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INTROTRICTION

Rendall Thompson is probably the best known living
American composer of choral music. Although he has
composed instrumental music, pileno solos, and vocal
solos, choral musaic has brought him the greatest fame,
It 1s generally conceded that he is nationalistic in his
choice of texts, and basically traditiornal in musical
vocabulary, The present writer does not intend to trace
the origins of his style; rather, the purpose of this paper
is to describe the outstanding characteristics of his
choral music,

Randall Thompson's choral output tc the present
time (1965) includes nineteen separate compositions,

including the Passion Agcording to St., Luke, his most

recent work, which is not yet published.1 These nineteen
works include works for men's chorus, women's chorus,

mixed chorus, and double chorus. Eleven of the nineteen
are extended works of three or more sepsrete choruses or
movements, Of these eleven larger compoasitions, four ere

a caprelle, and e fifth i1s a osappella except for the first
movement, Of the eight smaller compositions, only two have

orcheatral or plano accompaniment.

1A list of these works 1s included as an appendix
to this paper. Sse page 73.



The works for mixed voices were chosen for analysis
in this paper because they are in the most typical choral
grouping, they provide the richest choral color, and they
are chronologicelly representative of Thompson's style,

Although the other works sre not ansalyzed in this paper,
they were studied as a part of the prepsration for 1t,
The most noticable element thet is missing from the mixed
choral works, but which is found in at lea2t one outstanding
example elsewhers, is that of humor (Amsrissns, a work
for mixed chorus and women's chorus), With this partiocular
exception, the present writer bellieves, however, thst the
comrents made in Part 11T ere aprropriste to these othar
works as well,

After a brief bilographical sketeh in Part I, the
compositions written for mixed voices avalilable to date
are analyzed in ochronologicsl order in Part II, Part III

is a discuvssion of general style characteristice.



PART i: BIOGRAPHY

Randall Thompson was born in New York City on
April 21, 1899, The bulk of his formal musical education
was obtained at Harvard 'niversity where he studied under
Walter R, Spalding, Edward B, Hill, and Archibeld T,
Tavison, He received the degree Bachelor of Arts in 1920,

and the Degree Master of Arts (summos honores) in 1922,

From 1920 until 1921, he atudied with Erneat Bloch in
New York,

In 1922 he was awarded a fellowship at the American
Academy in Rome, where he remained until 1925, During
1925 and 1926, Thompsoh lived in Creenwioh Village end
worked as a composer, By the end of his first year
there he received $1600 from fulfilling oommissions for
songs set to a patron's text, writing songs and incidental
music for such productions as the Grand Street Follies,
and rehearsing the music for them,

From 1927 until the present (1965), Thompson has
been a teacher, From 1927 to 1929, he was asQistant
professor of musical theory, orrenist, and choral director
at Wellesley College. In 1929, he lectured at Harvard,
and won the Guggenheim Fellowship in that year and agein
in 1930, He was conductor of the Dessoff Choirs in New

York and the Mzdrigael Choir and Supervieor's Chorus at



Julliard in 1931-32, Thompson was then appointed director
of the College Music Study for the Association on American
Colleges, under the terms of a grant rroﬁ the Carnegle
Corporation and from 1932 to 1935 worked on a report
concerning this Sopio.2

In 1936, he returned to Wellesley for one year,
From 1937 to 1939, he was professor of music et the
University of California, From 1939 to 1941, he was
director of the Curtis Institute of Music, and in 1941,
was appointed head of the music division of the 3chool of
Fine Arts of the University of Virginla, a post he held for
five years, From 1946 to 1948, he was professor of music
at Princeton University. In 1948, he was appointed Walter
Bigelow Rosen Professor of Music at Harvard University, a
position he still holds.

Thompson has received several honors as a composer,
The University of Rochester made him Doctor of Music

(honoris causa) in 1933, and the Italian government named

him "Cavaliere ufficiale al merito della Repubblica
Italiana™ in 1959, He is a member of The National Institute
of Arts and Letters and of The American Academy of Arts

and Sciences,

QCOIIQEQ Musioc, An Invoatiﬁation for the Association
of Americen (olileges, e Macmillan Company, Xew 7Ork,

1335,




PART II: THNE WORKS FOR MIXED VOICFS

The Peaceable Kingdom

The Feaceable Kingdom was written in 1936 upon

commission of the League of Composers, It 1s dedicated
to G. Wallace Woodworth and the Haerverd Glee Club and the
Radcliff Chorel Society. The eight choruses are

a cappella, with two mixed double choruses, and one double

chorus which consists of a chorus of men's voices and a
chorus of women's voices,
Thompson's inspiration for writing this sequence
of eight short psalms came from the hundred or more paintings
that the early nineteenth century Quaker, Fdward Hicks,
made of the "peaceable kingdom" predicted by the Prophet
Isaliahs The text consists cf selected verses from the
Frophecy of lsaiah whish have been woven together to form
tne following plan:
The first chorus contrasts the reward
of the righteous and the wicked. . . . The
next four choruses elaborate the lot of the
wicked. « « « The last three choruses form
a similar increese in intensity concerning
the lot of the righteous,
The remarkable quality about this plece
is its simplicity and consequent clarity,

The chorel writing is conceived contra=-

puntally, although frequently chordal 1in
texture, It 1s noteworthy that the harmony
made by these lines tends toward the modal



when concerned with the wicked and towards

the major when concerned with the righteous.

Thompson reserves the kind of dissonance

that would upset these toneal centers for

one chorus, the third, which becomes

increasingly dissonant as it describes the

destruction wrought by the Lord ~-- the

kind of fury ogly to be found in the

0l1d Testament.

Fach chorus is published separately as well as
8 part of a bound volume,

The first chorus, "Say ye to the righteous",
describes the rewards of the righteous and wicked; the
text comes from Isaiah III: 10, 1ll; and LXV: 1l4. The
chorus begins in D major with the lower voices singing an
eight measure theme whioh desls with the reward of the

righteous, pisnissimo. The full chorus repeats the theme

in four~-part style, At measure 17 the lower voices state
a seven measure theme whioh oconcerns the rewards of the

wiocked, fortissiwo. This theme is also repested by the

full chorus,

The middle seotion of this chorus, whioh begins at
messure 31 (Fsge 4), uses a double theme for both the
singing of the righteous and the howling of the wicked
(see Exsmples 1 and 2), However, the righteous sre
slwsys in a mesjor key and the wicked in its relative
minor (see Examples 1 snd 2},

After three settings of the "singing" and "howling"

themes, the chorus concludes in F# minor after a restatement

of each of the first two themes.

3Elliott Forbes, "The Music of Randall Thompson",
The Musical Queartely, XXXV, Fo. 1 (1949, 125,




Example 1, The Peaceable Kingdom, Chorus I, "Say ye to
the righteous”, page L, measures 31 to 37,
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Example 2, The Feaceable Kingdom, Chorus I, "Say ye to
the righteous™, page 5, measures 37 to 39,
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The text of the second chorus, "Woe unto them:',.
1s taken from Isaiah V: 8, 11, 12, 18, 20-22; and

XVII: 12, It begins as a recitative in which sectional

solos are accompanied by interjections of "Woe" in fifths



and octaves in the remaining voices, This section begins
to climax at measure 17 (page 19), where the puncuations

of "woe" becomse closer togather (see Example 3),

Examele 3, The FPeaceable Kingdom, Chorus II, "Woe unto
them", page 13, measures 17 Eo 21,
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After the climax, a slower contrasting chordal
section, ten mesasaures in length, is introduced st measure
23, The chorus is concluded by a chordal recitative section
at measure 32 (page 21) in which the melodic line graduslly
risee diastonically a tenth. One final, extended mellismstic
"Woe" gradually descends along this same pattern (Measures
36 to 38),

The third chorus, "The noise of a multitude”, is
taken from Isaleb XIIXI: 4, 5, 7, 8, 15, 16, 18. It is in
ho ophonic style and achieves the feeling of mounting doom
through sharp dissonances of quartal harmonies (see EFxample L),

Although mueh of the chorus is in the Dorian mode,
the tonality is generally indeterminate, There are many

etric changes (¢b %’ 3, g, a). but these changes are not
used to accent the text, Rather, accents are placed on
weak beats to emphasize certain syllables. Parallelism,

crossing voices, and a few cross relations sre used in



this chorue. The climax is reached on a d4iminished chord
with a diminished octave .in measures 79 through 81 (page
32). This through-composed chorus is alsc charasterised
by the lack of a melody, the dissonant hesrmony being the

predominating factor.

Example 4, The FPesoeable Kingdom, Chorus III, "The nolse
of a multitude”, page <3, measures L7 to Sl., B
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The fourth chorus, "Howl ye", 1s a double chorus.
The text is taken from Iseish XIXI: 6; snd XIVs 31,
Intensity is created in this chorus through the rhythmic
drive, which ia propelled from the beginning by the anti-
phonal ststements of the two choruses. The antiphonsl effect
is contrasted by the four~to~eight-part counterpoint which
begins at meesaure 17 (page 38). The principal (first)
phrase s characterized by the leap of an octave (see
Exemple 5). The contrepuntal section ends et measure 31
(page 42) where the antiphonel singing resumes.

