéd,‘extended in rénge, and transposed up a fqurth and
 ;fifth.‘ This motive ﬁnifies the movement occurring within
‘,irregular phrasing in a large strophic form.

S It is common throughout Rorem's choral works to find
a mot1v1c extension which is retalned or further transformed
inklater motivic statements. Example 27A gives the original
‘moﬁive in bars 1-3. Bars 17-18 of Example 27B show the ex-
ténsionkof bar 3 by one bar, and bars 26—28 of Examéle 27C
‘ ;,show the further lenghtening of the extension. Although not
| expanded to any further degree than 111ustrated in these ex-
amples, the first extension shown in Example 27B does remain
a permanent feature of all later entries of the motive.

kExample 27A
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(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.)
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 Example 27B
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(Copyright, 1972, by Boosey & Hawkes, Inc. Used by
permission.) :
Example 27C |
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(Copyrlght, 1972, by Boosey & Hawkes, Inc.
permission.)

It is the consistency of the texture that character-
 izes Ecce Deus. An eighth-note legato line with no motivic
significance other than a rough following of the contour of

the melody weaves throughout the movement, establishing a

_timbre for the whole.

15. In Time of Pestilence

Duration: 6'45" ,
Source of Text: Thomas Nashe (1953)

- Type of Text: Metered Verse

In Time of Pestilence is a setting of six short madri-

gals .
text, "I am»sick,'I must die--Lord have mercy on us!"

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.

Common to each of these poems is the last two lines of.
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y fﬁetmadrigals are independent movéments but intended to be
 , suh§“in succession. Because the opening and closing'mad-
; :figais'are related motivically, they will be discussed first.
” in the first madrigal’the male voices slowly intone
the last poetic line, "Lord have mercy on us!," on a pedal
'"g." The A motive is a disjunct line of‘five bars sung in
‘uniSOn by the women and paraphrased four times. Following
 the second A statement is a four-bar contrasting chromatic
 :mQtive, B. B is an ﬁnusual Rorem motive in that its text
V?and phrasing do not correspond to its make—up aé a series of
~seven pitches states in succession three times, as shown in

 Example 28.

‘Example 28 - ‘ ,
| B 7 | | _ ]
oy 7 0 Ay 03;///1712_‘-55\\ ,
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T - 7 ll L 4 L 4 I |
o Death pesves— thew— i bu+_'h«33

(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.)

The first eighteen bars of the sixth and last madrigal
are transposed a fourth and reversed between male and female
~voices from the first madrigal's opening eighteen bars. This

Strict means of reuse of motivic material, especially for
such-a long duration, is uncommon in Rorem's choral works.
The opening bars of each madrigal are comparea in Example 29A,

the first madrigal, and Example 29B, the last madrigal.
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‘l‘he s:l.xth madrlgal closes with a two-octave motive,

the w:Ldest range span of any Rorem choral melody, here com-

pressed 1nto five bars and illustrated in Example 29C.

- ~Example 29A
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(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.)

Example 29B
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permission.)
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‘Example 29C
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(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.)

The three-part textﬁre, SAT, of the second madrigal
~is in contrast to the two—paré,texture of the first. Only
~thé contour of the second madrigal's motive resembles that

of the first, as Seen by comparing the second madrigal open-
ing in ‘Example 30A to the first madrigal opening in Example
29,

“Example 30A
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(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.)

Example 30B
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(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.)
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; Compr151ng twenty—seven bars the overall form of the-
‘ilsecond madrigal is A B A' By displacing the octave in bars
o 9 and 11, reordering pltches in bars 10 and 12, and changing

i;theyoriginal'note “b,"kin bar 3, to an "a" in bar 11, Rorem
';‘deriveskthe midsection,yﬁ; from the A motive. This transfor-
Vkﬁétion is illustrated above by comparing Example 30B, the B
; wotive opening the midsection, to the original A motive in
Example 30A. ) |
 ' ‘ The third madrigal develops a single motive, shown in
:f'ﬁxample 31A, by imitation in the other voices and fragmenta-
tion of the descending motive in bars 3 and 4. A comparison
-of Example 31B, the last four bars of the third madrigal, to
 ’the last beat of bar 3 through bar 5 in Example 31A shows

Rorem's technique of motivic expansion by irregular augmenta—-

tion.
~ Example 31A
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(Copyrlght, 1974, by Boosey & Hawkes, Inc. Used by
permission.)
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 Example 31B

/ li
2
A
[

(Copyrlght, 1974, by Boosey & Hawkes, Inc. Used by
perm1551on.) -

o,

The fourth madrigal is oharacterized by direct imita-
ftlon of the soprano. melodic métive in the tenor in every
‘oother bar. The bassflmltates the alto part accordingly, but
 veach successive imitation disintegrates and by bar 8 only the
’rhythmlc pattern and contour are imitated. Notable is the
f 1m1tat1ve technique of expanding the motive by 1) the textural

blocks and 2) the continuous use of the soprano statement and.
the tenor response. Bars 1 and 2 of the fourth madrigal are

- shown in Example 32.
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E’x'ample 32
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(Copyrlght, 1972, by Boosey & Hawkes, Inc. Used by
permission.)

Two motives, A and B, comprise the make~-up of the

fifth madrigal. B functions as a.response to A, and both
':matives remain nearly intact throughout the movement. The
vjuxtaposition of the motives provides a means of expanding
the duration of the movement, as shown in Example 33, illus-
':trating the formal motivic outlay.

