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Howard Hanson: 
 A Prayer of the Middle Ages  3:58 
 Psalm 8, How Excellent Thy Name 5:05 
 Psalm 121, I Will Lift up Mine Eyes 5:47 
with Theodore Sipes, baritone soloist 
 Psalm 150, Praise Ye the Lord 4:05
Leo Sowerby: 
 A Liturgy of Hope 11:50 
with Judith Coen, soprano soloist  

Roy Harris: 
Three Songs of Democracy on Poems of Walt Whitman 
 --To Thee, Old Cause 2:49 
with Janice Vaverka, soprano soloist 
 --Year That Trembled 1:58 
 --Freedom, Toleration 3:10
Symphony for Voices on Poems of  Walt Whitman 
 --Song for all seas, all ships 4:55 
 --Tears  3:47 
 --Inscription 5:38 
with Lois Hendrix, soprano soloist 
 When Johnny Comes Marching Home 2:00

  Roy Harris (b. 1898 in Lincoln County, Oklahoma; d. 1979 in Santa Monica, California) composed music especially rich in qualities Americans regard as re�ecting their 
national life and character – honesty, vigor and expansiveness – a tonal re�ection, in particular, of his western background. This Americanism was not that of the big 
cities and Tin Pan Alley, but rather was that of the bleak and barren expanses of the western plains, of the brooding prairie night, of stronger, more fundamental 
emotions than are usually associated with that other musical Americanism, that of jazz and Broadway. Upon his death in 1979, Roy Harris's catalog had grown to 
include 15 symphonies, piano works, both solo and with other instruments, chamber music, songs, and choral works of all descriptions. Two literary/folk in�uences 
remained with Harris throughout his professional life, and both are represented in this recording: the poetry of Walt Whitman (1819 – 1892) and the American Civil 
War song, When Johnny Comes Marching Home. Each became an idee �xe, cropping up in many di�erent guises in works of di�erent years and for di�erent forces. 
The Symphony for Voices on Poems of Walt Whitman was written in 1935 for the Westminster Choir and its illustrious conductor John Finley Williamson, while Harris 
was on the faculty of the Westminster Choir College in Princeton from 1934 to 1938. The texts were taken from three poems contained in Leaves of Grass by Walt 
Whitman, whom Harris, like Howard Hanson, considered to be the ideal poet for all things American. The eight-part a cappella choral writing throughout this 
Symphony poses challenges of the greatest di�culty, ranking this work among the major choral masterpieces of the 20th century. The main stylistic elements are 
harmony, rhythm and dynamics, the manipulation of which through wordless ostinati, extensive passages of choral Sprechstimme, and a truly instrumental 
treatment of the human voice gives this Symphony the character of a choral Mount Everest. In a real sense, the human strivings so vividly portrayed in Whitman's 
poetry �nd a musical analogue in the trials to which the singers are subjected. Song for All Seas, All Ships is an extended choral recitative, with tonal color provided 
by the contrast of chanting voices against recurring motives, highly rhyhmic in contrary motion, on the phrases "of ships sailing the seas," "waves," and "ship's 
signals." This �orid counterpoint in lilting 9/8 meter and the dynamic swells in the voice parts generate a clear musical image of ships pitching among the ocean 
waves on a brisk, breezy day, Tears is a highly chromatic, lugubrious lament that contains some of the most characterful word painting in American choral music. 
Harris's use of a half-sung, half-declaimed Sprechstimme produces the desired chilling e�ect. Inscription is an optimistic, three-part choral fugue which dispells the 
gloom of Tears as it rea�rms the militant humanism of Whitman's text. Here, Harris uses three distinct subjects, each thoroughly developed and �nally combined in 
the recapitulation. Such contrapuntal devices as strict imitation, augmentation, diminution, thematic inversion and stretto entries proliferate in this choral tour de 
force. When Johnny Comes Marching Home, for four-part a cappella chorus, was written in 1937, once again for the Westminster Choir and conductor Williamson. It is 
one of several settings by Harris to use the famous Civil War song. This work, with added orchestral accompaniment and interludes, became the Welcome Party last 
movement of the Symphony No.4, Folksong Symphony, of 1940. The open-hearted simplicity of this, his only a cappella setting, is a prime example of his ability to 
write music of immediate popular appeal. The setting is in three verses, the outer two emphasizing the martial nature of the original song with powerful interjections 
from the chorus at the cheer of "Hurrah!” The middle verse relaxes somewhat with a gentle, rocking rhythm, perhaps engaging in a bit of tone painting of pealing 
church bells.
The most important of Harris' smaller unaccompanied choruses are the Three Songs of Democracy, which date from 1940 – 1941. In these pieces, Harris reaches back 
to the words of Walt Whitman from an earlier time of Civil War to create his musical response to the pessimistic climate of the early months of World War Two. The 
result was a second, less ambitious Symphony for Voices. Although the three choruses were not speci�cally written as a set, the fact that Harris later gathered them 
together created obvious parallels with the larger work. The similarities are more philosophical than musical, since the technical demands of the Three Songs are 
much less intimidating than those of the Symphony, o�ering a musical presentation that is clear, declamatory, and warm: once again, a near-perfect marriage of 
music and text.

