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Abstract

Born in Riga, the capitd of Latvia, on February 28, 1964, Rihards Dubralis one of
the emerging composers of the great Baltic chord tradition. The scope of thisresearch isto
provide an introduction to the Latvian composer’s music and a conductor’ s andyss of

sdected Latin motets. Works to be examined include:

Sdve Regina (1992) SSAATTBB
Gloriapatri (1992) SSAATTBB

Oculus non vidit (1993) SSATTB

Ave Maria (1994) SSAATTB

Veni sancte Spiritus (1994) SATB

Rorate cadli (1996) SSAATB (with ST soli)

Veni Creator Spiritus (1998) SATB

Magnificat (2000) SSATB

The research is divided into three chapters. The first chapter is entitled, “The
Influence of Tradition,” and will briefly explore the influences on Dubra s style including
Latvian folk music, early music, and the music of the Holy Minimdigts (John Tavener,
Heinryk Gorecki, and Arvo Part). This chapter will also provide important working
definitions for terms that will be used in chapter three; these terms include minimaism,
holy minimalism, drone, ogtinati, etc. Chapter Two is entitled, “Rihards Dubra: The Man

and HisMusic,” and will contain biographicd, repertoire, and stylistic information. The



find chapter, “ The Style of Meditation: A Conductor’s Analyss of Sdected Latin Motets,”
will analyze the previoudy mentioned a cgppella motets with congderation given to style,
techniques, and pedagogy.

Rihards Dubra s music can be classified in many ways, Neo-Medievaism, Holy
Minimalism, or by his own words “the style of meditation.” It isnot by astoundingly well
soun melodic lines or amazingly complex harmonic structures that Dubrals music is
propdled, it isin the smple juxtaposition and superimposition of motives, carefully
planned repetition with subtle changes, masses of chordal sound supported by long pedals,
the fascinating yet basic rhythm of speech, and the beauty of the human voice that breathes

life into Dubra s musc.

Vi



Chapter 1

The Influence of Tradition

Every generation of musician seeksto find composers whose music not only
acknowledges and reflects the masterworks and styles of the past, but aso influences and
shapes the gtyles of the future. Rihards Dubra s one of these composers. The music of
Rihards Dubrais influenced by his heritage and compositiond influences. His influences
include early music, the music of the Baltic republics, especidly of his native country,
Latvia, and the music of the Holy Minimaids.

The Baltic Republics

The Baltics are made up of three Eastern European republics that border the
Baltic Seaand the Gulf of Finland: Estonia, which islocated due south of the Gulf of
Finland; Lithuania, which is the southernmost and largest of the three, located northeast
of Poland and northwest of Belarus, and Latvia, which islocated south of Estonia and
esst of the Baltic sea

The Bdtic countries share little common history other than centuries-long
domination by foreign political powers. Due to this foreign political occupation, each of
their culturd identities has only begun to be re-established in the latter part of the
nineteenth century, with much disruption during the Soviet occupation during the 20th
century.

Musc, in dl of the Bdtic countries, did not develop atruly independent and

nationd identity until the late 1800s.* Since foreign governments and cultures had forced

L Olt, Harry, Estonian Music, Tallinn: Perioodika, 1980.



folk music either into isolation or accommodation, and since the integration of many
other ethniic influences and multiple languages weskened any sense of national heritage?
the Bdtic music that existed could not be caled atrue representation of a nationd
culture® Large nationa song festivals provided “a powerful simulus to the development
of anationa consciousness and musical culture and established a nationdl tradition.”
The song festivals were extremely important to countries with little or no independent
nationa identity and are one of the only culturd smilarities between the three countries.

The origins of song festivals in Estonia date back to 1869.% Song festivalsin
Estonia have occurred in ether Tdlinn or Tartu on asemi-regular basis since their
inception; fourteen years (1896-1910) is the longest hiatus between festivals® Estonian
song festivas have included as many as thirty thousand participants, al under the baton
of one conductor; the distance between opposite ends of the choir spanned the length of
an entire soccer field and the top row of singers was eight stories high.”

Lithuania s song festiva tradition did not begin until 1924 and has continued
approximately every five years since that time. 8 In Lithuania as many as 18,000 singers
have been known to participate in asingle festival.®

In 1873, Latvia stradition of song festivals was started and has become a vita

part of the country’s cultural history; these festiva's have been known to draw tens of

% 1bid.
% 1bid.
* Wolverton, Vance, “Breaking the Silence: Choral Music of the Baltic Republics. Part I:
Estonia,” Choral Journal (February 1998): 21-28.
® 1bid.
® bid.
" 1bid.
® Ibid.
° Ibid.



thousands audience members and as many as 15,000 singers.*°
Latvia

Latviaisdivided into the four regions of Kurezeme/Courland (West),
Zemgae/Semigdlia (Centrd and South), Vidzeme/Liefland (Centrd and North), and
Latgae (East).™* From the German conquest in the thirteenth century through its
dissolution in 1561, Latvia combined with Estoniawas known as Livonia'? The territory
now known as Latvia has over the centuries been under various governmentsincluding
Germany, Sweden, Poland-Lithuania, Russia, and the Catholic church.®® Laviaoriginaly
gained its independence and was officialy founded in 1918.2 Although many
governments of the world did not recognize it, Latviawas annexed by the U.SSR. in
1940.° It was not until 1991 that it regained its independence.1®

Music and instrumentsin what is now Latvia date as far back as the Neolithic
period.}” Until late in the nineteenth century, most of Latvia's musical heritage was based
on Germanic influence*® From the fourteenth through sixteenth centuries Rigal s musical
environment was centered around its Stadtmusi ckanten, which were companies of
musicians® By the sixteenth century, Lutheranism had gained control, and in 1587
(Konigsburg) and 1615 (Riga) the first liturgical music books were printed in Latvian.?°

In the seventeenth century, Latvian musicians were involved in Polish and Czech

10| bid.

1 bid.

121 pid.

131 bid.

14 Boiko, Martin: ‘ Latvia: Traditional Music (I1)’, The New Grove Dictionary of Music Online ed.

L. Macy Sécgejsed 15 November 2002), <http://www.grovemusic.com>

Ibid.

18 | bid.

71 bid.

18 | bid.

19 | bid.

20 pig.



companies, and from the seventeenth through the nineteenth centuries, Latvia followed
the trends of Western European music.:

Latvian musicd nationdism, like the other Baltic countries gained strength in the
latter part of the nineteenth century and was strengthened by its enormous song
festivals®? Such festivals show the country’ s deep-rooted appreciation for the choral
tradition.

In the years of the of thefirst Latvian republic (1918-40), the National Opera, the
Latvian conservatory, seven music schoals, the Riga Symphony Orchestra, and severd
other organizations were established.?® During this period, nationalistic Romanticiam,
post-Wagnerianism, and |mpressionism became popular.?*

During the Soviet rule of Latvia, many composers were forced or choseto leave
the country in order to maintain creative freedom.? The music of the Soviet years was
under strict control of the government and much of what was written was of little lasting
vaue®® With its recent political independence, Latviaistrying to restore its culturd life.
Many organizations have been restored and many new ones are continualy established ?’

Many great, yet often unknown, composers hall from Latvia; theligt includes
Karlis Baumanis (1835-1905), Andrejs Jurjans (1856-1922), Jazeps Vitols (1863-19438),
Emils Mdngailis (1874-1954), Emils Darzins (1875-1910), Jekabs Graubins (1886-

1961), Janis Kanins (b. 1904), Aldonis Kanis (b. 1928), and Pauls Dambis (b. 1936).%

21 | pid.
22 | pid.
2 |pid.
24 | bid.
25 | bid.
26 | bid.
27 | bid.
28 | pid.



While Lavia has alimited higtory of nationdigtic art music, it hasasolid history
of folk music.2® Today, this tradition is best preserved in Latgale*° The singing tradition
is historically dominated by women.3! Solo singing was rare, but communal singing for
family and community events was the norm.32

Thebasic form of Latvian folk songsis dictated by the daina, whichis
characterized by aquatrain of two non-rhyming couplets.*® Traditiona Latvian folk
music can be separated into two main categories.®* Reditative-like songs comprise the
first category; these songs had narrow ranges, usualy limited to afifth, syllabic text
setting, text driven style, strophic form and were often accompanied by avoca drone>®
The second type of Latvian folk song was the refrain songs®’ Verses of the songs were
written mostly in duple meter and consisted primarily of shorter note vaues, whereas the
refrains would occasiondly venture into triple meter and might contain longer note
values*® These songs, like the recitative-like songs were syllabic.2® Mostly from central
and eagtern Latvia, folk songs were generdly for seasond customs, lullabies, children’s
music, or herdsmen’s songs.*° Refrains, or Ligotnes, dong with vocal drones became a

symbol of culturd identity. Other types of less culturaly important songs exist. These

29 Muktupavels, Valdis. “Latvia,” The Garland Encyclopedia of World Music, vol. 8:
Europe. Timothy Rice, James Porter, and Chris Goertzen, eds. New Y ork and London: Garland Publishing,
Inc., pp. 499-508.

0 1bid.

L Ipid.

2 |pid.

3 Ipid.

* Ibid.

% Ipid.

3¢ Boiko, Martin: ‘Latvia: Traditional Music (1), The New Grove Dictionary of Music
Online ed3 L. Macy (Accessed 15 November 2002), <http://www.grovemusic.com>

" bid.

% 1bid.

9 1bid.

0 1bid.



songs contain a variety of vocal ranges and voca drones*!

Drones occur in folk music from dl of the Baltic countries, but only in centrd and
western Latviaisthe drone essentid to awel developed style of polyphonic music.
Polyphony in Latvia, however, can be an usive topic.*? No records exist of its practice
in northern Latvia, but in the southwest and southeast records of drone songs still exist.*®
This style may contain peda drones, syllabic drones, or some combination or dternation
of both.** Some of these songs juxtapose the two types of drones and others actudlly
superimpose them.*® Often these songs would start with a solo statement of the melody
followed by a unison restatement of the melody accompanied by a drone or drones.*®
Drones might be static or changing according to the melodic content of the music.’ Pedal
drones were usualy sung on an e, a, or o vowel,*® and are common to the regions of
Kurzeme and Zemgae*® Syllabic drones were sung to the text and were generdly
combined with ostinato dements.>® Syllabic drones are common in Vidzeme®! Pedal
drones come mainly from southern Kurzeme, eastern Zemgae, and centra/northern
Latgale, whereas, syllabic drones come from southern Vidzeme and southern Latgde. In

western Kurzeme and portions of Latagle, drone singing still exists.> Drones and ostinati

L pid.

2 1bid.

* 1bid.

* 1bid.

> Ibid.

*® Ipid.

*Ibid.

8 Ihid.

49 Brambats, Karl, “The Voca Dronein the Baltic Countries: Problems of Chronology and
Provenance,” Journal of Baltic Studies 14, No. 1 (Spring 1983): 124-34.

°0 Boiko, Martin: ‘Latvia: Traditional Music (I1)’, The New Grove Dictionary of Music
Onlineed. L. Macy (Accessed 15 November 2002), <http://www.grovemusic.com>

°1 Brambats, Karl, “The Vocal Drone in the Baltic Countries: Problems of Chronology and
Provenanscze,” Journal of Baltic Studies 14, No. 1 (Spring 1983): 124-34.

Ibid.



will be discussed in greeter detail later in this chapter.

Folk music has had a strong influence on Latvian chora music and many of the
early choral composers either quoted or emulated folk music.>® In the nineteenth century,
many singing societies were formed and used folk songs as the basis of their chora
style>* Janis Cimze, Andrgs Jurjans, and Emilis Mengailis were three composers who
pioneered thiswork and established/perfected a Latvian nationd style>® Rihards Dubra
is another composer to be strongly influenced by his nationd music heritage. Many
traditiond devices, especidly drone and ostinati, can be seenin hismusc.

Minimalism and the Holy Minimalists

Another influence on Dubra s style is the twentieth century school of minimalism.
Minimdism, according to the New Grove' s Dictionary of Music and Musicians, “isa
term borrowed from the visua arts to describe a style of composition characterized by an
intentionaly smplified rhythmic, melodic and harmonic vocabulary.”™® This style was
largdly influenced by a desire to distance music from the extreme congraints of total
seridism, as heard in the music of composers like Pierre Boulez and Karl Stockhausen,
and indeterminancy, as heard in the music of John Cage>’

Many festures are characterisitic of minimdistic music, induding the following:

1) redtrictionsin melody and harmony, 2) extensve use of ogtinati, 3) limitations of

timbre, 4) often, the usage of an opening gesture that is transformed throughout the piece

33 Braun, Joachim and Arnolds Klotins, ‘Latvia: ArtMusic (1)’, The New Grove Dictionary of
Music Online ed. L. Macy (Accessed 15 November 2002), <http://www.grovemusic.com>

>4 Muktupavels, Valdis. “Latvia,” The Garland Encyclopedia of World Music, vol. 8:
Europe. Timothy Rice, James Porter, and Chris Goertzen, eds. New Y ork and L ondon: Garland Publishing,
Inc., pp. 499-508.

% |pid.

%8 potter, Keith: ‘Minimalism’, The New Grove Dictionary of Music Online ed. L. Macy
(Acc&sseg715 November 2002), <http://www.grovemusic.com>

Ibid.



or section, 5) texture-oriented forms, and 6) often expansive dimensions.®

Ealy minimalig efforts were seen largely in Americain the works of composers
like Steven Reich, Terry Riley, Phillip Glass, and LaMonte Young.>® Most of the early
attempts were energetic and full of rhythmic vitality; however, the works of LaMonte
Y oung, began to show achangein the style®® Y oung’ s music was “ concerned with
sustained sounds rather than pulsing repetition” and foreshadowed a style that would
become very popular in later years®*

Many features of minimaism are anticipated in the music of the middle ages and
many of these techniques surface in a development of the style that occurred near the end
of the twentieth century. In the 1990's anew form of minimalism, largely rooted in
tradition, choral music, and the church, became known as “Holy Minimaism.”®? The
spiritud verson of minimaism was championed by compaosers like John Tavener in
England, Henryk Gorecki in Poland, and Arvo Part in Estonia®® K. Robert Schwartz

describes Part’ s new style.

..Part’ snew gyle, like minimalism, displayed an extreme reduction of musica
means. Gone were the complexity, dissonance, and conflict...In their placewas a
musica language made up of the smplest, most dementa ingredients of
tonality...deployed with a static serenity, an ethered clarity of texture, and a
penchant for extended slences. If thiswas minimaism, it was of asort far
removead from the rapid-fire, kinetic, pop-influenced repetitions of Reich and
Glass.

%8 Arias, Enrique Alberto, “Minimalism Before the Minimalists,” Ars Musica Denver 6, No.
2 (Spring 1994): 3-15.

%9 potter, Keith: ‘Minimalism’, The New Grove Dictionary of Music Online ed. L. Macy
(Acc&ssegc)lS November 2002), <http://www.grovemusic.com>

Ibid.

®1 1bid.

%2 1hid.

%3 1bid.

6 Scwartz, K. Robert, Minimalists, London: Phaidon Press Ltd., 1996.



Each of the Holy Minimalist composers adapted this newfound reductionism in
his own way. John Tavener and Henryk Gorecki sought tradition to unify their music.
Tavener turned to the music of the Greek Orthodox Church, Byzantine chant, canon, and
devices like melodic inversion.®® Gorecki remained faithful to his heritage and used the
chant of the Roman Catholic church and Polish folk music as hisinspiration.®® Part
crested a completely unique style, caled tinntinnabuli,that was based on the music of
handbells and reduces music to smple triads and inversions of those triads.®’

The holy Minimaligts are traditiondists. They write, as has been said of Dubra,
with the essence of the Middles Ages “through the view of a man who livesin the
twentieth century.” ® This statement concerning Dubra' s style places him in the same
category with Tavener, Gorecki, and Part. They each, however, maintain adigtinctly
individua voice, while maintaining acommon auraiin their music. Among their common
characterigics is ther inclination to spiritudity and the influence of tradition and
antiquity.®® Theinfluence of Medieval and Renaissance music is an important discussion
concerning this style and specificaly Dubra s “style of meditation.” A variety of musica
elements can be used to draw pardlds between the composers of this school of
composition, amnong them the use of liturgica texts, the use and or influence of chant,
and the use of drone and ostinati.”® A brief description of some of these techniques will

dlow for the comprehension of future analyses.

% Keeble, Brian, ed., John Tavener: The Music of Silence — A Composer’s Testament, NY: Faber
and Faber, 1999.

% Thomas, Adrian, Gorecki, Oxford Studies of Composers, Oxford: Oxford University
Press, 1997.

7 Hillier, Paul, Arvo Part, Oxford Studies of Composers, Oxford: Oxford University Press,
1997.

8 http://ww.cambridgechoral e.org.uk/dubra.html

(752 See the previously mentioned sources on Tavener, Gorecki, and Part.

Ibid.



Drones

Drones, as previoudy mentioned, maintain an important role in folk music, but
can aso be found in early western art music.”* According to the Harvard Concise
Dictionary of Music, adroneis along sustained pitch, usualy in the lower voice, "% but
often, especidly in modern usein other voices. The use of drone is one of the few
musica devices common to music of both eastern and western cultures, and both early
and high music cultures.”® Originally, and most extensively used as an instrumentd
device, asin the bagpipes, hurdy-gurdy, and music for lute or keyboard, drones can also
be found in vocd music. The use of drones “acts as the indigpensable regulator which
maintains the identity of a specific meodic character or mode” ™

An early description of dronesin Western music can be found in Guido of
Arezzo' s Micrologus. In his tregtise he describes, the occursus, another term for this
technique, as alinear movement originating in a unison in which the lower voice
mantainsitsorigind pitch. While thisis the earliest description that is availadle, it is
certainly not the earliest use of the device. Walter Krliger, through his study of twelfth
century Spanish music, has presented evidence that aso suggests the existence of the
drone as an improvisaed art and has discovered, what he believes to be, symbols indicating
the usage of dronesin early musical manuscripts.”

The Holy Minimdigts, possibly because of the ancient aurd connotations, have

! Gerson-Kiwi, Edith, “Drone and Dyaphonia basillica,” Yearbook of the International
Folk Music Council International 4 (1972): 9-22.

2 Randel, don Michael, ed. Harvard Concise Dictionary of Music. Cambridge, MA: The Belknap
Press of Harvard University Press, 1978.

3 Gerson-Kiwi, Edith, “Drone and Dyaphonia basillica,” Yearbook of the International
Folk Music Council International 4 (1972): 9-22.

" 1bid.

5 1bid.

10



adapted the use of droneinto contemporary musc. Thisdeviceisimmediady evident in
an examination of the music of the holy minimaist composers. Drones can be classified
as pedd drones, which can be on asingle pitch or multiple pitches, and arecited or
gyllabic drone, which is the rhythmic rateration of asngle pitch using the rhythm of the
text.”® Examples of these types, along with Dubra s affinity for single-pitched, syllabic,
harmonic, and cluster drones, will be discussed in further detail in chapter three.
Odtinati

One of the other important devices that Dubra borrows from antiquity is the usage
of odtinati as agructurd and unifying device. An odtinato is“amelodic and/or rhythmic

nl7 New

figure that is persstently repested throughout a composition or a section of one.
Grove' s Dictionary of Music and Musicians gtipulates that the surrounding musica
materiad must be changing,”® although this rule does not aways hold true, especialy in its
twentieth century application. Ostinati originated in the Middle Ages, if not earlier,”®
dthough the technique is not fully described until Zarlino's Le institutioni harmonichein
1558.8° The term itsdf was first gpplied to music in Berardi’s Documenti armonici

(1687).8* Composersin the Renaissance, especialy those of the Franco-Flemish school,

used ostinati as a unifying device2 Many motets are based around this principal and

78 Brambats, Karl. “The Vocal Dronein the Baltic Countries: Problems of Chronology and
Provenance.” Journal of Baltic Studies 14, No. 1 (Spring 1983): 124-34.

" Randel, don Michael, ed. Harvard Concise Dictionary of Music. Cambridge, MA: The Belknap

Press of Harvard University Press, 1978.

'8 Schnapper, Laure: ‘ Ostinato’, The New Grove Dictionary of Music Online ed. L. Macy
(Accessed 15 November 2002), <http://www.grovemusic.com>

9 Randel, don Michael, ed. Harvard Concise Dictionary of Music. Cambridge, MA: The Belknap

Press of Harvard University Press, 1978.

