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 The purpose of the document is to present Ned Rorem’s Sun (1966): Eight Poems in One 

Movement for Solo Voice and Orchestra. The eight songs are “To the Sun,” “Sun of the 

Sleepless,” “Dawn,” “Day,” “Catafalque,” “Full Many a Glorious Morning,” “Sundown Lights,” 

and “From What Can I Tell My Bones?” 

The document is divided into four main chapters: 1) Background; 2) Poet and Poem 

Background; 3) Musical Analysis; 4) Performance Guide. 

Chapter 1 contains biographical information on Ned Rorem, and basic information of the 

work, Sun. Here, a relationship between the eight songs is presented. Chapter 2 discusses 

biography of poet and background of the poem. The poetry is examined to determine the theme 

and to identify imagery, and metaphor. Chapter 3 offers detailed musical analysis for each of the 

eight songs and interludes. Chapter 4 provides performance guide which offers assistance in 

forming personal interpretation and brief specifies to singers who wish to perform this work. 

Appendix A includes tonality, difficulty, tempo, form, theme, range, and orchestration of each 

song and interlude. This study serves as a reference guide for performers of Sun. 
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     CHAPTER 1                                                                                                                                                        

INTRODUCTION 

Ned Rorem (b.1923) has been a leading American composer and author from the mid-

twentieth century through the present day. Time Magazine called him “the world’s best composer 

of art song.”
1
 By the time he was forty years old, he had composed around four hundred songs, 

and to date he has composed more than six hundred vocal works.
2
 In addition, he has composed 

in various other genres including orchestral works, orchestra with voice, chorus with orchestra, 

chamber with voice, chamber works, keyboard works, chorus works and operas.
3
 

 Rorem’s contribution to art song goes beyond his many compositions for voice and 

piano, chamber group, or orchestra. He has also had an impact through his numerous essays on 

the relationship between poetry and music. He stated that “the composer’s initial job is to find an 

appropriate poem.”
4
 Also, he wrote that “good poetry won’t always lend itself to music, won’t of 

itself make good music even if the composer is good.”
5
 Rorem accentuates the importance of the 

text’s meaning, stating that “song is the reincarnation of a poem that was destroyed in order to 

live again in music. The composer, no matter how respectful, must treat poetry as a skeleton on 

which to bestow flesh, breaking a few bones in the process.”
6
 He has strong convictions for 

composing songs: “Use only good poems – that is, convincing marvels in English of all periods. 

                                                           
1
 The Official Ned Rorem Website, “About Ned Rorem,” http://www.nedrorem.com/index1.html (accessed 

March 27, 2011). 
2
 Geoff Brown, “Prince Consort Holywell Music Room, Oxford,” The Times, (United Kingdom), Oct 28, 

2009, Arts section, 16. 
3
 Bret Johnson, “Still Sings the Voice: A Portrait of Ned Rorem,” Tempo, New Series, no. 153 (1985):      

7-12. 
4
 Ned Rorem, Music from Inside Out (New York: George Braziller, 1967), 39. 

5
 Rorem, Settling the Score (New York: Harcourt Brace Jovanovich, 1988), 296. 

6
 Ibid., 298. 

http://www.nedrorem.com/index1.html
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Write gracefully for the voice – that is, make the voice line as seen on paper have the arched 

flow…. Never repeat words arbitrarily, much less ask the voice to groan, shriek, or rasp.”
7
  

Rorem has composed nine extended works for solo voice or several voices and orchestra 

or chamber orchestra: Six Irish Poems (1950); Six Songs (1966); Sun (1966); After Long Silence 

(1982); Schuyler Songs (1987); Swords and Plowshares (1990); More than a Day (1995); Eleven 

Songs for Susan (2007); and Songs Old and New (2008). The orchestral song cycles Six Irish 

Poems (G. Darley), Schuyler Songs (J. Schuyler), and More than a Day (J. Larson) are based on 

a single poet. The others comprise settings of the poems of various poets, including William 

Blake, Ernest Dowson, Emily Dickinson, George Herbert, Thomas Carew, and Walt Whitman. 

 In 1966, Rorem composed Sun, Eight Poems in One Movement for Solo Voice and 

Orchestra. Rorem selected eight texts written by eight different poets whose lives collectively 

spanned a time period from c. 1360 B.C. to the present. The selection and arrangement of the 

texts address the centrality of the sun in human existence, loosely sketching the sun’s movement 

through a day, with associations made with human life experience. The work is on a large scale 

with wide ranging demands in terms of tessitura, vocal techniques, and dynamics for the singer 

with much quick and high singing, with large leaps and very colorful orchestration. The 

orchestra also figures into connecting the poems in terms of love. The work may be compared to 

Beethoven’s An die ferne Geliebte in its a continually unfolding, cyclical recurrence of motives: 

both works are composed without breaks between songs, and both have interludes that bring 

back recurring melodic, rhythmic and harmonic motives. 

                                                           
7
 Ibid., 319. 

http://www.nedrorem.com/orch_vox_after.html
http://www.nedrorem.com/orch_vox_after.html
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                                                                  CHAPTER 2               

                             BACKGROUND       

             Biography of Ned Rorem 

Ned Rorem, born in Richmond, Indiana, on October 23, 1923, is the son of Clarence 

Rufus Rorem, a medical economist, and Gladys Winifred Miller, a civil rights activist. Rorem 

moved to Chicago with his family when he was eight months old. Rorem and his sister, 

Rosemary, spent their childhoods in Chicago where his father taught economics at the University 

of Chicago.
8
 He was first introduced to the music of Debussy and Ravel from his piano teacher 

when he was about ten years old. Both of these composers would have a strong impact on Rorem 

as a composer.
9
 Rorem started composing at the age of seven, later studying harmony with Leo 

Sowerby (1895-1968) at the American Conservatory in Chicago from1938 to 1939. His father 

was supportive of Rorem’s talent; he sent his son’s compositions to Northwestern University, 

where Rorem entered music school in 1940, studying with Alfred Nolte, a protégé of Richard 

Strauss.
10

 After two years, he began studying composition with Rosario Scalero (1870-1954), 

receiving a scholarship to the Curtis Institute in Philadelphia. However, after two years he 

dropped out of Curtis, and he moved to New York City where he worked as a copyist for Virgil 

Thomson in exchange for orchestration lessons.  

Virgil was the most articulate person I ever learned from. Mostly you learn from yourself 

and from copying other composers. Virgil taught me not composition but orchestration. 

He did it in a very systematic way. First we’d study the flute, then the oboe, then flute 

and oboe together. Every combination imaginable. I don’t think you can teach a creative 

                                                           
8
 Barbara Rowes, “Composer, Author, Critic, Matter-of-Fact-Gay, Ned Rorem is an American 

Phenomenon,” People, X (1978), 40. 
9
 The Official Ned Rorem Website, “About Ned Rorem,” http://www.nedrorem.com/index1.html (accessed 

October 13, 2011). 
10

 Ibid.  

http://www.nedrorem.com/index1.html
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art. You learn that by copying, doing what your predecessors did. You’ve either got it or 

you ain’t.
11

  

He transferred to the Juilliard School and earned a bachelor of arts in 1946 and a master 

of music in 1948, with further study during the summers of 1946 and 1947 with Aaron Copland 

(1900-1990) at the Berkshire Music Center in Tanglewood. After receiving his master’s degree, 

Rorem won the Gershwin Award for Orchestral Overture with his Overture in C, which was 

performed by the New York Philharmonic Orchestra at Carnegie Hall.
12

 The Music Library 

Association voted his song “The Lordly Hudson” as the best published song of 1948.  

