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. for piano

Hallelu]ah fron’%z-_;-Mount of i}lwes ,
Ludwzg van Beethevm L
(1’7’70 1827)

L SATB/Pzano | |
Hal Leonard Corporatlon HL‘ . %80281

- Composer

Ludwig van Beethoven was bom mto a musxf:ai fam I “in Bonn Germany Has -

- _grandfathel was Kapelime:srer ofthe ng $ court Hls faﬂ“ﬁ was a professmnal tenorin
. the chapel and teacher ofsmgmg and plano As a Chl d Ludwlg studzed w1th his father and _

o began performmg at the age of ezght By twelve years of age, he composed his fi Ist p;ece :

In 179{} as }oseph Hayden was passmg 1hrough Bow cn hls way back home to |

Vzenna Beethoven met Hayden and showed him some ofhw ;omposxtzons Impressed by
o what he saw, Hayden mvzted Beethoven to move to Vzenna 2 a «d become one of his
- -_ﬁstudents 8 Whaie in Vlenna Beethoven oom posed some of his most $i gnzfrccmt piano works .

| ~such’ as Sonam pathetzque and the “Moonhght" sonata 2

By the age of 30 Beethoven wasa hzghiy successful fo:r:poser and pianist; however, -

.due to some kind ofmfea:txon Ludwag began loosing his hearing. 3 Desplte his afimont he |
K contmued to perform and compose By 1824 Beethovon was suffermg from several

' Hnesses that eventuaﬁy cia;med his life.

Beethoven s composatzonai output mciudes sympho sies, plano concertos and

R _ sonatas cantatas two masses and one oratorlo Conszdez eri a transztionat composez,
| 'Beethoven wrote pzeces that reﬂected both the {Iiassu:ai and Romantzc eras. His eatiy
- music foilowed the formal structures of Ciassmal forms while his later compositions.

__ reflected more emotion _and exhxb;ted expansion of forms. - This stylistic change may have

i 1Arnold & Cooper Oxford Mus;c Onime
- 25hrock, 443. -

-3 Arnold & Cooper, Oxford Muszc Online
- *Arnold & Cooper, Oxford Music Online



been a dsrect reﬂectxen Of the depresszon he was exporiencu; faﬂ_owing:thé'}os"s ofhis

o -'_hearmg

L Compmitien

“Halle lujah” is the fmaI number ef a s:x mavem{—:m ¢ mt(mo entztied Chr istus am

: - Oelberge {Christ on the Mount of (}hves] Thls is the only ofaterw wntten by Beethoven

: f:.'__:.and 1t depict‘; Chmt s suffermg in the garden ofGethsem‘me f‘oilowmg a rhythm;c -
' 'mtroductmn by the oz‘chestra / keyboard the (.hmr erupts w;m trlumphant bursts of the
. word “Haiieiu;ah Th:s contmues for a total of nme measures before tummg mto a fugue
: in cut time. The frst theme is presented by the soprano voice aﬁd then zespectweiy Shared '
> with the next iowest vmce untzi aii parts have entered There i is occasional voice parmg )
: _between the SA and. TB voices, 'Fhe second theme is presented by the bass voice m vectwn

I : and by contrast i3 shared wzth the next hlghest voice pari“ Slm}!ariy, a thzrd theme

L -begms in section T emd moves mcxe r‘apsdly with mfmez ous emhth -note runs. Both the

; -_Second and third themes are presented overa trzplet accofr'pan!ment and contain Short
bursis of hamophony in section ‘K, the introduction is res aied w;th voice parmgs

; _between the men and women 'I‘he climax of the pzece oceurs 'wthm the last four pages as
the tempe moves more rap}dky At this point, aiI voices are smgmg homophomcaily withan

o accompamment that utzh?es a trzple feehng treble overa dupie meter bass.

| _ Histarzc Perspec*we _ _

_ Beethoven is c{)nsxdered a tlaHSIEIOHal composez w’mectmg the C}dss;cai period to

. the Rcmantxc His early works reﬂect the- mﬂuence ofHa) dn and Mozart while his iatter

'Composxtzons foIiowmg his' mcreasmg deafness, reflect more emotum and passion s
"Haiieiu;ah” reﬂects the early style of Beethoven's writing. As a child, fugal writing was an
;mportant partof Beethoven s training; and Haydn, one of Ludw;a s teachers, was

- considered the Ieader of fugal compovitmn:a during the C ias*ual period.s }'ol!cwmg the

- intr oductmn, thzs mcvement utihz;es thr‘ee d;fferent thefnes that are setas a fugue

S Ar noid & Cooper, G\'ford M usic Online
6 Ramer 263, :



o : 'I’echm:,al Cens;deratmns

The movement is made up. of three themes fal}owmg the mtroductzon Et wouid be .

v f'"benefma* to mfroduce eaf,h theme separateiy to a smgmg ensemble Follewmg t}us, the

o _:"ensemb!e shouid sing thelr md:vadual part s]owiy on a neuirat syilab]e such as “doo.” This

g “w;]} heIp to ensure pitch and 1hythmic accuracy F he tempt) shouid not be mshed as thei e

' isa great deal of rhythmzc actlmty occumng m the accamp'mlment Duri ng the fi lrst fugal

sectmn the meterisin cut time wﬂth the keyboard deublmg the vocal parts Agam great

care should be exerczsed as to not rush ezghth notes Ihe th;rd theme of the fugue
: _'..begmnmg in sect:an T, couid prove | to be a chailenge as there are long mehsmatzc phrases |

= _.that move on the offbeat,

Styi:stzc Conszderanons -

Three tempos are used: thmughout thxs pfece The ﬁrqt set at a puise of 66 beats

: .per mlmzte, must be adhered to in'order to c}ear}y articulate the piano accompamment _
- ;Begmnmg w;th the fugai section, the pu seis anly slightly faster, however the haif note _

’ ':'now recelves the beat pr owdmg more forward motzon ¥ Qliowmg the fugues the song

| .'expiedes in energy as the tempo increases to 104 beats pe. mmute fhls will require an

B -advanced p:amst as the accompamment is fuil of scaier runs; mciudmg a triple meter ught

. _. hand OVEI a dupie metez left hand.

Asxde 9{" the varmus rates of speed tempo mar kmgs of the Ciassxcai period were

. oused as expresswe ter ms. 7 Words such as Maestoso Allegro, and piu Aliegro are used to

-denote the power and cheer fulness of the piece, not necessax ily the pace.
The plece is predammantiy vibrant with forte dynamn, markings. The onIy contr‘ast "
Cin vciume is at the commencmg efthe second fugue Here the phrase beg;ns softlyand -

qmckiy crescendos w:th the addltlon of the other-voice part.s

Musacal Eiements | | | o
’} he key szgnamre of the entire movement is in C Major with a series of maodulations

s occurrmg throughout Durmg the homophomc openmg, the chord progressron islii, V7,1

7 Shrock, 356.



s

_'and ends ona ha!f cadence In the f rst fugai aectaon, the pwca modulares to G Majm‘
_ '_-_-.Startmg at tehearsai markmg a moduiatmn t{) A Ma;or oce ms brlefiy before returmng ta_ : e
P _"_the tcmc key of ‘C’ her the second fugue begms ’ths progx essmn contmues unt;l the end |
of the piece Non-harmonic tones occur mostiy as suspensaans Aithough the tempo SURLE
'. ; markmgs are not too extreme the pzece 1‘3 very v;brant as & zeauit of the mstrumental .
acce*npamment whtch uses a great deal {)f scale: passaees ar zd mpiets providmg for 2 a

| - _' dance-hke feeling.

' Fo: m ané Structure

The piece is through composed It Is set mcstly asa fugue w;th occas:onal

o .homophomc passages

- _- '_a) Homcphamc—“Haiie}u;ah”

b) Fugue theme #1- “Pralse the Lord”

) .c) Fugue theme #2 - “Man proc}alm h;s gzare and glory

dj Fugne theme #3 - “Pratse the Lord in sengs nf 3oy
: _'_e) Repeat of fugue thente #2 :

- _:f] Homophcmc at fast tempe - "Prmse the Lord” '

' _,rext

B Haiieiu;ah* unto God’s Aimtghty Son.
- Praise the Lord ye brlght dngeiic chmrs
*~ Inholy songs of joy. _
- Man, preclaim His grace and glory! -

Hallelujah! unto God’s Almighty Son.

- Praise the Lord in holy songs of joy.




Lof How a Rsse E er Bloommg
Hugo Blstler
(1908 1942)

SATB /a cappella -
Concordla Pubhshmg House 98 1923

e Cempeser

~Hugo D;C.tler was born in Nuremberg, Germany Asa school student he studied’

'_"the Lelpmg Conservatoryﬁem oiied in the conductmg prograrn with p;ano asa sewndary

e suh;ect8 After a'short pez iod of time, ‘he was adv;sed to focus on' compes:uen and organ :

. _mstead In 1933 Distler was appomted the head of the, chamber music department atthe |

Luheck Conservamry and teachmg at the Church Muszc School in Berlm Durmg the rise of .

| Nazi powers m the ear Iy 1948° s, D;stier was caiied to serv1ce three tlmes Havzng been- _

o '-excused the f rst two, he feared not bemg ahie to escape the circumstances the third tame

L _ '-and committed smc:de on Nov 1, 194—2 atthe age ofthlrty four9 o
' - D;st}er s musical output Conszsted of three large- scaie works three col]ections of

i _sacred muszc, three collecttons of secular music, and some mdmdual sacred and seca!ar

-~ works. 10

- . 'fCGmpGSItmn _
B . “Lol How a Rose E’er Bloom;ng or Es ist ein Ros entspr zmgen is a German hymn
__'ongmatmg inthe 1St” century by an anonymous composer and lyricist. 11 The fiI st known
- arrangement-was by German composer, Michael Praetenus Praetorzus included this piece . -

in hlS sixth volume of sacred vacal warks 12 The second and third stanzas in Distler's

: arrangement mc}ude separate metrlca} mdzcatmns for each voice line as it appeared in his

"'arigmai_ work, howevez,_the ﬁrst stanza contains unlfor m measures for ease of conducting.

.8 Neuman, Oxford Music Onime
- 9 Shrock, 606 :

. 10 Shrock, 606

1 Program Notes, The No; thern Vzrgmza C horaie
12 Shrock, 131 : :

o plano as well as music history and them V. At the age of nmeteen, Dzstler began studymg at



HiStOl‘lC i’erspwiive &

The bas,s of Dlstier S work was the rediscovery Of aid forms ami genres and hlS use . -

. of text pamt*ng, yet hzs wcal musw has a great deai of rhythmzc and harmomc freedcm 13

- "This arrangement rs wmtten for unacwmpamed SATB voices keemng wrfh Pr aetortus s -

. style of his later matets featur‘mg short h(}mophoma phrasmg in d stmp}uc settmg

S Aitheugh cons;deted a motet "LG' Huw a Rose E’er Bloommg cioseiy resembles that ofa '.

- chorale and lied hybrid. Many of the mﬂtets of the Renaissance were poiyphomc in nature.