Notes by John Pro�tt
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  About the Composers and Their Music
 Howard Hanson (b. Wahoo, Nebraska, in 1896; d. Rochester, New York in 1981) was a distinguished American composer, educator, and 
pre-eminent advocate of American music. He belonged to that select group of American composers born in the last decade of the 19th century – 
Walter Piston (1894), Roger Sessions (1896), Randall Thompson (1899), Roy Harris (1898), Virgil Thomson (1896) and Aaron Copland (1900) – 
who personi�ed the emergence of American classical music as a distinctly national, as opposed to European, cultural force to be taken seriously. 
He was the leading practitioner of American musical Romanticism, much in the tradition of Jean Sibelius in Scandinavia. Hanson dedicated his 
professional life to the encouragement, creation and preservation of beauty in music, believing it to be an art form possessing unique power to 
ennoble and uplift both performer and listener, and, by extension, mankind:
   "Music has a strange physiological and psychological power. We rediscover music not only as a tremendous emotional force in the lives of men 
but also as a sociological force in education. We realize that these simple vibrations which proceed from the elastic string of the violin are potent 
– potent both for good and ill. We ponder upon the intricacies of the human mind and the unfathomed depths of the human soul. We salute 
music not as an abstract art but as a great social force. We call upon ourselves to utilize this force for the bene�t of mankind. We call upon the 
spirit of beauty to make clean our hearts, that we may be �t servants of so great an art – a divinely great art. We study an art which is a part of 
in�nity itself. It is tangible, it is intangible. It is science, it is art. It is emotion, it is intellect. It is a part of society, yet it carries us to heights where 
we exist for a moment in the fearful and awesome isolation of interplanetary space. It calls for our deepest emotional development, the greatest 
use of our intellectual powers and a supreme devotion to beauty." – Howard Hanson, speaking at an Eastman School Convocation in 1936
 Throughout his career, Hanson composed shorter works for chorus on various Biblical or Christian texts. His upbringing and personal conviction 
as a deeply religious man contributed to his desire to write such works, many of which underwent several stages of revision, demonstrating his 
continuing interest in the genre. In these shorter works the in�uences of Bach and Palestrina are �avored with Hanson's Scandinavian heritage in 
the Lutheran Church and the harmonic language found In his orchestral writing. As texts, the Psalms and medieval poetry attracted him in 
several instances, including the works recorded here.
   A Prayer of the Middle Ages is scored for eight-part mixed chorus a cappella, the only such work in Hanson's catalog. This is somewhat 
surprising, considering the composer's love for the massed human voice and numerous pieces for choir with orchestra or instruments. 
Nevertheless, Hanson's love for the lush sonorities of chorus with orchestra comes through in this short unaccompanied work in its dense chordal 
writing and massive symphonic blocks of sound. One of Hanson's unforgettable, ine�ably beautiful tunes appears at the end of this work at the 
words, "Thou, who madest Heaven and Earth..." It was written in 1976 as a commission for the 150th anniversary of Furman University in 
Greenville, South Carolina, and is dedicated, like many of Hanson's works, to his wife Peggie. The text is taken from an anonymous eighth century 
poem in a translation by James Francis Cooke.
 Psalm 8, How Excellent Thy Name is scored primarily for four-part chorus with occasional divisi to eight parts, with organ. Its �rst version for 
women's voices was commissioned in 1953 by the Sigma Alpha Iota national music society for its program of American music. This recording 
features the revised version of 1956, prepared by Hanson for the Eastman School's Cantata Singers under conductor David Fetler. Psalm 8 features 
extensive passages of chant-like recitative for the full chorus or soprano section alone, interspersed with polyphonic treatments of "alleluia." In a 
fashion similar to the other two Psalm settings heard on this album, Psalm 8 ends quietly, with a pianissimo setting of "alleluia."