Rorem moved to Paris in the summer of 1949 to study with Arthur Honegger (1892-

1955) at the École Normale de Musique, only intending to spend one year, but he stayed until 

1955. In the fall of 1949, Rorem met and gained the patronage of Marie-Laure de Noailles, an 

elderly woman who had supported many notable figures, such as Jean Cocteau, Georges Auric, 

Igor Markevitch, Francis Poulenc, and Henri Sauguet.
13

 He met influential artists, musicians, and 

writers such as Cocteau, Poulenc, Man Ray, Nadia Boulanger, Paul Eluard, and Georges Auric.
14

 

When he lived in Paris, he visited Morocco where he would stay for two years. These two years 

were some of his most productive: he composed a symphony, a string quartet, a piano sonata, a 

violin sonata, an opera, a piano concerto, five song cycles, fifty songs, three ballets, choral 

music, and many other pieces.
15

 Rorem returned to the United States in 1957. He taught at 

various universities and conservatories, including the University at Buffalo (1959-60), the 

University of Utah (1965-67), and the Curtis Institute in Philadelphia (1980). In 1966, Rorem 

                                                           
11

 Ibid. 
12

 James Holmes, Arlys McDonald, and Anthony Tommassini, “Rorem, Ned,” in Grove Music Online, 

http://www.oxfordmusiconline.com (accessed November 26, 2011). 
 

13
 Rorem, Settling The Score, 173. 

14
 Robert Phelps, “A Portrait of the Diarist,” in Ned Rorem, The Paris Diary (New York: G Braziller, 

1966), xiii. 
15

Philip, Gambone, “Ned Rorem Composed.” The Gay & Lesbian Review 17 (2010): 15. 

 

http://www.oxfordmusiconline.com/
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published the first volume of his diary, The Paris Diary of Ned Rorem, which affected the 

modern gay liberation movement. He then published three additional diaries: The New York 

Diary (1967), The Final Diary (1974), and The Nantucket Diary (1987). He also published 

several books of essays on subjects including fellow composers, poetry, music, and music critics: 

Music from Inside Out (1967), Music and People (1968), Critical Affairs (1970), and Setting the 

Tone (1983). 

The Creation of Sun 

I like Sun: I think it is one of my best pieces. I have been told by others that it is not 

typical of me in that it’s Straussian with a big orchestra full of big, luscious, thick effects, 

and I, on the whole write economically.  -Ned Rorem- 

Rorem composed Sun, Eight Poems in One Movement for Solo Voice and Orchestra, in 

1966 in response to a commission from the Lincoln Center Fund. On June 2, 1965, Rorem 

received an offer to compose a piece for the New York Philharmonic for the 1967 season, and he 

accepted $5000 for the work.
16

 Rorem began to look for poems to set in the middle of August of 

1965.
17

 While Rorem was composing Sun, soprano Jane Marsh (b. 1944) was engaged to 

premiere the work. In the summer of 1966, Marsh visited Saratoga, New York, where Rorem 

was composing, and they looked over the music carefully. At that time, Marsh requested changes 

to some passages to highlight her excellent high notes.
18

 Shortly thereafter, Rorem completed the 

music, finishing its orchestration on April 11, 1967. He spent eighteen months composing the 

work.
19

  

                                                           
16

 Ned Rorem, The Later Diaries of Ned Rorem, 1962-1972 (New York: DA Capo Press, 2000), 146. 
17

 Ibid., 150. 
18

 Ibid., 193.  
19

 Rorem, Critical Affairs: A Composer’s Journal, 94. 
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Sun was premiered by Jane Marsh with the New York Philharmonic Orchestra at Lincoln 

Center on July 1, 1967, conducted by Karel Ančerl (1908-1973), then the Music Director of the 

Czech Philharmonic. Most recently the work has been recorded by soprano Lauren Flanigan 

(b.1959) with the Manhattan School of Music Orchestra under conductor Glen Barton Cortese in 

1999.
20

  

             Before Sun, Rorem had composed two orchestral song cycles, Six Irish Poems, for 

contralto Nell Tangeman (1950), and Six Dryden Poems, for coloratura soprano Virginia 

Fleming (1966).  Unlike these previous works, the eight songs of Sun form one continuous 

movement, with no stops between poems.
21

 Rorem does not call the work a cycle. However, it 

does include many characteristics of the song cycle. While there is a discrete tempo, mood, and 

tonal center for each movement, there is also a continuous form and frequent motivic repetition. 

Rorem selected a varied group of texts for the work, penned by an equally varied group of poets 

whose lives spanned a time period from c. 1360 B.C. to the present. The poets appear in the 

following order in the work: King Akhenaton (c. 1364 -1347 B.C), Lord George Gordon Byron 

(1788-1824), Paul Goodman (1911-1972), William Blake (1757-1827), Robin Morgan (b.1941), 

William Shakespeare (1534-1616), Walt Whitman (1819-1892), and Theodore Roethke (1908-

1963). Rorem describes the composition as follows: 

I was plotting a large-scale suite for voice and orchestra titled Sun, and I proposed to use 

descriptions of that star by eight poets – from King Ikhnaton in 1360 B.C. to the late 

Theodore Roethke. At a loss for a penultimate selection (I required something tranquil, 

almost motionless, before the final explosion) I turned to Whitman as naturally as some 

turn to the Bible and found not to my surprise, in his Specimen Days a prose paragraph to 

                                                           
20

 Ned Rorem, Sun, Lauren Flanigan, soprano; Manhattan School of Music Symphony Orchestra, cond. 

Glen Barton Cortese; digital disc (Newport Classics, NPD 85657, 1999). 
21

 Ned Rorem, Critical Affairs: A Composer’s Journal (New York: George Braziller, 1970), 93. 
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answer my prayer, whose low key proved the high point of the cycle.
22

     

   

            The eight texts Rorem selected as his descriptions of the sun are: “To the Sun,” “Sun of 

the Sleepless,” “Dawn,” “Day,” “Catafalque,” “Full Many a Glorious Morning,” “Sundown 

Lights,” and “What Can I Tell My Bones?” In creating a coherent work, Rorem orders them in a 

near-linear arrangement of a chronological day. The first four poems have a central idea of the 

alternation of day with night. The first poem, “To the Sun,” addresses and praises the sun, while 

the second, “Sun of the Sleepless,” paints a colder, middle of the night “sun,” which is the moon. 

“Dawn” hopes and prays for an unnamed thing as the day breaks, while the fourth poem, “Day,” 

charts the sun’s rise and war-like intensity.  

               The next four poems tell different stories of human relationships with the natural world, 

skillfully woven into a connected narrative.  “Catafalque” conjures images of man-made 

catastrophes. “Full Many a Glorious Morning” uses the imagery of the sun and a cloud as 

metaphor for disappointment and betrayal; in the poem, the sun personifies the speaker’s friend. 

The seventh song, “Sundown Lights,” portrays beautiful scenery when the sun sets in the west, 

while, “From What Can I tell My Bones?” exalts in a reconnection with creative force. Viewed 

as a whole, Sun may be seen to chart the movement from night to day to night, with an opening 

“prayer” and a closing “transformation.” As such, there are many corollaries that might be made 

with the course of a human life. 

 

 

 

                                                           
22

 Ibid., 37-38. 
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CHAPTER 2             

POET AND POEM BACKGROUND 

 

No. 1: “To the Sun”                -King Akhenaton (c. 1364 -1347 B.C)  

                                                              (translated by the composer)
23

 

 

O vital sphere, 

no sooner do you gleam low in the east 

than all life starts to grow from your perfection. 

You are marvelous and venerable, brightening our whole universe. 

For me, a child you love, those orange rays 

encircle and unite the farthest lands of your creation. 

From what great distances do they arrive 

to walk this earth with unknown footsteps here among us? 

 

When you droop westward all dies and darkens; 

men sleep covered in rooms and cannot see their brothers, 

nor thieves nor lions come forth from lairs, 

nor biting snakes among the shadows 

which cool the world while you, 

their maker, take rest in the horizon. 

 

But you return, O Lord of all, to chase the gloom 

with glowing spears of dawn. 

Entire humanity rises to enjoy the work of the day; 

flocks graze again; and, 

flying from the new-greened groves, the birds 

spread wings in adoration of your being. 

Fish also move among your shafts 

that penetrate the very depths, 

that illuminate the skies, 

that find their gold road even to my heart. 