A slower, more sustained setting is used for "Thou
art disaolv'd", which begins at measure 35 (page L43).
Up to this point, the melodic curve moves generally upward,
but now it moves downwerd. The principsel melodlc material

used in "Thou art dissolv'd" is anticipated at measure 21
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(see Example 5). "Howl ye" 1s again set entiphonslly from

measure Ul .

At measure 57 (pege L,7) the motion is speeded

by use of only the first three notes (in g) of the material

Example 5,
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previously used for "Howl ye", The tempo retards and fedes
on "Thou art dissolv'd" from messures 8l to 75. A final

"llowl" 1s sung in sll voices by a crescendo diminuendo

{pp<<f —pp) on the last A minor chord. &1lmost the whole
chorus is centered around "Howl ye",

The fifth chorus, "the paper reeds by the brooka",
18 teken from Issiah XIX: 7. Its Quietness is enhanced
by its position between two loud double choruses. The
c¢horus is in ¥ minor, It conaists of two stetements of a
versa with a coda, The twelve measure theme is first heard
in four parts with the melody in the tenor voice, which 1ia
scored higher than the alto. The melodic line cof "and ba
no more" is related to "Thou srt dissolv'd", from the fourth
chorua. PRoth melodic lines descend s fourth by step in

even note values.

The second statement of the verse begins at measure 14
{page 52) in the lower three voices with the meiody in the
alto voice., The melody is imitsted an octave higher by the
sopranoa at the distance of one measure, The coda, which
begins at measure 26, restates the latter portion of the

text in a gradual diminuendo and ends in fifths built on

E. Modality is quite prominent in this chorus, especisaslly

through the use of the subtonic triad and the Torisn mode.
The sixth ochoruas, "But these are they that forsake

the Lord: for ye shall go out with Joy", is written for
double chorus., The text is tasken from Issish LXV: 113 and

LV: 12, The male voices begin in recitative style, rOrtinalmo,

with the text strongly accented, As the first chorus enters
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at measure 8 (page 56), the tonality shifts surprisingly
from a pentatonic scale in G minor (G, Bb, ¢, D, F) used
in the recitative, to G major. The dynamlec level begins

planississimo, but gradually increases on the word "joy",

which is repeated three times. To add to the increasing
volume, the second chorus doubles the same pltches on the
final " joy" at measure 13 (page 57). The tempo quickens

as the words "clap their hands" is set antiphonally., The
nineteen measure (measures 36 to 55) section of "clap their
hands" 1s centered completely around a G major chord., As
both echoruses chant in quarter notes, a soprano and tenor
soloist sing imitatively in long sustained tones. The chorus

ends after a ritardando on a G me jor chord.

The seventh chorus, "Have ye not known?", 1is the
shortest of the set, being only fifteen measures in length,
This chorus, like the fifth, is in E minor and uses the
Dorian mode. The text, from Isalah XL: 21, i1s set in the
style of a recitative which is reminiscent of the opening of
the sixth chorus., Both choruses begin on a single, accented
tone whioh is used for the first four syllables, It 1is

marked maestoso and fortissimo throughout, Of particular

interest is the modal quality of the final cadence which
uses a minor dominant seventh to a major tonic (See
Example 6).

The eighth chorus, "Ye shall have a song", 1s a long
(163 measures) double chorus with the female voices pitted

against the male voices. The text is taken from Isalalr XXX: 29,
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The form can be described as ABAB Ccde. The following tabdble
illustrates the antiphonal overlapping of statements,

A B A B Coda
1-67 66-85 84-117 116-153 155-163

laample 6, The Peaceable Kin %dom, Chorus Vii, "Have ye not

known? » page 69, measures 12 to 15.
e ——
¥ =
Famndda. — — — — — tions of the
.
r\] a— i —— 11— -?1 —
Cﬁlvn-)ﬁlg - - 'r...s>___________..- O";"J:C

1
1

(Feon-)da' — — —— tianms of the

The chorus begins iento, pianissimo, and antiphonally

in C major. As the words, "and gladness of heart” are
set, the choruses overlap antiphonally sixteen times, build

fb a fortissimo, and diminish back to pisnpo. The B section

begins and ends in G mesjor both times, but is very modulatory.
It begins at measure 66 (bége 78), and is marked by staccato
notes (see Example 7). After short section of "as when one
goeth with a pipe", the style of the A section is returned
with "and gladness of heart" at meesure 84 (page 81),

After similer treatment, an eight-part imitstive section
begins on "when one goeth. . ." which lasts thirty-nine

me&asures,
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The coda begins at measure 155 !page 93), fortissimo.

The ending 1s slowsd to maestosc and !s retarded further and
increased in volume for a very sonorous close,

Although some sections of The Peaceable Klngdom are

not vocally difficult, an above~average choir is needed to
perform the whole work, The major problems are range
{(nigh A's in the soprano and tenor), pltch accuracy in the

dissonant sectlions, and rhythm in the syncopated passages,
Alleluia

The flleluia wes written in 1910 at the request of
Dr. Serge Koussevitzky for the opening exercises of the
Berkshire #Music Center. It was first performed there on
July 8, 1940, by the student body under the direction of
Professor G. Wallace Woodworth., The text of this seventy-
eight measure composition 1s dullt on the word allelula,

This a cappells work 1s sufficiently well~known

to require little description., The pudblisher advertises
that over a million coples are 1n print., It is curved

dynamically with the fortissimo climaex near the end;

it begins and ends very quietly. A few metric changes

are employed to extend phrases. The work is often chant-
like~~there is much repetition of tones 1n a recltative
manner with steps to neighboring tones (see Example 8),
The harmony i1s a mixture of traditionsl me jor-minor and
modal usasres., The most consistent harmonic cheracteristic

1s the use of psrallel first &and second inversion chords



Exemple 7, The Pesceable Kingdom, Chorus VIII, "Ye shall
have a song", page JO0, measures 130 to 136,
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Example 8, Alleluie, Measures 1 to 3,

Leanto

eyttt

W'Y T

ageinst a pedal point. It is interestimg to note that et
leanst one voice overlapa st each point of cadence, which
results in a web of continuous sound. The melodie movement
is basically stepwise, excepting some octeve skips. There
are many harmonic seQuences, Voices are frequently paired
in parallel sixths and thirds, Contraspunteal internlay is
particularly noticeable from measure 30 to 32, The lines

ere very smooth end singable,
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THE_LAST WORDS OF DAVID

The last Words of David is written with orchestral

or plano accompaniment. It was commissioned by the Boston
Symphony Orchestra in 1949 for Serge Koussevitzky, in honor
of the 25th anniversary of his directorship., The first
performaence was on August 12 of that year, at Lenox,
Massachusetts, by the Berkshire Music Center Chorus and
the Boston Symphony Orchestra,

The text 1s taken from the Seecond Book of Samuel
XXI1X: 3 and l:

He that ruleth over men must be just,

ruling in the fear of God, And he shall

be as the light of the wmorning, when the

sun riseth, even a morning without clouds;

as the tender grass springing out of the

earth by clear shining after rain.
The composition ends with an extended Alleluia and Amen.

The composition begins in D major and ends in G

ma jore The following table describes the form:

A B c

le12 13-30 3148
It begins very dramatically, with the msjor portion of
dissonance in the firat section, The second section 1is
slower and quieter and exploits a fugato subjeot which 1is
first introduced in the accompaniment, This subject is
later used in imitation for the third section (see Example 9),

The Alleluia and Amen are quite soft and expressive,
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Example 9, The Last Words of Devid, measures 31 to 32,
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The piano aocompeniment is not diffioult, the wost
demending pasaages being the repid acales of G and D
major and £ and B natural minor in the opening section,

Consonsnt and diatonic harmoniea are the norm,
however, there are some quite dissonant seotions, An
example can be found in the opening measures, where the
sopranos hold a pedal point while the lower voices descent
in parasllel triads (aee Exsmple 10),

Exsmple 10, The Last Words of David, messures 1 to 3.
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The harmony becowmes modal and modulatory when the
words, "And he shall be aa the light., . ." are set, Text
painting is obvious in the rising linea used for "light",
"sun riseth", and "grasa springeth". A chromatic soduonco
begins at measure 21 (see Example 1ll),

After the text has been completely set, a fugato
begins with "Alleluia”™ (Exsmple 9), ¥Xine measurss later
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the voices sing "Amen™ four times, while the tenows ohant
"Alleluis”,

Example 11, The Last Words of David, measures 21 to 2|.

MASS OF THE HOLY SPIRIT

The Mass of the Ioly Spirit was written in 1955
and 1956, The work was requested by Kicholes Brown of

Frovidence, Rhode Island. This inglican Hess, although
designed for use at Whitsﬁntida. is appropriate for any
season of the church year, The first performsance was given
on Whitsunday, Mey 20, 1956, at Memorial Church, Stanford
University by the Stanford University Choir under the
direction of Harold C. Sobmids,Y

The text of this unacoompaxied work is the five
sectiona of the Ordinary of the Mass which are usually cot.s

uTho Renedictus hed not been written at thst time,

| 5K%ria. Glorie, Credo, Sanctus et Benadictus, and
dgous Del, S
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It is in the vernacular, except for the Kyrie, which
is in Greek,. Each seotion lasts from four to seven minutes;
the total performance time is approximately thirty-four
minutes,

It appears that Thompson wrote this Mass in a style
reminiscent of the Renaissance and Baroque periocds. The

time signatures are assoolated with older notation, e.g.