   Psalm 121, I Will Lift Up Mine Eyes is scored for baritone solo, four-part chorus and organ, and is marked andante semplice. It was written in 
Chautauqua, New York, in October of 1967, during one of the composer's annual retreats to that western New York artistic enclave. As with the 
earlier Psalm 8 – as, indeed, with many of the composer's works – Hanson prepared several versions of this piece, including a later fully 
orchestrated one. This recording features the original version and must be counted among Hanson's smaller masterpieces, displaying as it does 
his genius for symphonic scope and drama, distinct melodic pro�le, and unabashed Romanticism tempered with spirituality, all compressed 
within a time-frame slightly under six minutes. Its form is that of an extended scena for baritone solo with organ accompaniment, with brief 
interjections for chorus. The �rst entrance of the choral "alleluia" is grippingly dramatic, emerging like a ray of sunlight through thinning 
storm clouds. After a return of the baritone's solo, Psalm 121 ends with a choral setting of "alleluia," the theme of which was taken from the 
slightly earlier Psalm 150.
   Psalm 150, Praise Ye the Lord dates from spring, 1965, and exists in versions for men's chorus or mixed chorus, with piano, organ or 
orchestral accompaniment. The version heard here, scored for mainly four-part chorus and organ, was written for the sesquicentennial 
celebration of the First Presbyterian Church in Rochester, of which Hanson was a member, and was given its �rst performance on 2 May 1965 
by the church's choir directed by George Corwin. The Psalm is marked allegro con brio and opens with a trumpet fanfare on the organ. The 
choir enters with the �rst of several imitative phrases as dictated by the text, generating a mood of unrestrained jubilation which continues 
throughout in Hanson's most public and optimistic style. The work builds without pause to its climax at the words, "Let everything that hath 
breath praise Him," and concludes pianissimo with a subdued "alleluia," the theme of which would be borrowed two years later for the ending 
of Psalm 121.
Leo Sowerby (b. Grand Rapids, Michigan, in 1895; d. Fort Clinton, Ohio, in 1968) was a leading composer of American church music during the 
�rst half of the 20th century. He was largely a self-taught musician, beginning his study of harmony and music theory from a textbook at age 
eleven and composing his �rst works shortly thereafter. His interest in choral music and the organ date from as early as 1913 with the �rst of 
many positions as organist/choirmaster with mainly Episcopal churches, culminating in his lengthy tenure (1927-1962) at St. James Episcopal 
Church in Chicago. He served in the U.S. Army in World War I, during which time he completed his graduate work through the American 
Conservatory in Chicago and prepared several earlier works, including the cantata A Liturgy of Hope of 1917, for publication. While attending 
the American Academy in Rome from 1921 to 1924, Sowerby joined Howard Hanson in becoming the �rst American musicians to be awarded 
the Prix de Rome. In 1934 Sowerby was awarded an honorary Doctor of Music degree by the Eastman School of Music, and in 1946 he received 
the Pulitzer Prize for Canticle of the Sun. From 1962 until his death in 1968, he served as Director of the College of Church Musicians at the 
National Cathedral in Washington, D.C. A Liturgy of Hope was Sowerby's second composition for church use. Composed in 1917 while Sowerby 
was preparing for his late entry into the U.S. Army Expeditionary Forces, it is based on his own paraphrase of selected Psalm texts which 
re�ected the unsettled times. The cantata is scored for soprano solo, four-part men's chorus and organ. The solo part is both lengthy and 
demanding, as is the writing for the organ, which has a major dramatic role throughout the work, demonstrating Sowerby's early virtuosity on 
that instrument and his ability to write idiomatically for it.
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Americana Choral Masterworks / The Roberts Wesleyan College Chorale/Shewan, conductor

THE ROBERT WESLEYAN COLLEGE CHORALE

CHORAL MASTERWORKS

ROBERT SHEWAN, CONDUCTOR

BARBARA HARBACH, ORGANIST

Howard Hanson: 
 1-A Prayer of the Middle Ages 3:58 
 2-Psalm 8, How Excellent Thy Name 5:05 
 3-Psalm 121, I Will Lift up Mine Eyes 5:47 
with Theodore Sipes, baritone soloist 
 4-Psalm 150, Praise Ye the Lord 4:05
Leo Sowerby: 
 5-A Liturgy of Hope 11:50 
with Judith Coen, soprano soloist  

Roy Harris: 
Three Songs of Democracy on Poems of Walt Whitman 
 6-To Thee, Old Cause 2:49 
with Janice Vaverka, soprano soloist 
 7- Year That Trembled 1:58 
 8-Freedom, Toleration 3:10
Symphony for Voices on Poems of  Walt Whitman 
  9-Song for all seas, all ships 4:55 
 10-Tears 3:47 
 11-Inscription 5:38 
with Lois Hendrix, soprano soloist 
 12-When Johnny Comes Marching Home 2:00

Recorded in the First Lutheran Church, Lyons, New York. 
Analogue master recording 15 i.p.s with dbx-I encoding
Producer and Recording Engineer:  John M. Proffitt Remastered in DSD128