This poem was written c. 1360 B.C. by King Akhenaton (also spelled Ikhnaton) who was 

originally named Amenhotep IV, the tenth pharaoh in the Eighteenth Dynasty and ruler of Egypt 

for seventeen years.  He was born to Amenhotep III and Queen Tiy, and married his cousin 

                                                           
23

 Ned Rorem, Sun: Eight poems in one movement for voice and orchestra (New York: Boosey & 

Hawkes, 1969), composer’s notes. 
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Nefertiti.
24

 During his reign, he made significant changes to the country’s art, religion, and 

ethics. At that time, Egyptian religious culture was dominated by the cult of the sun god Amun-

Re, whose priesthood was rich and politically powerful. However, Akhenaton removed Amun-

Re as the chief god in favor of Aten, a pre-existing god in the pantheon, and he built a town to 

honor Aten, a god represented by a sun disk.
25

 He changed his name to Akhenaton to reflect his 

allegiance to Aten. With the death of Akhenaton in 1350 B.C., his movement was repudiated, his 

name and image removed from all public monuments, and his residence abandoned.
26

 

During his life, Akhenaton tried to establish a religion based on the worship of one god.
27

 

He encouraged the Egyptian people to believe that Aten created them and all life on earth. 

Akhenaton’s “Hymn to Aten” has survived from the period and shares many ideas found in 

Psalm 104 from Hebrew scripture. In this hymn, Akhenaton praises Aten who created earth and 

heaven and stresses the beauty of nature and the diversity of creation. He exalts Aten, who gives 

all possibilities of life not only to Egypt but to all nations. This Egyptian poem expresses the 

eternal course of the sun and life’s dependence on its return. Similarly, Psalm 104 is a hymn to 

God, who richly gives blessings to the world.
28

 For this song, Rorem uses only selected passages 

from Akhenaton’s lengthy hymn “To the Sun.”  The first stanza portrays the sun as the giver of 

all life, the second stanza describes the danger and darkness of the land when the night comes, 

and then the third stanza praises the dawn, which brings a bright day.             

 

                                                           
 

24
 Christine Renaud, “Akhenaton,” An Encyclopedia of People Who Changed the World: Philosophers and 

Religious Leaders, ed. Christian D. von Dehsen; vol. 2 (Arizona: The Oryx Press, 1999), 7. 

 
25

 Ibid. 

 
26

 Trudy Ring, Robert M. Salkin & Sharon La Boda, “Akhenaton,” International Dictionary of Historic 

Places: Middle East and Africa, vol. 4 (London: Fitzroy Dearborn Publishers, 1996), 27-29. 

 
27

 Renaud., 7. 
 

28
 Ibid. 
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                    No. 2: “Sun of the Sleepless”     -Lord George Gordon Byron (1788-1824) 

Sun of the sleepless! Melancholy star! 

Whose tearful beam glows tremulously far, 

That show’st the darkness thou canst not dispel, 

How like thou art to joy remember’d well! 

So gleams the past, the light of other days, 

Which shines, but warms not with its powerless rays; 

A night-beam sorrow watcheth to behold, 

Distinct, but distant – clear – but, oh how cold! 

According to Harold Bloom, “Byron, George Gordon Byron, Baron (also called George 

Gordon, Lord Byron) was one of the most colorful persons and fashionable dandies of his time 

and the most notorious of the major romantic poets.”
29

 He was born in London on January 22, 

1788, with a deformity to his right foot. He was the son of Captain John Byron and his second 

wife, Catherine Gordon, who was a Scottish heiress. He studied at Trinity College, Cambridge 

(1805-1808), where he piled up debts and aroused alarm with a love affair with John Edleston, 

who was two years his junior. Byron's first collection of poetry, Hours of Idleness, “By George 

Gordon, Lord Byron, A Minor,” was published in June 1807.
30

 His mother died in 1811, and he 

added some poems to Child Harold, canto II to commemorate her death. In 1815 he married 

Anne Isabella Milbanke. The marriage was unhappy, and the next year they obtained a legal 

separation. In 1816, Byron settled in Geneva with Percy Bysshe Shelley and Mary Godwin 

Shelly, who had eloped.
31

 He joined the Greek war for liberation from the Turks in 1823, but he 

                                                           
 

29
 Harold Bloom and Heike Grundmann, ed., Bloom’s Classic Critical Views: George Gordon, Lord Byron, 

(New York: Infobase Publishing, 1999), 1. 

 
30

 Baron George Gordon Byron Byron, Lord Byron; Selected Poems, ed. Susan J. Wolfson and Peter J. 

Manning (New York: Penguin, 2005), “Introduction.” 
 

31
 Ibid. 
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suffered from serious feverish attacks. He died at Missolonghi, in Western Greece, April 19, 

1824.
32

 

The poem “Sun of the Sleepless” is selected from Hebrew Melodies, a collection of thirty 

poems written between April 1814 and June 1815. Hebrew Melodies was given to the composer 

Issac Nathan to set to music and to publish in various editions of A Selection of Hebrew 

Melodies.
33

 Byron learned to write poems in the nationalistic style from Tom Moore’s Irish 

Melodies. In Hebrew Melodies, Byron combined nationalism and his knowledge of Jewish 

culture to write poems focused more on Jewish nationalism than on the Jewish religion.
34

 

Hebrew Melodies embraces both melancholy and defiance. “In the Hebrew Melodies, he builds a 

myth in which Promethean love, negating self-consciousness, mediates real and ideal,” writes 

Thomas L. Ashton.
35

  

Byron wrote “Sun of the Sleepless” on September 8, 1814, after Charlotte Leveson-

Gower (a friend of his sister) refused his proposed courtship.
36

 The poem is a single eight-line 

stanza with a rhyme scheme of aa bb cc dd.  Byron’s poem provides images associated with light 

– sun, gleam, moon, and star – which have metaphoric meanings. The “Sun of the Sleepless” is 

actually the moon. The speaker addresses the moon as “melancholy,” with a “tearful” beam that 

illuminates the darkness, but does not remove it. This is also a reference to the speaker’s solitude 

and depression: even at night when the moon is out, the moon does not make things bright. 

While in the fourth and fifth lines the speaker reminisces with happiness about his love, in the 

                                                           
 

32
 Meyer Howard, Abrams, ed., The Norton Anthology of English Literature, 7th ed. (New York:  W.W. 

Norton & Company, 2000); s. v. “George Gordon, Lord Byron.” 
 

33
 Thomas L. Ashton, “Byronic Lyrics for David’s Harp: The Hebrew Melodies,” Studies in English 

Literature 1500-1900 12, (1972):  665. 

 
34

 Joseph Slater, “Byron’s Hebrew Melodies,” Studies in Philology 49, (1952): 89. 

 
35

 Ashton, 666. 

 
36

 Ibid. 
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last three lines he speaks of the cold indifference of the object of his affection.  The poem is not 

an active poem, but rather it is about the cold sadness of remembering something wonderful that 

is gone. 

           No. 3: “Dawn”         -Paul Goodman (1911-1972)    

Gray-suited dawn, O day                         

Of many voices, ma-                             

        trix of  clock-ticks, speak                                       

        to and bring the thing I seek 

 

if I all night for this 

hour at the window whis- 

        pering many times that  

        thing I most wish, have sat 

 

waiting to greet the first                

palely coming, yet uncurst      

          by act, therefore yet free 

          to hear and grant, grant it me, 

 

guide it to me, not 

by force but by – O polyglot 

          Dawn, for many through the burning 

          midnight whisper – yearning.                 

Paul Goodman was a sociologist, psychotherapist, linguistic theoretician, political and 

educational reformer, composer and poet.
37

 Ned Rorem called him his Manhattan Goethe, and 

from 1946 Goodman’s poems served as inspiration for much of Rorem’s music.
38

   

 Goodman was born in New York on September 9, 1911 and died in New Hampshire on 

August 2, 1972. When Goodman was an infant, his father, Barnett Goodman, left the family, 

which included his wife, Augusta, a bohemian and traveling saleswoman. Also, his older brother, 

Percival, left home early, so he was raised by his older sister, Alice. Goodman dedicated the first 

                                                           
 

37
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38
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book of The Empire City to her. 
39

 Even though his social and family background was less than 

ideal, he excelled in languages and literature at Townsend Harris Hall High School.
40

 He studied 

in Hebrew Schools, graduated from City College in 1931, and audited some courses at both 

Harvard and Columbia. He was interested in Aristotle and Kant, from whom he learned about 

human institutions and moral imperatives. During his doctoral studies (1940-1954), Goodman 

was invited by Professor Richard McKeon (1900-1985), to teach English at Chicago University. 