-:_-'_The hed 4 secuiar genre of music, was Streph;f.: and homophomc and was structured wzth a_ o

I repeated secnon 1" {Iharaies were aiso structured the same way but nsua}iy in two- parts

" Praetorius, who' stoed out fr om hxs contempm ames w1th hzs composmons 15 arranged this

o song in faur pal ts m AAB form Smuiaziy, Distlez ut:iizes thzs structuw as well in thxs

o _arrangement

SEC —_-f'-'.'!’echm{:ai C{msmeratmm

ththmically this pzere isnot camp!ex as Pach vozce partis compi ised

' .predommantiy of quartex and elghth notes The a]to line uses a dotted- elghth note tripiet
in the third measure of the ‘B’ section that can catch the singer by s_urprlse ona first
-r’eading Each voité liﬁe"movés ina step like fashioh with most of thé ir’af:ervais being less
‘thana thlrd I‘he vocal range is written wzthm one octave. Stanzas two and three feature
_ :metrzcai changes in each vecaE line and the measm es donotlire up symmetrtcaiiy on the
‘paper. Thm canbea cha}ienge for smgeis who may easily lose their place'i in the music.
Addztlonally, the mix of meter from 3/2, S /4, to 4/4 creafes a mismatched feeling of
- “phrasing. Itisimpor tant that the smgers know where bzeath marks are denoted as each

B me}odlc line has phrases of vary:ng Iengths

3 N euman, Oxford Music Onime o
- WShrock, 100
B Blakenburg & Gottwa d O.x'ford Mus:c Onlme



i .:; _-';:Styhstlc {Zons:deratmns e _ _ L _
| When directmg thxs DEPCE, Gne shou}d not appmach the beats in a ver tica} fashzon

L The ahgnment of the measures. helps to aid the dlrectcr with a steady and consxstent

'- _'conductmg pattern The sangms h{}wever need toview thear part m terms of phrasmg in e

i "th;s aspect the metncal orgamzatmn of stanza% two and three are a better ﬁt as they

o ehmmate the need to accent downbeats as mferred by the use of a bar line.: The song lends

= :tse}f toa }egato artxcuiatmn and- dynarmcs are terraced as voiume is naturaify contr olIed by

_the addztmn and subtractlon of vocai hnes

fo Muszcai E}ements

_ ’I‘he plece has a strong tonal centel ef E Ma;or and does nct mod uiate from 1t
| ".'4D|ssonance is created by numerous passmg tones, ne;ghboz mg tones, s uspensxons, o

L retardatmns appegg:aturas and escape tones. Many of. these non- harmmuc tones create
- 'chm‘ds with seconds- and sixths that aren’t resolved Immedzate}y Each stanza ends ona .'

b __ -_'sohd E Major chord pieceded bya vn chord as opposed toa V7 orlv (‘thd The songis

< e ".homephomc Witll ter raced phraamg The melody isin the seprano hne It appears that

Distler may have used some text pamtmg based on the first verse as all vozces (except the
_ 'alte) meve upward on the word “ sprung " Additionally, the alto trlpiet on "bnght” creates a -

. feeling of exc;temen_t_ for the listener.

: Form and Structure

The piece 13 strophic and comprased of three stanzas that follow an AAB form.
“Text

" Lo, howa rose e'er blooming,

" From tender stem hath spr ung.

B Of Jesse's lineage coming,
. As men of old have sung;

. Itcame,d flow'ret bright,

Amid the cold of winter, - o
- When half dpent was the mght =

'isalah twas foreto d it,

L The Rose | have in mmd




- _".Wlth Mary we behold it,
~"The virgin mother kind;

i To show God's love aright,
o .‘ahe bore to.men a Savior,
o When half spent was the mght

: _.'ThlS Fi(}Wx wi*ose fragrance tender RR

With sweetness fills the air,

_. Dispels with glorious splendor o
- The darkness eus,rywhf,rc

o True man, yet very God, .
_From Sin and death He saves us,

- _'.Andhghteﬂs everyload




0 Prazse the Lord of Heaven o
Wﬂlmm Blilmgs
(1'746-1809)

SATB / a cappella
} Kelecom Editmn Chorai Musm Pubhc Damam

e Campoeer -

: Wllham Bl]imgs was bam in Boston MA on Octi)bex ‘7 1746 Asa youth he ser ved

7 asa tanner S apprenme He worked in the leather t‘rade for most of hlS life. During the

i American Revo!utlon he supported the patrmt cause and was fmends wzth ieaders such as .

- ‘Samuel Adams and Paul Revere 16 Aithough he did not recewe any fermai training in

~music, Bxiimgs was ver‘y much an advacate to the music educatlon of others and spent

: . manyyears teachmg in smgmg schoois and }ecai churches 17 B!limgs cemposed over 340

L comp051tmns that were mostiy sacred and consasted of hymn tunes, anthems fuging tunes,

“and canons. He did not write any mstrumentai mus;c or solos. Al} of his compos;txons were

o fora cappeﬁa chorus.18 Between 1’7’7 0 and 1’794 Bl ]mgs publ!shed six coliectzons of music, '-

- .:mciudmg The New England Psaim Smger

Cempos:tmn o o |
D Prazse the Lord of Heaven,” aiso kn@wn as, An Anthem, far Thanksgrvmg, was
| Ipubhshed in Billings’ sixth C(}Hectmn of mumc, The Contmental Harmony, in 1794, The text
k _'15 mostly derived from Psaim 148 and mi:erspersed w;th poetry written by Billings himself.
. This wasa common practice for Bﬂhngs ashe hked to incorporate puetry into his anthems

St sult hzs own aesthetic ;}urposes 19 -

: 16 Kroeger, Oxford Musrc Onhne :
17 Shrock, 402. '

18 Kroeger Oxford Music Onlme

- 19 Kroeger, Oxford Music Online .




' -_Hlstorzc Per spectwe

Chorai music composed in the Umted States durmg the C}asszcai Peraod was hmited S

o o mamiy Psc,lm tunes that ar nved wath the P;lgr;ms Oa in bﬂimgs s case, had no

connectlonb to European wmmg otyies ?0 When composmg music, Bliimgs would write the

- -prmczpa metody first and a351gn itto the tenor vezce Feilow;ng th;s} he wou!d write for
= the bass, soprano, and alto respectweiy Often he wau}d suggest doublmg the tenm lme
i with female voices and the soprano line w;th male voices to give the effect of SiX. vmce |
B -parts 2 Add:taonaiiy, Billings’ anthems ahe*‘nated between hamophomc wrztmg and.

mutatlve pelyphony Musu:ai motzfs are often passed between parts

. Techmca! Csnszderatlons

One of the greatest chailenges with th:s ed:txon is the Qtructure of the rhythms

Sustaaned Eyrlcs are ﬁrouped together accerdmg to the word, not the beat While t}ns may

“help the singer with precise placement and release_ of syi‘ab_ie_s, it can create confusionasto

where the beat fallz, wathm the medsure, _ _ _
Anoiher cha}imge for qsngm‘s is s the: changmg of meter It alter nates between 2/4

3 /4 and cut time. One wevld assume that the beat would remain caas&&tent and mcve

from the quarter mte to the half note when entermg each alla breve sectmn, hewever this

_wouid resuit inavery clutﬁered sound due to the rhythmic nature of the song. The quarter -
‘note recewes the: pulse throughout the compas;tmn '

The harmonic str-uctut- e of the piece is veiy basic using mostiy I, IV, and V chords.

o Intervals are withina perfect 4“‘ Wit:i% the e.xreptmn of the bass octave, and voice parts

- move mastlv by step or. thlrds

: Styhstic {‘ons:deratmns ‘

Befare startmg this anthem w;th any singing gmup, it wouid be henef:caal to mark

: _E}reath marks througheut the piece so that the smgers know where the start of a new

: phrase occurs Itis easy to get Caught up th‘n the song’s rhythmlc drive and blend phl ases

20 Shrock, 399-400.

2 Shrock, 403.
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| _ tﬂgethea Warm ups focusmg on aglhty w;ll assast smgers as each vmce part has 10ng

s, izsmatzc passages employmg s;xteenth note runs

There areno tempe or dynamic mazkmgs in thzs edttwn Due to the cheerful natare R

L of the pzece, singers should mamtam a mezzo forte voiume thr oughout Add:tmnaliy,

o 'maderate tempo should be utzhzed m order to cleally enunmate 3yracs Slurs: are denoted in . .

- .the score ‘where }egato PXpIEbSH}n is m\pe(,ted The rest of the plece qimuid be sung w;th a

marcato articulation,

AEthough the quarter note seems to remam cenSistent throughout the piece, there - S

0 '-::"3_may be one exceptzen to thisin mm. 43-50.. Here all voice parts are set homophamcaiiy to

.;sustamed iyl 1{:5 moving to the duratlon of quarter and haif notes. lt feelsas 1f th:s section .

S shoukd tru}y be performed in cut tzme emphas:z;ng the haif note on the beat

- '-"Mus:cal Elements _ _
| The tonal center of this anthem is F Ma]m Non- harmomc tones onEy appear as brxef 3

: passzng tones As was cemmon with Bﬂlmgs composztlons the tenor line has the melody.

& * “There are mstances of monophony where individual voice pa1 ts {with the exceptzon ofthe

._sepiarm] have brzefsoio sect:ons Additmna]ly, voice palrmg is used, Most of the songis.

set homophomcaliy When po!ypheuy is used, it is set in 1m1tation Motivic mater;al is used

o .durmg the ﬁlat half of the song for the lyrics “O praise the Lord of Heaven Later i in the '_ N

s piece, thzs is shortened to “prazse the Lord. g Regaa dkess of zts placement, the mot:f aiways _
' -_"ends with a strong authentic cadence: tn mm. 94 97 a bourdon is used in the bass voice

while mehsmatac passages accur in the upper voice pal 1.

: _Form and Stmcture -

. - The p;ece is through composed and can be dxvxded mto two halves. The first half
-'occurs from the begmmng to m. 66. Homophomc sectsons are altered w;th brief mstances |
" ofmenophony Imitative po!ypheny begins at m 51 startmg with the tenor and followed

o by the soprane and bass The intr oductory pht ase is mterspersed thmughout the first 18

S 'measures and then agam in the canclusaon of the section in m. 66.

Begmmng in m 67, there i isa ﬁreat deal of pairing between like arid contrasting

'vome parts The metaf “praise the’ Lard Y ends each phxase From m. 85 to the piece S-

11



s

conclusion, the voices are set homophonically once more with the addition of a 4-measure

- bourdon bass.

L Text '.