Example 33

AA BB AA 2% Transition AB Close
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-16. Missa Brevis

Duration: 13*
Source of Text: Ordinary of the Mass

Rorem's Missa Brevis is a five-movement setting of

" the Kyrie, Gloria, Sanctus, Benedictus, and Agnus Dei for
mixed chorus and soprano, alto, tenor, and bass/baritone
soloists. Except for the appearance of the "Christe eleison"

theme in the Agnus Dei, the movements of the Missa Brevis

contain independent themes.
Kyrie

The Kyrie is constructed in five elided sections:

I. Solo Tenor bar 1
II. Solo Tenor and Chorus bar 36
III. Chorus ‘ ' bar 76
IV. Solo Tenor and Chorus bar 100

V. Solo Tenor bar 136

The solo tenor motive (STM) eﬁbellishes the key of F major,
is restated almost entirely in section II with the chorus
Kyrie motive (CKM), and decorates itself in section IV in an
improvisatory manner. Example 34A compares bars 12-14 of
the original STM in section I to its reappearance in section
IV, shown in Example 34B, where it is introduced with a
flourish. Such embellishment is a characteristic of this

motive in section IV, .
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(Copyright, 1974, by Boosey.& Hawkes, Inc. Used by
permission.)

Example 34B
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(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.)

CKM appears in five seven-bar phrases in both sections
ITI and IV. Shown in Example 35B, it is derived from the

pitch content of a fragment of the STM in Example 35A.

“Example 35A
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(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.)
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Example 35B

mﬁ’ /_\ By 2T I\ (91)/\

AR

7 ' 7 PSS 5 W A

'b‘ I y — S

{ 511 ~— > 74
‘gz";:] ku) - R - & e = fsew)

(Copyrlght, 1974, by Boosey & Hawkes, Inc. Used by
permission.)

CKM remains unchanged with each repetition within sec-
tion II; however, like STM, CKM in section IV undergoes imita-
tion or canonic procedure at each entry with its pitch content
surviving‘intact.

The setting of the "Christe elison" text in section
III employs a double canon, ﬁnusual in Rorem's choral works.
The five~tone soprano motive in this section is reworked
three times by means of transposition and reorganization of
the pitch series without changing the pitch content. The re-
sult is a means of melodic expansion different from those

methods previously discussed. v
Gloria

The setting of the relatively long text of the Gléria

is unified musically by the recurrence of an eight-bar theme

'.which is first anticipated by a two-bar fragment in bars 6-7,
then by four bars in bars 11-14, and finally fully stated in
bars 19-26. Such fragmented anticipation of a motive which

is frequently reused in its entirety is unique in the Rorem
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choral works.

Sanctus

The Sanctus is set for soprano solo and chorus and is
characterized by consistent six-bar overlapping phrases be-
tween the soloist and the chorus. The movement is structured
entirely as a soprano solo sgatement followed by a chorus re-
sponse. This procedure occurs six times and is followed by a
two-bar extension.

The reversing of the pitch order in the restatement of
the soprano motive is shown in Example 36B and is to be com-
pared to the original motive in Example 36A.

Example 36A
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(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.)

Example 36B
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(Copyrlght, 1974, by Boosey & Hawkes, Inc. Used by
permission.)
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-  The’real mutation and,deVelbpment of this motive, illustrated
'in~Examples~36A‘and'3GB, occurs in the next four entrances,
where only its contdur is alluded to and few of its original
nbtes appear. Example 37 shows the third entrance of the
soprano motive, in which only the note "&*" in bar 14 is ori—

‘'ginal to the opening statement in Example 36A.

" Example 37
p—t =
?ﬁ_& 0 oW s S % un?
7 [
e P e ' :
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(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.) ‘

Following the movement, the same Sanctus text is sung
by the alto soloist to new musical material in a free style.

Benedictus

The Benedictus presents two distinct themes, one sup-

porting the text, "Osanna," and the other for the text,
"Benedictus qui venit. . . ." They are used without trans-
position or distortion by ffagmentation or extension. Four-
bar phrases of both themes alternate until the "Osanna"

theme incurs a short eight-bar development accomplished by
imitation with complete and incomplete entries. This leads
to a two-bar coda derived from the "Benedictus" theme. MeterA

- shifts of 6/4 and 4/4 and varyihg choral textures support the
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recurrence of these non-developed themes.

Following the Benedictus, the bass/baritone soloist

' presents the same text to a new musical setting.
Agnus Dei

The pitch rebrganization and reworking of a fragment
of the Opehing motive into all four voices, such as occurs in
the Agnus Déi, is another means of>expanding the melodic ma-
terial. Example 38A presents the first two bars of the open-
ing motive. Bars 7-16, shown in Example 38B, indicate the
reworking and development of the "f"-"e "—"b\’"-"c" pitch se-
gquence originally from the opening fragment in bars 1-2.
Ekamplé 38A
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(Copyright, 1974; by Boosey & Hawkes, Inc. Used by
permission.)

The second part of the movement closes with a recall
of the "Christe eleison" theme from section III of the Kyrie.
As before it reappears as a double canon with the exact four-
part voicing until the cadence. Such a cyclic occurence pro-

vides a unity to the Missa Brevis.
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. Example 38B
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Works with Piano or Organ Accompaniment

~17. Three Incantations from a Marionette Tale (Unison Chours)

Duration: 2'50" ‘
Source of Text: Charles Boultenhouse

Type of Text: Metered Verse

A prominent developmental feature in Rorem's choral
works with accompaniment is the increasing density of tex-
ture upon the recurrence of a motive. Within Part I, a brief
and simple setting, Rorem uses this technique for the immed-
iate contrast between two bars. Shown in Example 39 are bars
9-10, in which the accompaniment chords in bar 9 become

seventh chords and ninth chords in bar 10.

Example 39
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(Copyrlght, 1967, by Boosey & Hawkes, Inc. Used by
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 Melodically Part,II'is a élear A A"structure'of

twenty-eight bars, the only contfasting ideas,in Al béing a
whole-step transposition in bars 16417 and a few subtle har-
monic changes in the accompaniment. The notable develop-

| menﬁal idea in the movement occurs with the cross-rhythm

~ phrasing of the last three bars, bars 26-28, ih Example 40.
This coda is derived from the movement's prominent accompa-
nimeht motive, of which a fragment is contained from bar 3

in Example 40 for comparison.