Goodman was let go from this position because of his homosexual relationship with a student in 

1940, as was the case with his subsequent position at Black Mountain College.
41

 Goodman 

married and lived for twenty-five years with his wife, Sally, and fathered two daughters and a 

son: Susan, Daisy, and Matthew. He wrote around forty works of literature, including poems, 

plays, stories, and novels, all of which deal in some way with forces of nature.
42

 In the summer 

of 1972, he died in New Hampshire of a heart attack. 

The poem “To Dawn” was published in 1962 in The Lordly Hudson: Collected Poems. 

This poem comes under the classification “Love Poems,” a group that includes fifty-two poems. 

Goodman’s title is “To Dawn (manner of Sappho).” Rorem changed the poem’s title to “Dawn.” 

The poem is constructed in one long fragmented sentence. The speaker addresses a day of 

multiple possibilities asking for “the thing I seek” with elements of hopefulness, desperation, and 

prayerfulness. Goodman sets the poem visually, adding margins and dividing words to create end 

rhyme.  
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       No. 4: “Day”     -William Blake (1757-1827) 

The Sun arises in the East                                                              

Cloth’d in robes of blood & gold;                                                   

Swords & spears & wrath increast                                                       

All round his bosom roll’d                                                          

Crown’d with warlike fires & raging desires. 

William Blake, son of Catherine Blake (1723-1792) and tradesman James Blake (c. 1723-

1784), was born in London on November 28, 1757, and christened on December 11, 1757.
43

 

When he was ten years old, he started to study at a drawing school. From the age of fourteen to 

twenty-two he was apprenticed to English engraver James Basire (1730-1802), and later studied 

at the Royal Academy. 
44

 On August 12, 1782, at the age of twenty-four, he married Catherine 

Boucher. Throughout his fifty-year career as an artist and engraver, Blake created many works of 

visual art, such as paintings, engravings, drawings, sketches, and prints. He also, of course, wrote 

many poems. Some poems, written during his teenage years and early twenties, were collected 

and printed in 1783 under the title Poetical Sketches. In addition, Blake had a desire to work with 

both words and pictures, and in this vein created the characteristically “prophetic” work Tiriel in 

1789.
45

 At the same time, he wrote, colored, and engraved The Book of Thel and Songs of 

Innocence; he wrote, engraved, and printed The Marriage of Heaven and Hell and Songs of 

Experience between 1790 and 1793. During the sixteen years following 1804, he created two 

great poetic books: Milton, a poem in 2 Books, which was written and engraved between 1804 

and 1808, and Jerusalem between 1804 and 1820. On August 12, 1827, just short of his 

seventieth birthday, he died in London.
46
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The poem “Day” is from Blake’s Notebook, also called The Rossetti Manuscript, because 

Dante Gabriel Rossetti (1828-1882) purchased it in 1847.
47

 Blake first used the notebook in 

February 1787 and filled it with sketches, drafts of poems, unpublished lyrics, angry epigrams, 

drafts of philosophic poetry (such as The Everlasting Gospel, ca. 1818), and prose works such as 

the Public Address and Vision of the Last Judgment.
48

 Also, included in the notebook are 

preliminary drafts for all three of the Songs of Experience (1794), some of his most-well-known 

and highly regarded works. “Day” is cast in a five-line pattern, a cinquain. The arriving day 

signals renewed war and human conflicts. According to John Holloway, “Blake is recognizing in 

these lines how something in his world of radiant innocence may be seen, and perhaps more 

truthfully, in a disastrously other way.”
49
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 No. 5: “Catafalque”    -Robin Morgan (b. 1941) 

This blackened, pitted earth, 

for all our towers and poisoned rain 

and all the flesh that we bequeath 

her, dizzies herself still only with the sun. 

 

Nor may we mourn ourselves, 

lost long before her blur with light, 

already forgotten when snakes will drowse 

again in smile-shapes on each city street, 

 

when singed birds drop like sparks, 

trees becomes torches. The sea will boil, 

mountains blaze like giant wicks, 

the burnt crust shudder, crack, and then be still. 

 

Only to trust the resolve 

Of this blackened, pitted earth’s disdain, 

Her mercy, all we are certain of, 

her birth, her food, her bed, her death, our own. 

Award-winning writer, feminist leader, political theorist, journalist, and editor, Robin 

Morgan has published around twenty books including six of poetry, two of fiction, and the now-

classic anthologies Sisterhood Is Powerful and Sisterhood Is Global.
50

 She was born in Florida 

on January 29, 1941.
51

  She graduated from the Wetter School in Mount Vernon in 1956, and she 

studied with private tutors from 1956 to 1959. Morgan studied at Columbia University, but she 

left the school before getting a degree and worked as a literary agent.
52

 She participated in the 

civil rights and anti-segregation movements, and was involved in activist organizations including 

the Congress for Racial Equality, Student Nonviolent Coordinating Committee, and the New 
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York Radical Women during the 1960s.
53

 She married poet, novelist, and playwright Kenneth 

Pitchford in 1962; however, she publicly came out as a lesbian in 1968. Morgan and Pitchford, a 

homosexual and co-founder of the Gay Liberation Front, remained married until 1983.
54

 Morgan 

published Sisterhood Is Powerful: An Anthology of Writings from the Women’s Liberation 

Movement, which was the first book on the women’s liberation movement, in 1970. Morgan’s 

first poetry book, Monster (1972), involves images of the female experience and radical 

politics.
55

 

Morgan explains “Catafalque”:  

The poem is about the end of planet Earth, long after humans and even animal life and 

vegetation have burned up in a conflagration due to the expansion of our star, the sun, as 

it turns nova and consumes itself. But the images are also informed and influenced by 

images of the man-made catastrophes in Hiroshima and Nagasaki.
56

  

The poem has four quatrains. Morgan uses an alternating rhyme scheme in this poem: abab cdcd 

efef ghgh. In the first stanza, the poem describes the indifference of the sun and earth to the 

affairs of humankind. In the last stanza Morgan comments that in destroying the earth, man is 

also responsible for his own destruction. 
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       No. 6: “Full Many a Glorious Morning” - William Shakespeare (1564-1616) 

     

                               Full many a glorious morning have I seen 

                               Flatter the mountain-tops with sovereign eye, 

                               Kissing with golden face the meadows green 

                               Gilding pale streams with heavenly alchemy; 

                               Anon permit the basest clouds to ride 

                               With ugly rack on his celestial face, 

                               And from the forlorn world his visage hide 

                               Stealing unseen to west with this disgrace. 

                               Even so my sun one early morn did shine 

                               With all-triumphant splendor on my brow; 

                               But out, alack! He was but one hour mine, 

                               The region cloud hath mask’d him from me now. 

                                Yet him for this my love no whit disdaineth; 

                                Suns of the world may stain when heaven’s sun staineth. 

William Shakespeare was born in Stratford-upon-Avon in April 1564. He studied Latin at 

the Stratford grammar school. Even though there are legends about his youth, there are no 

documented facts.
57

 In 1582 he married Anne Hathaway, and he had two daughters and one son. 

About the same time he became an actor, a leading shareholder, and the principal playwright in 

the famous troupe, the Lord Chamberlain’s Men.
58

 Shakespeare retired around 1610 and wrote 

his last plays in Stratford.   

Shakespeare wrote 154 sonnets; they differ from other poets’ sonnets in that 

Shakespeare’s object of love is a beautiful young man instead of a lady.
59

 Praise, love, and 

idealizing devotion are the principal themes.
60

 In Shakespeare’s Sonnet 33, “Full Many a 

Glorious Morning,” the speaker expresses disappointment and betrayal via the imagery of the 

sun and a cloud: clouds cover the sun’s face as it (the sun) cowers off to the west and a direct 

comparison is made between the sun and the speaker’s friend in the third stanza.  The speaker’s 
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dislike of his friend's actions is clear from the overall reading but also from his choice of words: 

“ugly,” “disgrace,” “basest,” “disdaineth,” and “staineth.” Even though the speaker denies it in 

the concluding couplet, the speaker seems to resent the friend for causing a rift in their 

relationship. Shakespeare uses a regular rhyme scheme in the sonnets as a whole (abab cdcd efef 

gg), which he also uses in this sonnet.
61

 The poem is constructed of three quatrains and a final 

couplet.                               