- Q Praise the Lord of Heaven;
: " Praise Him in the Height
- Praise Hini in the Depth
- QO praise the Lord of Heaven,
‘Praise Him all ye Angels,
. Praise Jehovah. - S
" Praise Him Sun and Moon and biazmg (‘omets, e
- Praise the Lord. ' : o
- Letthem praise the Name of the Lord, -
.. For He spake the Word and all were made,
 He commanded and they were created
" Admire, adore.
- Ye Dragons whose contageous Breath

Peopie the dark Abodes of Death, |

. Change your dire Hissings into heav’nly Songs,
. And praise your Maker with your forked Tongues, :
-0 pratse the. Lord of Heaven, - . o

- Fire, Hall and Snow, Wma and Stox ms, '

Beastsand (‘att}e cwepmg insects :

- Flying Fowl,
. Kings and Princes, Men and Angels,’
" Praisethe Lord; : '
. Jew and Gentile, I‘v‘iala and }*emaie
Bond and Free,
_ .~ Earth-and tleaven, Land and Water

Praise the Lord;

- Young Men and Maids,
. 0ld Men and Babes,
“ Praisethe Lord. =~

Join Creation,

Preservation,

And Redemption join in one;
No Exemption,

_ “ Nor Dissention,
. OneInvention, |
- And Intention reigns t‘nmugh the Whele
- T'o Praise the Lord. :
- Hallelujah, praise the Lord.:

12




If Ye LOV@ MB Keep My Commandments En |
o - Thomas Talhs x
(ca. 1505 1585)

SATB/a cappella
Baosely & Hawkes OC485224

o _Cﬁmposer

Thomas Talhs is belleved to have been bm nin Kent Eng}and around 15{)5 His _
- career began in 153{) whe1e he served asan orgamst and smger at the Benedzctme Prior in -
_ - Bover, St Marcy-at—HIH in London ’Waitham Abbey in Essex and Canterbury Cathedrai In -
S _1 343 Tallis entered Lhe Chapei Royal and served as a smger argamst ‘and composer for
.the remamder of his life.2 22 | | | B

“Tallis wrote music undez four different menarchs Hem v VI, Mary T udor, Edward.

i .'_'VE and Ehzahethi Durmg this ttme Lngland faced tremendous pol:t;rai and re!xgmus .

'. tu rmmi that affected life, cuiture, and musu: 23 Aithough he was a Cathollc TaI is faced
- var 1ous issues in whzch the power of the Cathailc (,hurch was chalienged by the
_phzlosophxes of Martip Luthe: 24 Ag part. of the First Act ofUmformity in. 1549 Engilsh
| rep}aced Latm as the ofﬁc&al Eanguage of the Enghsh Church 25
| Durmg his lifetime, Tail;s composed two masses, one Magmﬁcat two sets of

' _Lamentatlons, forty Latm motets, and three Anghcan Semces twenty- four anthems, and

o four part songs.to Under the reign on Queen Elizabeth I, Tafhs and his former student and

C composet Wllham Byrd attamed a Zl-yeal license to pubhsh and seii muslc 27

- 22 Shmck 147

.23 Program Notes San Franc;sco Lyr:c Cnorus
_ 24 Doe & Allinson, Grove Music. . o

25 Harper, Grove Music -

26 Shrock, 147.

o 27 Program Notes San F; mnc:sco Ly: ic Chm us

13



G "Lcmpositmn .

The text of this composmon is taksn from i:he %ﬁzbie in the bno& of ]ohn chapter 14 |

' ve1ses ]‘5 1 7. The 1yrfcs reﬂect Jesus’s promlse of the Heiy Spmt 28 After a brief
- homophomc mtroductmn the song is cemposed usmg imitative peiyphony The me}ody
. vbegms inthe mprano voice and swﬁ:ches to the tenor in the second sectmn There i is some
:' -'.vmce crossmg batween the soprano and altc in the cadence of the second and thir d |

‘sections. Harmonms are r;ch with very httle dzsscmance created by passmg tones.”

_ Hismi ic Perspectwe

Durmg the Angl:can Reformatxon m 16ﬁ‘ Century England COnﬂiCtng views

: emerged in regards tc; worsh:p practices ‘and the role of musu: in it.29 Tnomas Cianmer, '

- the Archbxshop of Canterbury at the time, requared church services to be held in Enghsh as -

well as dkl semce music. Tallis was the fir stto set Enghsh lyrics to hnv music and, foliowmg o

a mandate by ng Edward Vi prov:de ene note to each syllable as epposed to iong
o mehsmanc passages. 30 These anthems were predommantiy four part with chordai

_hemcpheny and structur ed imitation:

S Techmca‘i Gonsxderatmﬁs

F o}lowmg the' homophomc opemng statempnt the piece is set in imitative

I}, phony with syiiabac werdmg Breath suppor t should be stressed as each phrase

Comams long, sustained notes. The singer shouid denote breath marks following
puncmatmn markr lntonataon ctm be an issue in the tenor voice as they are required to
: "smg high ‘F* and htgh ‘G An open and rounded vowel shape is recommended. T he saprano

and aito voxces cross durmg the last three measures of the second and- thzrd sections. The

altosrange extends an octave abave middle ‘C’ and perfox mers may haVP a tendency to sing

: under the mtch

28 ]th 14 15-17, bele(:ateway com. o
29 Program Notes, San Francisco Lyric Chorus

o3 Turner Emmanuei MH.SIC
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- g Styhstic Consxderatwm 2 o | | | _ _ : L
| S : T}us edmon has a tempo markmg ofandante and Sh{)u d be smctiy adhe1 ed ta as [
music of the Renaxssance was set to the unexated human pulse as denoted in Steven L
_Plank’s boek Choral Performance A Gmde to Historzcal Pmctzce Dynamlc expresswn is

_achleved through vmce iayermg asa result of the pelyphomc texture Thls 1mitatwe quahty -

px ov;des a natural ebb and ﬂow to the song 5 overaii vaiume Perfermers need te sing w1th .

. a 1egato aP‘tlcuiation Vowels shou d be sustamed and consonant endmgs placed at the start _
- 'of the fol!cwmg word, I‘enors shouid use a great deal of fcrward resonance on the hzgh
B pltches to create a nicer tone especzaiiy con51denng that they carry the melody from the -

e second section to the end of the plece |

g -Musncal Elements

The piece is written in 4/4 and has a t{mal center of F major. Even with the use of

iyphony, the piece is structured to have a basic chord progressmn of |, vi, IV V I with

'-httle dzssonance Any non- harmomc tones are presented as passmg tones The use of ‘b’

_natural in the tenor voice allows fm a V/V Vchord progressaen The commas in the text

allow fora natura} breath mark Vmce crossing is ev1dent in the last five measures of the
L second and th:rd segments of the song. Thls happens mostiy between the soprano and alto
" 'vozce hawevei the tenor and alto voice cross for the duration of one heat in measures 22

- and 35, Thls-most likely was not intentional as the original scqrmg was for ATTB voices.3!

_Form and Structure

ABB The second sectzon is repeated

Text

o Zf ye iove me, keep- my cc}mmandments
o and [ will pray the Father, and he shall give you another cornforter
. that he may abide with you forever, :
- e'enthe spmt of truth

" 31 Shrock, 150;_-_ |

15



| "Caii'tat"e Dammo
vaannz Croce
(ca. 1,:5’7 1609)

o SATB/a cappell
Arlsta Mus;{, Cempany AE 199

- Compeser | | | |
' Cmvannl Croce was a RLnasssance composer bm nnear Vemce Etaiy aroand 3557

= He 1ecewed his music educatzon at St Mark’s Baslhca between 156‘5 and 1590 Durmg hm )

.yeazs at St Mark’s, Croce served as a smgez m the boys cho;r and was tramed as a cierlc g1

s thought that Croce served asa lay priest for the church of Santa Maria For mosa;

| however there is conﬂactmg ev;dence as to whethei or not thzs was true.3?2 FOHOWing his B

i '_education Croce was appmnted vzrcemaestro a‘r cappella and eventual!y premoted to -

- maestro di cappeiia at St Mark s. Croce did not trdvei abroad yet his compositions hada

| -major influence on Eumpean music. 3 Many of his works were popular‘ in the Netherlands
and Eng!cmd john Bawland studled w;th Croce, and Thomas Moziey tmxtated Croce’s style’
' :"m his madrxgais 34 i)urmg hlS lifetime, Cr oce composed several masses, motets and

- :'madrlgai_s_ _

Cemposztmn _
| - “Cantate Dommo isa mctet based on Psalm 96. The text 1s in Latin and wr ztte‘n in
. --'four pal ts fora cappdla voices, T he song is peiyphomc with a brief homophonlc sectionin -

the middle of the _co_mpas;tlan o

'Histonc Perspectwe _
| Motets are a genre of vocal music in the Middle Ages and Renazssance thatis setto
_ sacred, L_at_m text. The musicis us_ua%_! y based ona pr e-exas_tmg chant with additional voices

. setinimitation. During the early and middle years of the Renaissance era, nﬁote_ts generally”

32 Arnold, Grove Music
-~ 33 Arnold, Grove Music
- 345hrock, 80
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' - : -mcorporated Gregorian chant as eather a cantus f rmus or pomt of nnliatlon phrases By the S
- endof the era, motets were structured more iree!y and alternated pelyphony and
| _hemophony 33 Although most Venetlan Lomposers of the iate Renalssance utilized free

L --dxssonance, the four«part motets of Glovanm Croce are pure m the:r harmany 3

S -'-'I'ethmcal Cﬁns;deratmns

The vocai rzmge of thlq plece is not complex Aii vowe pal ts have a range that fall

. _ --wrthm an Gctave The soplanos have the least demandmg part as their tessztura consists of
- " five notes. This is md;cat:ve of Croce s motets as he deszgned them for singing gmups that
_"-Iacked atrue soprano smger 37 The song uses 1m:tat1ve poiyphony w1th a brief homophomc' S

. section in the mlddie Phras;ng cons:sts of two to fwe measures The sopx ano voice

fintroduces a short motif that is repeated in the tenm aite and bass voices r‘espectiveiy
- _'Thzs is followed bya brief duet between sopranc/ alto and tenor/bass The middle section
i _: | is pr esented‘homophomcally be_fcre returning to a new motif introduced by the tenor and

. ‘bass.

T Styilst;c Cens:deratmns

“As w:th ali Rena;ssance music, the pleCE does not mclude mar kmgs for dynamxcs or

o '_tempc The tempo sheuid not be faster than 60-70 beats per mmute Dulmg the 15® and
| _ 16‘“ centuries the tactus was equivalent to the “unexcited human pulse. 38 Dynamic
- centras_t is a_chze_ved through the addition and subtraction of vmce parts__. After the initial
| -';'_nétive is int‘r_{)du_céd, the remaining voices follow suit creating a natural crescendo for each
- "phi"'ase The phraces reqmre a greét dez«ﬁ of independence from each voice part. The
. smgers Shouid approach their lines as a separate entity - not giving one more emphams B
| -than the other. The poiyphomc nature of the pzece will gwe a naturai rise and fall
"dynamlcally Addltlonaily, the vertical ahgnment of the voice parts in the homophomc

' sectmn will heip to S0 1d1fy the sound

_' 35. Shrock 19.