Example 40
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(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.)

III

As with Parts I and II, the last movement features no

development or expansion of the melodic motive, yet it offers
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i another~type of expansion of simple material. In this case
' of a seventeen-bar A B A' fbrm; the composer in the A' sec-
ﬂktion repeats the originallpiano accompaniment frdm section A
'up an'octave,fof'two bars in bars 11-12, then down an octave
followed by a short coda. This treatment of the accompani-
ment motive and texture provides a timbre contrast for the
_movement while retaining the melodic structure unchanged at
its repetition.

./l

"18. The Mild Mother (Unison chorus for treble voices)

Duration: 1°
Source of Text: Anonymous, 15th century (adapted)
Type of Text: Metered Verse

The Mild Mother is a thirty-two bar work based on a

f&ur-bar motive, originally stated in the vocal part but re-
curring in every phrase either in the voice or the piano.

The motive incurs little fragmentation and no development.
The extended reuse of this motive is possible because of
Rorem's treatment of the accompaniment texture. Beginnihg
with a single line, the polyphonic accompaniment increases
‘to two parts at bar 3, four parts at bar 12, five parts at
bar 27, and six parts at bar 29. Such.a gradual thickening
of the texture, while supporting a single undeveloped motive,

is uncommon in the Rorem choral works.
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19. The Corinthians

Duration: 9' :
Source of Text: I Corinthians, Chapter 13
Type of Text: Prose :

The relatively long duration of the Corinthians, a

single movement work, as compared to the works previously
discussed, provides the composer with an opportunity for a
’greater degree of melodic exp;nsion and transformation.
Formally the work is in three large sections, containing
five melodicvmotives.
I. bars 1-49 A, B, and C motives

II. bars 50-97 D, E, and (A) motives

III. bars 98-150 A, B, and C motives '
No less than nine tempo changes further enhance the clafifif
cation of sections and thematic material.

The treatment of the motivic material in the Corin-
thians introduces no techniques that have not yet been dis-

cussed, however, three means of melodic procedure that

prevail are: 1) Transposition of motives--The A motive oc-

curs in the major keys of E, G, C, Ehy and Gk; the B motive

b

occurs in the major keys of E, G, B, A, and C. 2) Imita-

tion of motives--All motives except the E motive are char-

acterized by close points of imitation, often strict or

canonic. 3) Augmentation of motives--In section III both

the A and C motives are stated in long climatic phrases in

augmentation. In illustrating these three procedures with
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‘the A motive, Example 41A shows the opening Statement (with
"a"simulténeous paraphrase in the left-hand organ part), Ex-
 ample 418 iS‘a.transposition to G major with points of imi-

taéion in the tenor and bass lines, and Example 41C is the

first two bars of the augmented statement.

Example 41A
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(Copyright, 1960, by Henmar Press, Inc. Used by
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Example 41B
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The A motive in‘Example 41A is originally a two-bar
organ motive in two parts and,provides the substance for a
lﬁter,thickening of texture. The next two appearances of
the motive inkbars'7—8 and bars 12-13, respectively, each
add a part increasing the texture first to three, then four
parts. The fOurth appearance of the A motive, shown in Ex-
ample 41B, is the firét incorporation of the motive in the
voices. A later appearance of the motive, bars 104-105, oc-
curs with five independent paits. The motive's greatest
density of texture can be observed in its last appearance in
the work in Example 41C. Without disturbing the pitch series
of the A motive but by altering the parameters of téxture,

: rhythm, and tonal levels, Rorem is able to reuse the motive

in contexts of transition, piimary theme, and climax.

In the choral wofks with piano or organ accompanimenf,
Rorem frequently uses the instrument to provide transitory

material within and between major sections. Such is the case

in The Corinthians, in which the organ paraphrases and ex-

tends the E theme as a transition from section II to section
III and acts upon the B theme in the same fashion within sec-
tion III. These instrumental solos are usually characterized
by a thematic statement or paraphrase followed by brilliant
scalar passages and other toccata-like features. This pro-
cedure is illustrated in comparing Example 41D, the original
B theme statement, to Example 41E, the B-based organ transi-

tion within section III of the work.
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" 20. Miracles of Christmas

- puration: 17! | :
, SR Source of Text: Ruth Jacob
Type of Text: Poetic

The Miracles of Christmas is a continuous setting of

~seven poems linked together by one of two means: 1) A com-
 mcn‘mbtiVe which is set td‘the text, "Mary took these things,
‘:She took these things and pon@ered them in her heart," or 2)
an instrumental motive. EXcept for the cyclic nature of
these transitions, each movement introduces and exists on

its own motives.
- The Cherry Tree

Examplé 42p

(), . v
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)
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(50®) The Road_ 15 - lo/vf) .ﬁ:g:u..lg-hsm; Theig STeps Ace slow,

(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.) :

By the deletion of one note, "b," in bar 17 and the
addition of "g' " in bar 18 upon the repetition of a two-bar
phrase, Rorem is able to write an immediate contrasting yet
complimentary phrase using the same motivic material. Ex-

~ample 42A illustrates this procedure as applied to the A
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motive of The Cherry Tree. Notable is the new rhythmic em-

phasis given the second éhrase by the displacement of the
original notes by an elghth—note.

This four-bar A motive is reused in octaves among the
voices in bars 23—26,f1n a fragmented version 1n‘the male
voices in bars 30-33, and in the organ transposed up a minor
third in bars 39-42. Immediately following and complementing
the four-bar A motive in Example 42A is a two—bar motive,
which serves this movement aé the B motive yet later becomes
the common "Mary" motive linking most of the movements.