No. 7: “Sundown Lights”      -Walt Whitman (1819-1892)  

 

    

(5 p.m., May 6, 1878). This is the hour for strange effects in light and shade  

– enough to make a colorist go delirious – long spokes of molten silver sent 

horizontally through the trees (now in their brightest, tenderest green), each 

leaf and branch of endless foliage a lit-up miracle, then lying all prone on the 

youthful-ripe, interminable grass, and giving the blades not only aggregate but 

individual splendor, in ways unknown at any other hour. I have particular spots 

where I get these effects in their perfection. One broad splash lies on the water, 

with many a rippling twinkle, offset by the rapidly deepening black-green, 

murky-transparent shadows behind, and at intervals all along the banks. (Ah!) 

These, with great shafts of horizontal fire thrown among the trees and along 

the grass as the sun lowers, give effects more and more peculiar, more and more 

superb, unearthly, rich and dazzling.   

 Walt Whitman was born in New York on May 31, 1819, the second of nine children. 

Whitman’s family had moved to Brooklyn when Whitman was a child; he studied at the public 

schools of Brooklyn until the age of thirteen. After that time, he learned to set type at a printing 

office. Around the age of sixteen or seventeen, he taught school and wrote for magazines and 

newspapers, becoming an editor of the weekly newspaper The Long Islander at nineteen.
62

 

Between 1847 and 1848, he worked as an editor at the Daily Eagle newspaper in Brooklyn, 
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taking a trip the following year through the Middle, Southern and Western States.
63

 Between 

1851 and 1852, he published a newspaper, The Freeman, in Brooklyn, and in 1854, he printed 

his first collection of poems.
64

 In 1855, he wrote and published the first edition of Leaves of 

Grass, though he revised the poetry collection in several editions for the remainder of his life. 

From 1872 on, he became ill, and experienced pain and poverty, dying in 1892.  

 The text, “Sundown Lights,” belongs to Specimen Days (1882), Whitman’s 

autobiography. This prose work is “a book of parts, spots, glances, and scratched jottings that are 

bound to the sites and times in which each entry—often explicitly dated and placed—was 

written.”
65

  The work can be divided into three sections. The first chronicles memories of his 

early years, written in response to the request of his friend, Dr. Richard Maurice Bucke, while 

the second contains selections from notebooks he wrote during the Civil War, spent in the 

hospitals around Washington, D.C. (1863-1865). The third, from which “Sundown Lights” was 

drawn, chronicles his authorship of Leaves of Grass (1865), then the death of his mother, and 

trips to New York City, the western states, Canada, and Philadelphia.
66

 Whitman wrote the text 

when he was fifty-nine years old and living in a town in Camden County, New Jersey where he 

was recovering from a paralytic stroke.
67

 After 1876, he spent most of his time at this place, 

which had “a timber creek, a little river, a winding stream, woody banks, sweet-feeding springs, 
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charming birds, wild flowers, old oaks, and walnut trees.”
68

 In “Sundown Lights,” he could be 

describing that beautiful scenery.  

                       No. 8: “What Can I Tell My Bones?”    -Theodore Roethke (1908-1963) 

     

The sun! The sun! And all we can become! 

And the time for running to the moon! 

In the long fields, I leave my father’s eye; 

And shake the secrets from my deepest bones; 

My spirit rises with the rising wind; 

I’m thick with leaves and tender as a dove, 

I take the liberties a short life permits –  

I seek my own meekness; 

I recover my tenderness by long looking. 

By midnight I love everything alive. 

 

Who took the darkness from the air? 

I’m wet with another life. 

Yea, I have gone and stayed. 

 

What came to me vaguely is now clear, 

As if released by a sprit, 

Or agency outside me. 

Unprayed-for, 

And final. 

 

Poet Theodore Roethke was born on May 25, 1908, in Saginaw, Michigan, where he 

spent his childhood. He entered the University of Michigan in 1925 and received a B.A in 

1929.
69

 In 1930, he entered graduate school at Harvard, and in 1931, he got a position as an 

instructor of English and tennis coach at Lafayette College in Easton, Pennsylvania. He later 

taught at other colleges, including Michigan State (1935), Pennsylvania State (1936-43, 1947), 

Bennington (1943-46), and the University of Washington (1947-1963).
70

 In 1936, he had his first 

mental breakdown, spending two months in the hospital, and losing his job at Michigan State. In 
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the same year, he received an M.A from the University of Michigan and began teaching at 

Pennsylvania State College where he would remain until 1946.  In 1941, he published his first 

collection of poems, Open House, written during the 1930s.
71

 He was the recipient of several 

fellowships and prizes such as the Guggenheim Fellowship (1946, 1950), a Pulitzer Prize for The 

Waking: Poems 1933-1953 (1953), a Fulbright award (1955-56), the Bollingen Prize, and the 

National Book Award for Words for the Wind: The Collected Verse of Theodore Roethke 

(1958).
72

 Roethke died on Bainbridge Island, Washington in 1963.  At that time, Roethke was 

preparing a work, The Far Field (1964), which his wife edited and published after his death. 
73

   

The poem “What Can I Tell My Bones?” is from “The Old Woman’s Meditations,” in 

Words for the Wind: The Collected Verse of Theodore Roethke (1957-58). “The Old Woman’s 

Meditations” has five multi-poem meditations; Rorem selects the last poem of the fifth mediation 

for Sun.
74

  Rorem uses this poem for the last song of work, just as Roethke wrote this poem as 

the final poem of The Old Woman’s Meditations. The meditations consist of several dramatic 

monologues spoken by an aging lady, modeled on the poet’s mother.
75

 

In this poem, the old lady believes that she has reached the climax of her spiritual voyage. 

The sun has a metaphoric meaning: the fire of creation. Also, the diminishing shape of this poem 

may represent the waning of the woman’s life.  The first section of this poem infers a 

transformation, which is not a mere transfiguring of body.  The first line “And all we can 

become!” refers to a new realm of spirit-world possibility, which has no limitation after death.  

In the next line “And the time for running to the moon!” the speaker similarly depicts an 
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achieving the impossible.  The third line, “In the long fields, I leave my father’s eye,” is a 

beautiful image of being a child again. In the next seven lines, the speaker recounts her 

newfound connection she remembers when she was with her youthfulness: she is recovering her 

sense of self even in her moment of death. The final lines reveal that what she did not understand 

in life is now clearly understood in death.  
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     CHAPTER 4    

             MUSICAL ANALYSIS             

     No. 1 “To the Sun”                                                                 

 In this opening song of the work, the vocal line throughout is non-diatonic but centers on 

C. The song can be divided into three sections, A-B-C. Rorem employs a C pedal tone, 

chromatic harmonies within a ternary formal design, speech-like rhythms, recurring dynamics in 

the form of crescendo – decrescendo, and a motive which centers around the pitches C-E-C
#
-D-F 

throughout the song (see Example 1). At the beginning of the song, Rorem specifies “twenty 

seconds of silence.” This brief silence mimics an invocation to Aten. A brief prelude (mm. 2-4) 

paints the strong character of the blazing sun through the use of full orchestra at the extreme 

dynamic of ffff. Rorem uses twelve-tone chords for the blazing sun music (m. 2-5). Rorem 

indicates “ferocious, but not too fast” and supplies a metronome marking of “quarter note 

equaling 84.”  

Example 1: “To the Sun,” mm. 5-8.

     

© Copyright 1969 by Boosey & Hawkes, Inc.     

 Reprinted by Permission. 
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The form of this piece, A-B-C, reflects the specific characteristics of each verse of the 

poem. The A section includes the prelude and paints the sun peeking over the horizon as the 

speaker praises it for creating earth and heaven. Rorem employs a crescendo – decrescendo three 

times in the A section to reinforce his melodic arches on three phrases of the text: the words “O 

vital sphere…” to “whole universe” (mm. 5-13); “For me, a child…” to “your creation” (mm.14-

17); and, from “From what great…,” to “here among us?”(mm.18-22). A transition appears 

between the A and B sections with strings in tremolo (violin I and viola) and woodwinds in 

flutter tongue (flute, piccolo, oboe, and bassoon) for the duration of four beats. It presents the 

same blazing sun material as in the prelude (see Example 2).       