80 schnapper, Laure: ‘Ostinato’, The New Grove Dictionary of Music Online ed. L. Macy
(AccegsegllS November 2002), <http://www.grovemusic.com>

Ibid.

82 Columbro, Mary Electra. Ostinato Technique in the Franco-Flemish Motet: 1480-c.

1562. Ph. D. diss., Case Western Reserve University, 1974.

11



include compositions by composers such as Ludwig Senfl, Nicolas Gombert, Loyset
Compere, Jean Richafort, Adrian Willaert, Orlando Di Lasso, Cristoba de Moraes, and
Josquin des Pres®?

Odtinati can be treated in variousways. A purely rhythmic ostinato may employ a
sngle pitch, or occasonaly multiple pitches, if the ogtindti is divided between more than
one voice, usudly, apurey rhythmic ogtinato is combined with a group of non-repetitive
or “free” pitches®* Thistype of ostinato evidenced by the thirteenth century rhythmic
modes, medieval and Renaissance isorhythm, and dance rhythms of the same era®® It is
common to have instances where the rhythm and pitch are combined in repetitive
patterns. |sorhythm serves again as an example of this treetment. In the Baroque period
many composers would place a rhythmic/meodic ogtinato in the bass line of a
composition. As aresult, the composition developed an harmonic ostinato pattern, or
ground bass.®® A popular form of this trestment among baroque composers was the
passacaglia.

In twentieth century music this technique has evolved in its gpplication to include
aseries of repeating chords that have few or no tona implications.” Other modern
composers, especidly the minimaigts, have developed the concept of progressive
transformation, in which the ogtinato figure dowly is transformed, either every repetition
or in some other pattern.®® Originally confined to the lowest voice or the tenor voice,

ogtinato usage has been further developed to include its effectsin upper or inner voices;

% Ipid.

84 Schnapper, Laure: ‘ Ostinato’, The New Grove Dictionary of Music Online ed. L. Macy
(Accessed 15 November 2002), <http://www.grovemusic.com>

& 1bid.

& 1bid.

¥ 1bid.

& 1bid.



often the ostinato will move between voices® Finally, ostinati can be superimposed, with
phrases that may or may not coincide. This trestment can be seen from the music of
Centrd Africato the music of modern composers like Bela Bartok, Steven Reich, Olivier
Messiaen, Igor Stravinsky, and even Rihards Dubra.

Ogtinati may be used to symbolize sounds, such as the trumpetsin Dufay’s Gloria
ad modum tube or horse hoovesin Schubert’s Die Erlkénig.®® The repetition of the
ostinato pattern in higher voices can be used to create afedling of insecurity or suspense
in the listener, and also may cause the loss of a sense of time.®* This disruption of time,
may be why the technique has become so popular anong minimalist composers. The
power of ogdinato isin its ability to aalow lisener to focus attention on the text and the
emotiona power of the voice.®? Dubra's use of ostinai is quite extensive and becomes
one of the hallmarks of hissyle.

Onefind technique important to the music of Rihards Dubra s pandigtonicism.
According to the New Grove Dictionary of Music and Musicians, pandiatonicism can be
defined as “the free use of severa diatonic degreesin asingle chord, the 6th, 7th or Sth
being the most usua additions to the triad. Such added notes are usudly placed in the
treble, so that their positions as natural harmonics are emphasized.”®® Dubra takes this
technique of defining tondity a step further and uses repetition and duration of a pitch or
chord to tonicize a note or key. From this point forward any variation of these techniques

will be referred to as pandiatonicism.

8 pid.
0 hig.
1 pid.
92 1pid.
% pid.
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Chapter 2

Rihards Dubra;: TheMan and HisMusic

Biographical Information

Bornin Riga, the capitd of Latvia, on February 28, 1964, Rihards Dubrais one of
the emerging composers of the great Baltic chord tradition. The only child of Janis and
Sarmite Dubra, Rihards was not the product of professonal musicians, but according to
Dubra his father played many musical instruments®* 1n 1995, he married leva Prince,
whom he met five years earlier when she was a student and he a young professor. Dubra
sad that levawas “like anew light in my life” Rihards Dubra has two children from a
previous marriage, a sixteen year old daughter, Laima, and a fourteen year old son,
Janis®® Dubraand levanow residein Jurm.

Educated in piano, theory and composition, Dubra has studied a such inditutions
as the JurmaaMusic College, the Emils Vitols Specid Music College, and the Jazep
Vitols Music Academy of Latvia, from which he earned his Master’ s degree.
Composition has been his primary focusin recent years and over the course of his career.
Dubra has studied composition with such notabl e teachers as Juris Karlsons and Adolph
Skulte.

Dubra has been Professor of Composition and Harmony a the Music Collegein

Jurm since 1985. He has also served as organist of the Church of the Mater Dolorosain

94 Unless otherwise noted all biographical and philosophical information on the composer comes

from the following two interviews: Dubra, Rihards, interview by author, 14 August - 2 September 2002,

Baton Rouge, LA/Riga, Latvia, E-mail transcript in possession of the author, Baton Rouge, LA and Dubra,
Rihards, interview by author, 8 October — 9 October 2002, Baton Rouge, LA/Riga, Latvia, E-mail transcript

in possession of the author, Baton Rouge, LA..

% |pid.
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Riga (1994-96), and as cantor and organist of St. Mary Magdaene Church in Riga, where
he has served since 1990. Rihards is dso vocaigt in the Schola Cantorum Riga, the
ensamble that performs and commissions many of his chora works.
Style and I nfluences

Reuctant to discuss his compositiona process, Dubra believes theoretical
discusson regarding his music should be l€eft to the “musica scientists’ [music theorigts).
His compositiond gods, like hismusic, are quite smplitic. He says, “1 would [like]
amply to write truthful and emotional music.” According to Dubra, one of hisgodsasa
composer is to express his faith and glorify God through dl of hismusic.®® HisLatvian
setting of the Lord’ s Prayer has become a standard in many congregations throughout
Lavia®’ Dubra's fresh smplicity aso defines his philosophy on life and music - “I'm
Catholic, I'm Christian — thisis my philosophy.” °® Dubra's style and philosophies can
best be summarized by his own words.

“I try to write mudc in the style of meditation. Sometimesit longs

for the hearer (especialy, when he is not ready for dreaming or

imagination), but dwaysit islike acal to heaven, sometimeslike

avey slent cdl. To ligen to thismusic is to spend some ill, soft

time in the embrace of many sounds, which despite the many

climaxes, are mosily meant to awaken visonary thoughts. For dl

my works | had to count on atouch of divinity to write - it means, |

think, that | do not mysdf write the music. Music is dways coming

to me, and making me work. Therefore, | don't work if | have no

ingoiration, idess, feding. | don't think about structure - it naturaly

depends on the musicd impulse. Certainly, experience dso playsa

gpecid part. The Syle of my musicisawaysin afinity with

Gregorian chant or the music of the Middle Ages through the view

of aman who livesin the twentieth century.

Morethan this| cannot say - usudly | think that dl that | want to say |

23 Dubra, Rihards. Oculus non vidit (CD Liner Notes). Schola Cantorum Riga. Compact Disc.
Ibid.
% 1bid.
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have said with my music. Ligento it and it will tel you everything much

better than | can.”®°

Alesatoric writing, chant-inspired melodies, modern chromatic and extended
harmonies (with extensive use of borrowed chords and non-chord tones, especialy
gppogiaturas and often double appogiaturas), melodic and rhythmic ostinati, and
Medieva and Renaissance-like counterpoint are al part of Dubra s syle. His
compositiond language seeks to unify “minimaism and neo-romantic melodies [and
harmonies] with the intonation, form and philosophy of Gregorian, Medievd and
Renaissance music.” Dubra agrees that he is influenced by Gregorian chant and music of
the medieva and renaissance periods, but never uses pre-exising maeridsin his
compositions. Many of hismeodies are chant-like in their contour, syntax, and lack of a
prescribed meter; thus these sections of Dubral s music are designated senza misura. His
use of devices such as odtinati, drones, pardldism and harmonies without thirds
demondrates the influence of early music and Latvian folk music on Dubra s style.
Regarding the influence of folk/culturd music on his compositiona style, he responds
smply, “Everyone has some influence— I'm Latvian, - thisis part of [me].”

Anacther strong influence on Dubrd s syle is the music of the Holy Minimaists—
John Tavener, Henryk Gorecki, and Arvo Pért. About Part, Dubrasays“ | take him for
[a] spiritud professor, but we are...not acquainted.” Part’ sinfluence is especidly seenin
Dubra s large scale Missa Sgnum Magnum (a complete setting of both the mass ordinary
and mass proper texts) and in other pieces like his setting of Hildegard' s text Hymnus

caritas abundat in omnia and his sting of the Te Deum.

% |pid.
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Works

Rihards Dubra has written in awide variety of genres, including works for
orchestra Hisfirst large-scae attempt for this medium was in 1988 with his Symphony
for big orchestra. He has dso written four “ Smal Symphonies,” as he cdlsthem,
entitled, The Music in the Expectations Mist (1991), The Hymnus for the Running
Dreams (1991), The Glow of Godlike Rays (1992), and The Small Symphony Nr.4 (1996).
In addition to his symphonic repertoire he has written two concerti: The Discovery of
Fading Skylines (1991), concerto for orchestra with piano, and The Light of Eternal
Longing (2000), concerto for marimba & orchestra. He has aso written The Mill of Cats
(1995), the fairy-tae balet for children, and The Music of Moonlight Dreams (2001), for
string orchestra.

Chamber literature is d'so among Dubra s compositional output. He has written a
plethora of compostions for a variety of instruments and ensembles, incdluding Musica
Plena (1991), for eight violoncellos, The Emergence (1992), quintet for 2 vialins, viola,
violoncello and piano; The Magic with Cold Light (1992), for flute & piano; The
Remembrance (1994), for violoncdlo & piano; The Small Suite (1996), for viadlin
ensemble and piano; Divertisment (1997), for flute, clavecin & violoncello; Lux
confessionis (1997), for violoncello and organ; Visio Remissionis (1998), for marimba
s0lo; Expressia (1999), for violin and piano; The Play of Reminiscences (2000), for vidlin
ensemble and piano; The Small Mystery (2000), for percussion, soprano saxophone and
double bass, and Meditatio (2001), for ensemble of kokle (Latvian folk instrument).

Hislist of keyboard works for piano or organ is somewhat limited. His works for

piano solo include The Shatters of Reflections (1989), The Apple Blossoms Sounds in the
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Wind (1990), The Prayer of Easter Morning (1990), The Autumn Landscape (1991),
Waiting for Christmas Wonder (1991), The Autumn Flowers (1992), The Small Christmas
Prelude (1992), The Autumn Prelude (1993), and Etude for piano (1996). His piano duets
indlude The Brawl and The Strange Dance both from 1997. For organ solo hisworks
indude The Longing of Eternal Hills (1995), The Touch of Our Lady's Sght (1999), The
Litany of Forgiving Light (1999), and Meditation in the Light of Mystic Rose (2002).
Dubra svocal compositions are dominated by his chora works; however, he has
two examples of works for solo voice and instrumentd ensemble: The Music from
Underground of Winter Evening (1990), for mezzo-soprano, flute, clarinet, violoncello,
piano and triangle; and Sitivit Anima Mea (1994), Una sinfonia da camera for baritone
(voice), English horn, eight violoncdllos and two double basses. He has dso written
works for treble chorus, including Ave Regina caelorum (1997), for SA choir; and Regina
caeli laetare (1997), Jubilate Deo (1997), Cantate Domino (1997), 12 original Christmas
songs (with instrumental accompaniment) (1998), and Venite omnes (2000), dl for
children’s chair.
Most of Dubra s compositions are for mixed chorus. His chora worksinclude
Latin motets; motetsin Latvian; three mgor cantatas including Canticum Fratris Solis
(1999), cantata with text of St. Francis of Assg, for choir, oboe, horn & organ; Cantata
in Nativitati Domini (2000), for choir & orchestra; and Angelus Domini (1997), cantata
for soprano, mixed choir & organ; three missa brevis (1996, 1999, 2000); and the large
scale Missa Sgnum Magnum (2001), a setting, not only of the Mass ordinary texts, but
motets for the proper texts as well. He has aso written savera accompanied chord pieces

outsde any of the previoudy mentioned categories, including Welcome the Easter Day
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(1993), around for mixed choir and instruments with words of folksongs, Alma
Redemptoris Mater (1997), for mixed choir, soprano saxophone & organ; Oratio (1998),
for marimba & mixed choir; Venite omnes (2001), for mixed chair, flute, horn & string
orchestra; and Caritas abundat in omnia (2001), Meditatio for mixed choir, trumpet &
organ with text of Hildegard of Bingen.

Dubrad s Latin motets may be divided into two categories: 1) his purely
homophonic style, and 2) his more complex style; afew motets contain examples of both
gyles. While his complex syle is the focus of this research and will be discussed in detall
in chapter threg, it is a'so important to understand Dubra s harmonic language. The
following discusson will demondirate the important aspects of his homophonic style.

The motets that are written in the purely homophonic style are set for three to Six
voices. In this style, Dubra s harmonic language is rich and full of extended chords, non
harmonic tones, non-traditiond progressions with subtly shifting harmonies, and the use
of pardldism and smilar mation. Included in this syle are his settings of Ave Maria
(SATB - 1989), Ave Maria (SATB - 1993), Ave Maris Sella (SAB - 1996), Panis
angelicus (SATB - 1994), Pater noster (SATB - 1996), Christus natus est (SAB - 1993), O
Bone Jesu (SSATTB - 1993), Miserere Mei (SATB - 1993), Rorando codli (SATB — 1993),
O Crux Ave (SATB - 1995), Eripe me (SATB - 1996), and Exaudi nos (SATB - 1995).
Others are essentidly written in this style, but are not so grictly homorhythmic; these
pieces contain peda tones or the use of limited counterpoint, and therefore, contain
elements of both styles. The motetsin this group are Ubi caritas (SSATB - 1998),
Misericordias, Domini (SATB - 1999), and Ego sumresurrectio et vita ( SATTB - 2001),

and Quam Benignus es (SSATTB - 1996).
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Chapter 3

A Conductor’s Analysis of Selected Latin Motets

The andysis of the following motets has been done in a methodica and cons stent
manner. The motets to be analyzed include Salve Regina, Gloria Patri, Oculus non vidit,
Ave Maria, Rorate caeli, Veni Sancte Spiritus, Veni Creator Spiritus, and Magnificat.
Throughout the chapter the music for each motet has been included and the colored
labeling system from the accompanying analys's charts has been trandferred to the
Mmanuscripts.

Each motet has been broken down into large sectiona divisions. Sections are set
goart by achangein musicd material and often new odtinati or other materids are
introduced, dmost in the manner of anew point of imitation as in Rena ssance motets.
These larger sections are labeled in red with upper case Roman numerals. Some sections
can be subdivided into smaller subsections or “parts’ which aredso inred and are
|abeled with the same uppercase Roman numerd with an additiond superscript number
to indicate the subdivisons. Phrases are labeled in blue with uppercase letters and the
amallest divison on the charts, motivic groups or partid phrases, are labeled in green.
Therefore, when a portion of the prose andysis refers to something in 11-B-3, the reader
would know that thisis section |1, phrase B, mativic group 3.

It is recommended to read the following andyses with copies of the andysis
charts and manuscripts easly ble. The anadlyss chart and manuscript for each
motet are included as the firgt two figures of each new andyss Thisistruefor dl of the
motets except Veni Creator Spiritus. In this motet only the chart isincluded because the

entire motet isincluded as figures (one entire verse for each new figure).
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Salve Regina (1992) - SSAAATTBB

Salve, Regina, mater misericordiae;
vita dulcedo et spes nostra, salve,
Ad te clamamus, exsulesfilii Evae.
Ad te surpiramus, gementes et flentes

in hac lacrimarumvalle.

Eia ergo, advocata nostra,

illos tuos misericordes oculos

ad nos converte.

Et lesum, benedictum fructum ventris tui,
nobis post hoc exsilium ostende.

O clemens, o pia, o dulcisVirao Maria.

Hail, Queen, mother of mercies,

life, sweetness, and our hope, hail,

To you do we cry, exiled children of Eve.
To you do we sigh, moaning and weeping

inthisvale of tears.

Ho! therefore, our advocate,

Those your merciful eyes

turnto us.

And Jesus, the blessed fruit of your womb,
Show to us after thisexile.

O clement, O holy, O sweet Virgin Mary

Text

One of four Marion Breviary anthems, Salve Regina’s liturgica function isfrom

thefirst Vespers of Trinity Sunday until None of the Saturday before Advent.®° The text

is commonly believed to have been written by Hermann Contractus, and is a prayer for

mercy to Mary, the mother of Christ.!%*

Formal Structure (Figures 1 and 2 — Salve Regina Analysis Chartsand

Manuscript)

Salve Regina iswritten in Sx unrelated sections with subdivisons of individud

sections. Each section is divided according to phrases of the text. Section I, 11, 1V, and the

firgt haf of VI arewritten in triple meter. Section |11 is senza misura, and V and VI

(second haf) are in common time. Each section is strongly tonicized to a particular key

100 ynless otherwise noted all text notes and trans! ations come from Jeffers, Ron, Translations and

Annotations of Choral Repertoire, v. |, Sacred Latin Texts, Corvallis, OR: Earthsongs, 1988.

101 | pig.

21



\

Section |

A

A2

10

16

A3

Y Y

p mp (decresc.) pp p mp ff (decresc.) p
Primary: Primary: Primary:
¢l = Smelody c2 c3
cluster
Accomp: Accomp: Accomp: chord
al = cluster chord al al ending
bl = BI ostinato (9x) bl (6x) bl (7x)
CM
SR ==——————= ]
) =) v - | T T
Sal ve, - Re ai na, -
@ #3= = =F =
\QJU = 3 dl- 'I | 'I d | i 11 | i I | I 1
Sal ve, Re gi na,
c3 ﬁ £3] T N I e | T — F/—.\. ——*
s y—+—T+ 1+t 4»F & I G ——— i
Sal ve, Sal ve, Sal-ve, Re - gi na, Sal-ve, Re - gi
| : — cluster :
al bl . ! i. ! ending
REEES = s =
s

22

Figure 1. Salve Regina - analysis charts




NN YT YT YN

Section 11
25 A a1 | B 8 | © 42| P s B 55| F
p mp (cresc.) f (decresc.) pp
Primary: Primary: Primary: Primary: Primary:
g=A melody h i j
Accomp: Accomp: Accomp: Accomp: Accomp: Accomp:
d1=S @ostinato di di di di k1=cluster
€l=T ostinato el el el el e2
f1=B drone fl fl fl fl
Figure 1 (cont.).
_ n  C@ D (h) EQ
g_J P ) ] ! | I - ! 11 ! M| | | Ml ! ! | | . 1|
B t/jj e e e e i
Hﬂ | F(]) | | | |
A—+ T+ H+H ——— T+ F++ 1+ -t 1
b s e i i i
~ =y | | |

A
| %) 1 YL
k1
ggi HE
o) o
1 EEEE i =
- ‘\____/\_____/"‘k___,/

Figure 1 (cont.).

23




N N YT YT YT YN

Section 111
A B C D E F
65 67 68 69 70b 71-72
1 2
7
pp <f> <f> (cresc)
Primary: Primary: Primary: Primary: Primary: Primary:
chl=T ch2 ch3 chd ch5
chant
Accomp: Accomp: Accomp: Accomp: Accomp: Accomp:
[1= A @ostinato 1 1 11 11 1
m1= Bl+Il Drone (5ths) ml ml ml ml ml
nl=S @ostinato nl nl nl nl nl
f#m cHm---f#m------ cHm--f#m
hl O k¥ Y b } F\
C V4 1 1 JI é‘ﬁ_r—
- v Fr vy rr a
1 i ——
!Ju II. Sy .Il [s] HH‘ k, . I e+ t
Ch2 ] ” | I\’ L": == O -
) T
Ml S——2

Figure 1 (cont.).

24




7NN N YT YN

Section IV
A B C D E F
73 77 81 85 89 93
ff fff
01=SA Harm. ostinato 0l ol ol 02 02
p1=T syl. drone p2 p3 p4 pSatb p5c+d
01=B syl. drone g2 g3 g4 g5atb gse+d
BM (AM) --(EM) F#M EM C#M--AM

o
=
; i§‘
L1
W
. L 1
W
| 18

©

=
T
1T
T

? | | ! | | |
. p2 p3 p4 p5a p5b p6a p6b
L. | | | ! ! !
I - = I 1 I I T 1 I I
e e e e =
%1 T T | | T T | | | T T T
1 ] 1y | IF | | | | | |
q At I - I I I I I I I
o
g2 a3 q4 g5a g5b g6a g6b

N
%
L

|

!
:
ﬁ
i

s =

Figure 1 (cont.).