Previous examplés have indicated Rorem's methods of
strict and paraphrased’types of augmentation. Here, however,
is a précedure'of condensation of motivic material. Examples
42B, 42C, and 42D show the progression of condensation with.

each repetition of the transition motive.

Example 42B
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.) :
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Example 42C
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- (Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.) : ,

Example 42D
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)

The Rooster

The Rooster is in a large ternary form which opens

with a chordal ostinato accompaniment supporting a twelve-
bar canon from bar 6-18 between the female and male voices.

The important unifying factor of this movement is a rhythmic
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| fragment in bars~7—8 within’the opening vocal motive, bars‘
649; shown in Example 43A. At bar 14 in Example 43B this
fragment is expanded. It next appears in the supporting
éécompaniment,beginning'in bar 21 in Exémple 43C. The frag-
ment weaves a’continuous eighth-note thread through the mid-
section of the piece, where it is developed at bar 53 in Ex-
ample 43D to a point of only a rhythmic relationship to its

~original appearance.

Example 43A
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(Copyright, 1971, by Boosey &.Hawkes; Inc. Used by
permission.) ‘

Example 43B
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)
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Example 43C
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)
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Example 43D
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)

The transition to the third movéement, The Wise Men,

begins with an instrumental appearance of the "Mary" motive

in augmentation and with a new harmonization.

The Wise Men

The basic structure of this movement is an eight-bar
melodic motive appearing four times, each in a different
vocal texture--1) unison women's voices, 2) unison men's

voices, 3) unison men with frequent octave displacement of
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pitches, and 4) harmonization in four parts. Unusual is the
‘third appearance of the motive in that Rorem creates a new

- motive from an originalkone~simply by displacing certain
pitches up~or down an octavé, as shown in Examples 44A and
44B.

Examgle 44A
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.) '

Example 44B
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)

In the Stable

The fourth movement, of one hunared and fifty-seven

bars duration, is relatively longer than the other movements

and allows more thematic recurrence. The formal plan is ir-

regular in its phrasing and content of themes. Of its four

motivic ideas, the A motive is the most prominent. The
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‘intervallic relationshi§5'of the first four pitches of thisf
i A hotive provides the germinal material foi the extension and
| ‘development of A, the opening of the B theme, and the accom-

~ paniment texture 6f the C theme. This intervallic structure

 of thé opening A fragment is a major second, minor third, and

a major second, as shown in Example 45A.

Example 45A
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)

A typical development of this germ fragment occurs in
bars 14-15, shown in Exa.mple 45B, in which the original open-
ing pitch sequencé is transposed down a fourth and partially
displaced at the octave.

Example 45B
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission,)

The same original fragment generates the B theme shown

- in Example 45C,
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Example 45C
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(Copyright, 1971, by Boosey & Hawkes, Inc.
permission.)

Used by

Finally, by inverting and transposing the original
fragment, the accompaniment countermotive, C, evolves in the

lower right hand of the accompaniment, as illustrated in Ex-

ample 45D.
Example 45D
(%3)_ { 'ksq)L .
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(Copyright, 1971, by Boosey & Hawkes, Inc. " Used by

permission.)

Another striking melodic procedure found in this move-
ment is the reworking of the cyclic "Mary" motive from the

first poem. Example 46A presents an occurrence of this
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"Mary" motive in the first movement. Example 46B shows the

- . same melodic: passage in In the Stable reworked into a 6/8

meter with elghth-note embellishments.

Example 46A
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(Copyrlght, 1971, by Boosey & Hawkes, Inc. Used by
perm1551on )

Example 46B
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(Copyrlght, 1971, by Boosey & Hawkes, Inc. Used by
permission.)

The White Rose
This miniature sixteen-bar movement is constructed in
four four-bar phrases. Each successive phrase makes a mel-

odic reference to the original, greatly modifies the rhythm,

and adds other voices or keyboard parts to thicken the texture.
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 An instrumental interlude of thirteen bars links this move-

" _ment with the next.

"The‘sPider and the Fly
The thirteen-bar interlude preceding the movement is
toccata-like in nature. No less than five diétinct fragments
can be identifiéd ih the intgrlude, from which Rorem derives
all the compositional material for this movement. Melodic,
harmonic, and rhythmic ideas from these fragments are iso-
lated, juxtaposed, modified, and extended to a degree unseen
in the other choral works. It is beyond the scope of this
study to identify all of these details. Unusual in this move-
ment is a.fare appearance in Rorem's choral works of the com?

mon sequence, illustrated in bars 30-32 in Example 47A.

Example 47A
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission,)

Comparing the rhythm in bar 29 of Example 47A to bar

2 of the organ interlude, shown in Example 47B, exemplifies
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;;just;one instance of material derived from the interlude.

'  Example 47B
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(Copyrlght, 1971, by Boosey & Hawkes, Inc. Used by
permission.)

The Land

The mutation of the original scalar motive, A, illus-
trated in Examﬁle 482, is extreme. (It is notable that this
‘ascending scale with a‘raised fourth recalls the A motive ihv

the first movement, shown in Example 42A,) A paraphrase, A',
follows immediately, as shown beginning in bar 7 in Example
48B and the cadence in bar 9 derives from the interior ca-
dence from the original motive in bar 4, Diminution, frag-
mentation, and transposition of the A' at bar 7 are the
hallmarks of A", beginning in bar 10 in Example 48C.

Example 48A
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)
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~ Example 48B
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(Copyright, 1971,‘by Boosey & Hawkes, Inc.

Used by
permission.)
- Example 48C
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(Copyrlght, 1971, by Boosey & Hawkes, Inc.
permission.)