3 4 2 4

2,2, 1, "4 j; 3n aimost every movement, a half or
whole note is the pulse unit, PFormal devices common to
Baroque and Renaissance include strict canons and points
of imitation. A prelude and fugue are found in this work,

The 'Kyrie™ 1s divided into the usual three sections
(Kyrie eleison, Christe eleison, Kyrie eleison), of which
the first and third sections are bzsed on the following
motif:

Example 12, Mass of the Holy Spirit, "Kyrie", page 1,
measures 1 to 2.

Lente moederale (d=76)
e r—a e |

"
) ¥ | 1 L

- v 1 -
Ky ~ri-e e~ fe — i~-Saonm,

1

The first ssction 1s thirty-five measures in length
and is developed mostly through harmonic sequences.
Parallelism is predominant in the generally diatonic
harmony, For the most psrt, the rhythm is dotted, for
example, EJ J d. J ¢+ This section begins in A minor,



but ends in C msjor with a cadence from the subtonio,
which ia typical of the strongly modal character of the
harmony.

The middle section, "Chriate eleison", is soored for
soprano, alto, and tenor soloiasts or semi-chorus. The
twenty~three measure ssction is a2 strict canon at the fourth
and sevanth below, at the distance of ona measure. It is
in the key of ¥ ms jor and is gensrelly Adlatonic. The third
secticn 1s a varied repetition of the first. However, this
section degins in D minor, snd closes in A major.

The "Cloria™ 1s in ternary form, the first section
of which has a aststsly theme in the soprano accompanied
by parallel hsrmonies constantly rising and falling in
eighth note patterns in the lower voices, resulting in
"unduleting waves of souna" & (see Example 13)., This
section begins Andante picioso in P mejor, and ends in
F# wmajor.

After a fermata, the middle section, which 1s a
double chorus, begins at measure 31 (page 20). It is a
somewhat slower and mach softer setting of "Thou that
tak'st away the sins of the world, have mercy upon
use o » «" The section is moduletory and cadences in A
major. The opening figure returns in D me jor at measure

55 (page 25) after another pause, This section, in the

S%harles Brookhart, The Choral Hor%s of Asron Gg¥%and,
Roy Harris, and Randsll Thompeor, unpublished ssertation,
FPeabody & t[ Fashvill g

eabody CTollege, e, lTannessee, 1960,
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style of the opening section of the movement, cadences =
at measure 70 {page 29). After a psuee, the coda, &
homophonio setting of "art most high in the glory of God
the Father" precedes & three measure "Amen" seotion,
whioch reaembles the opening {The three upper volses -

"undulate® in eighth notes over a pedal D {n the bass).

Exemple 13, Mass of the Holy Spirit, "Gloria", page 13,
meaaurea 3 to i, : : o

Andante qiciose
quas; teombe

—— = 1_:—‘?;:1—%-—_

1 y L |
G‘O-r'r be tTo Cod om |ﬁ1||.--——- " bete 6udon

The "Credo", a very lengthy seoction, is ip ternery
forms, The firat ané lsst parts are in a homophonic texture,
The me jor second is the primery melodic unit of construction
{see Example 1l4)., The movement la quite sectional in
oonstruction because of the sectional structure of the text.
The wodal progressicns at the beginning return throughout the
wnoveamsnt,

Ssrong cadences are frequently followed by pauses,

e devioce that ocontributes to the aectionalisetion. The
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tempo slows to a Lento at measure 55 (page 37), where the
model progressions from the beginning of the movement are
used for "And was incarnate by the liolly Choat of the
Virgin Mary"., "iAnd was mede men", is set with a B pedal
point in the two upper voices while the lower voilces,
divisi, progress stepwise in ma jor triads from B to E,

where the section is cadenced.

Example 1ll, Mass of the Holy Spirit, "Credo", page 31,

meanures 1 %o i,
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The next mection, "And was crucified also for us, . ."

is imitative in the upper volices, with the bass voice on
pedal points. It is charactarized melodically by descending
steps (see Example 15),
At measure 102 (page 41) the A section returns and
is used for "And sitteth on the right hand. . . ." The
key, harmony, and melodic outline are the same as the
first statement, Cnly the note values have been changed
to rit the text., This section leads to measure 140
(page 47), where en extended "Amen™ passage brings the

movement to a finsl climax,
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Exemple 15, Mass of the Holy Spirit, "Credo", page 38,
measures Ti tO 75 ' '
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The fourth movement, "Sanctus", is divided into two
parts whioh Thompson labels "Prelude and Fugue". The
twenty~seven measure prelude is for seven-part (SAA-TTBB)
double chorue which at first i1s entiphonal, but soon
changes to sevene~part homophonic style. The harmonles
are modal and modulatory. The prelude begins in 2 major
and leads directly to the fugue in F# minor.

The fugue 1s built on the following subject, which
is stated first by the altos: (see Example 16).

The remaining 192 measures are fugal and ere based on
"Glory be to Thee. . . " Many hormonic sequences and
pairings of voloee in thirds are found. From measure 77
(page 60) to the end staggered breathing is frequently

required since the lines are quite long eand melismatic,



The movement ends in the tonic key,

Example 166 Mhas or the Holy Sgiri , "Sanctus", page 51,

meoasures 2

A"t’ro con spirite (J.»92)Lin1)
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The "Benediotus™ (pege 73), which was added to the

Mass after its first publie performance, is a highly

contrapuntal movement, In & moter, the movement is a

canon at the fifth, ninth, and thirteenth below, with

each entry at the distance of one memsure,

It 4s in

A mejor and 1e modulatory through the middle portion of

the movement,

the name of the Lord",

The text ia "klessed is lie that cometh in

For the most pert, the canon is

striot throughout, sand leeds directly to the next movement.

The "Hosanna" (page 81) uses the fugue subjeot from

the "Ssnctus" (see Example 16),

The subject,

in the

soprano voice, is accompanied by the other voices which




are souetimes imitative of

the soprano.

short (26 measures) and remains in A wajor,

octave between the tenor &nd sopranoc.

26

It 18 very

The finel movement, "Agnus Dei®, is a canon st the

The remsining

volces :mitate motives of the subject and rill in the

harmony (sece “xample 17).

Fxample 17, Mess of the loly Spirit, "Agnus Dei", page 8,

megcures

1 to 50

Lar,o (d=60)
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The twenty-seven measure sublect is repeated three times.

The slx measure code uses the seme muslc a8

the Myrie".

the plea for mercy and the granting of pesace,

the coda of

The final movement is very soft, 1llustreting

It is lerge

and elthough there are several modulations, the harmony 1s

gonerally diatonic,

The final cadence (see Example 18) is
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(modal I, VII, I).
The vocel renges in the }Mass are mors extreme than
any of thompson's other works (see "xample 15)., The length

of this work, compounded by 1ts helnr a esrpella, increases

the vocal difficulties., It can be concluded that this
work requires matured &nd well-tralned voices for a

satisfactory performance,

Example 18, Mass of the Holy Spirit, "Agnus Dei", page 92,
moasures 86 To B9,

Laryo (J,‘O)

Example 19, Mess of the Holy Spirit, vocal ranges,

Soprano slto tenor bass
§y = n e p oA
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CDE TO THF VIRGIXIAN VOYAGE

The Ode to the Virginian Vovage waes written in

1957 with acoompeniment for orchestra or plano, The work
vas commissioned by the Jemestown Festival, in honor of
the 350th inniveraery of the first permsnent f£nglish
Settlement in the New World. The first performensce was
in Williamsburg, Virginie, on the opening day of the
Jhuosﬁown Pestival, April 1, 1957, by the Forfolk Symphony
Orchestra, the ¥orfolk Civic Chorus, and the Choir of
the College of William and Mery, Fdger Schenkmen, Conductor,
The text was written in 1606 by Micheel Drayton
(1563-1631), as an exhortation to the settlers to "Go
iﬁd subdue”, Thompson divided the work into seven
movements, using musical forms that were populsr in the
early seventeenth century, "moving from sarabande to
hornpipe, from glee to ballad to madrigal. Of distinetive
and memorable beauty is the portion of the poem extolling
the wonders of Virginia. . « "7 "The composer invokes
the styles of Pureell and Handel and dence ferms, , « %o
set of{ the Drayton poem, but there is also a pretty folk=-
like tribute to Virginie. . . M8

70bar161l0rowdor, concert review, Musiocal America,
July, 1957, vol. 77, DeDe

BRaymond Ericson, concert review, Musiocal Amerieca,
July, 1960, vol. 80. Pe 380
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Since Thompson chose to set the work in a style
popular at the time of the founding of Jamestown, asny
antiquerian feetures are used throughout the composition,

The first movement, "3infonia”, is e French Overture--

sarabance and nornpipes The sarabande, largo maecstoso,

begine fortissimo with 1ts principal subject (see Txample 20).

anmple 20, Ode to the Virginian Vovace, fivrst movement,
"sinfonia", page 3, messures 1 to L.