25



Section V
A A B C C D E
99 103 107 111 115 119 123 127 131
p mp mf fff
Primary: Primary: Primary: Primary:
r1=A chant (2x) rl (2x) s1=S mel. ost. (2x) sl (2x) homoph
tail
Accomp: Accomp: Accomp: Accomp:
t1=T Harm. ost. (2x) rl (2x) rl (2x)
ul=B Harm. ost. (2x)  t1(2x) vl (2X)
ul ul (2x)
EM f#-c#-B7-C- (again)---- --- (again)-------- (again)--- (again)----(again)-- f#-B7-C
23]
' ﬁﬂ“ﬁ e : ]
- Z Z | ©
Ly S—— ——— ‘\___/

Figure 1 (cont.).

26



Section VI
A B C
135 137 139 142 144 146 150
pp <f f<ff
(decresc.)
wl=homoph. w2 w3 x1=homoph. X2 y=ctpt. z=homoph.
CM-----V or vii (again) CM am FM V
B wl
5 PF 7
i i J J D NhNhd ND ]
-_---‘.----E'
m‘iﬁ Y% & & & | F &F 5 & FF &FFF - |
1 1 LI 11
f
Mﬁ I | P | - N ! | ? y g Z
Iu 1 I : 1 1 : ﬁ
f g Trr -
x1 r \_/r r X2 Chris - E Chris r 1i, Ig.:._ Jt' — R re
_z r = T iﬁ_g—;_'_g—-‘:’: b —
Tt T T, T g
f< L e i — o .
I

Figure 1 (cont.).



,REGINA

SALVE

/

mp

—
—

—

SALMVE, RE . GI_NA, SALVE ,RE . GI. NA, SALVE R

SAL
b sempre

d~s

I

- o M .
| [}
=4 ]
Htd ﬁ i
Al | -
. <
| sl A3
w
s =
]
! -
ui w
| > y| =
L ._+ =t H &7 o
J
o <L <z [
mm - M < -
N
& L
' |
1..!9_ “ o
El - ]
- > i =
™ ‘fwkw v_ &l o
=4 4 s ' oy - b+
g '
-_.u.v._u ] I
1 [}
[ vl |
¥ 1 _.rm a
> o
N a0 = ]
= =t i L o1 >
H H o i | = i
S [ [ <
EH i il 1 i
= ]
! I
G]
i I
]
! ol ; |
(I EFINEPIE ¥ 3
=
<4 < < <\

Figure 2. Salve Regina - manuscript

28



28

SE. Al.

Ml

A.TER

L
= o
i
L =
i
-
=
el o

VE, RE

v OSAL .

TER MI. SE . RI

MA

“"'—-—._.—--"':"'AF/:

=

f"‘-..________...-""'-.._____________.-"lz'

.l_.. 1 .._ :
b mn ]
i C_ f- b .H\EH' I'
ﬁ |.M Inl*ml m
v T 1 T '
" -
o
& s PR 8
L N i H
1 HHH I
& e T &
i | ¥
= [ s 1| =
1 am =11 _ u
| m T m
| I
IS8 | L
g iy L & ) <
o= E.,/ > < <N
T W
' 5 ] L:
59| N
2 o] =) || I
= < __
1!
b
s Ll

I
- DI - AE,

- COR

]
M _S5E _RI

TER

e —

—
—=

e ———

Figure 2 (cont.).

29



F

52

o

VE,

SAL

=

r o

i

g

ET

VI_TA DUL _ CE _DO
; 1

1

L
i

ra

1
i}

VI - TA DUL.CE_ DO,

0o

=

f o0

f
Y
=

40

BRI

|

ca = 7

Y

pp smpre

\

-‘.‘-"|-_
crescendo (fulti)

0o

44

DuUL

T4

Vi

=

SPES NOSTRA SPES NOSTRA

ET

TRA

NOS

SPES

ET

M O

Figure 2 (%ont.).

30



Figure 2 (cont.).
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by use of non-traditionad methods, such as pandiatonicism. The overdl harmonic
structure of the piece moves through C mgor, A minor, F sharp mgor, B mgor, E mgor,
and finaly returnsto C mgor. Dubra s use of such amyriad of tond centers seems
somewhat eccentric; however, what isimportant is not how each key relates to the whole,
but how it relates to the tondlities that flank it. These sectiond connections provide
cohesion for the overall structure of the motet.

Section | of Salve Regina, measures 1-25 (figure 2, pp. 28-29) isdivided into
three musical phrases (I-A through 1-C) of varying length, each setting the text “Salve
Regina.” Thetonality of section | is established through a pandiatonic process. Mot of
the pitches of the C major tondity are presented through both vertica and horizontal
procedures as well as in melodic and accompanying materids.

Two layers of accompanying materid are presented in this section. Thefird layer,
motive al (figure 3), is an harmonic drone thet beginsin the bass 11, tenor |, and tenor I
voices on the pitches C, E, and G. Thetriad quickly expands, beginning in measure 3, to
includethe dto I, dto 11, and ato 111 voices on the pitches C, D, and E, resulting in the
chord seen in figure 3. This drone remains present throughout al three phrases of section
|. The second accompanying motive, bl, is presented as an ogtinato in the bass | part. The
ogtinato motive is one measure in length and conssts of successive eghth notes on the
pitchesC, D, E, G, returning to E and D (figure 4).

The primary materid of section | is presented as amelody in the soprano line. The
soprano melody is presented rhythmically as a hemiola, which obscures the sense of
meter. Each of the three phrases begins with the same md odic materid, but concludes

with adight dteration in the mdodic line (figure 5-7).
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Figure 3. Salve Regina (motive al, mm. 3-28)

Figure 4. Salve Regina (mative b1, mm. 1-28)
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Figure 7. Salve Regina (motive ¢3, mm. 16-28)
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The conclusion of the section is a subdominant chord with added sevnth, ninth,

and thirteenth scale degrees (figure 8).
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Figure 8. Salve Regina (find cluster chord, mm. 29-30)

Section |1, measures 25-64 (figure 2, pp. 29-30), dides with the end of section |.
Section Il iswritten in Six phrases, [1-A through [1-F, according to textua phrasing and
motivic materiads. The tondlity of section Il is established by pandiatonic methods. Dubra
uses avariety of accompanying ogtinati and melodic materid, aswell asadroneto
establish A minor as the tonal center of this section. The closing of section 11 (figure 2, p.
30) presents atraditional harmonic progression of 1-1V-V followed by a deceptive
cadence to a submediant chord made mgor. Dubra then uses the A mgjor chord to pivot
to an F sharp minor chord, which introduces the tondity of section 11 (figure 2, p. 30).

Three layers of accompanying materid are presented as the foundation of section
II. Thefirst layer is an aeatoric ogtinato (d1) on aneutra vowd presented in the soprano
voice (figure 9). The ostinato begins supported by the F mgor harmony that ends section
|. This odtinato continues through phrases [1-A through 11-E and breaks in phrase I1-F to

join the chords that conclude the section (figure 10).
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Figure 10. Salve Regina (concluding chords, mm. 58-61)

The second layer of materid isaso in the form of an odtinato (el), thistime in the
tenor voice, beginning in phrase |1-F (figure 2, p. 30), measure 27 (figure 11). The motive
isin quarter notes and uses the upper (B) and lower neighbors (G) of the tonic A minor,
in the form A-B-G. The tenor presents the text “Mater misericordiae’ through phrases11-
B and 11-C (figure 2, p. 29), the text “vita dulcedo” in phrase [1-D (figure 2, pp. 29-30),
the text “et spes nostra” in phrase I1-E (figure 2, p. 30), and concludes with the text based
on the ogtinato el (figure 9), except for phrase 11-F (figure 2, p. 30), in which the tenor’s
new ostinato, €2 (figure 12), maintains the same contour as €1, dividing into tenor | and

tenor 11 (pardld thirds).
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Figure 11. Salve Regina (motive €1, mm. 24-49)
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Figure 12. Salve Regina (motive €2, mm. 52-57)

The third accompanying layer isin the form of abass drone (f1) (figure 13) on the
tonic A. The droneis carried through the find beeat of phrase 11-E (figure 2, p. 30) when it
ascends a mgjor second on the fina quarter note. It acts as aleading tone to the C major

cluster chord at the beginning of phrase |1-F (figure 2, p. 30).
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Figure 13. Salve Regina (motive f1, mm. 24-50)

In section 11, the primary materid is given to the dto voicesin the form of a
chant-like melody, motives ¢j (figure 14), starting in phrase 11-B (figure 2, p. 29). The
conjunct treetment and contour of this meody, aswdll as its contrgpuntal implications
imply the sense of a cantus firmus. None of the melodic phrases present any repetition of
motivic materid. The melody bresks to join the closing clugter chordsin phrase [1-F

(figure 2, p. 30).
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Figure 14. Salve Regina (motive g-j, mm. 28-51)



Section I11, measures 65-72, (figure 2, pp. 30-31) is constructed in six phrases
(111-A through I11-F) according to the divison of the text. The text for the section is“Ad
te clamamus exsules filii, exsulesfilii evae. Ad te suspiramus gementes et flentes,
gementes et flentesin hac lacrimarumvalle.” Thetondity of section I11 is established, as
in thefirgst two sections, by the use of pandiatonicism. The drone in fifths, motive m1
(figure 15) inthe bass | and |1, the aeatoric odtinati in the soprano (nl) (figure 17) and
ato parts (12) (figure 16), and the melodic materid in the tenor (chl-5) (figures 18-22) 4l
tonicize the key of F sharp minor.

Section 111 is congtructed of three accompanying layers and one primary/melodic
layer. Though senza misura the composer indicates that approximately seven seconds
should el apse between entrances. The section begins with abass I/11 drone, motive m1
(figure 15), that begins on the pitches F sharp and C sharp and continues throughout the
section, with the exception of achangeto octave C sharpsin phrasell1-C and 111-E
(figure 15). In layer two, the dto enters with the basses on an deatoric ostinato (11)
(figure 16) that again continues throughout the entire section. The ato motiveisasmple
three note descending scale on the pitches A-G sharp-F sharp. The third accompaniment
layer is the soprano aesatoric ogtinato (n1) that isintroduced approximately seven seconds
after the alto and bass begin, and isindicated as a glissando between the pitches E and C

sharp (figure 17).
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Figure 15. Salve Regina (motive mil, mm. 62-68)
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Figure 17. Salve Regina (motive n1, mm. 62-68)

Another seven seconds after the soprano enters, the primary melodic materid is
presented in the tenor part (chl-5) (figures 18-22). Though dill senza misura specific
note vaues and metronome markings are assigned to the melodic materia. This melody
isagan presented in astyle reminiscent of the cantus firmus technique, whichisseenin
its conjunct motion, overal contour, and emphasis on text declamation. The chant (chl-
5) can be divided into five phrases, I11-B through 111-F (figure 2, p. 31), which are based

on the text and present different pitches and rhythms for each phrase (figures 18-22).
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Figure 18. Salve Regina (motive chl, mm. 62-63)
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Figure 19. Salve Regina (motive ch2, m. 64)
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Figure 20. Salve Regina (motive ch3, 64-66)
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Figure 21. Salve Regina (motive ch4, m. 66)
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Figure 22. Salve Regina (mative ch5, m. 67-68)

Section I11 ends with an abrupt cadence on aB magjor chord on the downbest of
section V. The women's ogtinati come to an aorupt conclusion and the men’s drone has a

glissando into the new chord (figure 23).
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Figure 23. Salve Regina (Il ending/trangtion, mm. 68)



Section 1V, measures 73-98 (figure 2, p. 32), isdivided into six phrases (IV-A
through 1V-F). The texture appears to be smple homophony, but upon closer
examination can be seen as multiple layers. The tondity of this section moves through a
variety of key centers garting in B mgor and utimately arriving at A mgor.

The homophonic texture can be divided into three layers. Thefirdt layer, o1,
phrases IV-A through IV-D, and (02) phrases IV-E and IV-F, isan harmonic and
rhythmic ogtinato in the women' s voices (figure 24 -25). Throughout each phrase the
soprano and dto parts oscillate between chords that form dominant second inversion
chords and tonic root chords in avariety of key centers, while the men present syllabic
drones (p1 and q1) (figure 26) that are dtered dightly in each phrase (p2-p6) (figure 27).
The section concludes on an A mgor (7 + 9 + 11) chord followed by the abrupt silence of

afull measure of rest.
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Figure 25. Salve Regina (motive 02, mm. 85-88)
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Figure 27. Salve Regina (motives p2-6 [tenor]/ g2-6 [bass], mm. 77-95)

The section concludes on an A mgjor (7 + 9 + 11) chord followed by the abrupt
slence of afull messure of rest.

Section 'V, measures 99-134 (figure 2, pp. 33-34), isdivided into eight paired
phrases (V-A through V-D) and a concluding homophonic phrase (V-E). The tondity
originates with a key signature and melodic materid that indicates E mgor. However,
after phrase V-A (figure 2, p. 33) and its repeat, Dubraintroduces an harmonic ogtinati
conssting of the pattern F sharp minor — C sharp minor — B7 — C mgjor. This patternis
repeated in each phrase except the phrase V-E (figure 2, p. 34), which omits the C sharp
minor chord.

Section V may be viewed in three layers. Thefirgt layer, the dto chant, (figure



26) rlis stated twice in both statements of phrase V-A (figure 2, p. 33), and then
becomes a smple ostinato (figure 28). Dubra then introduces the harmonic ogtineto in the
bass (ul) and tenor (t1) parts (figure 29). These ostinati occur in both statements of
phrase V-C (figure 2, pp. 33-34). In phrase V-D (figure 2, p. 33), the tenor ostinato
changes (v2) (figure 30), athough with the bass ogtinato remaining the same, the
harmonic ogtinato continues. The tenor is trangposed up a minor second in phrase V-D
(v2), but it maintains the same contour as v1 (figure 30). All of the texturd layers break
their patterns and join in a homaophonic conclusion to the section in phrase V-E (figure 2,

p. 34).
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Figure 28. Salve Regina (motive rl, mm. 95-125)
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Figure 29. Salve Regina (motive t1 and ul, mm. 103-118)

vl V2

Figure 30. Salve Regina (motive v1 and v2)



Section VI of Salve Regina, measures 135-151, (figure 2, pp. 34-35) can be
grouped in three phrases (VI-A through VI-C). Phrase VI-A contains three motives that
use smilar homophonic materia (w1, w2 and w3) (figure 31), and phrase VI-B (2x)
presents new homophonic materid (x1 and x2) (figure 32). Phrase VI-C is divided into
two motivic groups and begins with a contrgpunta Amen (y), and finishes the motet with

ahomphonic Amen (2) (figure 33).
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Figure 31. Salve Regina (motives wl-w3, mm. 131-137)

JdZ

X £ —— e —
ﬁ‘_a—d__i_d_‘__
D P e P

Chris - i, Chris — ti,

Fe——
5 | f_l<
o b oiidss
J Frrr
Chris ti, Chris u,
a1 —
) | Ff%

Figure 32. Salve Regina (motives x1-x2, mm. 138-141)
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Figure 33. Salve Regina (motives y-z, mm. 142-147)

I nter pretation and Pedagogical | ssues

Rhythmic chalenges in Salve Regina include the soprano hemiola figure against
the lower voicesin measure 5 (figure 2, p. 28). This hemiola obscures the sense of meter,
but should not be accented to the point thet it draws attention to itsdf. In Section 111
(figure 2, p. 30) thelong senza misura section with a chant in the tenor suggests that,
because of the changing bass line, few liberties should be taken with the indicated
notation. However, the presentation should not be rigid, but rather imitate the naturd
gyntax of the text.

Sgnificant melodic rehearsd congderations include the soprano melody in
section |. Thislineisvery digunct and may present many problems for singers,
especidly in regards to intonation. In the baritone part, the desired effect of the first
section isto be seamless and floating. Thus, it is essentid to have complete legato
throughout this section, with little or no variaion in dynamics or textud sress. The
soprano meody in section V (figure 2, p. 33) is repetitive but contains some tricky
chromaticism in regards to intonation. The tenor part in measure 123 (figure 2, p. 34)
presents a motive that sets the text in an unnatural stress pattern. The tenors should be

encouraged to sng this seamlesdy and with minimd text accent. The motive contains an



dternation between G and G sharp mgjor, apotential problem for some choirs.

Intonation may aso need to be addressed in regards to the harmony in section |
(figure 2, p. 28). The cluster chord with the addition of the ninth scale degree in the altos
may pose some balance and intonation problems even for experienced choirs. Section 1V
(figure 2, p. 32) isfull of potentid intonation problems due to the numerous extended
chords and inversons.

The destoric soprano motive in section |1 may be problematic in its actua
presentation. One possible pedagogicd solution to thisissue might be to divide the
soprano section into thirds, instructing one group to sing the motive a a fast tempo, one
group a amedium tempo, and one group a a dow tempo. The desired result will be the
“wagh” of sound. A similar procedure can be followed in section 111 with the women's
parts. Regardless of the technique used, the desired effect is that of randomness.

Many of Dubra s trangtions can be awkward and the trangtion from section 111 to
section IV (figure 2, p. 32) is an example. The men mugt glissando from their chord and
the women must abruptly stop their destoric ostinati to cadence with the men. Tempo
changes between sections in this motet should not pose a problem for the conductor or
ensemble, because they are dways preceded by fermatas or moments of ret; this allows
the conductor to establish anew tempo in the preparatory gesture for the new section.

The senza misura Section I11 (figure 2, p. 30) suggests conducting the section
with curonomy. Another solution might include the addition of bar lines according to the
text stress creating measures of shifting meter, but making the section much esser to
conduct and sing.

Dubraindicates extremesin dynamic contrasts throughout the piece, ranging from
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pp to fff. It isthe respongbility of the conductor to make sure that the intent of these
ranges are followed without sacrificing the integrity of the vocal qudity on ether end of
the dynamic spectrum. Ultimately the effect Dubrais trying to achieve is one of contrast
and not of absolutes.

Thismotet is afascinating gudy in Dubra s use of ogtinati. The entire motet can
be condensed into approximately 15 measures of origind materid. These measures are
amply different odtinati patterns that are combined and layerd in various ways.

Gloria Patri (1992) -SSAATTBB

Gloria Patri et Filio et Spiritui Sancto. Glory to the Father, and to the Son,
and to the Holy Spirit.

Sicut erat in principio, Asit wasin the beginning,
et nunc, et semper and now, and always
et in sscula sssculorum. and for generations of generations.
Amen. Amen.

Text

Thisisahymn of prase of the Chrigtian church. Also known asthe “Lesser
Doxology,” Gloria Patri, is used after the Psalms and during the Offices. It isaso used
after the Judica psalm (142) in the Mass proper.1%? Probably from the third or fourth
century, the Gloria Patri may have come from therite of baptiam in the early Chridtian
church.1% The text is one of the early evidences of theology regarding the Trinity.1%* This

text is adso found combined with various other textsin the liturgy.

102 jeffers, Ron, Translations and Annotations of Choral Repertoire, v. I, Sacred Latin Texts,
Corvallis, OR: Earthsongs, 1988.
103 |
Ibid.
104 1pid,
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Formal Structure (Figures 34 and 35— Gloria Patri Analysis Chartsand
Manuscript)

The Gloria Patri isastudy in Dubra s use of ogtinati. The motet is divided into
sx unrelated sections based on the phrases of text with an added Alleluia. With the
exception of section |1, each section not only contains ogtinati, but alayering of those
odtinati. The motet, which is 108 measures in length, can be condensed into less than
twenty measures of origind materid. Dubra uses a smple method of additive layering of
odtindti to create this work. Pandiatonicism is Dubra s method of establishing tondity for
most of the piece.

Section | of Gloria Patri, measures 1-14 (figure 35, p. 57), can be divided into
three musical phrases (I-A through I-C) each setting dl or a portion of the text phrase
“Gloria Patri et Filio, et Spiritui Sancto.” Figure 36 shows the firgt five measures of the
motet. Each new entrance chants in aleatoric manner the same text. Phrases |-A-1
through 1-A-6 are written senza misura, with phrases |- A-1through I-A-5 indicated with a
duration of seven seconds each and phrase I-A-6 lasting fourteen seconds. These phrases
are written with non-traditiona notation that suggest afreedom in the rhythm, rather than
aprescribed rhythmic structure. Phrases |-B-1and |-B-2, a hybrid of the period phrase
structure, are one and haf and two haf measures respectively, with arepeat of the
“period” in phrases1-C-1 and I-C- 2. These phrases can be seen in figure 35 on pages 57-
58.