Used by
After establishing this pattern, Rorem repeats the en4
tire process, transposing each section to various tonal

levels, developing A" to a climax, and inserting a brief in-

strumental transition between statements of A' and A", shown
in bars 21-23 of Example 48D.
Example 48D
Sebe (2 \ (23 N _—
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HAND
(Copyrlght, 1971, by Boosey & Hawkes, Inc. Used by

permission.)

Comparing this interlude in Example 48D to the A
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motive in Example 482 shows that by diminution and by omit-
“iihg only the pitch, "4," in bar 2 and "c" in bar 5, Rorem
compressed the origigél;five-bar motive into two bars.

The cYciié reference is completed as the closing be-
gins with the "Mary" motive from the first movement and ends
with a three-bar statément of the original first movement A

- motive. The octave displacement of four notes, "q"-"b" - "5#“—
"dﬂﬁ" gives thisffinal statemgnt of the A motive a new climax,

- as shown by comparing it in Example 48E with the original, in

bars 15-16 in Example 42A on page 93.

Example 48E
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(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)

21. Prayers and Responses

These are five independent settings of prayers and re-
sponses for various use in the worship. service. All but the
fifth are of less than eleven bars, and all share in common
frequent melodic outlines of major triads in the root position
and in first and second inversions. This triadic procedure is

used to open each setting and permeates each setting, giving
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a unification to the whole.

22, Proper for the Votive Mass of the Holy Spirit
' (Unison Chorus)

Duration: 10'
Source of Text: Proper of the Mass
Type of Text: Prose ‘

Entrance Song ‘
Gradual (Meditation Song)

Offertory
Communion

Entrance Song

The Entrance Song consists of alternating motives for

the Antiphon, A, and the Verse, V, closing with a third motive
at bar 47 beginning with the Doxology, D. The form is AV A '
V A D Coda. Repetitions of the Anitphon and Verse motives
are first stated with simple textures——either a sustained
chord or accompaniment, and their successive entries exper-
ience melodic extensions, and denser harmonies and textures.
A pointillistic procedure, not found in any of the
previously discussed works, begins in bar 47 by introducing
and then_germinatihg the melodic material for the text. The
extremely disjunct introduction shown in Example 49A is
transformed into a relatively conjunct vocal line at bar 54
in Example 49B. In addition, Rorem freely displaces and em-
bellishes the original keyboard line, as indicated by com-

paring Examples 49A and 49B.
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Example 49A
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(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.)

Example 49B
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(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.) )

Further clarity of form is achieved because the poin-
tilistic introduction, beginning at bar 47 in Example 49A, is
a seven-bar phrase which generates four successive seven-bar

phrases before the coda. Each succeeding phrase finds the
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accompanimentlbecoming’leSS disjunct by taking on the char-

' acteristics of the narrow, more conjunct vocal line.
-Gradual

The Gradual consists of two distinct themes--an A mo-
tive for the chorus and an Alleluia response, R, for the con-
gregation. The overall férm’is A R A R. The A motive of

- four bars appears four times in each A section, thus occurring
eight times. The composer slightly varies the harmonies,
~presents the motive at four tonal levels, ahd occasionally
embellishes the motive with passing tones. However, the

basic melodic structure and rhythm remains intact through-

out the eight appearances of the motive.

Offertory

Like the preceding movement, the Offertory is struc-
tured around two motives—-an A motive for the chorus and a
response motive for the congregation. Both are five~bar mo-
tivés and experience very little manipulation of pitch or
'rhythmic change. Contrast is created ﬁy motive’transpositions,
simple varying accompaniments, and an occasional extension or
overlapping of a phrase. Strict augmentation of the A motive
sung by all voices for twenty-seven bars is the only unusual

»

procedural aspect of this movement.
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; Communion
- The two-and-one-half-bar motive shown in Example 50A
occurs four times successively~-the last time transpoSed——
and is characterized by a strict adherence to the original

rhythm and successively denser accompaniment textures.

Example 50A
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(CHoe) Sud-duv- Iy feom hent . L5

(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.) ~

It is in the second half of the movement that the mo-
tive is thordughly transformed as illustrated in Example 50B.
‘Rorem changes the rhythmic structure and meter, omits only
one original pitch,’“é*,“ and creates a new motive.
Following a brief section based on the opening motive -
from the Gradual, the movement closes with a fufther trans-
formation of the Communion motive in which the "éF" is com-

pletely phased out, as illustrated in Example 50C.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



110

- Example 50B
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(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.)

Example 50C
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(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.) ' :

1

23. Truth in the Night Season

Duration: 6' »
Source of Text: Psalm 92:1-5a

The quasi-serial treatment of the motives in this work
separates it into a class by itself among the choral works.

- These motives, A, B, and C, can be discerned with their pitch
series in Examples 51A, 51B, and 51C. .The bracketed four-
note fragments in the three examples below possess the suc-
cessive intervals of a minor second, a major second, and a
perfect fifth; and this four-note series is common to all

three motives.
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Example 51A
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Example 51B
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Example 51C
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(Copyrlght, 1967, by Boosey & Hawkes, Inc. Used by
permission.) ;

The most common means of reusing the material of these
three motives is the omission and addition of tones, fragmen-

tation, extension, transposition, and rhythmic changes. The
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second, third, and fourth entrances of the A motive, shown
sﬁccesSi?ely"in’Examples 52A, 52B, ahd 52C, illustrate these
. techniques and can be compared to the original A motive in |
Example 51A. In Example 52A, the motive is transposed up a
major third,7displacés the octave on the second pitch, omits
the third pitch, changes the rhythm of the seventh pitch,
and extends the motive with six new tones.

Example 52A
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(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.)

Example 52B
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(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.)

Example 52B shows an added tone beginning the phrase,
the restoration of the original third tone, further rhythmic

changes on tones 6 and 8, and an embellishment and extension
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~(bracketed) of the extension shown in Example 52A.