’} L;’:r’o ﬁ.csf-“ (J-f‘).

L L] ? >

After two statements, tha secondary subject i1a introduced,
piano, and ropeated. The sarabande is in g meter, and uses
dotted rhythm predominantly,

The hornpipe, in ﬁ mater, is much fastar, and is light

end staccatissimo in charanter, It is a nphrase hy phrase

pley between the woodwinds and stringa, The theme haes »

prevalling rhythmic nattern (see ¥xample 21),

Examplo 21, Cde_to the Virgipnian Vo%age, {irst movewment,

*Sinfonia®, Tmage 5, measures to
Al/_,";':n.htks_(-'*—'u)

1lu_ +H ; _ZF‘

p L_ — —]
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1t begins softly, bullds volume, and moves directly into the
seoond rmovement.
The second movement, "You breve heroic minds", opsns

g¢rave, fortissimo, with & strong dotted rhythm In the

acoompaniment, The form is: Introduction, A2BA, The
chord progressions become chrometic 1In the Introduction
(see Example 22),

Example 22, Ode to the Virginien Voyags, second movement,
"You brave hepolc minds", page &, measures 1 to S,

Cr--e.(l_z"l, .
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At measure 10 (page 3), 8 series of seventh chord
sequences in Eb major with suspensions (I7, IVy, 1iiq,
viz, 117, V7, I7, etc.) 1a introduced which brings the
introdustion to & close, pilanissino, on the dominant,

The Allegro oon brio begins st meesure 25 (page 12),

fortissimo, The A section begins with the bess section
singing "Go and subdue", which is answered antiphonelly in
the sccompaniment. The tenors Jjoin in a third higher in
the next phrase, and four measures later, the altos enter
on the fifth, completing tho tonlc triads The accompaniment

doubles the melody &as the altos enter. After the sopranos
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enter, a short imitative section is heerd on, "as the
winds. . ", while the aceompaniment marks the rhythm by
sccenting the strong beats, Alter a two messure interlude,
the aecction 1ls reres:ied. The hearmeny of the A sectlion 1s
distonic, with only two brisf cadsnces to the subdominant
TR

The 3 section {measures 75 to 10l), "Your course
securely steer”, 13 quite contrasting in that it is
gonorelly plsnigsimo, chromatlz,’and hes considerable
ubisonsl singing, The chromaticism end erescendo in this
pasaage help 1llustrate the aangera of the voyege. The
accompeniment doubles the melody &nd has & staccato bass
line from measure 75 to 79 (page 17), and & lepato bass
line from meggure 8C to 91, At messure 22, a pedal point
is held for the remainder of the sectiocn, While the acoom-
paniment has rising and descending thirds, the sopranos and
tenors hold the pedal point ag the altecs and basses
descend dlatonically, ending in open fifths. The A saction
is then heard again with an extension that ends the movement
with & fortissimo "Go",

The third movement, "Farth's ornly paradiée“, Andante

tranquillo, i3 & ballad in five verses which deplcts the

bsauty of Virginia. The folk«like quality 1s helghtenad
by the pentatonic melody (see T"xemple 23).

The melody 1e strophic and variastion 1s achieved
through changing the plansg of sound {sectional solos),

key, and acoompaniment. The instrumantal vaeriation for
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the accompaniment is often found in BaroqQue music. The
first verse is sung by the tenor seotion in P major, with
the acoompaniment doubling the melody and filling out

the harmeny,

Examplo 23, Ode to the Virginisan Voyage, third movement,
"Earth's only peredise", page 2, measures 4 to 8,

\Am..re Tranquillo (J=60)
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The seoond verse is sung by the sltos in D major.
The accompaniment is basically chordal in brosd quarter
notes, with inner voices moving in parallel stepwise thirds,

The sopranos sing the third versa in F# nejor., The
accompaniment consists of portato, chordal eighth notes,
with sixteenth note obbligaeto.

The bass section sings the fourth verse in Eb wmajor.
The accompaniment features a hermonic rhythmic pattern
( 7)=.F.‘U ) which is treated antiphonally between the higher
and lower registers. The complete chorus sings the rifth
verse, firast in unison, then breaking into parts, in the
original key (F major)., The accompaniment is chordal with
gbhligate in sixteenth notes, A short orchestral codetta
ends the movement,

The fourth movement, "In keamning of the shore",

fpage 32), opens with an orchestral introduction in binery
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forme

The first part ie a fenfere, Allegro con bric, whieh

depicts the sighting of lands The fortissime fanfare is
written antiphonally with superimposed harmonies (see

Example 24),

Exemple 24, Ode to the Virginian Voysge, fourth movement,
"In kenning of the shore", page i<, measures 1 to 4.

A“t,r- Cem brio ( J l"‘)
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The second part, Largo, begins pilenc in measure 12,
It 1s s chorale~prelude on the old hyemn, St, Anne, more
commonly known as "O God, our help in ages past", Each
phrase is followed by an inversion of the same phrsse,
The complete hymn is played twice., FEarly notstion 1is
suggested by use of the breve (=) ) in the chorale-prelude.
Following the orchestral introduction, the wmele voices
enter with the fanfare figurs, answered by the women's
voices imitatively with euperimposed tarmony,

Three verses and a coda follow, Allegro con brio,
Starting pisniseimo, each verse gethers in intensity
until the movement ends, fortissimo, The verses are very

cshrometie, and eequential progreesions rise by minor thirds.
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An ostinato (j;jjj) is used in the accompaniment for the
remainder of the movement, The text of each verse is the
same: "O ye, the happiest men, Be frolic then | (repeat),
Let cannons roar, (repeat), Frighting the wide heav'n”

The lightness of the movement is characteriged in the
staccato melody; especially in the separation of the
syllable "frol™ (see Example 25),

Example 25, Ode to the Vipginian Voysge, fourth movement,
"In kenning of the shore®, page 3, measures 49 to S,

A Negro con brio (4=11¢)
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The first verse begins in F major, has sequences in
that key (measures 49 to 50), in Ab major (measures 50 to
S51), in B major (measures 52 to 55), and cadences in C#
minor at measures 56 to 57. The following verses follow a
similar plan, progressing from Ab to F (measures 58 to 65),
and Bd to Db (measures 69 to 87)., The movement 60loses with
a final statement of "O you, the happiest of men" using the
same rhythm ( I" J’?J‘l" )1J‘I J ) in the key of C mejor in
fanfare style on tonie and dominant harmony. The coda ends
grandly, with a well-marked plagal cadence, in which the
bass outlines an authentic cadence, in the accompaninment,

The fifth movement, "And in regions far”, is mariked

Larzo, and 1s an unaccompanied madrigal with a short
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otrchestral introduction and cods based on a cadense formila

reeembling sixteenth century madrigsl style (see Exsmple 26),
Exemple 26, Ode to the Virginisn Voyage, fifth movement,
"And in reglons far", page 41, messures 1 to 3,

e e tee |
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The two strophic versea are basically pianisaimo,
but builld to a forte in the middle of each verse. Although
the two verses are in F major, the introduction cadences
in & wejor, snd the coda cadences in C ma jor., The harmony
is basicslly Glstonic snd modal, snd has many sdded notes
(se2 Example 27, measures 6 snd 7)., Cross relations,
similar to those found in Renalssance mtadrigals, sre found
in messures 12 snd 25, The prominent use of parallel
fifths 1s oconciously archsic (Ses Fxample 27, soprsno snd
alto).

The sixth movement, "Thy voysges attend” (page 45),
Allegro giusto, is sudbtitled, "Fuga". Although it 1s not
always polyphonioc, until the Larpgo at the very end of the
movement., The fugue begins with unison tenor volces,

The alto section states the answer tonally on the dominsnt

degree at measure L, The sopranos enter in the tonic key
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at measure 7. The basses enter with the answer on the
dominant degree but thils statement occours two measures later
than the preceding entrances (measure 12),

Examplo 27, Qde to the Virginisn Voyage, fifth movement,
"And in regions far', page L1, measures 5 to 8,
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At measure 20, a atretto begins (sees Example 28), Stretti

are used elsewhere throughout the movement,

Example 28, Ode to the Virginisn Vovage, sixth movement,
"Thy Voyapos aifena", page hﬁmeasuros 20 to 22,

A-lle.gr-o givste (Jd=i0c)
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The verss is repeated five tlmes, but phrases ere

repeated within each verse. The movement is in C minor,

and the harmonies sometimes progress by root movements of

a fourth upward (see Example 29).