The tondlity of section | is established through a pandiatonic process. Phrases1-A
through I-F methodicaly build a C minor extended triad with the text being chanted in an
deatoric manner. The soprano chant (figure 37) meodicaly oscillates between G minor

and A flat mgor, continuoudy supported by the C minor harmony.



The accompanying materid for the section exigsin dl of the voices except the
soprano. Thefirst six phrases, I-A through I-E, present the text “Gloria Patri et Filio, et
Spiritui Sancto,” in an deatoric syllabic drone. Each successve voice enters adding a
member of a C minor chord with added subtonic and subdominant scale degrees (figure
36). Once the chord is created it continues through the duration of the section. A baritone
ostinato is added and oscilates between a G and an A flat. This ostinato supports the
harmonization of the primary materid.

The primary materia of section | is presented as a chant in the soprano voice
(figure 37), measures 7-14. The chant is divided into four measures. Measures 9-10 are a
repeat of measures 7-8 (bla+ blb) except for anew text. Measures 11-14 are arepesat of
measures 7-10. The text phrase is divided in haf and treated in the manner of aperiod,
dthough it is not atraditiona period with a dominant tonic motion. The entire chant can

be seen in figure 35 on page 58.
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Figure 36. Gloria Patri (motive al, mm. 1-5)
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Figure 37. Gloria Patri (motive b1, mm. 7-8)



The section concludes with adirect and abrupt trangtion into an A flat mgor

chord with added ninth and thirteenth (figure 38).

=

Figure 38. Gloria Patri (cadence, m. 15)

Section |1, measures 15-36 (figure 35, p. 58) can be divided into three large
phrases (11-A through 11-C). Each continuing to set the text “ Gloria Patri et Filio, et
Soiritui Sancto.”

The tondity of section Il harmonicaly establishes A flat mgor by the repeated
progression of I-ii-V.

Two layers of accompanimenta materias are presented in this section. Thefirgt is
found in the bass voices as a syllabic drone (d1) (figure 39). The drone, or pedd, lasts
approximately two or three measures before changing pitches and supports the oscillating
soprano and dto chords (cl) above it (figure 40). Phrases11-A and 11-B (figure 35, p. 58)
contain identical materid. The accompanying materid (c2+d2) (figure 41) from phrase
11-C appears asif it is starting the entire phrase over, tranposed to D flat mgor, but

modulates to F mgjor by progressing I-ii- 11l ingtead of [-ii-V.
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Figure 39. Gloria Patri (motive d1, mm. 15-21)



Glo-ri - a Pa-tri e fi—-li-o et spi-ri- tui, sanc-to

Figure 40. Gloria Patri (motive c1, mm. 15-21)

The tenor voice presents the primary materid in the form of a chant-like melody
labeled cf1 (figure 42), repesting in phrase 11-B (figure 35, p. 58). The tenor also changes
materid in phrase 11-C (cf2) (figure 43). The section ends with afermatares.

Section I11, measures 37-48 (figure 35, pp. 58-59), contains six phrases (111-A

through 111-F) of equd length. Each two-measure phrase setsthe text “Scut erat in

principio.”
c2
Glo -ri - a Pa-tri e fi-li-o0 et spi-ri- tui, sanc-to
d2 spi-ri-tui  sanc - to
i ot T i i i e —
T IESSiE S e e e === iSSC
T T T T 1 T
| ii 1
pivot

Figure 41. Gloria Patri (motive c2 and d2, mm. 29-36)
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Figure 42. Gloria Patri (motive cf1, mm. 15-21)



Glo-ri - aPatri e fi-li-o et Spi-ri- tui, spi-ri-tui sanc- to

Figure 43. Gloria Patri (motive cf2, mm. 29-36)

Dubra establishes the key of A minor with a pandiatonic processin which dl of
the pitches of the A minor scale are presented both harmonically and meodicaly in every
two-measure phrase.

Throughout the section, the primary materid shifts from an exigting voiceto an
entering voice, none of which is particularly melodic, but smply by its entrance into the
exigting texture becomes the primary interest. The dtos begn with a different ostinato
pattern in each of the ato parts. The two ostinati are percelved by the listener as one
compound ogtinato (el) (figure 44). The tenors aso enter at the beginning with an
ascending returning neighbor note ogtinato (f1) that again lasts two measures (figure 45).
The baritones enter with the bassesin phrase I11-B (figure 35, p. 60), and become the
primary voice. The basses sng awhole note ascending pattern (h1) (figure 46) that
encompasses four measures as opposed to the upper voices two-measure phrases. The
baritones sing an ascending pattern of eighth notes (g) (figure 47), each measure a

second higher than the previous.
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Figure 44. Gloria Patri (motive €1, mm. 37-40)
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Figure 45. Gloria Patri (motive f1, mm. 37-40)

N

¢

¢
3

[ @]

Figure 46. Gloria Patri (motive hl, mm. 41-44)
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Figure 47. Gloria Patri (motive g1, mm. 41-44)

The only materidly truly perceived as primary isthe digunct soprano melody (i1)
that beginsin phrase I11-C, lasts two measures, and repests (figure 48). The section ends
with a G dominant seven chord that leads abruptly to the key of A mgor on the downbeat

of section 1V.
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Figure 48. Gloria Patri (motiveil, mm. 45-46)

Section IV, measures 49-57 (figure 35, pp. 59-60), has three phrases, IV-A



through 1V-C, each three measuresin length in triple meter. Each phrase sets the text
phrase “et nunc et semper.”

The tondity of the section is A mgor; however, the prominence of the lowered
gxth, F naturd, gives the section an dmost harmonic minor sound. The key is established
pandiatonicaly by the repetition of the tonic pitch and the melodic emphasis of the notes
of the A mgor tondlity.

All of the voices enter smultaneoudy but the soprano and tenor clearly present
the primary materia. The melody (j1) (figure 49) isvery digunct and is repegted in each
of the three phrases with adight change (j2) (figure 50) at the end of the third statement

for trangdtiona purposes.
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Et nunc et sem-per,

Figure 49. Gloria Patri (motive j1, mm. 49-51)
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Et nunc et sem-per, etsem-per,

Figure 50. Gloria Patri (mative j2, mm. 55-57)

The accompanying materid is found in both the dto and bass voices. The dtos
have an ogtinato of four sixteenth notes that is repesated throughout the section (k1)
(figure 51). The basses present a syllabic drone (11) (figure 52) on the tonic pitch that

bresks (12) (figure 53) only to trandtion to the next section. The section trangtions
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abruptly from aB hdf diminished seventh chord, with added ninth and eventh, toa C
sharp mgjor chord. The abruptness of the modulation, however, is cushioned by use of
pivot tones, the ninth (C sharp) and the eeventh (E), becoming the tonic and third of the

new tondlity.

Et sem - - per

Et nunc et semper, et etc.

Figure 52. Gloria Patri (motive |1, mm. 49-52)

Figure 53. Gloria Patri (motive 12, mm. 55-57)

Section V, measures 58- 72 (figure 35, p. 60), can be divided into three phrases,
V-A through V-C, of four measures, four measures, and seven measures respectively.
The phrase V-B isarepeat of V-A, each stting the text “et in saecula saeculorum.” The
find phrase, V-C, isan homophonic “Amen.”

The tondity is C sharp mgor, again established through a pandiatonic process.
Thetonic triad is presented harmonicaly and mdodicaly throughout the section with no

other harmony present. The section ends on an extended subdominant chord, eventualy
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leaving only the subdominant pitch sounding. This chord and pitch (F sharp) isused asa
pivot chord/pitch to the new key of B mgor.

The section is contrgpunta in nature and the layers are somewhat equal
throughout; therefore, it is difficult to speak of primary materid. The bass (ql) (figure
54), tenor (0l) (figure 55), and ato/soprano | (m1) (figure 56) al have syllabic drones of
varying rhythm. The soprano |l (n1) (figure 57) and baritone (pl) (figure 58) voices

present separate ostinato patterns.
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Figure 54. Gloria Patri (motive g1, spans m. 58-63)
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Figure 55. Gloria Patri (motive 01, spans mm. 58-65)

Et in sae-cu-lasae-cu—Ilo- rum etc.

Figure 56. Gloria Patri (motive m2, mm. 58-65)
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Figure 57. Gloria Patri (motive n1, mm. 58-65)
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Figure 58. Gloria Patri (motive pl, spans mm. 58-65)

Section VI, measure 73-110 (figure 35, pp. 61-62) iswritten in nine phrases (VI-
A through VI-1), each four mesasures long, except for the last which adds a measure. The
section isa setting of the text “Alleluia” with varying numbers of telescoping repetitions.

The tondity of section VI isintroduced by the dominant/tonic reaionship
discussed in section V, dthough its arriva is momentarily delayed, because of the four
three suspension on the downbest. The tondlity is further established by both harmonic
and melodic meansin a pandiatonic process.

Both the primary and secondary materias are written as either syllabic drones or
odtinati. The second tenors present a syllabic drone throughout the entire section. The
firgt tenors have an ogtinato that is stated twice per measure (sl) (figure 59). The basses
enter in phrase VI-F, with an ascending ogtinato (v1) (figure 60) of their own. It isin half

notes and lasts two messures before changing pitches.
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Figure 59. Gloria Patri (motive sl, spans mm. 74-108)
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Figure 60. Gloria Patri (motive v1, mm. 93-100)

72



The primary materid isfirg found in the soprano in phrase VI-B (figure 35, p.
61). The sopranos have adigunct melodic ogtinato (t1) that lasts four measures (figure
61). This continues throughout, becoming secondary materid when the dto (ul) entersin
phrase VI-D (figure 62); however, the rhythmic vauesin the soprano are diminished in
phrase VI-H (figure 35, p. 62), causing the ogtindti to become two measureslong. The
dto’'s ogtinato is four measures long; the measures three and four of each phrase are a

smple sequence of measures one and two.
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Figure 61. Gloria Patri (motive t1)
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Figure 62. Gloria Patri (motive ul)

The entire section and piece comes to a close with a break from the pattern in the
basses in phrase V1I-1 (figure 35, p. 62), and a cadence on a B minor chord in the last
measure by al of the voices.

I nter pretation and Pedagogical | ssues

The deatoric motives that open Gloria Patri have no meaningful rhythmic
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notation. Thus, each voice part must either chant different/random rhythms on the text or
notate the rhythm to fit the text. It is the opinion of this author that the intended effect is
that of a congregation chanting in unison, therefore, indructing the Sngersto try to
achieve unison without specific rhythmic structure will prevent perfect synchronization
and will emulate the sound of a congregation reciting the text.

Thetext is obscured throughout this motet by the musicd structure. The various
layersof ostinati become more musicaly important than the text. However, different
voices must be prominent during at different pointsin the music. For example, in phrase
I-B (figure 35, p. 57), as the soprano enters with the same text as the other voices, the
remaining voices, chanting the text on asingle chord, must dlow the soprano melody and
text become the primary focus. Section 11 (figure 35, p. 58) isthe only section in the
motet where the text is clearly stated, but again Dubrais not as concerned with the text
accent as he isthe muscd layering of motives. Thus, the textud inflection is not naturd
through the section and singers should not attempt to rectify this. The conductor/singer
must also pay attention to the dto partsin section 111 (figure 35, pp. 58-59). This
compound ogtinato should be sung with as much natura inflection to the text as possible
between the two parts. Throughout the rest of the music, singers should be concerned
with the text accent of the individud line, asis true with any counterpoint, but should not
be concerned with the overdl effect. Because of Dubra s layering of his motivic materid,
the appropriate part will generaly become primary when it is needed. Section V1 (figure
35, pp. 61-62), for example, sarts with the tenors drone/ostinato on the text “Alleluia.”
Each voice enters with the same text, but because each voice enters at a different time

with anew melody, the ear is drawn to the new material.
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The harmony of this motet does not pose any particular difficulties. Mogt of the
sectiond trangtions move between chords amgor second gpart. The only transition that
could creste some logitica problemsisfrom section | to section 11 (figure 35, pp. 58-
59). The choair, except for the sopranos, is chanting in an destoric manner and must
cadence with the sopranos on the downbest of section I1. However, since the conductor is
conducting the soprano line, the preparation for the new section must be clear. Singers
will have to be able to quickly find their new pitch from the old. Since, however, the
deatoric chant is on asingle pitch for each part, the trangition should be more direct than
if the ogtinato was melodic. Tempo changes between sections 11-111 (figure 35, p. 58) and
V-VI (figure 35, pp. 60-61) are preceded by either long sustained chords or silences
alowing the conductor the opportunity to establish the new tempo in avariety of ways.

Oculus non vidit (1993) -SSATTB

Oculus non vidit, nec auris audivit, No eye has seen, no ear has heard,
nec in cor hominis ascendit. no mind has conceived
Quae praeparavit Deus his, what God has prepared
Qui diligunt illum. for those who love Him.
Text

Thetext of this motet comes from the first Biblical |etter of the Apostle Paul to
the church at Corinth, in which he assures the Corinthians that God is much more than
the mind can possibly fathom.

Formal Structure (Figures 63 and 64 — Oculus non vidit Analysis Chartsand
Manuscript)

Oculus non vidit isdivided into three sections. Section | contains two parts, with

the first part (I*) written senza misura and the second part (1) primarily in triple meter.
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Section |1 is homophonic. Section I11 contains an ostinato canon between soprano and
tenor and iswritten in saven phrases (111-A through 111-D) with a one-measure extension
(1-E) that concludes the section and the piece.

Section | of Oculus non vidit can be subdivided into two smdler parts. Section 17,
measures 1-4, (figure 64, p. 79) can be separated into three phrases each a repeat of
motives al and b1, which set the text “Oculus non vidit, nec auris audivit, nec in cor
hominis ascendit.” Thistext repests three times creating the three phrases (I*-A through
I1-C). Each phrase uses the same musical materia with the exception of a changing bass
linein each.

The atos and basses provide the accompanying materid for the section. The dtos
present syllabic ostinati in thirds (b1) (figure 65). The bass, entering in the phrase 1*-B,
presents its own rhythmic ostinato (c1) (figure 66) that changes pitches and dividesinto
fifths (d1) (figure 67) on phrase I*-C. The sopranos and tenors carry the primary melodic

materia (al) (figure 68) in octaves throughout phrases I*-A through I1-C.

Senza misura

O-cu - lupon vi-dit, nec auris au-di - vitnec in cor ho-minis as-cen-dit,

Figure 66. Oculus non vidit (mative c1, mm. 2-3)
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T T T

O-cu - lusnon vi-dit, nec auxis au-di - vitnec in cor ho-minis as-cen-dit,

Figure 67. Oculus non vidit (motive d1, mm. 3-4)

Section |2, measures 5-12 (figure 64, p. 79) can be divided into four phrases (12-D
through 1%-G) that set the same text as section I*; however, the text is set to new musical
material. The music of phrase 12D (figure 64, p. 79) is repested in the third phrase and
phrase I°E (figure 64, p. 79) is Smilar to phrase 1°F (figure 64, p. 79) with dight
transitional changes. The accompanying materid in section 12 is homophonic and is again
sung by the dtos (f) and basses (g) (figure 69). The sopranos and tenors continue to

present the primary materid (€) in octaves (figure 70), this time set to a new melody.
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Figure 69. Oculus non vidit (motive f + g, mm. 5-8)



The tondity of section | is B flat mgor with some departuresto G minor, d minor,
and the dominant (F mgjor). In section I*, pandiatonic processes are used to establish the
tonality, primarily by the repetition and tona centering around the chord of the keys
previoudy indicated. In section |2, Dubra uses traditional harmony to achieve the desired
tonality. He presentsalV-V-V-1V-V progresson in B flat mgor that encompasses phrase
12 A. Thisisfollowed by aiii-vi-Vi-iii-vi progression in phrase 12 B. Phrase 1° C repeats
phrase 12 A. Phrase 1% D begins like phrase I B (jii-vi), but is dtered for the transition to
section I1; it finishes the phrase with the progresson iii-1V-V. All of thiscan be seenin
figure 64 on page 82. The cadence does not conclude with atonic on B flat, but cadences
on the downbest of section Il with alowered submediant chord (G flat mgjor). This chord
acts as apivot to the new key of D mgor. The syllabic ostinati in the alto and bass voices

help to create these harmonic progressions and strengthen the tondlity.
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Figure 70. Oculus non vidit (motive e, mm. 5-12)

Section |1, measures 13-22, (figure 64, pp. 79-80) can be divided into three



phrases (11-A, 11-A, and |1-B), each stting the text “quae praeparavit Deus his.” Each
phrase lasts three measures (11-A), three measures (11-A), and four measures respectively
(11-B). Phrase I1-B (figure 64, p. 80) contains three statements of motivesh2, i1, and j2
with a concluding extension for closure.

The tondlity of section 11 is deceptive to the ear. Section | leads to acadence on a
G fla mgjor chord occurring on the downbeat of section |1 (figure 64, p. 79). The new
key sgnature indicates D flat major, which is exactly where Dubra takes it, however, he
never cadences in the new key. He uses harmonic ogtinati in the progression of 1V-V-1V6
(six times) and then a progression of ii-1V-1V6 (three times), and cadences with aii-V7-
V7sus. He never resolves to the tonic (D flat mgor) in this section. The beginning of
section |11 (figure 64, p. 80) establishes D flat mgjor by melodic processes, but does not
harmonicaly cadence until much later in phrase 111-C (figure 64, pp. 80-81).

The accompanying materid for section |1 again liesin the ato and bass parts. The
bass establishes the harmonic ogtinati with its own ogtinato in octaves (j1). It is stated six
times over both statements of phrase 11-A (figure 64, pp. 79-80). A new ogtinato (j2) is
gated three times in phrase 11-B concduding with a one-measure extension (j ext.) (figure
71). The dtos supply syllabic drones in thirds (i1) throughout the entire section (figure
72). The primary materia is again presented in octaves in the soprano and tenor voices

(h1) and only changes for phrase 11-B (h2) (figure 73).

i1 2 j ext.
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Figure 71. Oculus non vidit (motive j1 and j2, mm. 13, 19, 22)
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Figure 72. Oculus non vidit (motive i1, spansmm. 13-21)
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Figure 73. Oculus non vidit (motive hl, mm. 13-22)

In section 11, measures 22-end (figure 64, pp. 80-81), Dubra presents an ostinato
(k1) (figure 74) that is treated as an octave canon between the soprano and tenor voices.
The textua phrases and the musica phrases do not coincide in these voices. The section
can be divided into six phrases (111-A, 111-B, 111-C, 111-C, 111-D, 111-D, and 111-E) (length
of 4+4+6+6+4+4 with an extension) based on the phrasing of the ato and bass voices.

The tondity of section 111 is D flat mgor, and is established meodicdly inthe
canon and bass ogtinato (M1 and nl) (figures 75 and 76). The tondity is dso established
by pandiatonic devices, such asthe cluster dronein the dto voices (11) (figure 77). The
long awaited cadence occurs on beat two of phrase 111-C (figure 64, pp. 80-81).

The accompanying materia for section I11 is presented as acluster dronein the
ato (12) (seefigure 77) and asamedodic ogtinato in the bass (m1 and nl) (see figures 75
and 76). The primary materid is presented as a two-measure ogtinato that is set asa
canon between the soprano and tenor (k1) (figure 74). The section and motet conclude
with a cadence on D flat mgjor in the bass voices and deatoric ogtinati in the upper

voices (figure 78).
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Figure 74. Oculus non vidit (motive k1, m. 23)
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Figure 75. Oculus non vidit (motive m1, mm. 31-36)
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Figure 77. Oculus non vidit (motive 11, spans mm. 30-50)

I nter pretation and Pedagogical 1ssues
The only rhythmic concern in this motet is the trestment of the senza misura
opening section. While the upper voices can easly be divided into measures of shifting

meter, the syntactic counterpoint created by the addition of the baritone and bass voices,
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on consigtent quarter note values, obscures the sense of meter and may makethisa
difficult section for some choirs. The difficulty may be dleviated by indructing the choir

to give more priority to text stress than the metric accents.
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cresc. assai

Figure 78. Oculus non vidit (concluding measure, m. 51)

Throughout this motet, melodic rehearsa considerations should focus on issues of
balance and text stress. The soprano and tenor double the melody in octaves through
sections | and 11, and time should be spent assuring an appropriate bal ance between the
melody and the other parts aswell asto assure that qudity textua syntax. Harmony does
not present any major problems, but intonation and balance of the cluster chord in the dto
part, section |11, may be an area of concern for some ensembles.