Example 2: Transition from A to B, in “To the Sun.” mm. 21-23.     

 

                                                                                                                                                       
  

© Copyright 1969 by Boosey & Hawkes, Inc.                                             

Reprinted by Permission. 
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The B section (mm. 23-31) starts with the indication of “A bit faster (poco agitato),” and 

the C pedal tone. In this section, the poem suggests the fear of darkness through the use of the 

words “droop,” (m. 23) “dies,” (m. 24) “darkens,” (m. 24) “sleep,” (m. 25) “covered,” (m. 25) 

and “shadows” (m. 29) (see Example 3). Rorem uses a recurring rhythmic pattern of two 

sixteenth notes and one quarter note, and two sixteenth notes and one eighth note on each of 

these particular words. Additionally, to illustrate darkness he uses sustained chromatic harmonies 

throughout the B section, scored for muted trombones, tubas and violas. The trumpet briefly 

imitates the melody of the vocal line at m. 24.   

Example 3: “To the Sun.” mm. 24-26. 

 

© Copyright 1969 by Boosey & Hawkes, Inc.                                                

Reprinted by Permission. 

As the B section ends, the blazing sun music once again appears in m. 30 in the four beats 

before the C section. In this finale section, the poet praises the happiness that the sun’s return 

brings to humanity. It begins with “Slower, calmer again,” and the text starts with “But you 

return,” (m. 32). At mm. 32-37, the music has a calm, undulating quality, and a pure, white-key 
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cluster harmony in the orchestra to illustrate the text, “But you return, O Lord of all, to chase the 

gloom with glowing spears of dawn.” At m. 38, the flute enters and doubles the vocal line in a 

piano dynamic, and then at m. 42 the other instruments join to play toward a climax on the word 

“heart” at m. 52 (see Example 4). As the song comes to its close, the tempo and dynamics 

become faster and louder at the line, “that illuminates the skies, that find their gold road even to 

my heart” (mm. 48-52). The accompaniment also changes: a melody heard at the beginning of 

the piece returns in eighth note tremolos in the strings, doubled by the oboe, with arpeggio and 

scalar sixteenth notes in the flute, piccolo and English horn offering counterpoint.  

Example 4: “To the Sun.” mm.50-52. 

 
    

© Copyright 1969 by Boosey & Hawkes, Inc.                                               

 Reprinted by Permission             
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No. 2: “Sun of the Sleepless” 

The second song is a modified strophic form: A-Aʹ-Aʺ. Section A of Rorem’s song uses 

lines 1 through 4 of the poem; section Aʹ uses lines 5 and 6; and section Aʺ uses with line 7 and 

8. Rorem’s three sections correspond with grammatical pauses in the poem. 

Figure 1: Text setting in “Sun of the Sleepless.” 

(1) Sun of the sleepless! Melancholy star! (a)       

 (2) Whose tearful beam glows tremulously far, (a)       

 (3) That show’st the darkness thou canst not dispel, (b)      

 (4) How like thou art to joy remember’d well! (b)        

 (5) So gleams the past, the light of other days, (c)       

 (6) Which shines, but warms not with its powerless rays; (c)      

 (7) A night-beam sorrow watcheth to behold, (d)       

 (8) Distinct, but distant-clear-but, oh how cold! (d)              

In general, the vocal line is written diatonically while the orchestral accompaniment is 

highly chromatic. The three sections (A-Aʹ-Aʺ) of the voice part modulate E-G-B
b
.   

 The song begins “very fast” with “the half note equaling 66 or more,” and the violin I, II 

and viola accompany with mezzo piano pizzicato. At m. 3, the first phrase begins with the text 

“Sun of the sleepless.” In the next measure, the clarinet solo imitates the vocal motive a major 

third above. The oboe does the same at m. 6. Rorem uses repetitive and sequential descending 

scalar figures in the motives for words such as “sun,” “melancholy,” “gleam,” “light,” and 

“night-beam” at measures 3, 5, 15, 17, and 23, respectively (see Example 5).     

There is no clear connection between the macro-structure of the ascending minor-third 

modulations and the micro-structure of the melodic and harmonic configurations in each section, 

except for the fact that the clarinet and oboe imitations in the first section are at the major third. 

There may, however, be a symbolic significance in large-scale rising diminished triad E-G-B
b
. 
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The non-functional nature of these modulations suggests that they may continue indefinitely, and 

thus suggests the indefinite and weightless quality of insomnia. 

Example 5: “Sun of the Sleepless.” mm. 22-24. 

 
  

© Copyright 1969 by Boosey & Hawkes, Inc.                                                

Reprinted by Permission  

After the A section (mm. 1-14), the key of E ascends a minor third to the key of G. The 

Aʹ section (mm. 15-22) begins, again, with successive descending motives, and with the 

accompaniment and vocal line in unison. The trombone and tuba appear for the first time in this 

section.  After this section, the key of G ascends a minor third to the key of B
b
.  

Figure 2: Key Changes of “Sun of the Sleepless.” 

A (m.3) Aʹ (m.15) Aʺ (m.23) 
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The last section (mm. 23-32) starts with the dynamic of f gradually becoming soft.  The 

beginning of the Aʺ section represents the climax of the song. Here, the voice is in its highest 

tessitura, and the orchestra is at its fullest and loudest.  The flute and voice are in duet, joined by 

the horns for the first time in the song. At m. 24, Rorem indicates diminuendo to stress the 

phrase, “watcheth to behold, Distinct, but distant – clear – but....” The character of the music 

changes dramatically at this point. The song ends pianissimo, with a melisma on the word 

“cold.” The descending motion is inverted as the vocal line climbs from a C
#
4 to B5.  

Example 6: Last four measures of “Sun of the Sleepless.” mm.29-32.  
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Interlude 

 Sun includes five interludes. They appear periodically throughout the work, and function 

to give space between songs as well as an opportunity for the singer to rest. Between the second 

and the third songs, the first of Sun’s interludes appears. The interludes, in general, take the 

musical material of the preceding song, and transform it in character, providing a bridge into the 

new material of the succeeding songs to function as a transition motivically and emotionally.  

The first interlude can be divided into A and B sections, both of which feature new 

musical material set over a Gᵇ pedal tone. This interlude prepares and provides a transition to the 

next song, “Dawn,” in tempo, motive, and mood.   

The A section has sustained chromatic harmonies supporting the melodic motive of the 

next song, while the B section paints the “clock-ticks” referred to in “Dawn.”  The A section 

(mm. 1-10) is built from harmony, but the B section (mm.11-20) is based upon use of ostinato 

and static rhythm. In Sun, Rorem uses recurring motives cyclically. In m. 3 of the interlude, 

Rorem brings back the twelve-tone “blazing sun music” from m. 3 of the introduction.  An 

ostinato half-step trill marks the conclusion of the interlude (mm. 13-20). The trill is thinly 

scored for violins with rhythmic ostinato accompaniment in the castanets and bongos. 

No. 3: “Dawn” 

The form of the third song, “Dawn,” is through-composed. The song contains no distinct 

dramatic climax or unified rhythm. Rorem indicates, “Same tempo, but freer: Melancholy, 

monotone and sweet, slightly breathless.” Accordingly, its tempo is the same as the previous 

interlude.  Even though Rorem indicates a key of one sharp, neither G major nor D minor (both 

of which are hinted at) are well-established in the song.  The song starts with a bassoon solo (m. 
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1), and the vocal line imitates this melody a fourth higher (m.2). Both the bassoon and vocal line 

employ an organic metamorphosis of the five-note motive that appeared in the A section of the 

interlude. Throughout the song, Rorem uses a three-measure motive in the vocal line which he 

reworks in various ways (see Example 7).      

Example 7: Beginning of “Dawn” mm.1-4. 

 

               © Copyright 1969 by Boosey & Hawkes, Inc.                                                    
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In the beginning of this song, Rorem uses a limited pitch set, gradually changing the 

rhythmic content. At m. 5, he illustrates “clock-ticks” on A4 by using a tenuto - staccato 

articulation. A climax appears on the text, “O polyglot Dawn,” which has a strong tonality of B 

major with triplet rhythms (mm. 22-23). The postlude, which centers on G, recalls the F# and G 

cluster ostinato trill from the interlude of “Sun of the Sleepless.”   