The accompaniment is

scored for strings, which double the voice parts.

s 0ixth movement,

Exsmple 29, Ode to the Virpinisn Voya
"Thy voysges attend', page 53, measures 50 to S2,
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After 87 messures of polyphony, the tempo slows to

Largo (page 59), and the next eleven measures are in

homophonic style. The text for this 1s the final part of

the verse: "And much oommend to after times thy wit",

This passage is modulatory and leeds directly into the

Finale,

The finsl movement, "Finale:

Go and Subduel"”, is
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e recapltulation of themes previously used., Txample 30
1llustretes the beginning of Movement VII, which is e
direct quotation from Movement II, messures 102 through

135 (pages 20 to 23),

¥xemple 30, Ode to the Virpinien Voyege, seventh movement,
“Finale: Go &nd 3ubdue", page 60, measures 2 to 5,

\ Allegre cou brio
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After a rallentando the sccompaniment plays a motive taken
from Movement IV, measures 83 to 85 (see Fxemple 31), while

the choral punctuations of "Gol" begin to stretto.
Exsmple 31, Ode to the Virginlan Voyage, seventh movement,
"Finale: Go end Subdue", page 63, measures 37 to 38,

Poco mederate (d=58) .
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Then the chorua follows, singing in unieon, "Virginia,
earth's only parsdise™ (measures LI to 47), which is taken
from Movement III, measures ll to 1lj., The Finale ends with

the fanfare motive in the sccompsniment and the chorus once

sgain punctuating "Gol".



The work as & whole is rot extremely difficult,
but would provide a good challenge to en ahove-sverage
high school chorus. Although pieno accompeniment is
adequete, the orchestra can add much because of richer
tone color possibilities. At times the range 1s fairly
highs The greatest difficulties would be enecuntered in
the sixth, or fugal, movement.

This new work hss many moments of
captivating charm, couples with Thompson's
elegant and artful feclility for transitionm
from one early form to the next. It is an
oueasion-pigoe of considerable merit and
fine taste.

For all tho uork'| conservative harmonic
style, it is thoroughly satisfying; Thoapson

writes for chorus and orchestra with the
utmost fastidiousness and tact; he nows the

value of brevity and how 18 relate each section
of the work to the whole.

- REQUIE

The Reguiem, Thompaon’l longest choral work, was
commissioned dby the Univefsity of Californie for the
dedication of its new music buildings. The work wes
completed on March 21, 1958, and received its first
performance at Berkeley, Califérnia, by the University of
Celifornia Chorus, Edward Lawton, Conductor (to both of
whom the work 1s dedicated) in May of 1958,

39

Icrowder, Mugical Americs, p. 5.

1OErieson, Musiocal Ameriea, p, 38.




Lo

it 18 a work of approximetely eighty minutes in
length for uneccompanied double chorus. The composer has
selected verses from the Bible for the text. "The work
is not a liturgical mess and is cast in the form of e
dramatio dielogue between two choruses depicting the triumph
of feith over Geath",ll

The Requiem is divided into five parts, each (except
the first) having many subdivisions. The scriptural
passages are arranged in three sections: parts one and
%%o have the quaiity'otxlnngntqtionqx parts three and four
are songs of pruilo: and pa}ﬁafivo.'ﬁordl of consolation,
ooncludes with a rather joyful "Allelula, amen”,

A reocording is available on loan from £, C. Schirmer
Musio Company. However, the recording is not of fine
quality. The pitch level falls to as much aa a minor third
low and there i1s occasionel poor intonation, The gresat
length of the work contributes to these flaws,

Part one, "Lamentations", is the shortest of the
five parts and is the only portion scored for triple
ohorus (divisi in Chorus II), Choruses II snd III sing
most of the material in an 6vorlapp1ng antiphonal style.
The opening measures set the mood of the rest of the
movement {(see Txample 32).

These chord progressions gradually expand in thirds.
Superimposad harmoniss, like thoss shown on the second beat

of the second wmessure of Fxample 32, are frequently heard

Nerom the vooal score published by E., C. Sohrirmer
“usio Co., Boston, Massachusetts, 1958,
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in these passeges. Chorus I enters at measurs 17 (page B)
and is limited to short motives and otcasional phrases 1n
strict chordal atyle. The form of this movement is ternary.
The B segction bvegina at measure 24 and the beginning

atyle returns et measure 49 (page 18},

Exemple 32, Requilem, pert I, "lLamentations", pege 3,
measurses 1 to 2,
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It 1a interesting to note that Choruses II and III
are in compound time (l% and 8) while Chorus I is in aimple
time (ﬂ and a). resulting occasionally in oross rhythms
of twos and threes, Although modulation ocoours, the hermony
is for the most pert diatonic. The movement begine in the
Phryglan mode on £, and ends in E mejor. The finsl cadence
is of particuler interest due to its model quality
(see “xsmple 33),

Part two, "The triumph of Feith", is divided into



three movements. The first movement, "Why make ye this
ado?" (page 32) is 38 measures in length, and ie highly
imitative, The five measure question is stated in canon
and remains basically the same in each statement (see
Example 34). Chorus I asks the question four times and is
ansvered three times by Chorus II.

Bxample 33, Requi part I, "Lamentations", page 31
measures 9i to %2. ! ' : ! !
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The answering phrase is first four measures long
(see Example 35), but is expanded to seven measures in length

for the next two entrances. The answer begins in a strict
chordal style and then becomes imitative (measures 8 to 10).
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Zxamnple 34, Requiem, part II, first movement, "Why mske
yo this ada? » page 32, measure 1,

Allegro (J=¢¥%)
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Example 35, Requiem, part II, first movement, "Why make
yo this ado?", peage 3ii;, measures 7 to 8,
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The second enswer (measure 17) is 8n extended form of the
first, and the last answer (measure 30) 1a muoch like the
second but begina a third higher,

The second movement of part two, "Whet man iz he"
(page 4S), follows without interruption., Throughout this
movernent, Chorus II “make a series of atatementa or
asks Queations which express humen doudbts when confronted
by cdeath".12 These questions (see Example 36) usually
riase a step each time they are presented,

Example 36, Reguiem, part II, second movement, "What man:
is he", psage , msasures 1 %o 3,

Allegro concise (d =po0)
A, B
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Chorus I follows each statement with Lento tranquillo
phrases that give words of consolation to each question or
statement. Both chorusea sing together from measure L4l to
64 as chorus I singa "Everlasting joyl" and Chorus II fear-
fully aska "How long Lord? Wilt Thou hide Thyaelf forever?
Shall Thy wrath burn 1ike fire". At page 61, Chorus I

returns to its slowver and more reassurirg quietness for

IZBrookhart, dissertation, page. 230.
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"His anger endur'th but for a moment, « « «" The movement
closes with Chorus II reconciled to the consolations of
Chorus I, Chorus II sings finally "Behold ye, regard, and
wonder marvelously". This movement moves directly to the
next.

The third movement of Part two, "Good tidinga to the
meek"” (page 70), 1s done completely by Chorus I, except
for the last three measures (page 79), at which point,
Chorus II repeats "Behold ye. . ." from page 69, trans-
posed to G major. The flowing and lyric meledy 1is in
homophonic style, although each part has individuality.

The movement 1s built mostly through sequential development.
It 1s in E minor and 1s in strophic variation form.,

The third part, "The Call to Song", 1s divided into
four movements, The first movement, "Be filled with the
spirit", 1s sung by Chorus I alone. This short (31
measures) movement consists of three statements of a six
measure round and a coda, After the initial solo statement
in the soprano voice (see Example 37), a contrapuntal
acconmpaniment is added as it moves from Alto I to Alto II,

The ments voices, in three and four parts, are used
only for interjections of "None answer'd" after eaoh
statement of the them, and "None giveth ansawer" at the end.

"0 let the nations be glad", the second movement
(page 83), 1s a fugue of moderate length (65 measures)
for Chorus I using the following subject: (see Example 38).

8tretto is found at page 85, measures 19 to 20, and



Example 37,
with the sapir

» Page

Lenzo e sereno (Jz‘o)
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Reguiem, part III, first movement, "Be filled
Ig" 80, measures 1 to 6
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Example 38 Rggu%gs part I11I, second movement, "O let
the nltion; e gle l.'pugo 8 : meaauree 1 to 3:

Lcnlo e sereno (d=60)
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page 86, measuree 28 to 32. A countersubject ia not con-

sistently atated at the opening in each voice. The fugue
is in G major, The five measure coda is in C minor and
serves aa a transition to the next movement. It is in
homophonic style and is sung by the lower three voices.
The third movement, "8ing unto Him", is also for
Chorus I, which s divided in varioua combinatliona up to
seven parts. The greateat portion of the movement pits

the men's voices against womsn's volces, both singing,

"31ing unto Him". The antiphonal phrases use melismas
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composod prinvarily of siiteenth rnotes In parsllel thirds,

Allsgro con spirito.

Occasionally the text, "3ing unto Him", sscends
from voice to volce, utilizing the first and fif'th degrees

of the scala in the style of a fanfare (see Example 39),

Exemple 39, Regulem, part III, third movement, "Sing unto
Him", page 91, measures 1 to 2,
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"Palk ye of all His wondrous works", whisch 1s used five
times throughout the movement, is in a striot ehordsl style.

The movement is in F major throughout snd the harmonies
are diastonioc, However, triads are occasionally super-
iamposed when the antiphony overlaps. The movement ends
on 8 unison Ab and moves directly to the next part.