Dubrd strangtionsin this piece may again require some attention during

rehearsals. The trangtions between measures 4-5 and also between measures 12-13



progress between chords amgor or minor second apart (figure 64, p. 79), as was the case
inthe Gloria Patri. Thefind trangtion in measures 22- 23 suggests a dominant/tonic
relationship, athough the tonic is disguised because the canon starts on the supertonic
scale step.

Findly, the destoric last measure will need some explanation to the singers.
Those that are Singing the aeatoric ogtinati should be encouraged to continue until the
cut-off with no change in the character of the sound.

Ave Maria (1994) — SAAATTB

Ave Maria, gratia plena: Hail Mary, full of grace,
Dominus tecum, the Lord iswith thee,
benedicta tu in mulieribus, blessed art thou among women,
et benedictus fructus ventris tui, Jesus. and blessed isthe fruit of thy womb,

Jesus.

Sancta Maria, Mater Dei,

orapro nobis, Holy Mary, Mother of God,
nunc et in hora mortis nostrae pray for us sinners,
Amen. now and in the hour of our death.

Amen.

Text

Ave Maria is one of the antiphons to the Virgin Mary, the mother of Christ.1®® The
text can be divided into three sections. Thefirst section is taken from the greeting of the
Ange Gabrid upon his visit to Mary.1%® The second was the greeting that Mary received

from her cousin Elizabeth.*%” The findl section isa prayer for intercession that dates from

105 jeffers, Ron, Translations and Annotations of Choral Repertoire, v. I, Sacred Latin Texts,
Corvallis, OR: Earthsongs, 1988.
106 |
Ibid.
197 1bid.
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around 1440.1%8

Formal Structure (Figures 79 and 80 — Ave Maria Analysis Chartsand
Manuscript)

Ave Mariaiswritten in three sections with materia from section | used in section
II. The motet isin A flat mgor throughout, which is crested by the combination of
counterpoint and pandiatonicism. The entire text is placed in the ato partsin the opening
section with only the first phrase of text divided between the other voices. Section |1
(figure 80, p. 96) sets the second phrase of the text, and the final section, 111 (figure 80, p.
97), setsthe remaining portion of the antiphon.
Section | (figure 80, pp. 94-96) may be divided into five phrases and various
numbers of mativic groups. Phrase I-A (figure 80, p. 94) has two motivic groups based
on the text. The textud structure of the phrase I-A isasfollows.
1) “ Ave Maria, gratia plena dominus tecum benedicta tu in mulieribus et
benedictus fructus ventris tui Jesus.”
2) “ Sancta Maria, mater Del, ora pro nobis peccatoribus nunc et in hora
mortis nostrae. Amen.”
Phrase I-B (figure 80, pp. 94-95) contains the same underlying structure in the
ato voices, but the soprano and tenor parts create four motivic groups of their own. The
firgt two motivic groups, 1-B-1 and |-B-2, are based on the text “Ave Maria,” and the
second two, 1-B-3 and |-B-4, are based on the text “gratia plena.”
In phrase I-C (figure 80, p. 95), the dto phrasing continues, again with the
soprano and tenor voices creating two motivic groups of their own, based on the text

“Dominus tecum.” Phrase I-D (figure 80, p. 95) can again be broken into four motivic
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groups, in asmilar way as phrase |-B (figure 80, pp. 94-95). However, the bass has
entered with its own phrase on the text first line of text through ... Dominus tecum.” In
thefind phrase, I-E (figure 80, pp. 95-96), the soprano and tenor break from their
repeated motives and provide trangtional materia into the next section.

The opening cluster drone in the ato voices does not provide a strong tondity for
the beginning of the motet. It is not until the soprano enters with the chant-like melody in
phrase I-C (figure 80, p. 95) that the key of A flat mgor is established by melodic means
and the ear hears the cluster drone asan A flat mgjor (+9) chord without itsroot. This
type of tonicization continues throughout the section.

The accompanying materia for the section is provided by the dto's syllabic
cluster drone (al) (figure 81). The bass entersin the phrase I-D with a syllabic
drone/ogtinato that oscillates between the pitches A flat and F (figure 82). The soprano
and tenor voices present the primary materid for the section They start by trading a
chant-like motive (bl) (figure 83) (2x). A new motive (cl) isintroduced in an octave
canon in phrase I-C (figure 84). In phrase I-D the origind chant-like motive returnsfor a
single satement in each voice and then the second motive returnsin canon; the canon is

interrupted with free materia (figure 85) that actsto trangition to the next section.
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Figure 81. Ave Maria (1994) (motive al, mm. 1-3)
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Section I, measures 17-27 (figure 80, pp. 96-97), contains two phrases (11-A and
11-B), the firgt with three mativic groups and the second with two motivic groups. The
tondity of the section is again established melodically and contrgpuntaly as A flat mgor.
The primary materia starts when the origind chant-like motive is reintroduced
with adight rhythmic change to accommodate the text (b2) (figure 86). The motiveis
then placed in an ostinato canon between soprano, tenor, and bass. The ogtinati canon
breaks for trangtiond purposes. The primary material becomes accompaniment to the
cantus firmus style melody introduced in the dto voice (cf) (figure 87). In phrasell-B
the accompanying materid is presented as an harmonic dronein the chora voices (gl)

(figure 88). The primary materid isachant (f) presented by atenor soloist (figure 89).

h o A | |
D" ) T S— 1} A — J K o {
e e e s S =
) Y [ 4 4
Be - ne - dic - ta tu in mu li e - 1 - bus,
Figure 86. Ave Maria (1994) (motive b2, mm. 17-18)
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29
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p” AN Pys I ]
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Figure 87. Ave Maria (1994) (cantus firmus, mm. 23-27)
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Figure 88. Ave Maria (1994) (motive g1, m. 27)
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Figure 89. Ave Maria (1994) (motive f, mm. 27-28)

Thefind section (111) (figure 80, p. 97) can be divided into six phrases (111-A
through I11-F) of varying lengths (2+2+2+4+2+6 measures). Each phrase takes a portion
of thetext “ Sancta Maria, mater Dei, ora pro nobis peccatoribus nunc et in hora mortis
nostrae. Amen.”

The tondity of the section remains A flat mgjor, established melodicdly and
harmonicaly with short examples of traditiond progressons.

Section I11 begins with accompanying materid in the dto and bass voices (i1)
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(figure 90) that is a smple harmonic structure supporting the entrance of the primary
materia (h1), a canon between soprano and tenor (figure 91). Starting in phrase [11-D, the
motet becomes mainly homophonic, with afew smple repetitions of motives, but nothing
gructurd (i.e., forma ogtinati). The motet closes with a descending glissando thet is

marked morendo (figure 92). No find harmony isindicated.

Sanc-ta, sanc-ta, sanc-ta, sanc-ta, sanc-ta Ma-ri-a, sanc-ta Ma-ri-a Ma-ter De-i, Ma-ter De-i,

Figure 90. Ave Maria (1994) (motiveil, mm. 28-33)
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Figure 91. Ave Maria (1994) (section hl, mm. 30-31)
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Figure 92. Ave Maria (1994) (closing chord, m. 45)
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Interpretation and Pedagogical |ssues

Senza misura passages are found throughout Dubra s Ave Maria induding the
tenor solo in section 1. Asin dl of Dubra s senza misura writing, the choir and/or soloist
has some rhythmic freedom suggested by the syntax of the text. Metering these sections
may be helpful, but only as arehearsd device. Throughout section I, the dtos should be
encouraged to sing as seamlesdy as possible without textua accent. Balance and
intonation of the ato cluster may aso require some rehearsa emphasis.

The last measure of Ave Maria contains a glissando for dl voices in adownward
direction for five seconds and then morendo for another five seconds. No final cadentia
pitch or chord isindicated. According to Dubra, the chord should glissando dowly
downward and morendo (die avay) without regard to pitch.

Veni Sancte Spiritus (1994) -SATB

Veni Sancte Spiritus,
Et emitte coelitus
Lucistuae radium.

Veni, pater pauperum,
Veni, dator munerum,
Veni, lumen cordium.

Consolatur optime,
Dulcis hospes animae,
Dulcerefrigerium.

In laborerequies,
In aestu temperies,
In fletu solatium.

O lux beatissima,
Reple cordi intima
Tuorum fidelium.

Sinetuo numine,
Nihil est in homine,
Nihil est innoxium.

Lava quod est sordidium,
Riga quod est aridum

103

\Come, Holy Spirit,
Send forth from heaven
Theray of thy light.

Come, Father of the poor,
Come, giver of gifts,
Come, light of hearts.

Thou best of Consolers,
Sweet guest of the soul,
Sweet refreshment.

In labor, thou art rest,
In heat, the tempering,
In grief, the consolation.

O light most blessed,
Fill theinmost heart
Of dl thy faithful.

Without your grace,
Thereisnothing in us,
Nothing that is not harmful.

Cleanse what is sordid,
Moisten what is arid,



Sana quod est saucium. Heal what is hurt.

Flecta quod est rigidium, Flex what isrigid,
Fove quod est frigidium, Firewhat isfrigid,
Rege quod est devium. Correct what goes astray.
Datuisfidelibus, Grant to thy faithful,
In te confidentibus, Thosetrusting in thee,
Sacrum septenarium. Thy sacred seven-fold gifts.
Da virtutis meritum. Grant the reward of virtue,
Da salutis exitum, Grant the deliverance of salvation,
Da perenne gaudium. Grant everlasting joy.

Text

Probably from the twelfth or thirteenth century, Veni Sancte Spiritusisthe
Sequence for Whitsuntide, and is sung from Pentecost Sunday through the following
Saturday. Authorship is uncertain, but modern scholars attribute it to Stephan Langton (d.
1228), Archbishop of Canterbury. 1%°

Thetext isaprayer to the Holy Spirit, the third part of the trinity. Initsfirst two
verses, the author ascribes attributes to the Spirit. The third verse makes arequest for the
infilling of grace. Verse four continues the prayer, asking for a variety of remediesto the
problems of the soul. The find stanza again makes specific requests for rewards of virtue,
deliverance of sdvation, and everlasting joy.

Formal Structure (Figures 93 and 94 — Veni Sancte Spiritus Analysis Charts
and Manuscript)

Veni Sancte Spiritusisastudy in Dubra s use of counterpoint. It can be divided
into eleven sections. Thefirg (18) and deventh (1b) sections and the fourth (IVa) and
gxth (IVb) sections share material. Other than these two exceptions, the sections of the

motet are completely musicaly independent of each other.

109 Jeffers, Ron, Translations and Annotations of Choral Repertoire, v. |, Sacred Latin Texts,
Corvallis, OR: Earthsongs, 1988.
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VENI SANCTE SPIRITUS

Figure 94. Veni Sancte Spiritus - manuscript
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Section I, measures 1-36 (figure 94, p. 116), can be divided into two parts. Part I*

contains three phrases (1*-A through I*-C) and seven motivic units (al, a2, a3) and sets
the text “ Veni sancte spiritus.” Part |2 contains two phrases (12-D and 1%-E) and four
moativic units (al-3, cf) and aso uses the same text. The tondity of thefirst sectionisE
minor.

Section I* is exdusively primary materid in the form of achant-like melody. The
soprano part firg states the theme (al) (figure 95) three times. The ato answers on the
third (a2) (figure 96) and states the melody twice. Findly, the bass voice entersin elison
with the end of the dto melody and answers on thefifth (a3) (figure 97), again gaing the
melody twice. Section 12-D starts by using the original theme and answers in imitation
(figure 98). In section |2-E, the primary imitative materid is used multiple timesin
diminution and fragmentation and becomes accompaniment to the cantus firmus style
melody in the tenor voice (cf) (figure 99). The pattern bresksin measure 32 and Dubra

uses fragments of the theme but punctuates them with descending glissandi (figure 100).
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Figure 95. Veni Sancte Spiritus (motive al, mm. 1-3)
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Figure 96. Veni Sancte Spiritus (motive a2, mm. 9-11)
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Figure 97. Veni Sancte Spiritus (motive a3, mm. 13-16)
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Figure 98. Veni Sancte Spiritus (motive al-3 in imitation, mm. 19-20)

ps J > > >
* -] ) P - i . [ 6 [ = P TLk S [ )
[ o) \ WA | VA k| | /1 /1
ANV | | [ | =X | ] | | | [ | IS 3
? i i 1 T I f * 1 1
Ve - ni Sanc - te Spi - i - tus Ve - ni Sanc te
() u
o | - | - [ - r ] |
i | 1 e  ———— —— o f e
/1 ) [ 1 ) /i 1 1] A k| | | [ W]
ANIV4 k> 3 | | "4 T "4 T "4 || | | |
%J | | L4 L4 L4 |
Ve - ni Sanc - - - - - te Spi - n -

Figure 99. Veni Sancte Spiritus (cantus firmus, mm. 23-31)
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Figure 100. Veni Sancte Spiritus (mm. 32-35)

Section 11, measures 37-54 (figure 94, p. 118) can be divided into five phrases (11-
A through lI-E). Phrases|1-A and I1-B (figure 94, p. 118) set thetext “ Et emitte
coditus,” in phrases11-C and I1-D (figure 94, p. 118) thetext “ Lucistuae,” and phrase
[1-E (figure 94, p. 118) “ Lucis tuae radium.” Thetondity of the section is D mgor and
ends on a hdf cadence. The tondity for the section is established by traditiona tona
harmony.

Phrases |1-A and |1-B are homophonic. In phrases|1-C and 11-D, the ato, tenor,
and bass voices become secondary to the soprano melody (figure 101). The final phrase,
[1-E (figure 94, p. 118), is again homophonic.

Section |11, measures 55-62 (figure 94, p. 118) is divided into four phrases (111-A
through I11-C). The text structure is asfollows:

[11-A) “Veni pater pauperum,”

[11-B) “Veni dator munerum,”

[111-C) * Veni pater pauperum,”
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[11-D) “Veni lumen cordium.”
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Figure 101. Veni Sancte Spiritus (mm. 44-49)

Thetondlity of section I11 is B minor, arrived at by a deceptive resolution from the
half cadence that ends section I1. The tondity is established both melodicaly and
harmonicaly and has an overdl harmonic progresson of i-i-iv-VI. The accompanying
meaterid for section 111 is presented as an ogtinato in the upper three voices (f1) (figure

94, p. 118 —firg four measures) and is both syllabic and harmonic. The chord changes
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dightly for phrases 111-C (f2) and I11-D (f3) (figure 102). The primary materid is givento
the basses and is presented in the form of amelody. Phrases111-A and 111-B areidentica

(c) and phrases 111-C (d) and 111-D (€) are different (figure 103).
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Figure 102. Veni Sancte Spiritus (motivesf2-3, mm. 59-62)
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Figure 103. Veni Sancte Spiritus (motives c-e, mm. 55-62)

Section IVa, measures 63-69 (figure 94, p. 118-119), is divided into three phrases
(IVa-A through 1Va-C), each two measures in length, plus a one measure rest. Phrase
IVa A setsthetext “ Consolator optime” phrase IVa-B the text “ dulcis hospes animae,”

and phrase IVa-C “ dulceretrigerium.” The tondity of section IVaisB minor and is
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established by repetition of pitches. It is aso strengthened by an ostillation between tonic

and subdominant harmonies.

The accompanying materid is a short oginato set in imitation in the men’ s voices
(h) sung to the repested text “Veni” (figure 104) The primary materid isasyllabic drone
in the women' s voices (gl)that starts on the tonic (B) and moves to the supertonic (C) in

phrase IVa-C (g2) (figure 105).
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Figure 104. Veni Sancte Spiritus (motive h, spans mm. 63-68)
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Figure 105. Veni Sancte Spiritus (motives g1 and g2, mm. 63-66)

Section V, measures 70-90 (figure 94, p. 119), isdivided into three phrases (V-A

through V-C) stting the text “In labore requies [V-A i1], in aestu temperies[V-A i2], in



fletu [V-B j1-4], solatium[V-C].” Phrase V-A isdivided into two mativic units. Motive
V-A-il (figure 106) isasmple bass melody in triple meter. Mative V-A-i2 isthe same
melody harmonized by the tenors (figure 107). Phrase V-B contains paired imitation
between the women (j1, j3) and the men (j2, j4) (figure 108). The section closes with a

homaophonic progression (figure 109).
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Figure 107. Veni Sancte Spiritus (motivesi2, mm. 75-78)
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Figure 108. Veni Sancte Spiritus (motivesj1-4, mm. 79-87)
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Figure 109. Veni Sancte Spiritus (section V closgng, mm. 89-90)

Section Vb, measures 91-98 (figure 94, pp. 119-120) can be divided into four
phrases (IVb-A through IVb-D). The phrases st the text phrases O lux beatissma” (2x),
“Reple cordisintima,” and “ tuorum fidelium.” Section IVb'stondity isB minor and is
established both by the use of drones and by harmonic considerations.

The section uses the musical materia from section [Va (figure 94, p. 118). The
secondary/accompanying materia and the primary materia are traded between the men's
and women' s voices. The accompanimentd materid is the same short ogtinato from
section 1Va (h) (figure 110) The primary materid starts as a syllabic drone on the tonic
pitch while in the women’ s voices and changes to amdodic figure when it is given to the
men (11) (figure 111) in phrase IVb-B. The ostinato also changes at this point (k1) (figure
112). The women retake the melody in phrase IVb-C (figure 94, p. 119) and the men
return to the origind ogtinato (h). In the fina phrase, IVb-D (figure 94, p. 120), the men
return to the melody from phrase IVb-B (figure 94, p. 119) and the women return to the

ogtinato from the same phrase.
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Figure 112. Veni Sancte Spiritus (motive k1, mm. 93)

Section VI, measures 99-114 (figure 94, p. 120) is divided into four phrases (VI-A
through VI-D). Each phrase setsthe text “ O |ux beatissima.” The tondity of the section
key areas are established both melodicdly and harmonicaly.

The accompanying materid for section VI is presented in the lower three voices
in the form of homorhythmic chords (g1-3) (figure 113) with a change of rhythm in the
last measure of the section (r1) (figure 114). The primary materid isfound asameody in
the soprano (figure 115). Each of the phrases are different, but the first phrase, VI-A, and

third phrase, VI-C, share amilar materid (figure 94, p. 120).
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Figure 113. Veni Sancte Spiritus (motives g1-3, mm. 99-102)
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Figure 114. Veni Sancte Spiritus (motive rl, mm. 111-114)
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Figure 115. Veni Sancte Spiritus (section VII soprano, mm. 99-114)

Section VI, measures 115-122 (figure 94, pp. 120-121), can be divided into four

phrases (V11-A through VI1I-D), each with two measures of motivic materid. The two

measure groups share Smilar materid from the first measure to the second measure. The
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text layout for the section is as follows.

VI1I-A through VII-C) * Flecte quod est rigidum, Fove quod est frigidum,”

VI1I-D) “ rege quod est devium, Rege quod est devium.”

The tondity of the section is established by traditiona harmonic progressons and
tonicizes B mgor ending with ahdf cadence. The entire section is homaophonic. The first
phrase, VII-A (sl), can be divided into different motivic groups (slaand slb) (figure
116). Phrase V1I-B (figure 94, p. 120) isasmple repesat of the phrase VII-A (figure 94, p.
120). Phrase VI1I-C (figure 94, p. 120) provides new materid in two motivic groups (t1),
with the second arepest of the firg (figure 117). Thefina phrase, VII-D (figure 94, p.
121), presents two Smilar motivic groups with different endings for cadential purposes

(ulaand ulb) (figure 118).

Flec - te quod est rn - gi-dum, Fo - ve quod est fri - gi dum,

Figure 116. Veni Sancte Spiritus (motives slaand slb, mm. 115-116)
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Figure 118. Veni Sancte Spiritus (motive ulaand ulb, mm. 121-122)
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Section VI, measures 123-129 (figure 94, p. 121) can be divided into six phrases
based on the text. The entire section isindicated as intoned speech, Sprechstimme syle

with text divison as follows:

“Dartuisfidelibus[ VIII-A], inte confidentibus [ VIII-B], Da tuisfidelibus [ V11I-
C], in te confidentibus [ V111-D], Sacrum septenarium [ VIII-E], Sacrum septenarium
[VII-F].”