.36 Arnold, Grove Music
37 Arnold, Grove Music -
38 Plank ’70
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Musmal F?emem’s

The piece hafs a topal center of F m:n{}r {}ften, the p:te:h Db i isnot ut;hmd pz ov1dmg o L

: -a madal feehng ofa Denan scale. i)ssscnance is bnef and is the resuit of passmg tones. The j e

meter is 4/4 during the peiyphomc sect;ons 'md 3 / ? in. the homophcmc The put
| remmm cnnstant Rhythms ccnsast of pr edommant}y quarter and eighth notes hach

. -sectlon of the piece ends w;th a strorg cadence on the tonic or dammant chord ’lhe voice

e ': lines mostly m()ve m stepwhke patterns wzth mtervals ofa perfect fifth or sma!ie ’I‘ne bass _ S

o _]me oceasmnaliy has a 1eap of an octave

L Form and Structure

The song is thmugh composed and has three sections. Both the ﬁrst and thxrd

i ;sections are paiyphomc wath a separate musical mouf The second cection breaks up the

po iyphany with a br;ef seven measure hemephomc segment that seema to st ess the lyrics

_ina proclamatory fashion ~ translation: smg to the Lord a New song.. Th;s edmon
_rencludes witha D.C.al. ﬁne repe‘ﬂ:mg the ﬁz st section providing f{)l an ABCA fm nm;

v however, most ed:twns end the p:ece fellowmg the third sectlon

. T_ext and Translation
Cantate Domino canticum novum,
“ Cantate Domino omnis terra,
" Cantate Domino, et benedicite nomini ejus,
' Annuntlate de dle in dzem salutare ejus. -

Smg to the Lord anewsong; -

Sing to the Lord, all the earth;

~ Sing to the Lord, __and bless his name; _
~ Show forth His salvation from day to day.

18




: Cﬂmposex

Ave Verum |
Charles Ganned
(1818 1893)

SA’I‘B / a cappella or w/ organ accompammem
Rafael Grﬁes Edltl{)n Charal Mu51c Pubh{, Domam

and engr‘aver, and his mother studted pzano After the early death of hls father in 1823 _
Geunod s mether supported the famziy by estabhshmg a pxano teachmg studlo 3% Charles

- _'chd not beceme mterested in muslc untai he was a teenagm At that pomt he became

fas«:mated with muswa} comp051tmn and enteted the Pans Conservatmre in 1836, 2

n 1839, Gouned was awarded the Prix de Rome scholarshtp for his cantata entnt} d

: ) j .-'F.ernand Asa ‘;tlpulanon to this schglarsh;p, _{}ounod was requned to study in Itaiy and
s : Ge: many, studymg the musicof Palestrma Mendeissohn and Bach. 41 After retm ning to
| - Pans Gmmod ser ved as achurch orgamst and vocal mstr‘uctor for the pubhc schoeis He
. remamed here until the onset of the Franco Prussnan warin whlch he moved his family to
- Lﬁnd(}ﬂ Gaumd retumed to Pms in 1874 and contmued to cempose until his death in |
-1893

Gounod s musacal eutput con51sts of masses, m‘atertos motets and secukal part:

'_ '_songs Altheugh he had wntten a great deal of sacred music, musu:ai theater became one of o
- | Gounod § g:eatest tnumphs “2 He found success wzth the composﬂcion of operas suchas =

Faust and Romeo et juhetfe _' L

39 Huebner Oxford Muszc Onlme :
- .49 Shrock, 418.- : '
- 41 Shrock, 418,

. %2 Headington, 223.
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i Compasmon - _ S _
“Ave Verum” is a cemmumon or szcharistlc hymn that dates back to the 1f}th B
Century Charies Gounod cemposed dszerent settings of thls text. The arranﬁemf*nt of th;s =

motet was wmten in 1871 and inscribed for Henry Leslie, an Enghsh composer and

. - _cendm,tor in London.®3 Aithough a condensed accmnpamment of the voice pa: tsis

o 1denoted f{)r organ accompamment the plece can be performed a cappelia

'-Hxstoric Perspectiw e

Threugheut the nmeteenth century, France’s structure of autharaty was unstabie 4

o .The country suffered revoiutlon and many T uie; s came and went yet the arts we"re very _:

s much a pari of life. Most of the French compesers durmg the Romantic era studled at the |

_Conset vatoire de Paris. 45 Musmal genres such as masses motets, or atorios,- cantatas, and

. 'part sangs were utilized. Even though ver y few musicians wrote motets followmg the 18t L

; rc:entury, French composm‘s contmued tor use this pen;‘e Stzll set totr adxtxonai Latin texts

_ ff_ihe motets of z:h:s ‘ame permd were structured homophomcaiiy

' Tef‘hmaai Cansxderatmns '

The pzece is written sxmpl:sncaiiy Itis ent}rely hcmophomc Rhythms consast

o predommantiy of half and quarter notes. Each phrase is ap;n oxtmateiy two to four

| -measures 1n Iength and fo]iows the contour of the melody as opposed to the iyr:cs Thls is -
N clearly defined by the compesel through_th_e use of crescendo and decr escendos beginning
" _'a_r.id' CCncl‘_{:ding each phrése.".'ﬁfeath_éupport'i's essential as the music is to be performed

: Wi_th a'iegat_d articulation while adheriﬁg to a strict andanfe tempo marking. The piece

- should never be rush_ed. Vocal ranges are within an octave and are n.otltaxin'g on ﬂie voice.

' __'Ciimat'ié: mcmehts in the SOprano and tenor voice are a!Ways approached by a breath and

'. Iast one or two beats ’Ihis oceurs in min, 44 45 and agam in m. 52, The bass voice uses
davzas on. any pztch lowe1 than Gz When thls occurs, an Octave is deneted for what would

_'__be the Bass I part

43 Daven, Charlés Gounod.”

L 44 Headington, 200.

- 45 Shrock, 409. .
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'i‘he seven- meauure mtroduction 15 marked bramendo, whzch is smgmg thh energy -

i radiated through the nostn!s Sim;iar to a hum 'i‘his is usualiy used when smgers want to

S ;mitate the sounci ofan mstrument 46 This edﬁ:lon is written w;th organ accompamment

- _:that doub}es the vocal Imes En some edltmns, these ﬁr%t few measures are for the or gan i

S _:-_only G c}ungd allows for this p:ece to be performed with or thhout accsmpamment Whe‘} e =

oa cappella Smgmg is ut;hzed itis the performers who zrmtate the sound af the organ during R

~the mtroduction Smgers must be. carefu! m the amourzt of ferwazd 3esonance used hereor = - '

B they w;ii risk soundmg extremeiy ndsai

i _Styhstxc Conszderatmns

_ Aithough per fermed ata reiaxed pace the song hasa great deai of fmward
3 __movement Each phrase has a dynamxc ebb and ﬂew Sometlmes these phrases are t:wo
5 measuz es m Eength and at other tlmes they are f{)uz The ﬁrst expresswe climax occursin’
| . mm, 42-47 where a forte dynamic markmg is used for the first time on the word Jesu:”.
:Shortly thereafterj “}esu is proclalmed agam witha fortismme volume level before qmckiy |
2 -dimmlshmg to the sang 'S ongmai tranquﬁ sound The use of this sudde'l contrast in
| volume pamts the text beautifully as the cl:matlc momepts always occul when the lyri ics: |

s trans!ate the pr oclamatmn, “]esus Son of Maz y, have meacy onme.”

. _'Musmai Elements

- The piece is written in Eb Major and foliows a fair Iy basic harmcmc progress;on, '

= '_usmg subdommant chords bmlt around a minor 7th. There i isa bmefmeduiatmn tog minm :

~inmm, 23- 31 before endmv ona hdlf cadence that transmons nlceiy back to Eb Major.-
Nen harmonic pltches Gccur most]y as passmg or neighbormg tones with occasxonal
_ suspensions. “The bass voice pr owdes a pedal tone in the mtroduct;on as well as during the

_ '_“Amen sectlon at the end

46 Léman, 357,
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Form and Structure

" Introduction: mm. 1-7 ~ all vozces hummmg Gver bass pedai tone

: Section A: mm. 8- 23 - Eb Ma}oz transztzonmg to g mmor

. Section B: mm. 24- 39 g mmoz transitzonmg hack to- Eb Major :

Sectlenc mm. 40-55 - chmatxr momentofpiece L

s SELEIOH D mm 56 64 ~ ‘Amen sectwn dzmm:shmg in sound to the end

' *_zf_ext and Ti_*axz_slatiém -

. Ave vermin corpus, -

- ‘natum de Maria virgine,
- vere passum immolatum

- in.cruce pro homine,

 Cujuslatus 'perfofatuni |
- fluxit unda et sanguine,

. estonobis praegustatum -
- mortis in examine.

_ 0 }esu’ _duicis.'
O Jesu pie,

Jesu fili Mariae tu niobis miserere - -

-0 Jesuy, tu nobis miserere.

. Amen

- 'Hail true b(}dy, :

- ‘born of the Virgin Mary R
- who suffered, and was sacrificed
- on the cross for mankind. '

- Whose side was pierced and
. flowed with water and blood,
 bea foretaste of Elfe

- Oh, sweet Jesus,

- Oh, merciful Jesus,
- .Jesus, son of Mary, have mercy.
. 0OJesus, have mercy on me.

Amen
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Domme lez Umgemte fmm “Glorla -
Ant{mm Vivaldi |
(16’78 1741)

'SATB/ keybeard or strmgs and contmuo
Kalmus Vscal Score, Warner Bros Pubhcatmns K06497

= Composer

Antomo Vwaldl was born intoa mus:cai fam}}y in Vemce A]though he was not '
' tramed asa muszczan he Studted vmhn and eventually entered the pr ;esthood After what
_ _'was beiwved m be comphcatmns from a chest a}iment {perhaps asthrna] Vlva dl left the .

: :_:mmzstry and accepted 2 jobas a music dzrec‘coz at Gspedaie della Peﬂ:a, a consewatory for
o 'orphaned gu Is. 47 Whlle there, he taught 1mp0verished girls how to sing and play mu51cal- :

_mstruments He evenmally was appomted to maestro di cappeila the hlghest musical

. _posxtion that could he attamed 8

vaald: retir ed from the {.onservatory in 1740 after aimost 40 years of t:eachmg

- '-'I)u'rmg this time he became an accomplashed violinist and harpsxchordlst and composed

- music for both orchestra and chorus He passed away the foliowmg year. Despite his many. R |

- _(_composmons, accompkshments and renowned fame Vwaidi died in peverty

Vivaldii is most known for hxs instrumental mmposxtmns He had written more than

-~ five hundred sonatas and concertos His choral output consists of three oratorios, one -

" co_mpl_ete mass and oratorio, severai mass movements ar;d Psalm settmgs.“f‘) The Gloria in D
_ " _is_ Qné'of-Vivaidi's __rh’ost_k'ﬁ'ow'ri mass movements. Following scr'ipt_"ures frbm the four |
' 'Gos'p'eis of the New 'E‘estar.nen.t. this corﬁpositioﬁ' is written f{)r.SATB voices, String quartet

- with trumpet and oboe, and female soloists. His use of oniy female soimsts may bea dlrect _

S 'reﬂectlen of his time spent at the orphanage

47 Headington, 116.
48 Shrock, 218.
- ™ Shrock, 218,
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Compobztmn o _ _ _
Damme F:Ie Umgemte is the seventh sectkon of a twelve part mass movemenf T’i

4:01nposxtion is fan‘ly contrapuntctl Varaous voice p mngs are used throughout the

e movement. Therezs a brief hcmophonw sectren inmm. 74- 78. ‘The alto mtroduces the

- mam iheme inm, 9 fo!i{)wmg a shght embelhshment of the theme pref‘ented inmm. 1-8 by
L the v;ohn I This theme i is presented m all fom voxce parts throughaut the compooltion '
The bass s;ou“e and contmuo 1n§trument seem to centei amund a descendmg ma;ox s&aie

'Alternate thunes are pz asented as. dewinpmental materxai in mm. 26-53 and agam inmm.