"Utter 0 Song", the fourth and final movement of Part
three, begins with twenty measures in declamstory style
which serve to introduce a second fugal section. A tran-
sition from measures 17 to 20 prepares for the fugue in
C majors After the introduction, Chorus II sings the

fugue, beginning &t measure 21, and %is joined by Chorus I
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for the code, The fugal subject is an extended version of
the subject of the previous movement (see {Fxample 38), The

movement ends, fortiassimo, in C major,

The fourth part, "The Garment of Praise” {page 120),
containa five movements. The first movement, “Sing with
the spirit", 1s a sixteen measure pisnissimo antiphonal
chorus of a devout mood. The next three choruses eesoh
begin with a recitative for the baritones., "Let every
thing that hath breath", the second movement, is an anti-
phonal chorus with muoh overlapping, The harmonies sre
diatonic throughout in Bb ma jor.

The third movement., "Let them give glory" (pege 130),
is in four seotions, each set off by a doudble dbar. The
firat section 1s a six measurs recitative for the baritones,
The next section (at measure 7) is an antiphonsl setting of
"Let the earth rejoice"™, It i1s in Db major but cadences
in F major, The third section (at measure 31), "Let the
mltitude be glad thereof”, 1s an imitative section. The
fourth section (at measure 56) 18 a restatement of the sesord
section with a majestic three measure cods.

The fourth movement. "Praise Him all ye sters of light"
(page 150), 18 also divided by double bars into four sections.
The nsxt section, scored for four~part women's voices, la
fourteen measures long (measuree 9 to 23), A sustained
melody in F mejor, characterized by octave lesps in the
sopraro, is sung against humming in the lower voices which

hovers between two chorda in eighth note stepwise movement,
The thlrd section (measures 24 to 43), "And all the sons
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of %2d shouted for 1oy", bagins Aissonantly and imitatively,
The superimposod fifths 1n the men's volces are answered

by the women's volces. The harmony becomes more consonant
as the antiphonal effect continues. The fourth section
(measures Ll to 95), "Por they went at large like horsea",
contains much text painting., The stacosto notes, leaps,
and quick tempo sugrest the galloping of horses and the
leaping of lambs (see ¥xample LO),

Example 40, Requiem, part 1V, fouith movement, "Praise Him
8ll ye stars o% iignt", page 146, measures 70 to 71.
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The movemens ands in & homophonic setting of "Praising
Thee, O Lord", in the key of P major.
The finel movement of the fourth part, "I am their

aisle” (page 176), 1s @ vsry qulet section that begins in
strict chordsl atyle. "I will praise the Lord., . . ",



baginning 2%t measure 12, is set antliphonally between the
two choruses. The 4Ab tonslity 1s maintained throaghout

the thirty measure movement. The movement ends with the

musical materisl which opened,"Sing with the spirit”

(compare nares 120 and 178).

The fifth part, "The Leave-taking" ({(page 183), 1is

divided into five movements. The firat movement, "Ye
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were sometimes darkness", opens with a twenty-five measure

introduction (meesures 1 to 12), and Chorus lI repeats

an almost-exaat version a step higher (measures 12 to 26),.

The rest of the movement, "Walk as children of light"

(measure 27), consists of an extended entiphonel davslopment

of two themes (see Examples 41 and L42),

Example 41, Requiem, part V, first movement, "Ye were
sometimes darkness  , page 157, measures 26 to 27.

C'istesso fen’ol ma chijaro
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Rxemple 42, Requiem, part V, first movement, "Ye were
sometimes éarEneaa“: page 162, measures 48 to 49).
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Througaout the movement there is a ateady guarter
note movement in the bass volce which serves as & text
painting device. There is much parallel third motion and
motivic imitatlion,

The second movewent, "The Lord shall be unto thee"
(page 209), 1a very short and is scored for only Chorus II,
An outstanding feature is the use of a pedal point in
the soprano voice through the last two«thirds of the
movement, The overlapping of the rhythmic figures serves as
a text painting device for “"sn everleating light",

"Return unto thy rest”, the third movement (page 212),
is also very short and la sung by Chorus II alone. It is
homophonic in style., The outstending feature of this
movement is the root progressions of a second (up or
down) from measurss 26 to 32,

The fourth movement, "Thou hast given him" (page 215),
like the two preeeeding movements, ls very shor$, very
quiet, and is sung by Chorus II, It is similar in
msical materisl to the opening portion {(measures 1 to 13) of
"I am their music”.

The Requiem concludes with "Amen snd amen, alleluia"
(page 218), a joyful and triumphant chorus based on two
themes, The "Amen" theme (see Example L3) 1is fugal in
quality as compared to the "Allelula", theme (see “xsmple LL),
whioh is accompanlied in chordsl style. These two estyles
are altsrnated until measure 95, where the themea are sung

simultaneocusly. The chorus builds to a olimaex after which
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the tempo 18 slowed and the dynamic decressed to a

vianississimo ending irn E major,

Txample 13, Requiem, part V, f3fth movement, “Amen and
amen, allaiuIas, pego 218, measurea 1 to i ’
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Example L, Reguism, part V fifth movement, "Amen and
amen, alleiu!aﬁ, pa}o 221, measures 22 to 55.

A major difficulty involved in performance of this
vork is mainteining the pitoh over long pessages. The
present writer feels that "3ing unto Him", "Praise Him all
yo sters of light", "Ye were scmetimes darkness", and "Amen
snd amen, allelula", are overlong and tend to be monotonous

besocause of excessive repetition of simllapr meterial,
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Reviewing the premier performence, Alan Rich had the

following comments:

To offer a work of these proportions
%o a university chorus is to flirt with
danger, and it is likely that a supporting
piano will be needed freguently and impor-
tantly, as it was in Berkeley, whenever the
plece 18 sung, Within its oconservative
framework the work has many moments of simple
and poignant beauty, and the oompoaerts
cornmand of choral color 1s well encugh
known not to require mention here, It
cannot, however, be prooluintg a composition
completely devold of tedium,

GLORY TO GOD IK THE HIGHEST

Glory to God in the Highest was written in 1958

and is a cappella., It 1s dedicated to Harold C, Schmidt,

The text is taken from the Gospel According to St, Luke,
II: 14; "Glory to God in the highest, and on earth
peace, good will t'ward men,"

The form of this plece is ternary (ABA), The A
sections are twenty-nine measures of Allegro spiritoso.
An interesting aspect of these sections is the frequent
metric changes otPf. g’ g’ and &. which are used to
maintain the natural speech rhythms (see Example L5).
The sections are generally fortissimo throughout and
vitally rhythmie., Only the words "Glory to God in the

highest” are ueed for the A sections. The harmony includes

13A1an Rieh, "Current Chroniocle", The Musical Quarterly,
XLIV, no. 3 (1958), 367-370.
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meny passing seventh and ninth chords and is in the key

of C mejor.

Example 45, Glory to Cod in the Highest, measures 1 to 6.

A |\¢1ro srirﬂ‘ou (d=ae)
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The remeining text is set in the twelve measure
B section {meesures 30 to 42), It is much slower, softer
and restrained. A a meter is used throughout, It is
charscterized melodically by e diestonicelly descendinrg bass
line. The harmony is modulatory and cadences in E minor,

The second A section 1s an exact repeat of the firet
A except for the final cadence, The most diffiecult sspect
of this plece lies in the changing meter sand dislocated
sccents, The vocal renges are not extreme and the lines

generally move diatonically,

THE GA HEAVEN

The Gate of Heaven is elso a osppella, It was
written in 1959, and ia dedicated to Arthur S, Talmadge
and the lollins College Choir, in memory of Stephen
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Davidson Tuttle, The text consists of three verses from
the Old Testament: Paalm 122: 1, "I was glad when they
said unto me, Let us go into the house of the Lord";
iiabakkuk 2: 20, ". « s the Lord is in His holy temple:
let all the earth keep ailence bkefore iHim"; end Cenesis 28; 17,
"¢ « o this 1s none other but the houae of God, and this
is the gete of Heaven",
The form of thia elighty-two measure composition is

ternary., The muaic for the A sectiona is aimilar.
However, the end of the final A (measures L9 to 82) 1a
altered (for example, measure 60 does not exactly corres-
pond to measure 12), The following table illustrates the
form, measures, and keys:

A B A

1-27 28-48 982

D +} |y
An interesting rhythmic device 1s the augmentation &nd

diminvtion of a six note motif in the ovening of the A

Section (see Example L6).