Section 1X, measures 130-148 (figure 94, pp. 121-122), can be divided into four
phrases (1X-A through IX-D). Each phrase is homophonic and sets a different phrase of
thetext. “ Da vir tutis meritum, da salutis exitum, da perenne gaudium. Amen.” The
tonality of the section is C mgor, established by harmonic means.

The entire section is homaophonic. The second phrase, IX-B, isarepesat of the
firg, IX-A (ul) (figure 119), and the third, IX-C (v1) (figure 120), and fourth phrases,

IX-D (w and x) (figure 121), are different.
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Figure 119. Veni Sancte Spiritus (mm. 130-134)
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Figure 121. Veni Sancte Spiritus (motivesw and x, mm. 144-147)

The final section, 1b, measures 149-end (figure 94, pp. 122-123), isarecap of the
opening et to the text “ Alldluia.” 1t can be divided into four phrases with severa motivic
unitsin each phrase. The tondlity of section Ib isE mgor and is established by melodic,

contrapuntal, and harmonic means.
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Phrase |b-A isdivided into four motivic groups, each with the theme (alb) (figure
122) or an answer (a2b and a3b) (figure 123-124). In the second phrase, 1b-B, the primary
materid isin the women' s voices (al and a2) and the men provide harmonic support in
fifths (figure 125). Phrase Ib-C (figure 94, p. 123) setsfragmentsof al and a2 in
imitation with time between each entrance diminished. Thefind phrase, 1b-D, isin paired

imitation between the men (z1-3) and the women (y1-3) (figure 126-127).

Figure 123. Veni Sancte Spiritus (motives a2b, mm. 151-152)

Figure 124. Veni Sancte Spiritus (motives a3b, mm. 155-156)
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Figure 125. Veni Sancte Spiritus (motives al and a2, mm. 157-158)
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Figure 126. Veni Sancte Spiritus (motive z1, mm. 177-178)
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Figure 127. Veni Sancte Spiritus (motive y1, mm. 177-178)

I nter pretation and Pedagogical |ssues

The stting of Veni Sancte Spiritus requires that speciad emphasis should be
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placed on precision of pulse and entrances in the contrgpuntal sections. The text stress for

this motet is quite naturd in its rhythmic treetment, therefore dlowing the snging of the

poetic accent. Likewise, the melody iswell suited for the text and should not present any

intervalic problems. This motet is set in a conservative and traditiona harmonic fashion

and presents no difficulties.

The trangtion from section VII1-1X (figure 94, p. 121) will require some

explandtion for the Singers. Section VIII contains the use of Sprechstimme which may

make the initid chord for section 1X difficult to hear. Appropriate rehearsa time must be

dlotted for the effective presentation of the music through this trangtion.

Rorate caeli (1996) - SSAATB with ST sdi

Rorate caeli de super, et nubes pluant justum
aperiratur terra et germinet Salvatorem.

Neirascaris Domine, ne ultra memineris
iniquitatis ecce civitas Sancti facta est deserta;
Son deserta facta est Jerusalem desolata est
domus sanctificationistuae et gloriae tuae, ubi
laudaverunt te patres nostri.

Rorate caeli de super, et nubes pluant justum
aperiratur terra et germinet Salvatorem.

Peccavimus, et facti sumus tamquam immundus
nos, et cecidimus quasi foliumuniversi, et
iniquitates nostrae quasi ventus abstul erunt nos
abscondisti faciemtuama nobis et allisisti nosin
manu iniquitatis nostrae.
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Rorate caeli de super, et nubes pluant justum
aperiratur terra et germinet Salvatorem.

Vide, Domine afflictionem populi Tui, et mitte
guem misurus es emitte Agnum Dominatorem
terrae de petra deserti ad montem filiae Son, ut
auferat ipse jugum captivitatis nostrae.

Rorate caeli de super, et nubes pluant justum
aperiratur terra et germinet Salvatorem.

Consolamini popule meus cito veniet salus tua
guare merore consumeris quia innovavit te
dolor. Salvabo te noli timere, ego enim sum
Dominus Deus tuus, Sanctus I srael, Redemptor
tuus.



Text

Formal Structure (Figures 128 and 129 — Rorate caeli Analysis Chartsand
Manuscript)

Rorate cadli isdivided into eight sections. Sections |, mm. 1- 18 (figure 129, p.
151) and five (1a), measures 43-56 (figure 129, p. 153), contain the same materid.
Section three (Ib) (figure 129, p. 152) issmilar to one (1a) and five (18), but isina
different key. Sectionstwo (11a) (figure 129, p. 151), four (11b) (figure 129, p. 152), and
ax (llat+b) (figure 129, p. 153) share the same structure and Smilar musica materids.
Sections seven (111) and eight (IV) contain completely new materid (figure 129, p. 154).

Section la, measures 1-18 (figure 129, p. 151), can be divided into Six phrases (la-
A through la-E). Each of the phrases in the men’ s voices repeet the text “Rorate caeli de
super,” while the women sing “Rorate cadli” (phrase la-C), “et nubes pluant justum”
(phrase la-D), “aperiatur terra” (phrase la-E), and “et germinet Salvatorem” (phrase la-
F). The tondity of the section is C mgjor and is established both melodicaly and by the
repetition of the bass and tenor ogtinati.

The accompanying materia for the section is the ogtinati in the men’s voices (al)
(figure 130). It is repested exactly five times and changes only dightly in phrase la-Fin
order to complete the section (a2) (figure 131). The primary materid isfound in the
women'svoices. A melody in the soprano is harmonized by the dto in pardld sixths
(reminiscent of discant) (b1-4). Each phrase begins the same but concludes differently in

the women' s voices (figure 132).
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Figure 128 (cont.).
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Figure 131. Rorate caeli (motive a2, mm. 16-18)
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Figure 132. Rorate cadli (motives b1-4, mm. 7-18)

Section lla, measures 19-23 (figure 129, p. 151) iswritten senza misura and can
be divided according to the text and melody into three phrases with two, one, and two
motivic groups respectively. Phrase lla-A setsthe text “Ne irascaris Domine, ne ultra
meminerisiniquitatis, ecce civitas Sancti facta est deserta;” phrase lla-B, “Son deserta

facta est Jerusalem desolata est,” phrase lla-C * domus sanctificationais Tuae et gloriae
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Tuae, ubi laudaverunt Te patres nostri.” The sectionissetin A minor which is
established both melodicdly in the solo voice and harmonically by the cluster drone in
the choral voices.

The accompanying materid is a series of harmonic drones found in the
chord voices (c1-f1) (figure 133). The primary materid is presented as a chant for

soprano solo (Chl-3) (figure 134).
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Figure 133. Rorate cadli (motives c1-f1, mm. 19-22)
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Figure 134. Rorate caeli (motives Chl-3, mm. 19-22)
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Section Ib, measures 24- 37 (figure 129, p. 152) uses the same materid as section

la, however, the men’s voices (alb) are now transposed to the submediant (figure 135).

i s

Ro-ra-te cac - i de su - per Ro -

Figure 135. Rorate caeli (motive alb, mm. 24-26)

Section I1b, measures 38-42 (figure 129, p. 152), issmilar to section [la The
melody now starts on A as opposed to the previous C. Thetext is presented in three
phrases. Phrase |1b-A states* Peccavimus, et facti sumus tamquam immundus nos, et
cecidimus quasi folium universi,” phrase llb-B “ et iniquitates nostrae quasi ventus
abstulerunt nos abscondisti faciem Tuam a nobis,” and phrase I1b-C “ et allisisti nosin
manu iniquitatis nostrae.” The tondity of section Il1b is<till A minor aswas section lla
and the gtructure of the section is the same, except that the new solo chant (Ch4-6) (figure

136) is now given to atenor soloist.
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Figure 136. Rorate caeli (Ch4-6, mm. 38-41)
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Thefifth section (1a), measures 43-56 (figure 129, p. 153), isan identica recap of
thefirst section, la.

The sxth section (I1atb), measures 57-60 (figure 129, p. 153), isdmilar in
structure to the second, Il1a (figure 129, p. 151), and fourth sections, 11b (figure 129, p.
152). The text iswritten in three phrases* Vide, Domine afflictionem populi Tui, et mitte
guemmissurus es’ (llatb-A), “ emitte Agnum Dominatorem terra, de petra de deserti ad
montem filiae Son” (I1a+b-B), and “ ut auferat ipse jugum captivitatis nostrae” (I1at+b-C).
Tondity in the section isagain A minor, established just as section llaand 11b. Soprano
and tenor solos have been superimposed in this section to cregte a primary melodic layer

that isaduet in parald tenths (figure 137).
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Figure 137. Rorate caeli (section Sx duet, mm. 57-60)

The seventh section (111), measures 61-68 (figure 129, p. 154), can be divided into
seven smdl phrases (111-A through 111-G) based on the text and the music. The text for

the section is “Consolamini, consolamini popule meus [111-A], cito veniet salustua [I11-
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B], quare merore consumeris [I11-C], quia innovavit te do lor [I11-D]. Salvabo te noli
timere[I11-E], ego enim sum Dominus Deus tuus [111-F], Sanctus Israel, Redemptoris tuus
[111-G].” The section starts on the subdominant of C mgor and shifts tondly until it

findly lands on G mgor. Section 111 is purdy homophonic and written exclusively with
extended harmonies or clusters.

Section IV, measures 69- 71 (figure 129, p. 154), returns to the text from sections
laand Ib, and is divided into two phrases (IV-A and 1V-B) according to the text and
music. Each phrase conssts of four mativic groups (1V-A-1 through IV-A-4 and 1V-B-1
through 1V-B-4). The tondity is ultimatdly established on G, areault of the dronein the
bass. Thisis another example of Dubra s use of pandiatonicism.

The upper three voices enter successively with different deatoric motives (w-y)
(figures 138-140) that become the accompanying materid. Motive w isin the soprano
(figure 138) that starts with the opening melodic motive of the entire motet followed by
new motivesin the dto (x) (figure 139) and tenor (y) (figure 140). The bass (z) enters

after dl of the otherswith a syllabic drone (figure 141). Rorate caeli concludeswith an

N A
[ fan Y L/
Ro-ra-te cac - li

Figure 138. Rorate caeli (motives w, spans mm. 69-71)

abrupt rest.

e |4

Ro-ra-te cae-li

Figure 139. Rorate caeli (motive x, spans mm. 69-71)
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Figure 141. Rorate cadli (motive z, mm. 70-71)

I nter pretation and Pedagogical 1ssues

Rhythmic difficultiesin Rorate caeli are found most prominently in the solo
sections. The soloist should be encouraged to stay within the boundries of the indicated
rhythms. Text stresses, asin the other motets, should be followed throughout, especialy
in the chant-like solo passages. Significant harmonic considerations occur in section 111
(figure 129, p. 154) in the series of cluster chords. These sections will contain pitch
accuracy and intonation problems for most choirs and an gppropriate amount of rehearsal
time should be dlotted.

Alestoric ostinati occur in the find section, 1V (figure 129, p. 154). Theided
should give the impresson that the musica flow israndom and un-metered and the bass
must enter with a steedy tempo and rhythm at the end of the section. Trangtiona
problems occur at the beginning of each solo section, as the sopranos legp into a
dissonance. Again, rehearsal time must be designated to solidify these aress.

For the conductor, as the bass entersin the fina section, it will probably be most
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effectiveif the section is divided into meters appropriate to textud stress, but chant-like
curonomy or other options are dso available.

Veni Creator Spiritus (1998) - SATB

Veni, Creator Spiritus,  Come Creator Spirit,
Mentestuorumvisita,  Visit the souls of your devoted,;
Implesupernagratia,  With your divine gracefill

Quaetu creasti pectora:  The hearts which you have created.

Qui dicerisParaclitus,  You are caled Comforter,
Altissimi donumDei,  Gift of the highest God,
FonsVivus, Ignis, Caritas, Fount of life, fire, love,
Et spiritalisunctio. ~ And spiritual unction.

Tu septiformismunere,  You are seven-fold in your gifts,
Digitus paternae dexterae, = Thefinger of God's right hand;
TuritepromissumPatris Y ou are the one duly promised by the Father,
Sermone ditans guttura.  Enriching our tongues with speech.

Accende lumen sensibus,  Enkindle your light in our minds,

Infunde amorem cordibus,  Infuse your love into our hearts;
Infirma nostri corporis  Strengthen the frailties of our flesh
Virtute firmans perpeti. By your perpetual power.

Hostemrepellaslongius,  May you drive our enemy far away,
Pacemque dones protinus,  And bestow abiding peace,
Ductoresic Teprevio,  So that, with you leading before us,
Vitemus omne noxium.  We may shun al evil.

Per Tescidmusda Patrem,  Grant that through you we may know the Father,
Noscamus atque Filium,  And that we might also come to know the Son;
Teque utriusque Spiritum  And you, the Spirit of Them both,
Creddamus omni tempore.  May wetrust at all times.

Deo Patri sit gloria,  All glory to the Father be,
Et Filio, qui amortuis  And to the Son, who rose from the dead,
Surrexit, ac Paraclito,  And to the comforter,
In saeculorum saecula. Forever and ever.
Amen. Amen.

Text
This hymn for Whitsuntide dates from the tenth century, but authorship is

unknown.*1° Its earliest appearance is from the Durham Manuscript (c. 980), but other

110 jeffers, Ron, Translations and Annotations of Choral Repertoire, v. |, Sacred Latin Texts,
Corvallis, OR: Earthsongs, 1988.
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Variations of harmonization are presented in each verse and can be seen in their entirety in Chapter 111: “ Veni Creator Spiritus’

Figure 142. Veni Creator Spiritus - andyss chart
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somewhat later sources can be found in England, France, Germany, Switzerland, Itay,
and Spain.**

Formal Structure (Figure 142 - Veni Creator Spiritus Analysis Chart)

Veni creator spiritus can be divided into Six sections/verses with a concluding
“Amen.” Each verse treets the opening chant (verse A) in adifferent way. Each verseis
written senza misura and is set in four measure phrases that are determined by the text.
The tondity of the entire piece is F mgor established both by melodic and harmonic
means.

Section | isasmple setting of anewly composed chant, in octaves. The tondity

isF mgor, established mdodicdly (figure 143).
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o) ! ! R
7 T I E— — — — — — E— — T
o~ i | I I [ - | | I [ [ [ I | |
NIV s 1 7] I I I _|_t
"3 ~ | ~ 1 I T S—_— ry
Ve -ni Cre - a - tor Spi n - tus men-tes tu - 0-rum Vi - si - ta: Im -ple
N~ N ~
~
3 1 D
o) . I . I |
p” A — I f T I ~ Py i f T T f f T 1
|t (7 - | | | | | I I
e e e e ™ e s o
o i | J J [
su - per -na gra - ti - a quae tu cre - as - i pec - to - ra.
—

Figure 143. Veni creator piritus (section 1)

Section |1 presents the chant in octaves in the soprano and tenor voices while the
ato and bass voices sing adrone on thefifth (C) (figure 144). In section 111, the chant is
again found in the soprano and tenor, while the bass and dto provide a harmonic

foundetion in octaves (figure 145).

111 | pid.
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Figure 145. Veni creator spiritus (section I11)

Section 1V presents the soprano and ato singing the chant in acanon at the

unison. The men sing fifths that act as drones and provide a traditiond harmonic

foundation below the canon (figure 146).
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Figure 146. Veni creator spiritus (section 1V)

In section V, the chant is given to the dto, the soprano sings a countermel ody
above it, the tenor sings adrone on the third (A), and the bass again provides harmonic
foundation (figure 147).

In section VI, the tenor Sings the chant. The soprano again Sngs a countermel ody.
The alto adds an embellished countermelody in eight notes, while the bass again provides
harmonic foundation (figure 148). The motet concludes with a one-measure homophonic
“Amen,” with the progresson IV-iii-vi-ii- V-1 (figure 149).

I nter pretation and Pedagogical |ssues

In smilar fashion to many of the motets, the trestment of the senza misura section
is probably the most chdlenging rhythmic concernin Veni Creator Spiritus. Since the
motet is basad on a sngle chant, the various harmonizations of that melody can be
particularly difficult. For example, in sections |V and V (figures 146 and 147), the

harmonic changes can be avkward rhythmicaly.

165



Vv A

B C
~ »~Hos- tem re-pel-las lon- g - us, - Pe-cemque do-nes pro-ti-nus: ~ duc
A:/') | e | | T | [ |
'l’\n‘»y. z P —) z — T —
o N A L T+t 1 r f—

O O O \A//‘\n | O
g o s © o | ©
# ~ = 7] O O |
2 ] ! — = —
] | :
. . D . .
To -re sic te praevi- 0 — vi- te musom-ne no -xi- um.

-1

[ T
TN

T

Figure 148. Veni creator spiritus (section V1)



Figure 149. Veni creator spiritus (conduding “Amen’)

Thetext dressis of utmost importance in this motet and determines the phrasing.
Specid care should be taken to bring out the text stress of the canonin section V. It is
recommended to meter each verse according to the text and the phrasing. Sections|, 11,
11, V, and VI can each be divided into four phrases metered by the haf note. The phrases
should be divided into measures of Sx, Sx, five, and five respectively. Section four is
aso in four phrases, but each phrase contains Six beats.

The trangtion to the find “Amen” should be established by the rallentando
garting six measures before the find phrase. The tempo for the “ Amen” will be the
tempo that ends the previous section. The tenors may Hill have difficulty with the switch
from duple to triple rhythmic groups. However, familiarity should solve any problems
suggesting careful alotment of rehearsd time.

Magnificat (2000) - SSATB

Magnificat anima mea Dominum. My soul magnifiesthe Lord.
Et exultavit spiritus meus And my spirit has rejoiced
in Deo salutari meo. in God my saviour.
Quiarespexit humilitatem ancillae suae For he has regarded the low estate of his servant:
ecce enim ex hoc beatam me dicent for behold, henceforth, all generations shall call
omnes generationes. me blessed.
Quia fecit mihi magna qui potens est For he who is mighty has done great things to
et sanctum nomen eius. me;and holy is his name.
Et misericordia eius And hismercy ison them
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aprogeniein progenies
timentibus eum.

Fecit potentiamin brachio suo,
dispersit superbos mente cordis sui.

DeposLit potentes de sede
et exaltavit humiles.

Esurientes implevit bonis
et divites dimisit inanes.

Suscepit Israel puerum suum,
recordatus misericordiaesuae
Sicut locutus est ad patres nostros,
Abraham et semini eiusin asecula.

Gloria Patri et Filio et Spiritui Sancto,

sicut erat in principio
et nunc et semper
et in sascula sescul orum, Amen.

who fear him
from generation to generation

He has shown strength with hisarm,
he has scattered the proud, even the arrogant of
heart.

He has deposed the mighty from their seats, and
exalted the humble.

The hungry he has filled with good things, and
therich he has sent empty away.

He has helped his servant Israel,
in remembrance of hismercy.
Asit was spoken to our fathers,
to Abraham and his seed for ever.

Glory beto the Father, and to the Son, and to the
Holy Spirit.

Asit wasin the beginning,

isnow and ever shall be

world without end, Amen.

Text

The Magnificat isthe canticle of the Virgin Mary, one of three such canticles

found in the opening chapters of the Gospd of Luke. It is the response of Mary to the

angd’s message that she would give birth to the Messiah.

Formal Structure (Figures 150 and 151 — Magnificat Analysis Chartsand

Manuscript)

Dubra’ s Magnificat setting is divided into nine contrasting sectionswith a

recapitulation of the material from the first section in the ninth section. In this motet

Dubra forgoes the use of ogtinati in favor of free counterpoint, paired imitation, chant-

like melodies, and drone. The overdl tondity moves from C mgor, E flat Lydian, F

magor, F Lydian, E mgor/C sharp minor, B minor, E Phrygian, F sharp Lydian, A sharp

minor, A minor, and finaly returnsto C mgor.

Section |, measures 1-41 (figure 151, p. 178), can be divided into five phrases (I-
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Section 1V

SA ri+r2+r2+s SA rl+r2+r2+s SA t+t +t +u
B V +V +V +Vv B V +V +V +Vv B W+WwW+w+w
(both pairsarein similar (both pairsarein similar
motion to each other and motion to each other and

contrary to the other pair) contrary to the other pair)

mwH>W0m

X+y+z+z

aa+bb +drone

drone
drone

+CC

w—=H>0m

E
dd+eetff cad.
drone cad.
drone cad.

cc+cctec  cad.