Finally, in the neXt A statement, illustrated in Ex-
ample 52C, a fbur—note fragment of A adapted from bar 6 in
Example 527, is followed by a sevenfnote fragment adapted/
from bar 12 in Example 52B{

Example 52C

U"f# n ) i i P e C
& B F A HY He #0 1 p- t
{ Y %, | T W q 1 [ TR 1
a &7 v { 7 b ." | AL B! o~
$*7) anel :f thy frath w ke ﬂ‘j“t—— €4 — a0,

(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.) ‘ :

The B motive illustrated in Example 51B appears only
in the accompaniment until bar 76, where it is in a stretto
procedure in the Voices and accompaniment for three bars as
illustrated in Example 53.

The C motive, shown in Example 51C, appears in an un-
usual texture of strict expository fﬁgal procedure with en-
trances in the voices occurring every third bar. Simultan-
eously with each vocal entrance, the accompaniment in a
polyphonic setting plays a paraphrase of the motive with di-
minution of tones 2-5,

Rorem is ftilrther able to create an expansive movement
by using each motive in the voices, the accompaniment, or
both, as weil as treating them as primary, secondary, and

transitory material,
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' 'Example 53
(G ) ot -p aillo ﬂ[ﬂ;______({'_'_'l,___—-—- ot (_"r\
31 | ST 4
‘ 2 1ot T o — 7 %
- e
- ; -
' i I Loed | l'-owﬁb’e“’“ ace thy woek s ————
4o poetpt, =
» T A M { K
a) L \ 1He v ’
/ L) ‘41 [2, e , 1} )}
- Lﬁ 1 e il H,' l([?
'T .
ALTo ‘ o \j LO«A , —— hw 5’0""10“3% .ﬂ“1
4 = =, e
N N e PlLyy, @ [~
P i ;] [ - 2 ap |\ 1 \
7 { 4 LA &
1

. wmfy :
o [prthepe | el e o =

pl :h Y 1 1 1
LA 4§ 4 . dl 15, }
2 7 a -
3% o " Jroed,  how 5'5-&0'&&3 Ane Thy woeksl |
- ‘ [
N (N 7 M B - i
A 3 o o = lf #{—t}\' 1
b T '
O (AN ~P~
b4 et | ( : \Bl J_
0 bd 1d hate L, wd
) oA
Iﬁ; - -~ © ——
SHL
N#-3 ]
JZ2 | 1
A - N ) [+ S o - g
qoo I R

(Copyright, 1967, by Boosey & Hawkes, Inc. Used by
permission.) ,
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24. He Shall Rule from Sea to Sea

- : ~ Duration: 4' 40"
' Source of Text: Feast of Christ the Klng—Psalm 71-Dn 7
Type of Text: Prose and Poetic

The work is based on two motives, illustrated in Ex-
‘amples 54A and 54B, which are characterized by minor third
outlines. The A motive, set to the text "Alleluia," is
treated as a refrain to the %rregular phrase lengths of the

B sections.

Example: 54A

ay : I
] 1
713% L [~20NEU W A 7
5y 2 + 11 Pel o L 1 : ; L,,
N 1] A \ 1 s Y] 1 ‘po‘ ‘90‘ o‘
Yof, r . :
. —f . ~
(3R Bl- le - lu- in, al-le - e - oa.

(Copyright, 1968, by Boosey & Hawkes, Inc. Used by

permission.)
Example 54B
(G N W )
1 b ') / e r 8 ' f VY 1]
1.2 72 1 o L 1 lhe v &1+ \
kI S N LS WA L S W - A
Ay T [ 4 7\ 3 [
{SeP) He sl\nll Rule _ ftom SEa— +ho sea,

(Copyrlght, 1968, by Boosey & Hawkes, Inc. Used by
permission,)

Rorem employs frequent motivic extensions and harmonic
changes at recurrences of motives, Unusual is the treatment
of the A motive within 4/4 meter on each recurrence of the A

motive after the opening statement which is in 3/4 meter.
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25. Two Holy Songs1

Psalm 134
Psalm 150

Duration: 4% 15"
- Psalm 134

Psalm 134 is-a strophic setting in which the most
,prominent contrast is made by’ the simple change of textures.
Following a form of Introduction, A, A', A", A''Y, A'''',

Close, the textures appear as:

Introduction  accompaniment only

A ' unison women

Al » four-part imitative

Attt - four-part/soprano only with text
Attt accompaniment interlude

Attt unison voices/homophonic voices
Close accompaniment

The basic motive with occasional extensions and one trans-
position up a minor third remains unembellished, undeveloped,

and prominent. Expansion is produced solely by the strophic

procedure.

Psalm 150

A clear formal structure of AAB A A BA A, transi-

lTh_ese are arrangements by the composer, in 1969, of
the first and last psalms in his Cycle of Holy Songs, origi-
nally written for solo voice and piano in 1951.
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ticn,‘and codetta comprises Psalm 150, - Before the transition
~i ; each motive is within abrigid four-bar phrase in a homophonic
~setting. Chromaticism, harmonic changes, and passing tones

provide contrast for the repetitive A motives as shown by

Examples 55A and 55B.

- Example 55A
(,‘:“) P oS
'}?oi’) £ o o {3 | &Y (4>
LG r Py ] 4 —T i [ -
A2 4 ! #l | B P n D ¢
[} S e ’ r i S N DN N |
e -3 P ? % ( o ¢ |1 V¥ 72 7 ~
Avto . e . ‘ \ b
: ‘PIZME E e | badi— prase [6ad o s ;%‘}":J .
e o, ps o =~ > T 7
’ L
b o 7
VL I { [ =i vt

(Copyrlght, 1955 and 1970, by Southern Music Publlsh—
1ng Co. Used by permission.)