Example 46, The Gate of Hsaven, measures 1 to 3,
Al\tgro con sP;r;'h, (o =89)

The B section, in addition to being slower (Lento
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moderato), 1s also quieter, more sustained, and in chordsl
style., FParallel triads and seventh chords sre aleo
characteristic of this section,

The plece 1s not generslly difficult, however, the
singers may find trouble, rhythmically, when the best
is divided into one, two, three, or four notes. Tenors
may bhave difficulty when the renge rises to g', a', and
b', 3ince there is muoch text repetition and many harmonic
sequences, the conduoctor must be well aware of line, tone

color, and dynamics, if an interesting performance is

desired,

TEE BEST OF _ROOMS

The Best of Rooms is aleo a ceppelis. It was composed

in 1963 and dedicated to William and Edith Ballard, The
text was taken from "Christ's Part” (1647), by Robert
Herriok:

Christ, He requires still, whereso'‘er lie comes,

To feed, or lodge, to have the best of rooms:

Give Him the choloce: grant Him the nobler part

Of all the house: the best of all's the heart,

The tempo marking is Adagio intimo e devoto, indicating

an intimeate and devotional mood of the piece. 3tarting

in Ab major, the upper voices move smoothly and ohordally
over a pedal bass note, The first two lines of poetry sre
set in fifteen measures, The next line beginxz~ in strophie

form; but the lines are extended after the first few measuras,
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From mesaures 20 to 29 chromsticiam, enharmorie progresaions,
and irregularily resolved dominant aeventha ocour. The
climex of the compoaltion is reached between messures 29 and
39 in diatonic and easy intervala., As the compoaition
gonoludes, the bharmony in the cadence becomes model, The
laat two chords (dominant seventh on the subtenic degree

to tonis) aound much like a plagal oadence (see ZExample 47).

Eximplo 47, The Reat of Rooms, measurea U5 to SO0.
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The msjor diffioulties are the singing of enharmonioe

intervels and chromatic harmony.

A FEAST OF FRAISE

A Feaat of Praise wes written in 1963, It wsas

comrissioned by the Depertment of Music, Stanford University,
Palo Alto, California, and is dedicated to Harold C

Schmidt, Director of Chorel Music, Ita first performance
was at Stanford on August 11, 1963, The eccompaniment is

scored for brass choir and harp, or for piano. The work
is in three movements and is approximately fifteen minutes
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in duration. Although the work haa not yet been formally
published, a photolithographic print has been made availabdle
prior to formal publication,

The first movement, "The Stars in Their Watches",
is in ternary form with a coda, The text is tsken from
Baruch 3: 34, a book of the Apocrypha. The melodic contour
of the A section (measures 1 to 34) i1s generally descending
and diatonic (see Exemple L8). The harmony is diatonic and
many sequential proggolalonl are useds Lach phrase ls

answered dntiphonnllf bj the brass choir,

Example L8, W firet movement, "The Stars
in Their Hntc o8 , page 3, measures 7 to 9,

Alleat-o luoderq'fo (d=g0)

The B seotion (measures 35 to 74) is modulatory
and consists of major chords progressing up a whole step
and back agsain, Fsch three-note pattern is snawered in
the accompaniment in an overlapping manner {see Txample 43).
only "Here we be", 1s used for the text, The B
section begins piane, bullds in volume to s forte, snd

returns to pianisgime, There 1s muech repetition eof
progressions in various keys and the motive is usually
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_J_J,L , sometimas _JliLL » and finally _4:£:E:EL£¢L1149_.

The lest six measures coneist of 2 fortissimo "Here we

be" which leads to the return of the 2 section,

FExemple 1,5, A Peast of Fraise, firat movement, "The Stars
in Their NWatches', page i, measures L3 to L6,
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As the A seotion return at measure 75, minor rhythmic

changes are made to aceomodate the new text, After the
restatement, the codea, which uses materisl from the B
section, begins at measure 10, The chorus ends on a
unison C as the acocompaniment plays an F major tonic triaed.
The firet movement is more treditional in hermonyg
then the other two movements. Chords are tertian, and,

except for the B secion, ere diatonic. The key of the
B seotion ahifts frequently and suddenly.
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The second movsment, "Nocturne”, 1s Built on a single
verse from Psalm 81: 3: "Blow up the trumpet in the new
moon"., Text painting 1s evident in the mslodic line which
suggeats the blowing of ¢ trumpet, The ocutlined minor
seventh 1s a cheracteristioc which is outstending (see

“xample 50),

Exemple 50, A Fas £ Praise, seoond movemens, "Nooturne",
page 15, measures g %o B,
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The motive is passed from tenor to alto, soprano,
and bass. Between statements, harp arpeggioa provids a
harmonic beskground bullt basically in fifthe, As the
bass voloe ends its atatement, the other voices gradually
snter with 8 lesp of a minor aeventh (outlined in the first
statement of the theme of this movement), The firat
section ends with a si{x messure chordal settiny (see
Example 51).

There is a predominent use of quartal harmonies, and
the tonality is indeterminste. An interlude of herp
arpeggios leads from thie point (measure 25) to meessure 36,
where the trumpet pattern (see Example 50) is stated in the
socompaniment by Trumpet I. The chorus answers "in the new

moon” with a leap of the characteristic seventh. This
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pattern ls repeated after a few ninth chords in the accom-
peninent, The chordal setting of measures 20 to 25

(Example 51) is repeated a half step lower with trumpet
answers in an antiphonal style., The movement ends in unlson
against a ninth chord. The low scoring of the horns at

measurce 53 1s an interesting effect,

Example 51, A Femst of Praise, second movement, "Yoeturne”,
pege 16, measures o .

The text of the third and final movement, "God is
gone up with a shout", is taken from Psalm 47: 5-7.
Superimposed chords are used throughout the movement, and
there are meny chords built in fifths, Metrie changes
are used frequently (ﬁ t’ 6 5 3, and g) to properly
acocent the text and to provido rhythmic interest. The form
is ABAB GCoda, with a vocal fanfare passage placed batween
B and A, and B and the cods,

The A section (measures 1 to 25) is scored antirhonally

for the ochorus and braaa cholr with both groups in homo-

phonie style., This points to a new rilae in importance In



the accompaniment, since previous antiphonal effects
were used hetween two choruses (see Exsmple 52), After
repetitiones of the theme, it appears in diminution
(measures 16 to 19 and 21 to 25), The harmony is built
in fifthe and the melodic line is Iin declamatory style,

Exawple 52, A Peast of Ppaise, third movement, "God is
gone up with a shout', page £2, measures 6 to 8,
flcqro <on spirite (d=feo0)
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The B saction (measures 26 to L) 1s characterised
by accompanied sectionel solos, The melody contsine complex
rhythmie groupings and appeers firat in the scyrsno, then
slto, tenor, snd bass, The sdcompaniment ccnsists of
triplets, ag:zinat which sre pitted Avplets and sspturlets
(see Txsmple 53},

The fanfare at messure 4!, "Sing ye preise”, relates
to the "trumpet” motive in the second movement (Fxemple
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Example 53, A Feast of Fraise, third movement, "God 1s
gone up with @ shout", page 2, measures 26, 29,
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50). The A section is restated at measure 50 and the B
section at measure Al,

The coda, whioch begins sfter another fanfare at
measure 93, is instrumental and uses meterisl from A,

The chorus enters in the last four measures in unison
against a ninth chord,

This work differs in style (quartal harmony, irregular
rhythmie groupings, antiphonal use of instruments against
voices, etc,) from Thompson's prévioualy traditionel and
congervative writing, Tha 4ifflcultles encountered when
performing this work inoiuda disszonant harmony, co-ordination
of the sonflicting rhythmic grourings (see Fxamples 52 end 53),

and telance brtwecen the volecs and instruments.
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PART IIT, STYLE CHARACTFRISTICS

Of the various asources cf teoxt nse? by Thompson,
the Bible 13 the most frequently vaed, with the greater
emphasis o the 0ld Testament, Thompson telieves that,
"In one Book or enotner, the Pible seys everything that
one could wish to say in a sacred text and says 1t in
the most beautiful way."ll

The Book of Psalms, generally & favorite source, is
used for only three compositions: The Gate of Heaven,

A Feast of Pralse, and the Reguism, Verses from other

books of the Pible are comdined with the Book of Pkclms

for these compositions. The Pesceadble Kingdom, whieh

prophesies the rewards of the righteous and wicked, 1is
baged on verses selscted from the Prorhecy of Isalah,
Thompson carefully selected the individual verses so they
would dlend into the framework of the somposition,

The Xew Testament is used as a source for Slory to
God 1n the Highest and the Requism, the latter of which

contains verses from various sections of the Bibles Tart

of the text of A Feaat of Praise is from Baruzeh, a dbook

of uncanonized books helonging chronologically between

ths 014 and Few Testaments.,

Rardall Thompson, unpublished essay on the Reguiam,
obtaineble on loan from F, {. Schirmer Musioc Co,,
wWashingteon St,., Boston, Massachusetts,
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% few of his religlous works are non-Biblical, The

text of The Test of Rooms was taken from a poem by Robart

Herrick, a seventeenth poet, The Mass of the lioly 3pirit

iz bssed on the Ordinery of the Mass, and 18 sung in English,
except for the XKyrie.

The poems of three contemporsry poets hsve been
set by Thompson: Robert Frost, Frostians; Stephen Vinoent
Benet, Rosemsry; and Hilaire Belloo, Tarantella,

Texts bssed on writings of historical significarce

include the six Odes of Horege, the Ode to the Virginiesn

Voyege, By Miohael Dryton, and The Teatament of Freedom,

which is tsken from three writings of Thomes Jefferscn.

The text of Americana is five anonymous writings from

"The American Mercury" magasine, Now I lay me down to

gleep is based on the well~known verse from "The New

England Frimer", Fuepri Hebrasorum is the only oomposition

with a text written by Thompson.