Figure 150 (cont.).
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Section V11

Primary: Primary: Primary:
ww = ST chant zz = ST chant aaa= ST chant

Secondary: Secondary: Secondary:
xx = A drone XX XX
yy =B drone (moving) yy \%4
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Section VI

A B

Homophonic but not homorhythmic

F# i F 16 V6/4-V

Seefigure 151, p. 189-190

Figure 150 (cont.).
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A through I-E) with three motivic groups in each of the first four phrases and nine
motivic groups in the last phrase. Phrases |- A through I-C (figure 151, p. 178) are eight
measures long, phrase |-D (figure 151, pp. 178-179) is Sx measures long, and phrase |I-E
(figure 151, p. 179) is eleven measures long. Each of the first three phrases, I-A through
I-C, setsthe text “Magnificat anima mea Dominum: et exultatvit spiritus meusin Deo
salutary meo.” The sametext isthen split between phrases|-D and I-E. Phrase I-E
repeats “Deo salutari,” multiple timesin paired imitation. The tondity of section1isC
magor and is established by contrapuntal means. The section cadences on a G maor
chord. With only one measure of rest between the G mgjor and the next section, the
harmony moves quite abruptly to E flat Lydian on the downbest of section I1.

The soprano opens the motet with the primary materid or theme (al) (figure 152).
In phrase I-B, the dto joinsin counterpoint againg it (b1) (figure 153) and the tenor
entersin counterpoint in phrase I-C () (figure 154). In phrase I-C, the dto Sartsthe
same as before, but it is eventudly dtered (b2) (figure 155) to accommodate the new
tenor counterpoint. The bass adds harmonic foundetion when it entersin phrase I-D (gl)
(figure 151, p. 178), and the soprano, tenor (e1) and dto (f1) change counterpoint (figure
156). Thefind phrase, I-E, is et in paired imitation between the women and men (figure

157).

B[ n s mc us -] De=a = lu m n nac =]

Figure 152. Magnificat (motive al, mm. 1-8)
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Figure 154. Magnificat (motive c1, mm. 17-24)
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Figure 155. Magnificat (motive b2, mm. 17-24)
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Figure 156. Magnificat (motives e-g1, mm. 24-30)

Section 11, measures 42-82 (figure 151, pp. 179-180), can be divided into two parts, I1*
and 112, Section 11* contains three phrases (11*-A through 111-C) of six, six, and ten
measures respectively, each of which is determined by the text. Phrases 111-A and 111-B
st the text “Quia respexit humilitatem ancillae suae,” and phrase 111-C setsthe text
“ecce enim ex hoc beatam me dicent omnes generationes.”

The tondlity of 11* seemsto begin in E flat Lydian, but is smply the subdominant
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Figure 157. Magnificat (motives h and I, mm. 31-41)

of B flat mgor, atonic that never istruly established, and ultimately arrives on a half
cadence (F mgor). The tondity is established by connotation more than by actually
establishing the tonic through traditiona cadences. The use of drone and counterpoint
edtablish various key areas that dl lead the ear to perceive B flat mgor astonic.

The accompanying materid for the section isadrone in the dto (k1) that changes
pitch every few measures (figure 158). The primary materid is presented asamelody in
the soprano part (j1-11 and m1) (figure 159). The melody is very digunct and is through

composed.
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Figure 159. Magnificat (motivesjl, 11, and m1, mm. 42-63)

Section 112 is divided into two phrases. Each phrase sets the text “Quia fecit mihi
qui potens est.” Thetondlity in 112 is again somewhat dusive. The key signature and the
drones (fifths) indicate F mgjor as tonic. However, the melodic materid (tenths) in the
men’ s voices tends to weaken the tondity by avoiding the tonic.

The accompanying materia of the section is given to the alto and soprano voices
in the form of a harmonic drone in fifths and sixths. The soprano drone (pl) changes
pitcheswhile the dto (1) remains congtant on the tonic pitch (figure 160). The men sing

atwo-phrase melody that is harmonized in tenths (01 and r1) (figure 161).
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Figure 161. Magnificat (motives 01 and r1, mm. 64-82)

Section 111, measures 83-93 (figures 151, p. 180), contains three phrases (111-A
through 111-C) each with two, two, and three motivic groups respectively. Each motivic
group satsdl or aportion of thetext “ et sanctum nomen eius.”

The tondity of section Il is F lydian and ends on aC mgor chord. The tondity is
established by both pandiatonic and contrgpuntal means. The combination of drones and
counterpoint tonicize F.

The soprano presents itsdf as the primary voice, with a chant-like melody written

in haf notes (figure 162). The melody can be broken into seven motivic groups asin the
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analyss chart (seefigure 150) and areladbded a+b/c+b/d+e/d+f/f/f/g.In
some of the phrases materid is repeated. The accompanying materids include the
syllabic drone in the bass part that changes pitches for each of the first two phrases, 111-A
and I11-B, and twice in the find phrase, 111-C (figure 163). Each of the phrases for the
bass part show a diminution of the rhythmic unit; phrase I11-A iswritten in three double
whole notes, phrase 111-B, in Sx whole notes, and phrase 111-C in twelve hdf notes. The
ato provides secondary materiad with counterpoint against the soprano (h1+i/h2+1/|
+Kk1/j+k2/k2/k2/1) creating a series of sugpensions (figure 164). The tenor Sngsa
countermelody (drone/ m+n/o+m/n+ pp/pp/ pp/ qq) aganst the soprano (figure

165).

o Eang<mm  ne-men ¢ =i, =1 EANC = 1ym BO=IREn G-nis El NG = T 1 =EmEen E=1Us, =
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Figure 162. Magnificat (soprano, mm. 83-93)
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Figure 163. Magnificat (bass, mm. 83-93)
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Figure 164. Magnificat (soprano and ato, mm. 83-93)
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Figure 165. Magnificat (soprano and tenor, mm. 83-93)

Section IV, measures 94-115 (figure 151, p. 181), can be divided into two parts,
IV-1V2, Thefirst part contains three phrases, IV-A through IV-C. For phrases IV1-A
and 1V1-B (figure 151, p. 186) the women state the text once and the men twice — “et
sanctum nomen eius.” The second phrase, 1V1-B, isarepesat of thefirst. In phrase IV1-C,

the voices each set the text twice (figure 151, p. 181). In part I\V? (figure 151, p. 181), the
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music dividesinto two phrases (IV?-D and 1V2-E). The text from part 1\V* isthe basis of
the two phrases with overlapping textua phrasesin each of the voices.

The tondlity of the section IV* is E magjor and B minor for section V2. The entire
section cadences on an A minor chord. The tondity is established by counterpoint in
section 1! and counterpoint and drone in section 1V2.

Section IV (figure 151, p. 181) pairsin similar mation the men’s voices and the
women'’ s voices and sets them in contrary motion againgt each other. The layout of the
soprano and ato partsis rl+r2+r2+s/ rl+r2+r2+s/ t+t+t+u (figure 166). The men's
voices repeat the same motive (v) for each of the firgt eight measures and anew motive
(w) (figure 167) for the next four measures. Section V2 sets the primary material against
drones and some counterpoint. Again the soprano has the melody presented as x+y+z+z /
dd+eetff. (figure 168). The accompanying materia in the other voicesisadronein the
tenor (figure 169), a drone and counterpoint (cc) in the bass (figure 170), and
counterpoint (aat+bb) and dronein the dto (figure 171).

Section V, measures 116-157 (figure 151, pp. 181-183), isin two parts. Section
V! satsthe text “ Et misericordia eius a progenie in progenies timentibus eum. Fecit
potentiamin brachio suo,” infour phrases (V-A through VV*-D) and section V? the text
“ dispersit superbos mente cordis sui. DeposLit potentes de sede...” in five phrases (V2-E
through V2-1).

The tondlity of this section is created by pandiatonic processes and tonicizes E
Phrygian and F Lydian. Section V! (figure 151, p. 181) contains two layers. The
accompanying layer is made of aharmonic drone, firgt in fifths between soprano and dto

(jj1 and kk), and later with the basses joining on the tonic (Il) (figure 172). The primary
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Figure 166. Magnificat (motivesrl, r2, s, t, and u, mm. 94-105)
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Figure 167. Magnificat (motives v and w, mm. 94 and 102)

Figure 169. Magnificat (tenor, mm. 106-115)
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Figure 171. Magnificat (alto, mm. 106-115)

materid is presented as achant in the tenor voice (gg/ hh /il /i2) (figure 173). Section
V? gtartsin E. The soprano drone (jj1) continues through the beginning of the third
phrase, V1-C (figure 151, p. 182). The dto begins the section with new accompanying
materia in the form of an deatoric oginato (mm) (figure 174). The primary materid is
now heard in the tenor and bass parts as amdody in fifthstwelfths (nn) (figure 175). In
phrase V2-C, the dlto continues with its ostinato, the basses add a drone (pp) (figure 176)
that changes pitches for the last two measures of the section. The soprano and tenor
creste new primary materia in the form of a canon (0o) (figure 177). The canon bresksin

phrase V-G, but the soprano and tenor continue with similar material in counterpoint.

Figure 172. Magnificat (motivesjj, kk, and Il, m. 125)
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Figure 174. Magnificat (motive mm, spans mm. 134-142)
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Figure 176. Magnificat (motive pp, mm. 143-157)

197



109 f e poco a poco cresc.

fDe-po-su - itpotentesde se-de, depo -su - itpotentesde se - dede posu-itpoten - tesdesede,

f e poco a poco cresc.

o)
A
Han
Depo=su - itpotentes dese - de, deposu-it potentesde se de deposu-
11’75
| ° | . I
s e e e e e
1 = 1 1 1 = I
V1 Il Il Il || M I 1 || Il Il M 1 I | | 1 1 |1_~]
o 1 I I I I [ L

de-po-su-it po-ten-tes de se-de, de po - su-it po-ten - tes de se-de, de-po-su-it po-ten-tesde...

o) o I o

| Py
I | I I P | I I T | o =

T
T T 1 11 | I LN N SN N | N | 1 A&

I I T [ [ | [
it po-ten-tes de se-de, de - po-su-it po - ten-tes de se - de, de-po-su - it po-ten-tes de se-de,de...

Figure 177. Magnificat (motive oo, mm. 143-157)

Section VI, measures 158-174 (figure 151, pp. 183-184), can be divided into three
phrases (VI-A through VI-C) with smdler motivic groups in each of the three (2+3+2).
Thefirst phrase, VI-A (figure 151, p. 183), sets the text “et exultavit humiles, esurientes
implevit bonis...” Phrase VI-B (figure 151, p. 183) setsthetext “ et divites dimisit
inanes,” and phrase VI-C (figure 151, pp. 183-184) repesats the text from the VI-B.

Thetondlity for section VI moves from C mgor to C sharp mgor in phrase VI-A,
through F sharp mgor in phrase VI-B, and back to C sharp mgor in phrase VI-C. The
tonality is established by contrapuntal means.

The firg phrasein section VI, VI-A (figure 151, p. 183), is homophonic with
suspensions created by the alto voice. This phrase is reminiscent of phrase I11-A (figure
151, p. 180). The second phrase, VI-B, is st in paired voices (ss men) (figure 178) and
(rr1+rr2 women) (figure 179) in contrary motion, asin section IV, and ends with a short

imitative trangtion (tt) to phrase VI-C (figure 180). Phrase VI-C is again homophonic.
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The second measure repeats the music of the first and the rest of the phraseisfredy

composed (figure 181).
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Figure 180. Magnificat (motive tt, mm. 167-169)
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Figure 181. Magnificat (mm. 169-174)

Section VII, measures 175-196 (figure 151, pp. 184-185), can be divided into
three phrases (V11-A throughV11-C) and sets the text “Suscepit Israel puerum suum [VII-
A and VII-B], recordatus misericordiae suae [VII-C].” Thetondity of the sectionis F
sharp mgjor created by both contrapuntal and pandiatonic means.

The accompanying materid for the section is found in the dto (xx) and bass (yy)
(figure 182) voicesin the form of drones. The primary materid is presented as a melody

in octaves by the soprano and tenor (ww, zz, and aaa) (figure 183).
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Figure 182. Magnificat (motives xx and yy, mm. 175-196)
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Figure 183. Magnificat (motive ww, zz, and asa, m m. 175-196)

Section V11, measures 197-207 (figure 151, pp. 184-185), can be divided into
two overlgpping phrases (VII1-A and V1I1-B) that set the text “Scut locutus est ad patres
nostros Abraham, et semini eiusin saecula.”

The tondlity for section V111 starts on the mediant of the previous F sharp mgjor,
but quickly movesto F mgor in the middle of the phrase VIII-A. The new key is carried
throughout the section and prepares for the return to the origind C mgor tondity with a
V6/4-V progression. The key centers are created by traditional harmonic progressions
and contrapuntal writing. The section is contrgpuntal throughout and freely composed.

Section IX, measures 208-end (figure 151, p. 185), contains three phrases (1X-A
through 1X-C) with smdler mativic groupsin phrases IX-A and 1X-B. Thetext for the
section is areturn to the opening text “Magnificat anima mea Dominum, et exultavit
spiritus meus in Deo salutari meo.” The tondity of this section returnsto the origina

tonality of C mgor and is again established by contrapunta and pandiatonic means.
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The accompanying materid for phrase IX-A is presented as adrone in the bass
(bbb) (figure 184). The upper parts are taken directly from phrase I-C, but eventudly
bresk the pattern. The materid in phrase 1X-B (figure 151, p. 185) repeats the first
measure three more times. In the fina phrase, 1X-C, the soprano continues with a
melodic line (figure 185). The other voices return for the fina cadence on aC mgor (+9)

chord for the last four measures (figure 185).
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Figure 185. Magnificat (measures 218-222)

I nter pretation and Pedagogical |ssues

The shifting meter in the first and last sections according to the text may present a

202



chdlenge to inexperienced groups. Text stress should be emphasized in those places
where there is telescoping of text. Wherever the accent is unnatural, musical accent
should become more important.

Some mdodic lines may be a concern in the beginning stages of learning this
piece. The melody of section I1 (figure 151, pp. 179-180), for example, is very digunct
but should become very natura after afew rehearsals and repetition. Also, the soprano
and tenor canon in section V (figure 151, p. 181-182) isaso very digunct. Theinterva
of the ascending ninth is particularly troublesome, but again, repetition should ease some
of this concern.

Pardlel motion between voices may aso be difficult asin the pardld fourthsin I-
B-3 (figure 151, p. 178). In section 111 (figure 151, p. 180) while the harmonies are not
difficult, specid emphasis and attention should be placed on the suspensions that occur
between the soprano and dto parts. The smilar motion in the men’s voices and in the
women’svoicesin section IV (figure 151, p. 181), may aso take some rehearsd time
beforeit is comfortable. Section VI (figure 151, pp. 183-184) contains a series of
suspensons that should be given specid attention. Some time will need to be spent with
section VI aso, because of the new accidentals. The progressions are fairly naturd after
the sngers become familiar with them, but it may be beneficid to learn thissection at a
different time than the previous section.

In section V (figure 151, pp. 181-182), the dto enters with an aeatoric ostinato. It
is again recommended to divide the section into varying tempo groups so that the
presentation seems more improvisationd. It is often essentiad to give sructure to

something that needs to appear random.



Dubra plans his trangtions well and seemingly unnatura progressions are actudly
not a problem. For example, section I-11 (figure 151, pp. 178-180) movesfromaG
suspended 4-3 (without resolution) to an E flat mgor (without the fifth). However, it is
only the ladies voices that move and the soprano has the common tone of G and the dto’s
D becomes the leading tone to E flat. However, the trangtion from section 111-1V isvery
troublesome. Section I11 (figure 151, p. 180) endson a C mgor chord and Section IV
(figure 151, p. 181) beginson a C sharp minor chord in firgt inverson. Thusan
appropriate dlocation of rehearsd time is necessary to dlow singers to memorize this
trandtion. Section V1 (figure 151, pp. 183-184) ends on C sharp octaves and section VI
(figure 151, p. 184) beginsin F sharp mgor, but it starts on the third in the soprano and
tenor before the chord is established in the ato and bass.

Conclusion

Rihards Dubra's music combines elements of medieval and Renaissance music
and folk traditions, such as chant, ogtinato, drone, and counterpoint with a modern voice.
Dubra takes the philosophies and smplicity of minimaism, and by combining it with the
techniques of past composers, creates a new style that has musical and artistic credibility
aswdl asthe possihility of astrong and lagting vaue. Thus, his* style of meditation”
succeeds as areflection of the value and techniques of music that has lasted for centuries.

Its beauty is achieved by the complexity of various textura layers of drone,
ogtinati, and counterpoint contrasted by moments of beautiful neo- Romantic homophony
and achdlenging harmonic language made accessible by the layering of these repstitive
motives. In addition, his unconventiona tona trangitions between sections add another

interesting and gppedling dement to hissyle.



It iscdear from an andysis of the music examined in this document that Dubra's
texts are of secondary importance to the music. These motets are written in clearly
delinested sections, based on the phrases of text, but with little musical symbolism and
rarely with any obvious musical connection between the materid of the various sections.
Occasiona recapitulations of materid can be seen asin the Magnificat and Veni Sancte
Spiritus, but these instances are rare.

Dubra s trangitions between sections are usually demarcated by periods of rest or
long sustained chords; this dlows for ease of trangtion in changes of tempi. However, in
most instances the harmonic connections between sections can seem somewhat arbitrary
and distantly related.

Hismusc is certainly tond, but rarely because of traditional harmonic
progressions. Rather, Dubra chooses to establish tonality more often by the use of
pandiatonicism. Techniques include long sustained peddls, the use of cluster chords, the
repetition of ogtinati through a particular measure or section and the repetition of asingle
pitch a structuraly important points of the music. Each of these techniques provides the
listener’ s ears with either one single pitch or agroup of pitches from a particular
scade/mode and in so doing, suggests a particular tondlity.

Dubra s use of droneisinspired by the music of the Medieva and Renaissance
periods aswell as Latvian folk music. drones are one of the trademarks of Dubra s
meditetive syle. All of the pieces discussed, with the exception of Veni Sancte Spiritus,
contain drones. Single pitch sustained drones are common throughout Dubral s music as
well as dronesin fifthsin Salve Regina and Veni Creator Spiritus. Harmonic drones or

cluster drones are dso demonstrated in Salve Regina, Oculus non vidit, and Ave Maria.



Syllabic drones or drones present the text on single pitch and occur in Gloria Patri, Veni
Sancte Spiritus, and Rorate caeli. The use of drone can be seen in its placement in voices
other than the lowest voices. For example, in the Magnificat, the drones appear in the
soprano and ato.

Aleatoric motivesin one or multiple voices aso create unique effects. Although
less frequently used than some of the other devices, destoric motives can be found
throughout Dubra s repertoire, often in conjunction with layers of drone, ostinati, and or
chant. Many of the pieces discussed in this chapter include destoric sectionsin varying
degrees, including Salve Regina, Gloria Patri, Oculus non vidit, Rorate caeli, and
Magnificat.

Counterpoint isawidely used technique in every period of music history from the
Middle Ages onward. Dubra has an affinity for the use of imitation as demondrated in
Veni Sancte Spiritus and the paired imitation of Magnificat. Canon, another common
contrapuntal device, is used by Dubrain Oculus non vidit, Ave Maria, and Veni Creator
Siritus.

Chant has made a profound impact on many composers throughout the centuries
aswell asthose of the twentieth and twenty-first centuries. As previoudy discussed in
chapter two, the Holy Minimalists are drawn to the use of chant, possibly because of its
connotations of serenity and antiquity, aswell asits amplicity and beauty.

Dubra s melodies, while never directly quoted from borrowed chant, are clearly
inspired by chantsin their contour, phrasing, declamation, smplicity, and treatment.

Most of Dubra s chant-like melodies are supported and/or combined with drones,

ogtinati, or aleatoric passages. Occasondly, the melodies are treated in the cantus firmus



dyleasseenin Ave Maria and Veni Sancte Spiritus.

The harmonic structure and harmonic rhythm of most of Dubra' s compositions
tend towards being minimaistic and thus, are quite dow. It is the combination of the
drones, the propulsion of the ogtinti, the inclusion of the chant melodies and their usein
layering thet give Dubra s music motion and intengity as well as a sense of tension and
release. The combination of these dements creates what Dubralikesto cal his*“ style of
meditation.”

Because of itsingenuity, Dubrals music is dready well published and performed
in his own country. The accessibility and adaptability for reigious as well as secular
performances has aso begun to make his music popular in the United States as well asin
the rest of Europe. His music has been performed to positive reviews a places like
Louisana State University (Baton Rouge, LA), Evangd College (Springfidd, MO), and
others.