Example 55B

#7 \ ~ —
Q*& T’— J e A r—r—ﬁ—'fﬁ) N o
h-’. r 2N | o0 4 o 4 | D —1 ]
s e e
o T O L e LR e
rl h!_r?_\ 'tl‘ Zwith, psal -Tee- And haep
e =i how s i
—& # —he
il I , " "
peSSSSiiaes i
ey 7 il Tt —

(Copyrlght, 1955 and 1970, by Southern Music Publlsh-
ing Co, Used by permission.)

Unison, two-part, and four-part vocal writing as well as

transpositions down a major sixth and a minor third give con-
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trast to the regular motivic recurrences.
Ah unusual ﬁnifying ﬁhread‘is an ostinato-like accom-
|  paniment bass pattern outlining tonic and dominant beneath
the~A motives and generally proceding stepwise beneath the B
motives. The first four bars of this bass line are presentéd
in Example 56.

Example 56

PR ==

” ;%*’%3%"%%

(Copyright, 1955 and 1970, by Southern Music Publish-
ing Co. Used by permission.)

Like Psalm 134 the motivic material of Psalm 150 in-

curs rare extensions and no development.

26, Praises for the Nativity (SATB solos and mixed chorus)

Duration: 4' 15" -
Source of Text: Two Collects for Christmastide from
The Book of Common Prayer

Six identifiable motives, A-F, each receiving some de-
gree of development, are presented in this work. Set in a
large ternary form the general characteristics include irreg-
ular phrasing and repetition of motives, mixed meters of 2/2,
3/2, 7/4, 3/4, 5/4, and 5/8, and the antiphonal use of chorus.

and soloists., Motives appear in isolated phrases,
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‘juxtaposition, fragmentation, imitative proéedure, augmenta-
'  tion, and diminution.

Later fragments of the syncopated B motive, which
first occur in bar‘l4kof'Example 57A, lend a cohesiveness to
’thé,work by their frequent appearance and adherence to the
original rhythm. Example 57B illustrates one such recurrence

of the B motive.

Example 57A

(Copyright, 1971, by Boosey & Hawkes, Inc.

permission.)

(N) , » o - > 5 7 )
N 7 ﬁ - z ? -7 ’ 2 {\! TAa N
7 | P ¥ (,‘, ¥ { "4 g‘ ’[ A o
] u‘. L { lt) o _ X
(S} Ve -mi= 1€ A ~do-€A-w Do-mi-mum.,
(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.) ;
Example 57B
(120 f_ (o) |
= T |- Ny
LR 2 N N L3R S <
[ Y] {78 7 ' rJ d o S
\¢ A ?Fl #7 {
ﬂtﬂ’) ﬁ'd& “RA-mul Dpepmi -Mw,""lb “RAMuS Do - orme Mam.g
; 4 " F a -' ’
V 1 1' e ’ ' -
o L U U0 W WO . 0 A S S ¢ X
/ U = N 1 1 | \ Y Y
L4 |1 -~ \r N‘ /
R4 g
1*f‘q#4 -
) / I 1177 @ 1T N
f 5 he] 1 g, Vg™ 7/
{ V] by i j 1V & 7 0 L\
) { ‘H L4 l
basan) g
N e 5
o A At
A\ 4 \ T \‘ [ 1 s -
v /

Used by
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In sections of dense textures, containing numerous in-
 dépendent parts; a motive often occurs in many mutant forms.
Example 58A illustrates the original F motive, and its muta-
»tions in the instrumental and numerous voice parts are shown
'in Example 58B. |

' Example 58A

(‘sz., f— il e I —
I o | Py 2 P

b2 ——T % 13 )
5 T 15
~ 1 — &1
’S . I N
G:g) Al T

(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)

The same F motive recurs in strict augmentation and
simultaneous diminution as shown in Example 58C, illustrating

only the motivic material.

Example 58C

# .

() F T~ 0 Clw
29 el y.® ) - ~, = /
< 7 5, I 5 - [
) AR B B | N { g 7 — -

= P A v | S ’
C . [ 4 A L Y
%) 7 A L T PR Y | - :
' : 1 ' .

) 3 ﬁ\\f ! — '

1. P20 ’ 2] o~
NES ——— 1 Bo B
U!) ” é . 4
T " - ’

t
) % U e -
- ry
N 1 -L *‘Altl

. e, L ST EEE RSt ., !
Yy - B 1P 47 P4 P B N 3 Y
2 $ (17 7?1 o | 1

St 211 = B

N I S A e F ~
s
Hawy

(Copyrlght, 1971, by Boosey & Hawkes, Inc. Used by
perm1ss1on )
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(Copyright, 1971, by Boosey & Hawkes, Inc.

permission.)
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Unusual is the appearance of a partially transposed
motive, as shown in Examples 59A and 59B, which illustrate,
respectively, the original A motive and a later occurrence.

Example 59A

U ‘F @ 51 [l >‘(5) ——
Ny ¢/ 3 1 9 1 LiN 3

1AL L I e 1 7 'Y S A O S
(s 1T o 11 \ @ A v 1921 1 2 ,J19 , 1
TR v e e e e

(w) A\*N'D‘*"’V) God, uobuo Mf cje-en us Ty oe- by be-gal-tes — Se,

(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
permission.)

Example 59B

‘M)H: #f (ns) (e () e ey

g [ i o ‘ . I I L/
AEm R S EEem=srsse—ons
Z—7 # 1 1 bf’ ’ #0 0#'_———L'

be - 55*-“:.: Sown.

gl K

1
ATM‘*") ol who bast v -es s F

(Copyright, 1971, by Boosey & Hawkes, Inc. Used by
_ permission.)