~70- 90. Each develapmental section ccntams short motifs thatare occasmnally used

S sequentzaiiv A1 ticulatlﬁns alternate between the dance l:ke rhythm of the- dotted
' eighth/:»lxteenth notes and Iegato passages 'E‘he use of hemmia is present at the cadence :

| -'_pom_ts_on the lyrics * }esu Christe.”

e Hxsterlc Perspectwe e

L Burmg the Baroque penod cemposers sought after a style differ ent to x:hal“

'prevaiert during the Renaissance. Styhstxca]iy, long lmltative phrases became short motif-

- :-iike groups and varied rhythms were used for expresswe purposes. 50 Domine Fili Umgemte
| _ demonsti ates such styles and prov;des performers expersence with natural nuances as

- opposed te the accustomed styhstic markmgs that abound in most music teday Aswas
.cemmen w:th poiyphamc music of the ttme, each voice part is carefuily crafted to fit

) together m a certain way._presentmg its own.d;stmct melody. Although itis not denoted in
- the 'scb?e, the overiépping of \).Qice parts allows for natural change in dynamics and |

phrasing.

_ " Technical Cunsnderatwns o _ _

| The me!ody of the movement is hard to discern as the piece uses various metivu:

_ - matel ial presented contrapuntaily One reoccurring theme prevails throughout the

| LOI‘{T{)OS!UOH Thzs theme is br ;eﬂy mtreduced within the first eight measures of the piece

" before being fu}ly presented by the alto voice in measure 9. Each time this theme appears

'59 S__hrock, 188."
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in. the score, 1t is presented by a different veace Four addltronai sub themes eccm durmg
e .-the movement as weii Hewever, these short meiodic passages are mestly sequential and
shared by the various velcmgs In a performance settmg, great care should be raken when
o presenting the themes so as to not everly express a partrcular Velce Aii parts work asa -

"-umt and should be executed as sueh szewzse, the cenductor sheuid be eogmzant of the .

) "everaii tempo and strzetly adhere toit.

- This pzece is marked al!egm w;th a quarter nete pulse of 138 beat‘;/ mmute The

. dotted elghth/saxteenth nete rhythm pr evaient in the centmuo mstr ument gives the _

= ‘movementa driving, dance Irke feel Movmg the puise too qu:ck y.can easily result in a
':":__-ciuttel ing of the sound. The. composer s use of hemzoia at certain. cadence pomts help to

B . .:.CI eate a natural siowmg of the pulse by changz ng the overall metricai feelmg The addltlon _
7 'c}f ritardandos could be. detrimentai to the perfermance of the compesxtxon as it weuid |

L '_ “tash w;th the drzvmg strmg accompamment

~ Dynamically, the piece mamtams a forte level. The treatment of the melody threugh "

el _the thiekness of the texture allows the dynamics to be bullt mto the score. This part;cular '
: ._composztion zs scor ed for a chamber ensembie of mstruments Changmg dynamics in vocal -

* lines would affect: the overalt blend.

* Stylistic Gonsrderatmns :

Thls movement zs vibrant and qu GF joy. The basso contmuo line maintains the

- driving {iotted -gighth, sixteenth rhythm throughout in the same manner as a chaccone.
B Altheugh it'is not. denoted in the actual score, the main theme has a marcato articulation

~ dueto the nature of the rapldly mevmg, dotted rhythms By contrast, legato counter-

melodic passages appeal in each voice throughout the composition. This is first presented '

by the violin Il in mm, 2- 17 with its quarter and ha!f note rhythms It then shlfts tothe '

- violin] inm, 10, wzth the addztmn of tied notes that extend across bar lines on the weaker
. beats thus Iendmg 1tse£fto a more legato feehng Thls same.countermelody is written in’
~mm. 79 90 of the S{)pl ano line. I‘he tied notes heip to emphasme non- harmomc tones by
. ereatmg tenszon on the downbeat and resolution on subsequent beats. Theme m,
_appearmg inm. 40, has longer sustamed notes with straight elghth note rhythms that iend '

: themseives te be per fermed in a smooth, flowing-like manner. .
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- Muszcal Eiements e T o _ _
_ N 'I‘he central tonahty for the piecn is {< Ma;or w;th pz ogresszons thmugh C Majer a
| _mmm and Bb Ma;or beiore returnmg to the 0r1gma3 key Harmomcaiiy the movement

_ foliows al, V ii, IV Tpr Dg_,z*essmn Nan harmamc tanos mostiy occur as passmg, tﬁnes and

_suspenswm The raeter for the enm & muvement is % The temps ;s a!legro wzth a

e metrename markmg mdlcatmg a quaz ter note pu:sa 0f138 beats/ minute. Aithoun}\ no. real -

' _tempo changes occur the ougheut the p!eco the use o hemxoia at certam ;:aderce points on -

" the tyz n":s “}e,su Cimote” resuit ind qo*newhaa, hesn:ant flow to the pulse The tessitura for

- the entn‘e movement mamtams a medmm **ange for all instruments and voices.

; -Occasmnaliy the SOprano and tenor vmce, as well as the flrst vaoim are scared in the h}gh
~end of their range The texture of thP movement is entireiy polyphonic Wl’fh brief

'homcphemc sectlon% when vorce parts are pau ed; as is the case in mm. 70 77

- Form and Structm e

" The mcvement is thr ough compased wnh an overall foz mof A, A AL B, CAADE, ﬁ
' A. Bath the mtroéuatiop and cenclusmn are exactly the same and presenta shght
embelhsbment of the first theme. -~ |

' Textand Translation

_ Hor}?r’ne Fili Uﬁige‘m’tt’,' ]e#a Cht*iste B

' ':_O Lord, the _inY—_iiegottén-Soﬁ, Jesus Chrié_t
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L Ccmpese:

: Bogorod:tse Deva
L _sergeﬁ Rachmamnnff
| (18'73 1943}

: -SSAATTBB /a cappella
” Earthsengs R-03

- Serge: Ra"hmamneff was born Sfmth of St Petel sburg Russia in ‘38’7% The exact |

= -' _iocatzon of h:s birth is debated Seme say he was born in Semyanevo and others thinkhe
- was born in the Novgarod reglan s Hls mother gave hsm hiS first planﬁ lessons. -
' _-Raehmanmoff attended the St. Peter sburg Canservatory where he: recewed a general
“education as well as studymg piano and harmcny F(}Howmg a series of family turmoa that -
: mciuded ﬁnanmai burdens, the death of his s;ster and the separatien of his parentb, o
- '-Rachmanmoff began to fall behmd in his schoolwork and eventuaily failed his {inal -
_._'_exammdtlons He then transf@rred to the Moscow Conservatory and studzed with the
o dzscxphnarlan leoiay Zvez ev. Hex e, Rachmammff furthered his stud;es with piano and
B harmony and began to study counterpomt Rachmanmoff ga‘aduated fmm the Moscaw '
R -’_Consezvatory with honors and campesed his piano pr eiude in C# mmm one year 1ater
: .After a brief hiatw; from wrztmg dueto harsh crrt;casm in response to his first symphony, - |
b Rachmamnoff contznued to compose The piano was used predommantiy in

_ -'Rachma*nnoff’s muszc whether it was used as a soloinstrument or part of tbe ensemble sz

Rachmanmsff toured and performed throughout Europe and the Umted States. Asa .

-:result c}f poiltlcal tenszons in Russza during World War I, Rachmaninoff ﬁed Wlth his famliv
_  to. the United States in 1917 He remained there until his death, as a result of cancer in
- 1943 Although he wzshed to be buried in his homeland Rachmanmoff’s body remained i m_ |
'j the Umted States due to the conﬂ ct b] ought on by World War 1.

51 Norris, Oxford Music Online
.52 p\;omg,_gqurd'Music'O_nline‘_ o
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| Hxst{mc Perspectwe |

: Campnsztlon

Raz‘hmanmeff’ s choral music oulput mcludes three sacred uorks set !:0 te,{ts ef the -

. Q]avomc chm cl twc secuia: chorai/o: Lhest[al werks, two coliectlons of part songs twoa
L capp“Ha cantatas, and one Latm motet 53 The me!odies of hiS sacred wnrks were based on

" Ru*zszan liturgical chantq

‘Bogoroditse Deve, is the Slxth section 0f Rachmamnoff‘s Ah’ N:ght /:g:l The AII~N:ght

- Vzgt. 13 one of the three sacr ed: wml s that was wr Itten te Slavonic texts of the Russum
" Orthodox Church i’he work i is f:ompn :.e(‘ of fszeen a cappeiia moveinents, nine of wh}d
e are based on chaats 54 ‘1 his paz tacuiar movement is the Russzan equzvaieut of the "Ave

Mar;a 55

Durmg the Romantxc era, RiJSSidi’i composerx generaliy wrote sacred selections that )

- were specafu to the Russian Or thodox Church. 36 Rachmanmoff had a sn"orag interest in

. 1radxtmna} chant that he remembered i}etf.mng to :md singing in churches as a youth. Hisa.
'cappelia chmai werkfs wei e all based on these chant melodies. Although Bogomdztse Devo
S doesn t fe]lew any spemf“ c cnant itis fr eely compoded with each voice pa: t foiiowmg a

: -spemﬁc line in a chant-like fashion.

- Techmeai Consxderations

Froma tI}eoreucal pmnt of view, the pieceis not dtfficult to per form The rhythms

__.ar'e str a;ghtfm'ward and phr ases flow: eas;ly ‘Bach voice part has a mid-range tessn:u; a
. thr oughout the compoemou and melodic lmes movc mostly by step. The meter changes
ke 'frem 4/4 te 6 /4 during the 3ast halt of thc piece; however it should not po:,e any problems
'.for the singers as the rhythms are not complex. T he sopz ano and tenor voice parts are

- '.requned to *‘ustam a h:gh ‘G in'm. 21 This will require breath support as this hlgh pitchis

located at the end of the phrase. _lee__,w;-se, the drone ‘F' in the bass voice may posea

53 Shrock, 521,

54 Shrock, 522.°

55 Abrahams et aL, 399.
86 Shrock, 503,
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o pl eblem wuh mtenation The bzggest chai}enge any smgmg group w;?] face is the _
' pr onunc‘iatmn of the Slavomc text. The faliowmg web31te prowde% assastance w;th Russsan 2
'. B _pronunuatmn by usmg Latm transhteratzons and IPA symbei |

. hitpy/ /www ommgiot r:om/wr;tmg/ russian.htm.