 

 

 

 



33 

 

              No. 4: “Day”  

The fourth song, “Day,” is also through-composed, featuring many arch-shaped phrases 

and gestures, painting the rising of the sun. Like many of Rorem’s songs, this piece is tonally 

ambiguous and difficult to describe in terms of functional harmony. Rorem uses chromatic 

melismas, syncopations, and disjunctive rhythms throughout much of this song. The particular 

exotic style of stacked-third melody may be a reference to the “East.”   

This song starts “Very fast (Twice as fast) half note = 69 or more” in the strings. The 

vocal line begins with “The Sun arises in the East,” (mm. 2-5) in which Rorem uses a non-

functional series of major and minor thirds. Rorem transposes and varies the theme throughout 

the song.  Also, Rorem employs several arch shapes on syllables such as “rises,” (mm 3-4) 

“blood,” (mm.7-8) “around,” (mm. 12-13) and “fires” (m.17). He uses text painting on the word 

“roll’d,” (mm. 13-14) by the use of two small arches (See Example 8.). The original theme 

appears with the text, “Crown’d with warlike fires” (mm. 15-17), and then m. 18 presents a new 

variant on the non-functional major/minor third idea. In this song, a crescendo and decrescendo 

follow the shape of the arch until the final climax (mm. 19-20).  
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Example 8: A large arch shape of “Day” mm.12-13.

 

© Copyright 1969 by Boosey & Hawkes, Inc.                                  
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In the climax, Rorem employs ascending and descending chromatic scales in the vocal 

line, and then he employs a dramatic portamento on the word “desires,” to emphasize the 

passionate text.  

Interlude 

After the climax, the second interlude (11 measures) begins immediately, connecting 

“Day” to “Catafalque” by using motives from both songs. At the beginning of the interlude, the 

first melodic theme of “Day” returns a half-step lower than originally presented (mm.1-2).  

Simultaneously, the snare drum, tenor drum, and bongos present a repeated sixteenth-note 

pattern that recalls the clock music from the first interlude.  In the last measure of the interlude, 

new material enters in the form of a G-A
b 

trill in the horns, foreshadowing the theme of the next 

song.  
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No. 5: “Catafalque”  

The form of the sad and dark “Catafalque” is A-B-A', and Rorem specifies “Slow – 

Massive but supple = 48.” Throughout this song, the orchestra often displays downward 

moving melodic and harmonic motives. The introduction establishes a motive characterized by a 

Lombardic rhythm
76

 and dense texture, all which of may be viewed as a symbol of the earth’s 

destruction (m.1). A violin solo enters with a trill on A
b
 and G in m. 2 and continues until m. 23. 

Because of its piano dynamic, it is not easily heard above the violent orchestra below. The trill 

could signify the ever-present, yet dim, sun. Simultaneously, violin II enters with the first 

orchestral theme. It was first heard in the interlude of “Sun of Sleepless,” another reference to the 

present, but obscured, source of light and life. At m. 5, a variation of the Lombardic motive 

returns before the singer’s entrance, this time with thicker texture and more chromaticism. After 

the introduction, the vocal line enters, declaiming both syllabically and melismatically.  

The end of the first phrase in the vocal melody, the first theme appears in the orchestra an 

octave higher than originally heard. The tonal center of the A section centers on G. The A 

section reveals three basic elements: A transparent homophonic duet in the orchestra; Lombardic 

motives which are distinguished by chromatic harmonies; and vocal melody. Also, Rorem 

employs an organic change of meter based on the rhythm of the text (mm. 18-24). Rorem uses 

parallel major and minor triads that suggest tonal centers (mm.19-20). In mm. 18-19, an imitative 

passage between the viola, second violin and the vocal line appears (see Example 9). He adds a 

pure E
b
 major chord beneath this counterpoint, played by the trombones, beginning his series of 

                                                           
76

 “Reversed dotting, that is, a succession of dotted figures whose short notes are on the beat. It is difficult 

to trace any rational origin for this name, which is found in the treatises of both Quantz (1752) and J.F. Agricola 

(1757). It is also similar with scotch snap and notes inégales.” In Grove Music Online. Oxford Music Online, 

http://libproxy.library.unt.edu:2164/subscriber/article/grove/music/16896?q=lombardic+rhythm&search=quick&pos

=1&_start=1#firsthit (accessed October 15, 2011). 

http://libproxy.library.unt.edu:2164/subscriber/article/grove/music/16896?q=lombardic+rhythm&search=quick&pos=1&_start=1#firsthit
http://libproxy.library.unt.edu:2164/subscriber/article/grove/music/16896?q=lombardic+rhythm&search=quick&pos=1&_start=1#firsthit
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parallel triads. Two chromatic chords in Lombardic rhythm are played by the horns juxtaposed 

with the pure chords of the trombones, resulting in a gritty and polytonal sound on the word 

“mourn” (m.19).   

Example. 9: Imitation of eight notes “Catafalque” mm.17-20.
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Rorem indicates a new tempo in the last phrase of the A section with “Moving ahead,” 

and he applies a tonal center of D for this phrase (mm. 22-26). After this phrase, four transitional 

measures (mm. 27-30) enter, with syncopated percussion, signifying the violent imagery of the 

destruction of the world. In addition, the syncopation foreshadows the text of the next section, 

which describes chaotic devastation. During the last two measures of the transition (mm. 29-30), 

the tonal center moves to F#, frequently used thus far in the work as a whole (see Example 10).  



37 

 

Example 10: A transition between A and B sections “Catafalque” mm. 29-32.
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In the B section, the syncopated rhythmic pattern in the violins helps to paint the chaos. 

Rorem employs each phrase of the vocal line, “when singed birds drop like sparks” (mm. 30-31), 

“trees become torches” (mm. 31-32), from the beginning of the first third phrase of “Day,” and it 

is characterized by melismatic sixteenth notes and a coloratura range. Rorem reuses the 

beginning of the motive of “Day” for this vocal line in order to show two different types of day. 

“Day” contains a long melody that represents a positive aspect of day, but “Catafalque” includes 

a fragmentation of this melody, thus representing the day of destruction in the present context.  

In addition, from mm. 29-36, Rorem uses a pronounced melismatic style. However, at beat three 

of m. 36, there is a sudden stop in the music, and the climax of this song begins with the 

orchestra and vocal line in unison rhythm on the word “crack.” In the next measure, the vocal 

line pronounces, “and then be still,” without orchestral accompaniment.  After the climax, a 



38 

 

canonic transition using material from the B section leads to the A' section.   

 The A' section (mm. 42-50) starts with, “A Tempo I – Very calm =44,” and returns to 

the tonal center of E. At mm. 42-44, the vocal line mirrors the vocal line first heard in m. 5-7. 

Rorem employs exactly the same pitches as in the first appearance of the melody, only this time 

the motives are reversed.  Also, the strings have calm and regular half-note harmonies in parallel 

major and minor triads, which echo the trombones from mm.19-20. This song ends in the key of 

A, with a sustained A major harmony in the low strings and final B
b
-A Lombardic motive in the 

first violin.  

Interlude     

Seven measures of interlude follow. A bright sound is achieved through the use of 

metallic percussion (glockenspiel and celesta), and brass instruments (horn, trumpet, and 

trombone). The color of this interlude contrasts with the dark color of the song “Catafalque” and 

moves toward the comparatively brighter, though not “sunny,” world of the next poem. An 

arpeggio organically connects the interlude to the next song. The figure of the arpeggio is a 

basic element of the next song. In addition, the bass line establishes a D-A
b
-G-D-A

b
 pattern 

which reappears in the A section of the next song.  

No. 6: “Full Many a Glorious Morning” 

The sixth song has a form of A-B-A'. The first two quatrains of the poem, Shakespeare’s 

“Sonnet 33,” comprise the A section, and the third quatrain is used for the B section. The final 

couplet makes up the A' section.  
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The A section (mm.1-27) opens exuberantly with ascending arpeggios in the harp and 

viola (m. 1).  From the text “glorious” to “green,” the celesta joins the ascending perpetual 

motion arpeggio passages (mm. 3-10) (see Example 11).   