Thompson prefers texts which have borne the test of
time~~-the Bible (and books of the Apoorypha), Jefferson,
Robert fHerriock, Drayton, and the like. HReosnt and oon-
temporary writers are utilized quite sparingly.

Thompson's melodic writing 1s generally dietonio and
is frequently modale Chromaticism is employed only
occasionally to heigihten dramatic feeling, such as in the

Ode to phe Virginian Voyege, Movement II, measures 75-32,

A few uses of pentetonic sceles can be fourd in ‘he Fasceable

Ainrdom, opening of the sixth chorus, and in the subject
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of the third movement of the Cde to the Virginian Voyage.

The use of pentatonicism 1s usually meant to convey a
folk-song quality.

Thompson's lines sare Individually interesting and
can be sung wilth case. The smocthness ir hils melodilc
lines is comparable to sixteer:th cantury vocel style,
woich he snnarently admires,

“elodic development 18 achieved mainly thrcugh
sequencing, However, themes are often extsnded and
devsloped motivically, Phreses are generally balanced
when the poetry 18 set. When prose is set, as 1in The
Testament of Freedom, phrase lengths are scmetimes irregular,
The mood and nature of the text 21s0 play a key role in
the use of lyric, recitative or declamatory melodic
writing, Thompson also uses an absence of lyrical melody
vwhen a8 purely harmonic style 1s desired, Examples of these
latter three types (recitetive, declamatory, and absence of

melody) are partieularily evident in The Feaceable Kingdom.

Text painting is used by Thompson. In the Hequlem,
long melismatic phrases are used to describe "sverlasting”,
"life", snd "alive" in Part II, and cross relations are
used to describe "darkness"in Part V, Text painting 1is

usually used for a general idea, auch as planiesimo for

"3rant us They peace", a descending line for "Thou art
dissolv'd", and a 1light, staccato setting for "O you, the
heppiest men",

Thompson's contrspuntal technigue is an important
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cherscteristic of his style. Toints of iamitetion, cenon, snd
fugeto ocenr frequontly., Tho davices of augmentetien,
diminution, 2nd Inversion are used to & lesser oxtent,

Canons sre particularily evicdent in the Msss of the Holy

spirit, Lowever, it is easy to overlock much of the
countergoint because it seems so natural srd sponteneous.
The narmony used by Thomnson 1s gencerally quite
traditionel, Tonality is usually major or minor, but
modeal hermonies are a vitel part of Thompson's strle,
Chords are almost always tertien., Quartsl harmonies
are vaed for emphasis, such &s in the third chorus c¢f The

reaceable XKingdom (see Txamnle L), Chremcticism is used

ocoasionally, such as at the opening of ths second movement

of the Cde tc the Virginiepn vVoyspe {see Fxample 22) to

heighten dramatic feeling., 4lthough superimposed chords
are not the norm, somcexamples are found, such as at the

opening of the fourth movement of the 8de to the Virginian

Voysge (aee Example 24), and the first movement of the
Requiew (see Txample 32). They usually result from
overlapping voices,

Probably the m:ost characteristic harmonio devices
used by Thompscn are sequencing and intervallic end
triadio parallelism, particularily psrallel sixths or
thirds and parallel first and second inversion triads,
Saventha, ninths, and added rnotes are commonly used with
triads,

“ross relations, another infrequently used devioce,
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occurr in the fifth movement o0f the Ode to the YWirginian

\pve.cc, and ere in imitetion of eixteenth century madrigael
atrle. They sre elso used in fhe Tequiem for extraordinary
effects o illustrate "dsvkness”),

In ¢3dlticn to hraditicrnsl antheantic snd rlagel
cadercas, =odnl criercrs {subtonic to tonic and ohhears)
cre freguently used,

"stural speech rhythms of the text ctresnzly irnfluence
the rhytimic ratterns 1ir Thompscn's chorsl music, PRhythms
geem to be chosen primerily for their suftability in pro-
Jecting the text, Thompson uses three means to maintain
nstursl speech rhvthma: first s the use of freguent

metric changes, &s In Fesgt of Prelses sscond fs Irregulsr

siubdivisions of' the hrat (see Txamrle 52); srid third 1s the
manipuletions of rests end eyncoprations within the existing
time signature {see Ixample L), The latter metho? is the
most comnron,

| The forms of much of Thowupson's chorel muslc are
sectionel, following the subdivialons of the toxt,

Ternary Torm 1s used for some smaller works, szuch as

Glory to “od in the Highest and The Gste of lieeven, Qther

smaller works, suci as The Last Jords of David and Allelula,

&re turougn-composed, Thompson uses a«veral methods for
unifying large works.

I have long felt the nae? for gronurs
of worke which sre somehow relsted tc esch
cther to avold & petchweork of lsclrieqd,
heterocerneous works, however exesllent In
themselves, DSuch groups or cycles of
cr.orugses cen be of tbree grorerel kirds,
with some possible overlepping: (1) those
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based on a unifying 1dea (imericena); (2)
those drawn from the work of & single
author (Odes of Horace:; Rosemar he

Testament of Freedom e to the Virginian
Voyeare] Frostiana)j and thoae based on e
unroiaing of 8 dramatic narrative (The

Peaceable ggngdom: Maas of the Holy Spirit;
aquiem;,

Unity is also achieved through the cycliocal use of

thematic material, such as in The Peaceable Eingdoem, and

through the use of motivic or thematic elements in different
passages of a work, When thematioc material is returned,

such as in The Gate of lieaven, the texts are occasionally

changed to make the work more interesting.

Thompson's works are very carefully edited. Inter-
pretive and expressive markings are profusely uaed,
Metronome indications appear in moat of his composition,
Releases are often carefully marked by a tied, stacocato
eighth note (J~JJ1).

Although certain works have inatrumental sccompeniment,
piano scores are included for practical reasons, i.e,,
Thompson realizes that orchestras sre not available to
all choral groups. Orchestrations are available on
rental from the publisher.

Thompson is well aware of the average vocoal range and
technique, and writea his musio within limitations whioh
do not require extreme virtuosity, His music is never too
difficult to be performed effeoctively by groups of average

competence, Besides being quite singadble, his musio

always haes a pleasant choral sound,

1SThom.paon, extended essay on Hegquiem,
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JIMMARY

Rendall Thompson hss said that "a composerts first
responsibility 1s, and always will be to write musie
that will reach and move the hearts of his listeners in
his own day".l® Whether or not one accepts this statement,
an awareness of it 1s necessery for an understanding of
Thompson's choral style. The fact that his works are so
frequently performed ilndicates that Thompson has to some
degres fulfilled this responsibillty.

ile writes at times, very impressively and grandly, and
at otner times, very delicately. He excels in small forms
and when working within limitations of expression and form.
However, the present writer feels that some of his longer
works are over-long, There 1s a tendency to overwork
material, This 1s psrticularly noticeable in the Eequiem,

Tue to the incresse in use of dissonance, harmony
in fourths and fifths, and elevation of the agccompaniment
to a plane equal to that of the singers, the present

writer believes A Feast of Pralse will indicate a shift in

style if followed by other works of similar or more progressive
tendencles,
Randall Thompson has consistently gone

~ & way of his own, little influenced by many
of the more radicsl tendencies of contemporsry

Randall Thompson quoted by Forbes, Musicel Juarterly,
Vol. XXXV, ¥o., 1, 1949,




music, evolving a style based on the sefer,
more tried practices of older masters. It is
unusual in this day to find a composer using
musical words for the moat part familar to
everyone, yet writing music that is contem~
porary in feeling and sincerely admired by his
colleagues. His splendid craftmenship, sherp
sensibility and good taste may be important
factors in seccounting for his success not onllu
with fellow musiciens dut with his audiences./

Although Quincy Porter made this statement nearly
a quarter of a century ago, it is still a valid comment

on the chorel music of Randall Thowpson.

1"‘ililz.xincy Forter, "Randall Thompson", Modern Musle,
XIX, No. L (19112)3 237"2142.
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1928
1930
1932
1936
1937
1940
1943
1947
1949

APPENDIX

List of Choral Works
Odes of Horace, combinationt
Pueri Hebraeorum, STAA Double Chorus
Rosemary, SSAA
The American Mercury, combination?
The Peaceable Kingdom, SATB and Double Chorus
Tarantella, TTBB
Alleluia, SATB
The Testament of Freedom, TTBB
Now I lay me down to sleep, 3SA

Last Words of David, SATB

1955-56 Mass of the Holy Spirit, SATB

1956=57 0de to the Virginien Voyage, SATBE

1957-58 Requiem, SATB/SATB Double Chorus

1958
1959
1959
1963
1963
1965

Glory to God in the Highest, SATB
Frostiana, combination3

The Gate of Heaven, SATB

The Beast of Rooms, SATB

A Feast of Praise, SATB

Passion According to St. Luke, unpublished

73

lg SATB, 1 TTBB
2], SATB, 1 SSAA
32 SATB, 2 SAA, 2 TBB, 1 SSA/TTBB



	Eastern Illinois University
	The Keep
	1965

	A Study of Selected Choral Works of Randall Thompson
	A. Dennis Sparger
	Recommended Citation


	tmp.1545409865.pdf.9uO8o