'-'.”-_Styhstlc Cons:deratmns o

The piece should be perfermed icoato win!e adhermg cioseiy to the wr ritten

'dynaamcs Within each p iase crescendos and decrescendos are used for shapmg These .
' "dynamlcs foilow the mek}dac contour pmwdmg an increase in Volume when the melody
© 0 moves upward sustams or-has mevmg elghth notes. Phxases are clearly defmed with the
: punctuatmn of the text. The tempe markmg at the begmnmg ofthis arrangement is

_ _denoted w1th the Russ:an aIphabet Mokolino, He cmpo This llteraiiy translates to, “quietly, -

not soon.” The conductor should net direct this song with too strict ofa tempo A slight

D ."_rubato can be utiizzed in erdei to gwe the p;ece a chant-hke feehng

- '-Muszcal Elements "

This piece is pzedommantiy homophomc Durmg the second half of the song, the

i sopr ana/tenor and alto /bass voices are paired and paraIIeI each other wn:h the same
- pitches, an octave apart Addzt:ona}ly, the use of divisi appears m each voice durmg the

. latter half ofthe song._-The piece is written in F Major and uses _a_ basic' progress:on, |

utiiizing I, vi, 1V, and V.chords. Non-harmonic tones are infrequent and appear as

: -suspenszens that are 1esoived qukck}y Although there are alot of dynamic changes the
- piece is mestly soft. One vast dynamic change occurs in m. 20 where all voices quickly

"-'crescendo from a piano markmg to fortxssnme This intensity qu}ckly sub51des over the
'. . next two. measures, returmng to plano From thxs pomt the piece ccntmues to dimmksh in

. sound to a fadmg ()f the fmai chord

' Form and Qtructure

" The paece is through compesed Phrases cioseiy adhere to the text and are

' '.anywhare from 2- 5 measures in iength
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= '.Text-;«m:} Transiatien g |

| j'Boamodztsye Devo, raduysxa

- Blagodatnaya Mariye, Ghospod = ’Iebnyu

“Blagoslovenna Ti' v zhenah, i blagoc;mven

o '_._-'plod chireva Tvoyego,

yako %pasa rodila. yesa dush nashth L

”_'Vugm Mother of God, rejozre,

" Holy Mary, full of grace, the Lord is w;th vou; '

Blessed are you among: women, _
And blessed . is the fruit . of your womb

_rf'or yau have bome the savior of our sou!a
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I Ve BPen in the .S’tarm Sg Long
}effery L. Ames -
(b 1969)

SAT B dms; w1th mezzo S{)prano qolozst/a caDpella
Walten Muszc Corperatm W]MSIG'79

R 't,ampaser '

~ Jeffery Ames 1sa wel respected wrnposet and arranger witose reputation is-

. fgf owing. He currentiy ser ves as an Assnstant Professcr of Music and Director of Chorai

Actwrties at Belmont Unwer31ty in Nashvalie, Tennessee Hls compcsztzons and - |

- arrangements have been premzered by the Fionda Music Educators Association, the Florada- =
. 'Cherai Duecfor s Assoc;atwn, and the Nationai ACDA Dr. Ames’ cemposmons aae

'pubi;shed by Colla Voce Musu:, Farthsongﬁ, Santa Barbara Muszc, and Walton Music

o Corpo"atson

- Dr. Ames hold% a Ph D.in Choral (‘onductmg and a ’\daster of Chomi Muszc Educatlon .

fram Flm 1da State Umveisxty His undergl aduate degree is from James Madlsc}n Umvermt‘y '

% wherehe had a double major in VocaE Pel formance and Plano Accompamment His music

B ~has been per formed mtematmna!ly and he has worked thh weil known conductors such

'_ aq, Andre Thomas Allen Cr owell, and Anton Armstreng 57

L Camposltmn

“I've Been in- the Steml ‘50 Leng is a traditional Afracan Amerlcan spu itual fmm the

o mneteenth century. The iym‘s 1eﬂect the hardshlps of oppr ession and the longingofa -

o better hfe to ceme Drlven by a mezzo seprano soloist, thls paece compdt es the tuais and

. trzbuiaimns ofa persecuted life to that of a storm. ’I‘}ns arrangement was wreiten in 2005
-in response to. Humcane Katrma and the devastdtmn of New Olieans With nch harmon:es
s 'and a dynamic ebb and ﬂow, the ’pzece has a melancholy character that supports the

3 emotionai Iongmg of the solmst

57 “Belmont University”
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_ Hastonc Persppctwe _ : _ R
_ f:pn mn}s were songs m eated hy Afr}cans who were sold into siava P«’Iany nf these o
plece'; e*{presqed faith as slaves of ten ddopted the rehgion of thew ma*;ters 58 Since tI '

- lyrics expmssnd reiigmn and pu‘sonal deahng% w1t}: eppressmn they becanw known as

- spir 1tual~‘; It was not unf‘omman for the. e songa to denote c-haracters ft om the Bible who

- faced trials and. tnbulatmns As;d;’* of mpzmsan fdath these songs were aso.us ed as means _ -

- of cemmumc%tzm to one another w;thout rhe k*zowledge of the;r owners; espeaa,ly in

g}lamzmg to escape to fi eedsm v:a t%;e Undei g; Qund Raxkroad

- _Techmcal Lsnslderatmns

Thm p;e( e is such a }ey ‘L{) hear with 1{:5 rich SOI’I{)}'}UES yet 1t is qmte chaiiengmg fer '

e smg,ez sasa resuit of tlght harmenies and syncopat;on Begmnmg with the mtroductnon

| R each phrase f:fescendos and d;mmuendos wrth the contour of the meiody This contrast of
- sound mimltg the ebb and ﬂow oforean waves. ‘As the soloist pr e:ems thelr mour nfui

meledy, the: z»‘epeated choral dcc{)mpan iment expressavelv suppoz is *he smger with its two-

o -_measure miotif. This reppated pattex nwith syncopanon in the tenor voice provides for

| forwaxd movement like the tade roilmg, in. Itis :mportant to. keep t}us accompanlment _

: '-}egalc and m}t allow for extreme accentmg on the off-beat. |

: : AII voice parts move hamophomcaliy on the first verse inm. 18, The Composer

- cienates forte dynamu,s as well as por:a piu mosso markmg to asszst in prociaxmlng the

B emetzon of the Eyracs In m 22 rhe maie voices imitate a drum ¢ on “Hroom” to suddenly stop
| 'the met:on of the pzece and return to the soloist’ S gnevmg This exutement is recr eated in
m. 36 w:th an ascending scale i in the SAT voice parts. Thebell tower effect in m.39

provides for a natu_ral cr_escen'd_o invoking excitement as the lyrics reflect the promise of -

better life to come. The sép_raho melody is varied and the piece briefly divides into ten-part

E hai‘mon j A brief rec:'ité'tive iq ﬁx‘esented by the soloist in mrﬁ 51-54. Although these
'maasures are marked with Changmg meter extr eme rubato should be uaed to prowde the

Conversanunal effect presented by the solozsi:

1

Jones, 5.
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e st:yhstlc C Gns,dez’ations

" The pzece shouid he cenducted 8‘{11! eme;y 1egato and not r ushed A temyo markmg "

. sf Do;omso meanmg sorrawmily, 1s mdmated Each phrase is marked to peak in sound and i
_then recedn The terracmg of the voice parts naturally cr eates th:s dynamu, efiect In ordex S

o to keep wnth its soiemn moed the ccnductor shouid net a}iow the vncahsts to havea vast

_mcr ease in volume. Do nUt al]ow the teno: to acrent the;z‘ syncopate(i entrance. A marcato x VS

o art;culataon should be usedinm. 29 With a sszght ceparat;on between words inor Jer to

mczate the text. The word. "H room” seems to be used asa percusvwe aev:ce "‘he chon‘

" -shou d close to tbe m S{)und lmmedxate}y to create thls mtent

- Inorderto achleve the {ieszred chmatlc effect inm, 36 ‘the conductor should begm
conductmg on the eighth note to aliow txme for astr ong breath ieadmg ;nto the next ver se.

it would. also be a good idea to have your ensemb}e singa. descendmg mmor scaie as a

el _warm up inorder to aehaeve better m‘ronatmn and pltch accuracy f‘or the beli tower in .

. n. 39

‘Musical Elements

The arzangement isine mmor and tranmlonS to the relative major on n the verses,

- _'Non har momc tones appear as retardations suspensmns and passmg tones. Chormatic
B cherd proﬁlessmns are used at the conclusmn of each verse inm. 23 and m. 42. Chord |
- iusters are ut;hzed and built from the bottem vozce up with the exception of . 39. This

dissonance creates tension that is unresolved, wh;ch most likely is indicative of the storm.
: ~The texture {)f the piece is mostly homophonm except fcn areas where the choir serves as

_accompamment for the solmst

' _Form and Structure

' “Ive Been in the Starm So- Long is mostiy through- cemposed however itis

- -strucmred as averse- -refrain song.

'i'nt'ro_." . mm.1-4

A  Refrain mm.5-14  soloist w/chofal a_écanﬁpanirﬁent
. Intro, o mmoi4-17 SRR
‘B ' Versel -~ . mm18-26  chorus singing homophonically -
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_ Lem i

Bwm

Verse2
~ Refrain _
. Cadenza -
Conclusion
_Text o

- I've beer: in the storm sc long,
- Oh gwe me little time. to pray

‘Give me little time to pr ay;

' - Gh gzve me. htt‘e ilme to pray,

c Give me little time to pray.

Give me little time to pray.

Tve been in Ehp storm 50 l@ng,
. T'vebeenin the storm so long cnidren

: 'mm 2‘5’ 26
©mm.3744.
S mm.45-50 .' |
oMo 51:53 0
- _-mm )4 59_”_- '

Oh let me tell my mcrthez how | come alon __

< With a hung down head an’ a achm heart

'Oh when get to heavan 'l waik aii about

 Dere'libe nobody dere to turn me out,

harua Smgmg hem{)phcmcaliy




Am t That Good News
 ‘Moses Hsgan |
(1957 2()83)

S(%)ATB wzth Jolozst/ a cappella S
:Hal. Leonard Corporation: 08740662

. -_C{}mpeser :

‘ Mace‘s Hogan was bm nin I\Eew 01 ieans Loulsiana on March 13, 1957 Hss musical -
' _-_'composmons were mﬂuenced by his upbringmg inan Afx ican American Baptlst (,hurch _
- more speczﬁcaliy a cappelia spmtual 59 He was a graduate of the New Orleans Center fcn .

| Creatwe Arts and recewed a degree in ptano perfoxmance f: om Ober im Coilege in 1979.

o i‘hmughout the 1980 S Hocan began arrangmg choral mus;c Havmg seen a decreased

" intetest in tradxtmnai spzrxtualg Hogan deuded to 1evwe the genre by cr eatmg new

P arzangementsﬁ{’ )

_ In1993, he faunded the Meses Hogan Charad? and in 1998 the Moses Hogan | _

| ‘%mgels Bot"a groups. have rewaved international acclaim. Thloughout his Elfetsme, Hogan
' pubhshed over 70 C{)mposumns dozens of which mciude origmai spiritual ar angements.

~In the fall of 2{}02 Hogan was hospitalized fora bram tumor induced str oke and died a few

S months Iater‘ at the age of 45.