Dubra has achieved an artistic and creative god of many great composers. His
desreisto reflect the past and yet to give it anew and current voice. He writes with the
essence of the Middles Ages “through the view of a man who lives in the twentieth
century.” Hismusic, through its use of tradition combined with cregtive texture,
imaginative harmonic language, and amazing unity and cohesion, will continueto gain

popularity and it isthis author’ s belief that it will aso survive the test of time.

207



Bibliography

Antanavicius, Juozas. ‘Lithuaniac Art Music (1), The New Grove Dictionary of Music
Onlineed. L. Macy (Accessed 15 November 2002),
<http:/Mmww.grovemus c.com>

Arias, Enrique Alberto. “Minimaism Before the Minimdigts” Ars Musica Denver 6, No.
2 (Spring 1994): 3-15.

Boiko, Martin: ‘Latvia: Traditiond Musc (I1)’, The New Grove Dictionary of Music
Onlineed. L. Macy (Accessed 15 November 2002),
<http://mwww.grovemus c.com>

Brambats, Karl. “The Voca Dronein the Bdtic Countries: Problems of Chronology and
Provenance.” Journal of Baltic Sudies 14, No. 1 (Spring 1983): 124-34.

Braun, Joachim and Arnolds Klotins. ‘Latvia Art Music (1)’, The New Grove
Dictionary of Music Online ed. L. Macy (Accessed 15 November 2002),
<http:/Mww.grovemus c.com>

Ciurlionyter, Jadvyga: ‘Lithuania: Traditiond Music (11)’, The New Grove Dictionary
of Music Online ed. L. Macy (Accessed 15 November 2002),
<http:/Mmww.grovemus c.com>

Columbro, Mary Electra. Ostinato Technique in the Franco-Flemish Motet: 1480-c.
1562. Ph. D. diss., Case Western Reserve University, 1974.

Droba, Krysztof. “The history and the present day of Lithuanian music (from Ciurlionis
to Landsbergis),” Revista de musicologia 16, no. 6 (1993): 3684-3691.

Dubra, Rihards. Interview by author, 14 August - 2 September 2002, Baton Rouge,
LA/Riga, Latvia E-mail transcript in possession of the author, Baton Rouge, LA.

Dubra, Rihards. Interview by the author, 8 October — 9 October 2002, Baton Rouge,
LA/Riga, Latvia E-mail transcript in possession of the author, Baton Rouge, LA.

Dubra, Rihards. Alma Redemptoris Mater. Score. 1997. In possession of the author,
Baton Rouge, LA.

Dubra, Rihards. “Latin Motets.” Score. 1989-2002. In possession of the author, Baton
Rouge, LA.

Dubra, Rihards. Venite omnes. Score. 2000. In possession of the author, Baton Rouge,
LA.



Dubra, Rihards. Missa Sgnum Magnum. Schola Cantorum Riga, 2001. Compact Disc.
Dubra, Rihards. Oculus non vidit. Schola Cantorum Riga. Compact Disc.

Gerson-Kiwi, Edith. “Drone and Dyaphonia basillica.” Yearbook of the International
Folk Music Council International 4 (1972): 9-22.

Fisk, Josiah. “The New Simplicity: The Music of Gorécki, Tavener, and Part.” Hudson
Review 7, No. 3 (Fall 1994): 394-412.

Hillier, Paul. Arvo Pért. Oxford Studies of Composers. Oxford: Oxford University Press,
1997.

Jeffers, Ron. Trandations and Annotations of Choral Repertoire, v. |, Sacred Latin Texts.
Corvdlis, OR: Earthsongs, 1988.

Lippus, Urve: ‘Egtonia: Art Music (1)’, The New Grove Dictionary of Music Online ed.
L. Macy (Accessed 15 November 2002), <http://www.grovemus c.com>

Moody, Ivan. John Tavener’s Music for the Church.” Composer 91 (Summer 1987): 11-
18.

Muktupaveds, Vadis. “Latvia,” The Garland Encyclopediaof World Music, val. 8:
Europe. Timothy Rice, James Porter, and Chris Goertzen, eds. New Y ork and
London: Garland Publishing, Inc., pp. 499-508.

Muktupaves, Vddis. “Lavian Traditiona Culture and Music. Smithsonian Folklife
Fedtival 1998. Washington: Smithsonian Indtitute, pp. 66-7, 69-71.

Olt, Henry. Estonian Music. Tdlinn: Periodika, 1980.

Potter, Keith: ‘Minimdism’, The New Grove Dictionary of Music Online ed. L. Macy
(Accessed 15 November 2002), <http://www.grovemus c.com>

Rultd, Ingrid: ‘Edtonia: Traditiond Music (I1)’, The New Grove Dictionary of Music
Online ed. L. Macy (Accessed 15 November 2002),
<http:/Mww.grovemus c.com>

Schnapper, Laure: *Odtinato’, The New Grove Dictionary of Music Onlineed. L. Macy
(Accessed 15 November 2002), <http://www.grovemusic.com>

Scwartz, K. Robert. Minimalists. London; Phaidon Press Ltd., 1996.

Thomas, Adrian. Gorecki. Oxford Studies of Composers. Oxford: Oxford University
Press, 1997.



Vasks, Peteris. “The Suffering and Joy of Crestion: A Latvian Composer’s Perspective.”
Musicworks: The Journal of Sound Exploration No. 63 (Fall 1995): 40-44.

Wolverton, Vance. “Bresking the Slence: Chorad Music of the Bdltic Republics. Part I:
Egtonia.” Choral Journal (February 1998): 21-28.

Wolverton, Vance. “Breaking the Silence: Chord Music of the Bdltic Republics. Part 11:
Lavia” Choral Journal (April 1998): 37-44.

Wolverton, Vance. “Breaking the Slence: Chord Music of the Bdtic Republics. Part 111:
Lithuania” Choral Journal (May 1998): 23-28.

http:/Amww.cambridgechorae.org.uk/dubrahtml

210



Appendix A
Complete WorksList by Date (as of 2003)

1988
Symphony for big orchestra

1989
Mass (fa diez minor) for choir and orchestra
Piano miniatures:
"The Shatters of Reflections’
Choral Motet”
"Ave Marial," for mixed choir

1990

"The Music from Underground of Winter Evening” for mezzo-soprano, flute, clarinet,
violoncdlo, piano & triangle

Piano miniatures.
"The Apple Blossoms Soundsin the Wind", "The Prayer of Easter Morning”

Choral Motets:
"The Chrigmas Night" (in Latvian), "Advent” (in Latvian), "Lord Jesus, our
Morninggtar” (in Latvian)

1991
The Smal Symphony Nr.1 —"The Music in the Expectations Migt"
The Smadl Symphony Nr.2 — "The Hymnus for the Running Dreams'
"MuscaPleng” for eght violoncellos
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"The Discovery of Fading Skylines," concerto for orchestrawith piano

Piano miniatures:
"The Autumn Landscgpe," "Waiting for Christmas Wonder"

1992
"The Emergence,” quintet for 2 vialin, viola, violoncdlo & piano
"The Magic with Cold Light,” for flute & piano
The Smdl Symphony Nr.3 - "The Glow of Godlike Rays'

Piano miniatures:
"The Autumn Howers" "The Smdl Chrismas Prdude"

Choral motets:
"Gloria Pdri," "Sdve Regind'

1993
"Welcome the Eagter Day," around for mixed choir and instruments with words of
folksongs

Choral motets:
"O, bone Jesu," "Misereremd," "Rorando codi," "Oculus non vidit," "Ave Maiall,"
"The Prayer (ps25)" (in Latvian), "Allduia" "Hodie Christus natus et”

Piano miniature:
"The Autumn Prelude’
1994
"The Remembrance," for violoncdlo & piano
"Sitivit AnimaMeg," Una snfonia da camerafor baritone (voice), English Horn, eight
violoncdlos & two double basses
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Choral motets:
"Ave Maialll," "Panis Angdicus" "Veni Sancte Spiritus’

1995
"Missa Sinceritatis," for tenor, oboe, percussion, mixed choir & organ
"The Longing of Eternd Hills," for organ
"The Mill of Cats" thefairy-tde bdlet for children

Choral motets:
"O, crux, ave" "Our Father" (in Latvian), "Pater Nogter," "Exaudi nos,” "The Time of
Mig" (in Latvian)

1996
The Smal Symphony Nr.4
"Missasmplex Nrl," for mixed choir
"The Smdl Suite)" for violin ensemble & piano

Etude for piano

Choral motets:
"Pslm 22" (in Latvian), "Eripe me" "Quam benignus es,”" "Rorate codi,” "Ave Maris
Sdla” "In the Cold Winter Night" (in Latvian)

1997
Divertisment for flute, davecin & violoncelo
"Lux confessonis” for violoncelo & organ
"Angeus Domini," cantata for soprano, mixed choir & organ

"Alma Redemptoris Mater,” for mixed choir, soprano saxophone & organ
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Miniaturesfor two pianos:
"The Brawl," "The Strange Dance"

Choral motets:
"The Lavian Confessons' (in Latvian), "The Bell of Arais-church’

Motetsfor childrens choir with instrumental accompaniment:
"Reginacadli |lagtare," Jubilate Deo," ""Cantate Domino,” Ave Regina Caglorum”

1998
"Vido Remissonis” for marimba solo
"Oratio,” for marimba & mixed choir
“12 original Chrigmas songs,” for children’s choir and instrumenta accompani ment

Choral motets:
"Audierunt quiaingemisco ego,” "Veni crestor,” "Ubi carites’

1999
"Canticum Fratris Solis" cantata with text of St.Francisfor choir, oboe, horn &
organ
"The Touch of Our Lady'ssight,” for organ
"The Litany of Forgiving Light," for organ
"Missasmplex Nr2," for mixed choir & organ

"Expressa” for violin & piano

Choral motets:

"Agpergesme,” "Misericordias Domini..."

2000
"The Light of Eternd Longing," concerto for marimba & orchestra
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"The Play of Reminiscences” for violin ensemble & piano

"The Small Mystery,” for percussion, soprano saxophone & double bass
"Cantatain Nativitati Domini," for choir & orchestra

"Magnificat," for mixed choir

"Venite omnes” for children’s choir

2001
"Venite omnes,” (2. red.) for mixed chair, flute, horn & string orchestra
"The Music of Moonlight Dreams,” for string orchestra
"Signum Magnum,” Mass for two mixed choirs, two mixed voca quartets & men’s choir
(TTB)
"Meditatio,” for ensemble of kokle (Latvian folk instrument)
"Missa de Spiritu Sancto,” for SA choir & organ
"Caritas abundat in omnia," meditatio for mixed choir, trumpet & organ with text of
Hildegard of Bingen

Choral motets:
"The Sed’ (in Lavian), "Ad te levavi oculos meos' (Ps.122), "I stay with hands wide
open” (in Latvian), "Ego sum resurrectio et vita'

2002
"Meditation in the Light of Mystic Rose" for organ
"Ave Regina cagorum,”(2) motet for SA choir

Choral motets:

"The Prayer" (in Latvian), "The Angds Cry" (in Latvian), "O, Holy Spirit" (in Latvian),

"Ave verum corpus,” "Missasmplex" Nr.3 for mixed choir and organ
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Appendix B
Complete WorksList by Genre (as of 2003)

INSTRUMENTAL

Orchestra

Symphony for big orchestra (1988)

The Smal Symphony Nr.1 —"The Music in the Expectations Migt"

The Smdl Symphony Nr.2 — "The Hymnus for the Running Dreams'
"The Discovery of Fading Skylines," concerto for orchestrawith piano
The Smdl Symphony Nr.3 - "The Glow of Godlike Rays'

"The Mill of Cats" the fary-tale balet for children (1995) ?7?

The Smdl Symphony Nr.4 (1996)

"The Light of Eternal Longing," concerto for marimba & orchestra (2000)
"The Music of Moonlight Dreams" for string orchestra (2001)

Chamber Ensemble/Solo

"MusicaPlena," for eight violoncdllos (1991)

"The Emergence” quintet for 2 vidlin, viola, violoncello & piano (1992)
"The Magic with Cold Light," for flute & piano (1992)

"The Remembrance,” for violoncdlo & piano (1994)

"The Smdl Suite,” for violin ensemble & piano (1996)

Divertisment for flute, clavecin & violoncdlo (1997)

"Lux confessonis," for violoncdlo & organ (1997)

"Vidgo Remissonis," for marimba solo (1998)

"Expressa,” for violino & piano (1999)

"The Play of Reminiscences,” for violin ensemble & piano (2000)

"The Small Mystery," for percusson, soprano saxophone & double bass (2000)
"Meditatio,” for ensemble of kokle (Latvian folk instrument) (2001)
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KEYBOARD

Piano solo

"The Shatters of Reflections' (1989)

"The Apple Blossoms Sounds in the Wind", "The Prayer of Easter Morning" (1990)
"The Autumn Landscape,” "Waiting for Chrismas Wonder" (1991)

"The Autumn Flowers" "The Small Christmas Prelude’ (1992)

"The Autumn Prelude’ (1993)

Etude for piano (1996)

Piano duet
"The Brawl," "The Strange Dance'’ (1997)

Organ solo

"The Longing of Eternd Hills," for organ (1995)
"TheTouch of Our Lady'ssight,” for organ (1999)

"The Litany of Forgiving Light," for organ (1999)
"Meditation in the Light of Mystic Rose," for organ (2002)

VOCAL

Solo with accompaniment

"The Mus ¢ from Underground of Winter Evening' for mezzo-soprano, flute, clarinet,
violoncello, piano & triangle (1990)

"Sitivit AnimaMeg," Una anfonia da camerafor baritone (voice), English Horn, eight
violoncellos & two double basses (1994)

"Missa Sinceritatis," for tenor, oboe, percussion, mixed choir & organ (1995)

Mixed chorusa cappella (L atin)
"Ave Marial," for mixed choir (1989)
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"The Chrisgmas Night"(in Latvian), "Advent”(in Latvian), "Lord Jesus, our
Morningdar”(in Latvian) (1990)

"GloriaPatri," "Sdve Regind' (1992)

"0, bone Jesy," "Miserere mal," "Rorando codi,” "Oculus non vidit," "Ave Mariall,"
"The Prayer (ps25)" (in Latvian), "Alldluia,” "Hodie Christus natus et (1993)

"Ave Marialll," "Panis Angdicus" "Veni Sancte Spiritus’ (1994)

"O, crux, ave," "Our Father” (in Latvian), "Pater Nogter," "Exaudi nos," "The Time of
Mid" (in Latvian) (1995)

"Missasmplex Nrl," for mixed choir (1996)

"Psalm 22" (in Latvian), "Eripe me" "Quam benignus es,”" "Rorate codi,” "Ave Maris
Sdla" "In the Cold Winter Night" (in Latvian) (1996)

"The Latvian Confessons' (in Latvian), "The Bdl of Araig-church” (1997)
"Audierunt quiaingemisco ego,” "Veni cregtor,” "Ubi caritas’ (1998)

"Agpergesme,” "Misericordias Domini..." (1999)

"Magnificat,” for mixed choir (2000)

"Signum Magnum,” Mass for two mixed choirs, two mixed vocd quartets & men's choir
(TTB) (2001)

"The Sed' (in Latvian), "Ad te levavi oculos meos' (Ps.122), "1 stay with hands wide
open” (in Latvian), "Ego sum resurrectio et vita' (2001)

"The Praye™ (in Latvian), "The Angds Cry" (in Lavian), "O, Holy Spirit" (in Latvian),
"Aveverum corpus’ (2002)

Mixed choruswith orchestra or instruments

Mass (fa diez minor) for choir and orchestra (1989)

"Welcome the Eagter Day," around for mixed choir and instruments with words of
folksongs (1993)

"Angdus Domini," cantata for soprano, mixed choir & organ (1997)

"Alma Redemptoris Mater," for mixed choir, soprano saxophone & organ (1997)
"Oratio,” for marimba & mixed choir (1998)

"Canticum Fratris Solis" cantata with text of St.Francisfor choir, oboe, horn &
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organ (1999)

"Missasmplex Nr2," for mixed choir & organ (1999)

"Cantata in Nativitati Domini," for choir & orchestra (2000)

"Venite omnes," (2. red.) for mixed chair, flute, horn & string orchestra (2001)
"Caritas abundat in omnia," meditatio for mixed choir, trumpet & organ with text of
Hildegard of Bingen (2001)

"Missasmplex" Nr.3 for mixed choir and organ (2002)

Children’s Choir with instrumental accompaniment:
"Reginacadi lagtare," Jubilate Deo," "Cantate Domino,” Ave Regina Cadlorum™ (1997)

“12 origind Christmas songs,” for children’s choir and instrumenta accompaniment
(1998)
"Venite omnes,” for children’s choir (2000)

Women’'s Chorus
"Ave Regina cadlorum,”(2) motet for SA choir (2002)
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Appendix C
Motet List by Liturgical Calendar (as of 2003)

Marion Motets
Ave Maria (3 settings)
Salve, Regina
Ave Maris Sella
Magnificat
Alma Redemptoris Mater

Motetsfor Advent and Christmas
Advent
Rorano codli

Venite omnes
Christmas

Christus natus est

Motetsfor Lent, Holy Week, and Easter

Lent

Audierunt quia ingemisco ego
Holy Week

O bone Jesu

O crux ave

Ubi caritas

(Ave verum corpus)

Easter

Ego sumresurrectio et vita(?)

Motetsfor the Mass Proper (Standard)
Gloria Patri



Pater Noster

Exaudi nos

Asperges me

Motetsfor the Mass Proper (Occasional)
Oculus non vidit
Panis Angelicus
Veni sancte spiritu (Pentecost)
Veni creator spiritus (Pentecost)

Quam benignus es

Psalm Settings
Penitential Psalms
Miserere mel (51)
Eripe me (143)
Misericordias domini
Psalms of Praise, Thanksgiving and Daily Living
Dominus regit me (23)

Ad te levavi oculos meos (122)
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Appendix D
Consent from the Composer to Use Manuscripts

From: .pichard” <rd@delfi.lv> o JAdd to Address Book

To: "Kevin Smith" <schmitty_k@yahoo.com>
Subject: Re: IMPORTANT
Date: Thu, 20 May 2004 21:34:32 +0300

Dear Kevin,

Of course you can do it

You can nake copies or put in your work scanned i mages of ny pieces,
it's

i mportant for you! My best w shes for your work!

Ri har ds

----- Original Message -----

From "Kevin Smth" <schmtty k@ahoo. conp
To: "Ri hards" <rd@arks.|v>

Sent: Thursday, May 20, 2004 5:40 PM

Subj ect: | MPORTANT

Ri hards,

| need final approval and perm ssion fromyou to use
scanned i mages of your entire manuscripts as exanpl es
in nmy dissertation. | want to nake sure there are no
copyright issues and that | have your perm ssion.

I need a reply email as quickly as possible. | will
send you a copy if you would like to see it.

Thanks,
Kevin D. Snmith

VVVVVYVVYVVVYVYVYV
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Vita

Kevin D. Smithisan Assgtant Professor of Music at Sippery Rock University
where he holds the title Director of Chora Activities and Music Theory. He earned a
Bachelor of Science in Music Education from Eastern Nazarene College, aMaster of
Sacred Music and Chord Conducting from Emory Universty and Doctor of Musical Arts
in chord conducting from the Louidana State Universty.

Kevin has served as conductor of the Louisana State University A Cappella Choir
and Chamber Singers, Emory Universty Wasczek Choir, guest conductor of the
Louidana State University Chamber Orchestra, and served as Louisana State University
theory assistant. He was music coordinator and chora director at the DeKalb School of
the Arts (Atlanta, Georgia) including work with two choirs, chamber choir , and music
theatre ensemble. He has taught voice, piano, music gppreciation, and marketing for the
arts. He has aso served as chord director and music teacher at Marshfield High/Middle
School in Marshfidd, Massachusetts, and at Fuller Middle School in Framingham,
Massachusetts. Mr. Smith is a baritone (voice) soloist, and plays the piano, organ, and
trombone.

Published articles by Mr. Smith appear in both the American Organist (Journa of
the AGO) and Chora Journa (Journa of ACDA) and has served as cliniciar/adjudicator
a numerous high schools and voca/instrumenta competitions. He is a member of the
AGO, ACDA, and MENC aswell astheloca chapters of each organization.

Kevin has played trombone/piano and served as conductor in numerous musica

theatre productions, including his most recent experience as Music Director/Conductor
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for a19 show run of “West Side Story,” a the Baton Rouge (Louisand) Little Thestre.

He has dlso served as music director in a number of different churches.
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