The most outstanding feature of the work is the effec-
tive use of isolated, juxtaposed, and antiphonal textural
combinations of organ, soloists, and chorus to present the

motives.

~27. Three Motets

O Deus, Ego Amo Te
Oratorio Patris Condren: O Jesu Vivens In Maria

Thee, God
Duration: 7% 25"

Source of Texts: Gerald Manley Hopkins
Type of Text: Metered Verse
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'O Deus, EgokAmQ"Te'

Motivically this movement is constituted solely of
cohtrasting A and B themes. Alternating freely and often
with brief extensions,)they occur at one point juxtaposed
but basically remain’unchanged in pitch séries, range, and
contour.

A previously mentioned/method that Rorem uses to pro-
vide contrast at repetition of motives is the gradual in-
creasing of the density of texture at successive motivic

entrances. Occasionally, as in O Deus, Ego Amo Te, this me-

thod of textuial contrast is highly organized and succes-
sively adds or deletes one pitch. At points in the intro-
duction and the océasion of the A motive entrances in this
movement, Rorem uses the method of contrast, as illustrated
in Example 60A. TheVadded pitches are bracketed in the
example. '

Example 60A

3 pitches: Bar 1 D$ Eb F

4 pitches: Bar -3 (AL) D‘ E‘ F

5 pitches: Bar 5 ab (C) D‘ g? F
'6 pitches: Bar 15 a® (Bb) C ’ D‘ E® F

* 7 pitches: Bar 30 2° B C * ' @® F
** 6 2 2 ¢ b E F

pitches: Bar 43

* transposition of minor third from: B C"D" E F‘* FY G"

** transposition of major third from: C D E F c¥a
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 Example 60B illustrates the musical fragments of bars
1, 3, 5, 15, 30, and 43, which are affected by the organized

 textural changes, indicated in Example 60A.

= Example 60B
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=

(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission,)
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 Oratorio Patris Condren: O Jesu Vivens In Maria

This movement is a simple, shbrt, homophonic, twenty-
five bar setting with a form of A B A B' A. Although the A
motives‘are undeveloped, the B' reflects ohly the contour of
the driginal B. A short melodic canon, three- and four-part
textures, and two-bar moiivic extensions of the last two
sections provide the primary Fontrasting ideas in the

..movement.
Thee, God . . .

Unified by a recurring A motive outlining seven de-
grees of a major scale in a four-bar phrase, the movement
contains short contrasting motivic sections as indicated

by the formal plan:

4 bars 19 bars 15 bars 19 bars
A A ABA AAC AABA

19 bars 18 bars 16 bars 9 bars

A_ADA E A AAB A

Overlapping of transitions and the'irrégular lengths of the

contrasting motives account for the uneven number of bars
among the sections of the movement.
The procedure of reusing the A motive warrants inves-

tigation because of the numerous appearances of the motive.
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Besides transpositions and varying accompaniment and vocal

textures, the A motive is subjected to its own fragmentéd |

juxtapbsition. Example 61A shows the A motive in its first
- statement followed by its canonic treatment in Example 61B.

Example 61A

3 l 1] N pt g
'5% 4 {:' /r]'gv ﬁia"_ (1 I
e W T L it I R
[oess) N ’ o
(I S S
a7 . { i P~
bl 2. ’ : I
VA AN ")

(Copyright, 1974, by Boosey & Hawkes, Inc. Used by
permission.)

The employment of dense textures constructed on ca-
nonic or stretto techniques is a feature in many of Rorem's
choral works. Example 61C shows the A motive in such a tex-
ture, in this case comprising a six-part canonic structure.
With the presentation of Example 61C ends‘this discussion of
melodic procedure and its interrelationship with formal
structure. All of the examples in this chapter have been
selected with,two‘considerations: 1) in the case of the in-
dividual movements, éach example represents a prominent mel-
odic procedure characteristic of the movement, and 2) the -
examples as a whole exhibit all of the melodic procedures
diséussed in Chapter II, Analysis, which are characteristic

‘of Ned Rorem's compositional style.
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Example 61B
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(Copyright, 1974, by Boosey & Hawkes, Inc., Used by
permission.)
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' Example 61C
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APPENDIX

Chronologiéal Listing of the Published

| Choral Works of Ned Rorem

Composition

Date Title
1943 (30) The Seventieth Psalm
1947 (1) Four Madrigals
1947 ~ (28) A Sermon on Miracles
1948 (17) Three Incantations from
: a Marionette Tale
- 1951 (2) From An Unknown Past
1952 (18) The Mild Mother (Unison or
Treble Voices)

1953 (19) The Corinthians
1953 (3) Five Prayers for the Young (SSA)
1953 , (4) A Far Island (SSA)
1953 ~ (5) Gentle Visitations (SSA)
1953 (6) I Feel Death . . . (TBB)
1955 (7) Sing, My Soul, His Wondrous Love
1955 (8) All Glorious God
1955 (9) Christ the Lord is Risen Today
1955 (31) The Poets' Requiem
1959 (20) Miracles of Christmas
1960 (21) Prayers and Responses
1961 (10) Virelai
1962 (29) Two Psalms and a Proverb
1963 (32) Lift Up Your Heads
1964 (33) Laudemus Tempus Actum
1966 (34) Letters from Paris
-1966 (11) Love Divine All Loves Excelling
1966 (22) Proper for the Votive Mass

_ of the Holy Spirit
1966 (23) Truth in the Night Season
1966 " (24) He. Shall Rule from Sea to Sea
1969 (25) Two Holy Songs
1970 ' (26) Praises for the Nativity
1971 {12) Canticles Set I
1971 (13) Canticle of the Lamb
1972 (14) Canticles Set II )
1973 (15) In Time of Pestilence
1973 (16) Missa Brevis
1973 (27) Three Motets
1973 (35) Little Prayers

129
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