_Compasmon : _ _
| Spirituals can be categor:zed mto five groups rel;gmus, freedom, escape, shout, and

' -'work songs.o! Styl'stzcaliy, these pleces are either perfor med as: a call and response, fast -

o and ihythmxc, or slow and melodic.62 The iyrics of rehgious slave songs predemmantiy

- reflect blblzcal characta s that faced trzais and tr;buiat:ons or Jesus Christ. “Ain’ t That Good

" News"is easa!y class;fed asa fast and 1hythmlc pzece that reveals the narxator s antampated '

B Sﬁeiiey, Oxford Music Online

60 ' Shelly, Oxford Music Online.

61 Armstrong, “Teaching Musm Thmugh }’erfm mance in Chon‘ " 27-28.
.62 }ones % : :
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R .joy for thv saving g:acc of Cilt ist. }}‘i'-; 15 :Iearly 5tated by the bass voice's four-measure

o*zf in the mtroducmn and throughout the arrangement

EEE H:stonc Perspectlve

Sp;rztua} music grew. {)ut of !«afr;can Americarz ;lavery ﬂp untzl t:he 1860’s, 111:3

musu‘ was Orallv transmlued Many wh}te :mrthemers were expo%d tQ this genre as of the S
| result of the Civil War. They WﬁnEtsed aud wrote abaut mstances f)f :ﬂnsmg, shoutﬂ‘ig, 3nd o |
: -d.«mcmg gmano plant'&tmn slaves whzch pmvxded a farte of the opp; LSSIOH these
o mdwxduaib f’aced 63 3urmg the iasa ha}f of the 180()’:;, the*»:e siave senos were bemg
_: arr{mgcd Inthe Twentleth {Zentury, new genres ¢ uch as gespe! biues and jazz evotved

© from Jp:rztua} musie. -

The Civil nghts MOV@ment ofthe 1960’ssaw a revxvaf of the traditional splr}tual

' w;th many cemposerf; arrangmg chorai musxc In 2(}02, Moses Hagan pubhshu} 7!19 foord '

= g-_Book afSpmtuais to help develop and extend the tr ad;t*on of thaﬁ: musmal style.ot

'_i‘éthnical Considerations -

“ltis 1mport3nt to adhcz e to the styhstic malkmgs in this arv -angement for a more

' ;: _authentxc feeli mg The articulatmns foHow a short- long pattez n. The singers must put space_ - |
. _between these notes and stress endmg consonants in order to pmvsde for clear
' énuncxatmn An ampie amount of rehearsal tlme should be spent on these first twenty.
_ :.meaqures as they are the feundatlon of the entire pzece This arrangement xs solo drive
. i‘he soloist should be extremeiy exg: esqwe "and dxspiay confidencs as thelr lyracs reﬂect a -
_ stl ong desire of the heart. The chorai acco’npamment has a flow and ebb quahty asit -

: _' pe _};_s_dynamlcaily haifway threugh-the-vel se and then recedes in seu__nd.

_ Styhstxc Cnns;deratlons

Hogan has taken great care in pr eservmg natural nuances, rhythms and harmomes

_in this cm angement, It #hauld be aerformed aswr itten thh little or no liberties ov

: .__othemlse 1t mwht risk its e ﬁotlonai character.

' .63 Graham O;\ford Music Onime -
N 6t Gr aham_, Oxford Music Onlm_e
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- '_Mu-slcai Elaments

’I‘he plLCE is wr 1tten m F Majo** and mcstiy foliows a 1 va, 1Y, I chard progresmon B

: Lhat keeps mevmg fc}rward Non harmmm t()nes mostly occut as squenszons and

.- roceasional aypobgzaturas are used T he word news is accented throughaut and the

e "dynamac range is from mp to f. Thzs sweii in sound onEy eccurs in the c}mral

: -'accampamment to pmwde contiast The solezst mamtams a proclamatery vciame‘

o Ferm and Str ucture

Thf‘ prece is strophzc wath four ver%es Each verse has an AAB form szmliar to th@

L "biues

—— _Text

o gat acrownupina that kmgdem ain ta that g(}od news,
I gotacrownup in a that kingdom, ain'ta that good news.
7 “I'ma gonna lay down this world, gonna shoulder up a my cross, )
o gonna take ithome atomy }esus ain’t a that geod news.

1 got arobeupina that kmgdom ain't a that good news.

I got a robe up in a that kingdom, ain't a that good news.
- I'm a gonna lay down this world, gonna sheulder up a my cr oss,
~.gonna take it home a to my Jesus, ain’t a that good news.

-~ I gotaharpup in a that kingdom, ain't a that good news.
- Igotaharp up in a that kingdom, ain't a that good news.
e -I m a gonna lay down this werld, gonna shoulder up a my cross,
“gonna take it home a to my Jesus, ain't a that good news, -

- Tgotasong upin a that kingdom, ain't a that good news,
<" 1gotdsongup in a that kKingdom, ain't'a that good news. _
'ma gonna lay down this world, gonna shoulderupa my Cross,
gonna sing my song a for my Jesus, : :
~ I'mgonna play my harp a for my Jesus,
T'm gonna putonmy robea for my Jesus,
i m gonna wear my crown a for my }egus, ain t a that good news;

.Mmor seventh chovrds are used extensave}y prov;dmg an unresokved character ta the plene_ R
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O M’a,ﬁzum B:{vstermm -
Me}rten Lauridsen
(b 1943)

| SA“"B dwzsz/a cappella
Southern Mu51c Pubhbhmg 2227209

€ mzxposor _ : :
Morten Laursdsen was born.in Colfax, Wasqmgten in 1943. He atiended Whltman '

- College an earned an unde: graduate degree in hmtary Workmg asa forest serv;ce

e _”fxref" ghtez near Meunt St Helen's, Laur;dsen sasn decrded t@ head towards Los Angeles

where he enrolled at the Umversxty ofSouthem Cahfomla to study music Lompomt;on 65
" He joined the faculty there in 1967. '

Lauridsen has. campesed many chorak select:ons chamber music, and solo piano

. mussc Several of his works have sold over 1{}0 GOO coples.f6 His choral selections mciude

_voeai cyx,ies and a series of a Lappel}a sac:ed motets. Dr. Lauridsen was awarded the
Nau(mal Medal of f&rtq from President George w. Bush in'2007 foz his choral achievements. o
_ Lauridsen's music composmons are very daverse styhstlcally and str ucturaily 67 |
: 'Some of his motets often refex enre Grecorzan chant and are written usmg Medaevai and
-_R_enalssance techmques. Other compositions are atonal and use a great deal of

. chromaticism,

: Cempasatmxz _ B _ _
| The t(,‘(t of “0 N‘agnum Mystei ;um h’as-ir:s_pired many cdmpdséfs_ for centufies such
g as-William Byrd, Tomas Luis de Victoria, Gievanni Palestrina, Frances ?oulenc, and more.
__Whe:i Léu;‘i&s‘én {:ompoéed this ;ﬁiec_e_, he wanted to .create a song that was uncomplicated
N | and yét.had. a gioweffai effect upon the listener.s8 In keeping_witﬁ the text’s long history,

many Renaissa.nce't_echniques’ are used in the composition, The harmonies are fairly simple

© 65 Lauridsen”
66 Shrock, 751.

~ 7 Lauridsen

€ Lauridsen.
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: “and inverted chords-é?e 'p'r'eddmiz.i'an'r | A-ii'diﬁoﬁ"al.iy, the incltisieh éf pedai -t('m'es a5 well as
. _a meti 1ca¥ ebb and ﬂow to the phrasmg, smziar to that of Gregorian Chant ar e aIso

ndzcatwe of the 14“‘ and 1Sth century camposmonal techmques

| 'Hxs‘mrlc Perspectwe

'Fhe text of G Magnum Myster;um has hecn around for centuz ies and used by many o o

Gmpcser‘s ‘The text depicts the bn th of the m,wbem King and was uqed asa ‘i‘E‘SpGYIS{)}‘ial e
R Chant for nighttime liturgies durmg Christmas in the Roman Cathehc Chui ch. This
S _aa rangement waﬁ written in 1994 and has become one ofthe best seihng octavos in hxstory e

oh 'havmg been 1ecorded on over 100 CD’S and recelvmg a Grammy nommatlon 69

' Techmcal Censxderatmns

The p:ece is wrltten homophomcai}y with up to 8 volce parts in mim. 46 53, there is

o a 3 part bass dmszon The vocal range far each part is greater than one octave. Expressive
_markmgs such as adagio moito Iegato e espresswa (siow, very smootla and expr essive), and :-
- _'poco deieberamente (net hurr;ed) are deneted Phrasmg and mtervalhc jumps may provxde |
" the most d:fﬁcuity for smgers ‘The saprano voice has long phras_e_s_that extend an octave
"...zmd a halfsuch as “ut animalia” in mm.28-31 and mm.55-58. It may be benéficiai to _
o . incorporate warm- ups that extend zange and phrasing. All vocahsts should sing with a-

'._hghter tone in order to- keep from expendmg all thelr breath.

~'The bass voxce may str uggte w1th some of the large mtei vals in their part especza!ly the

o _'ascenamg M9inm.5 and deseend;ng M6 at m.14. Some pcssab}e soiutions include
: s-hortening the mtervai }ump by smgmg the lowest tone'up an octave first in order to secure
| the second pitch and prewde familiar tunes to sttmulate tonal memory (z e. deqcendmg M6

Cem ﬁrsi: two pitches of " Nobody Knows the T rcuble Fve Seen")

| e Styhstzc Conﬂderations

It is lmportant to keep in mmd some e of the Renazssance techmques that Laundsen

_incorporated in this mot_et. He utzizzes the practice of fauxbordon in which the lower voices

69 Lauridsen
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o sing nemmhemtaﬁy w1th the cantus f rmub {Whi(’h is "fldl‘ﬂd bei:ween the sopx anu and alta L

; .' vmces) atan H‘.t{’t zal of a P4 and Mé resnectw&iv '1 ms heips tz:) clearly emncxat:e ihe lymcs . . _

whsle stﬂf pmvzqu for a iegatc ar t;{:u!atmn i _ ' |

| _ ?hlassng can bL dafﬁcuit due to streng mdent}al feelmgs The bnef phrases <=11ch as o

= thmﬂ in mm 8-16 dc}n-t seem te ﬂow smoothiy as wntten A rubato’ approach simil az to |
s that of Gr egor ian Chant may help Addxtmnaliy, the: song has a mlxed meixr of4/4 and

3 /2 The dlrec?‘cz shouid centmue to cenduct the quarter nate, usmg a 6- beat pattem f01

3 'darzty and- premsier

o Musztal Elements _ _

The ple"e is wrztte'x in D Ma;m ‘“i’he meledy is predommantly in the soprane voice

= and is occaﬂonaii ¥ saarad brzeﬂy by thﬂ three lower parts There is a threp quarter note o
| 'imetaf {D G,E) that seems to serve as a B xckup o the meiody inthe A sectmn The alto has

2 this metlfln mim, 1, 18 46, 65 and the tenor in mm. 5, 23, SG 69, A plann dynaxm‘, markmg B
"13 exp;e‘;sed thmughoat the piece. By contrast, the son 's: chma“tl{, s‘mment occurs at the.

ct}ncius;on of the i :,emon in mm. 45~ 46 and swe;fs toa forte ievel at m. 50.

Harmomcaily, the S(mg utzhzm I, iV \Y chords ‘Minor vi and iii chords are used in the N

N sectlon Chords structur ecl with Ma}or and minor Zﬁd mtelvals are tised quzte Gften

o Phrase endmgs are mostly unresoived as deceptwe and haif cadences

E

| o 'I‘drm and'Stmcmre _' ‘
: Form AABA

s A-mm. }u{:
J _Afmm,--1_9437’
o B-mm. 3845

e A'-mm. 46-72
._ '_ _"}E‘ext and ’Ifi'emslélt.ibn.' '

- O magnum mysterium- -
et admirable sacramentum,

Ut animalia viderent Dominum natum,

A0




- Jacentum in praesepio. -
. Beata virgo, cujus viscera .
-~ -Meruerunt portare _ -
' Dommum Chzabtum Aiieima! '

_' '--0 great mystery,
- and wondrous sacrament, : R
~ that animals should see the newborn Lord S

iymg ina mangerf

- Blessed is the virgin whose womb
- was worthy to bear -
o _Chnstthe Lord Aiiclma‘ =

-




Hailél'u]&h :‘Z‘ G? z:s, fmm “The Messaah” |
| Gem‘ge Ffidf‘i‘le Handel |
(i685 1‘?59}

| SA’I B/kevheaid |
G Sc"urmer. Im: 2()2,0

S Cmnpesﬁr _ -

Gpargu Fmdez ic Hanéel Wda ﬂom in Hdi‘f&, Germany. At a yaung age, he dzsplayed
'exceptl{;mi musical tafent that was 11@1: encouraved 70 Havmg been born the oGIl ofa
- '.baz ber~suroeon it was mtended that Handel would attend law school. ‘At the age of _

| sev&mteen he attended alocal univer ity and was appomted the orgamst at the fathedrai
4 -."'-__The foilowma year he mmed tg Hambmg ' ’
Havmg astr ong antez est in me a, , Ha ndel wenl to Italy whex e hﬁ hegan ('omposmg, _
- opel as, omtorms, mntatab and matptﬂ. 71 Wori\mg among many master composers Handel .
. fe!t that Eus pmt in &ermany di d not u ffer any- gmwth for his operatlc glf?s Fo}iowmv a

- visit to London, Ha;ldel (ilsrevered that ’the da!zan epera was becoming »ezy pepular there

. -and decided to remain in England eventuaily becoming a citizen.

Dver time the Enghsh s mterest inopera began to declme In 1738 Handel's opera

- geason maa L&ﬂCEHEd due to a k—mk ofsubsc tibers. Following this, Handei focused his |

' 'attt tmrm on oratozms z By 1‘?51 twentv one oratorios were compased and Handel began :

ta suffer from eye tFOLL‘lE that eventually {:ia}med his sight. Handel died a nationa! ﬁgux e

o and was bm zﬂd at We‘,tmlmstel Abbev in *he presence of 3000 people 73

Lf}mposmﬁn _ _
' “The M"S&iah” is an oratono that was composed in a matter of tweuty-four days by
_ _Handel in the late summer of 1741. Its first performance was in Dublin on April 13, 1742,

:’I lm cemposnmp was enthuszastlcal]y refewed and 7alled as the “m();t finished” piece of

70 Headzngton 118

i Shrock, 326,
.72 Shrock, 327, L
o 73 [ Vnan ﬁxfmd Music Onhne
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-musm wath i}IBJESflC and movmg wsrds 74 Combmmg e}ements {}f itahan Opera (Jerman g
8 Passzon music, and Enghsh charai wr;tmg, thh became one czf Handei s most fammzs |

= oratorios. All the profits 1aised from thc performances were gaveﬁ o charzty

_ HaHeEu;ah” is the chorus that Carzciudes the second part of “The Ness;ah” _ _
: -;}m tr avang the passmn deatn, and resu rectum of jesus C}mst T he eragmal score s set for |

BN ..:':-QATB VOICES acc‘ompamed by strma orche.,tra two trumpets oboe and barso contmuo

__"'he mevement usesa baiance of homophomc and polyphcmc writmg

o HIStGI‘iC Perspectxve

The Bamque era in mus;c was a time af explo; atzon Harmomca!}y, therewasan - -

- mcreased use of dissomnce and chromat:c;sm s I‘extures became more homephonu and

E : t‘nose z:cmpomtlons that used polyphony were vertlcaliy aligned. The use of monody

: :became more prevalent and mstrumental accompamment became more mdependent of
: .___.vocaﬁ lines. ' BRI : ' _
| 1n England the Bamque era is siated to have started i in the mld seventeenth century, :
"as it was 1solated from fore1gn mﬂuences in music and many composers centmued to write -
| .'._m the styie of the late Rendlssance 6 By 1660, composers hegan to use mdependent basso - '_

contmuo parts scormg for strmgs, and the use of solo passages. The anthem was the most

i '_'SLgmflcant sacred genre and the ode served as the 1mportant secufar 77 The orator;o wh:ch :

'wab not very p()puiar found fame wzth Handel as Engiand’s interest in Gpera decimed

' . Techmcai Conszderatwns R _
' ’ihe meiedy of the movement is shared by all voices throughout the wmposﬁmn and
= is presented : as motmc_mat_erial. Following a han’;oph_o_mc intr c_ductmn stressing the

- Ihovement’s titi'e,' the fi rst themeis intr’oduced in measure 14. The theme is then given

E menophems treatment wh;Ie the accompanying volces sing the “Halle iu;ah” motif of two

- sxxteenth and two eaghth notes set m zm;tatwn Each appeaz ance of the motlf occurs on the .

74 Headington, 122. - o

75 Palisca, Oxford Music Online
76 Shrock, 313. s
77 Shrock, 314.
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| ﬁffheat When first ¢ e}marsmg thzs sgctxon, it wm,i{i be benefimai to h'we ynur ensemhie
"spaak the 1h ;thms before mtrodugmg pxtches I ' _
- Fe!iowmg ar:othe br ief homophomc sectzon anothel theme is m{roduced w1th thL

) iyracs ‘and He shail reign foz ever ar’;d wer I‘has is: aiso set mto imitative poiypheny Iti 13

0 'hel e that another mottf conszstmg, yof three e:ghth note% on the wor{i “farever” is intr oduced

_-- again’ occur nng on the ofibeat A thlrd momf zs mtz oduced in 1mztatmn utﬂz?mg f{mr -

it -e:ghm notes on the ivmca and He K;ha S reagn in ‘SPC"IOH ‘F

_ ~ The movement can be rather ta:xmg {Jn saprano vowes as the last hall of thf p}ece'_ -
v 'r PStS in the h:gh end of then vo;:ai range on long, srlstamed notes sung moqtiy ata forte
- dynamlc Ievei Br e&th support and V(}WGI modxf" catxon is eqsentla} in or der. to keep good

' ;mmnatwn

: _' ._Styhstlc Consxderat:ons B
_ Thls uimen haS a tempo markmg of aflegro yetit denotes the quartﬂr note at 7?
o heets/mmutt, Takmg the Lompcsztlon at this slower tempo wouid gwe ita dirge-like
_'_,.feehng, however, pet for mmg the p:ece too quickly would result in | paor lyar ticuiated _
rhythms, A pace set at about 85:90 beats/ minute works weH to mamtam high enea gy while
still aiiowmg for clear enunc;at;en of the Iyi ics. '

Most of the song is at a forte dynamac in order to give the pxece torwaz d motion and

mamtam a hlgh level ofenergy The only centrast occurs on the 3yr1cs “F he kmgdom of this

K fwsrid is become.” 'llus abrupt change in vg‘ume shouid be observed with great care in

s Grder to prov;de contrast. A bit of text. pdmtmg can be observed here as the distinction

o thween Fartn and Cor,i s kingdom are differ E‘niia*{"d with a suddea burst of sound.

Eaci" theme is wntrasted with briefmotwes th at should be performed with a
- marcato ar ticu!atmn This provides a ciea-r attack of each phrase whlie-mammmmg a
. spmted feehng The. keyboai d, or contmuo mstrument doubles each voice hne as was

| typzcai m Bar eque music.

= ‘V!usxcai Elem:,nts : _ _ _ _
' '1 he plece is wntten inh Maim i’ach phrase ends wzth either an authentic or half

a cadence: The movem_ent mostly f_t)ﬁﬁws abIv, LV, V/V,V, Ichord progressxon. There are



- _vex y few non- harmomc tones that ou"ur as pnssmg tomes The plECL aiternaies between -

) bomophmuc and pclvphomc sections in*:tanﬂeﬂ; Qf monophony are preva]ent dui mg the B

L iﬂtroductwn ofa new theme. When po}ypheny occurs a short motlf is set in lmztation |

- while the theme is hemg shared by each vocal hma A pedal pomt occurs on the Iong,

subtamed phrases that i incor porate the lyrlrs “‘ng {;f ngs arid Lord af L m‘c}s " AL th;s B

3_p0mt the har mony mnduiates through the keys ()f E, FH, and G Ma;m respectwe ybefem

'-';et:urnmg, 1 to the ton*c Aithcugh m:a ritardando 35 used 1he endmg has a natmai fee};ng of R

5E0wmg down as aii vmce partq have kmg otxstamed notes fcilowmcr a br:ef pause L

- i _'Fnrm an{i ‘Structure

. _:T’ne plece is- tbrough composad
. _:_Intmductlon _ o
| a) “Haileiu;ah" homophemc R oo e
o b) “fcr the Lord God Dmmpetem rexgnerh (1-‘4Y.oc-'c‘urrence) monophé.nic
'c)_-'“foz the Lozd (;od Qmmpetmtzexgneth (2nd occuzrence) po yphomc .
i d)- “The kmgdem of thIS worid” hemophomc _ '
_ e) and He shall re;g,n forever and ever’ ~»pelyphomc _ _
f) ng of Kings and Lo: d of Lords” - pedal pmnt wzth homophomc voice parts
- g) “and He shall reign” ’ — polyphonic ' o S
n] .“i{mg of ngs and Lord of Lmds - peda} pomt w1th homophomc voice parts o .

1) 'afeaeverand ever. Hall iu}ahi“ homopho_ny_
_.‘I‘ext. '
o Hailela}ah‘

 For the Lord Ged Ommpotent xexgneth
'Haile]ujahi - _

~The: kmgdem of thzs wor id

- is become the kingdom of our Lord,

‘and of His Christ, and of His Christ;
and He shall reign forever and ever, -

~King of Kings, élid_l,orf_i of Lords, .
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di‘id He shai! reign, i)

. and He shali reign forever and ever,
. King of Kings, forever and- wez, :
- and Lordoftords,
S 'Hailelu;ah‘

S And I‘ie ‘Shﬂl} Ff’ign fOrL\’e}" d]}d ever .- R

“Kingof }’m?s and Lord of Lords

. 'and HP shall reign forever and z-:vex,. :

. King of Kings and Lord of Lerds

o -_H'ﬁielnjah‘
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