Example 11: Ascending arppegio of “Full Many a Glorious Morning” mm. 3-6.
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These rich harmonies of oscillating stacked thirds form seventh, ninth, and thirteenth 

chords. A transposed repetition of the five-measure bass pattern, first seen in the preceding 

interlude, appears beginning in m.7. Between the last beat of m. 10 and the beginning two beats 

of m. 11, a short transition appears in a chromatic arch shape of sixteenth-notes in the flute, oboe, 

and clarinet.  
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In the B section (mm. 28-43), Rorem changes the orchestral figures from chromatic 

arpeggios to a melody-accompaniment style, with chromatic scalar passages in the woodwinds 

above. This texture change mirrors the shift in the poem from literal to metaphorical, as a direct 

comparison is made between the sun and the poet's friend. At the beginning of the B section 

(m.28), the woodwinds enter with chromatic scales (see Example 12). In addition, Rorem 

employs a regular structure of “G” and “D” pedal tones throughout the B section. Also, the bass 

instruments display a collection of homophonic, stacked perfect fourths, major thirds, and minor 

thirds, each separated by a half-step. 

Example 12: Beginning of the B section of “Full Many a Glorious Morning” mm. 28-30.
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Rorem proceeds directly from the A to the B section using a brief transition (mm. 41-43) 

to return to A'. The bass line of the transition is borrowed from the B section, but the treble 

melody is a variation of the A section. At measure 44, the A' section starts with the words, “Yet 
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him for this my love.” Rorem employs the material of the A section: the same vocal melody and 

similar instrumentation (celesta, clarinet, horns, violins, and violas). A climax appears in mm. 

47-48 on the text “Suns of the world.” Also, the ascending perpetual motion of the celesta and 

the clarinets appears from m. 48 until the first beat of m. 52. At the end of the vocal line, four 

measures of a short transition lead to a postlude. This is not identified as an interlude because 

there is no tempo change. 

The postlude of the song begins in m. 58. Here, Rorem uses the same material as in the B 

section, using woodwinds instead of horns.  This section is centered on G. From m. 59, a new G-

major diatonic melody, which is accompanied by the G-D ostinato pattern of the B section, is 

repeated three times in the trumpets, flutes, and violins, respectively. This lyrical melody 

becomes the theme of the next song. 

Interlude 

Rorem connects the preceding postlude and the next section by transferring the violin 

melody to the woodwinds, transposed up a half step, completely changing the color and style of 

the orchestral accompaniment. The percussion and the driving triplet rhythm are eliminated in 

this interlude, which begins with a marking of “Slow and mysterious” with the quarter note 

equaling 52. From m. 11, Rorem adds to the sustained texture a whimsical woodwind 

ornamentation with glissando and flutter tongue effects (see Example 13).  
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Example 13: Middle of the Interlude, after “Full Many a Glorious Morning” mm. 11-13. 
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      No. 7: “Sundown Lights”  

The mood of “Sundown Lights,” with its description of nature’s vibrant and miraculous 

colors at sunset, is established in the preceding interlude; the woodwind effects lend an idyllic 

quality to the scene. Rorem indicates “Più mosso with quarter note equaling 69,” and “Lyric, but 

conversational.” The form of the song is A-B-A'. Rorem uses two phrases of a vocal melody 

throughout this song. In the A section (mm. 1-23), the horn sustains a simple bass line, over 

which the voice begins the recitative-like, melodically repetitive setting of the text, “This is the 

hour for strange effects in light and shade enough to make a colorist go delirious,” of the main 

theme (see Example 14).    
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Example 14: Beginning of the “Sundown Lights” mm. 1-4. 
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In mm. 7-11, the first variation of the theme appears in the vocal line. The theme is like a 

sort of trance music which is characterized by a static tempo and repeating melodic phrases. 

Until m. 11, the tonality seems to center on C, despite the key signature of one flat. Rorem uses 

similar tonal elements in the orchestra part. In mm. 12-23, Rorem combines the vocal variation 

with new material in both the vocal line and orchestration. Between m. 12 and m. 14, the 

orchestra imitates the vocal line clearly, and between m. 14 and m. 23, they separately enter with 

the melody and the new material, a triplet pattern and a chromatic ascending figure. Rorem uses 

a brief transition (mm. 23-24), based on the vocal theme, to arrive at the B section.   

The B section (mm. 25-40) begins with a speech-like triplet pattern in the vocal line and 

syncopated ascending and descending motion in the orchestra. The whole-tone based 

accompaniment and declamatory vocal line are evocative of impressionism.    
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The A' section (mm. 41-58) begins “A tempo-tranquillo,” and the theme appears in the 

vocal line; meanwhile, new material in the form of a cluster chord trill in violins flutes and horns, 

enters. In the last phrase of the A' section (mm. 50-56), Rorem employs parallel major and minor 

triads which refer back to mm. 19-20 of “Catafalque.”  

Interlude 

Rorem crafts the final, six-measure interlude “Getting faster and faster and louder.” The 

important harmonic structural element in these six bars is the ascending bass line. A long 

crescendo in the orchestra leads to the exuberant beginning of the final song. 

No. 8: From “What Can I Tell My Bones?” 

  Theodore Roethke’s poem may be viewed as an exploration of a visionary blur between 

life and the afterlife.  Though the poem is without a clear formal structure, the form of this song 

is A-B-A'-A". The A section (mm. 1-12) begins in 5/4 meter, the quarter note equaling 138, and 

with an indication of  “Very fast – exuberant.” The basic motive in the vocal line is a syncopated 

leaping seventh followed by melismatic turns. At m. 1, the vocal line enters with two leaping 

sevenths on the text, “The sun! The sun!” marked fff. The leaping seventh appears several times 

in the orchestra throughout this song, also fff, mirroring the leaping vocal melody. In m. 2, a 

leaping cluster chord figure mimics the opening of Sun, recalling the blazing sun music (see 

Example 15), creating a cyclic gesture to bookend the work.  
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Example 15: Beginning of “From What Can I Tell My Bones?” mm. 1-5. 
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 In the B section (mm. 14-25), the vocal melody, a rising E minor theme in quarter notes, 

is doubled in the orchestra (see Example 16). At m. 17, ornamentation appears in the clarinet, 

and later in the other woodwinds, recalling the color of the interlude before “Sundown Lights.” 

On the word “rising,” Rorem employs a rising melody (see Example 16). 
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 Example 16: Beginning of the B section “From What Can I Tell My Bones?” mm. 14-21. 
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 The A' section (mm. 26-53) spontaneously connects to the B section and brings back 

material from the A section. This section begins with the leaping seventh in the trumpets instead 

of the vocal line. At mm. 28-37, a new vocal melody appears in an arch figure, and at mm. 37-38, 

a fragment of the vocal melody of the A section enters in the woodwinds. At m. 42, the leaping 

seventh enters in the brass section, and then a variation of the turning melody from the A section 

repeats two times in the vocal line.            
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 Between the A' section and the A" section, a long transition (mm. 53-62) appears, 

characterized by a crescendo effect and the orchestral color of the interlude after “Sundown 

Lights.” At m. 56, the opening theme appears in the trumpets.      

 The A" section (mm. 63-84) begins with the blazing sun music and the text, “What came 

to me vaguely is now clear,” to be sung “A bit calmer” and piano. The vocal melody (mm. 63-64) 

comes from the arch figure of the A' section (mm. 28-30), and the next phrase of the vocal line 

(mm. 66-69) is identical to mm. 14-16, transposed down a half-step.   

Coda 

 A postlude (or orchestral coda) enters with an indication of “Getting much faster and 

louder,” and throughout, there is a large-scale bass line motion of E
b
-B-C. Also in this section, 

Rorem uses several fragments of previous melodies. In mm. 79-81, the tuba holds a sustained B, 

representing an important leading tone. At m. 81, Rorem again quotes the blazing sun music 

from the first song, “To the Sun” (m. 3).  

Rorem indicates “Slow, =40” in the last two measures (mm. 82-83), and the triplet 

figure appears in the bassoon, contrabassoon, piano, and double bass. Finally, the coda ends with 

a sustained low C, relating to the C pedal at the opening of the work, again reinforcing a cyclic 

construction (see Example 17).     
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Example 17: Last five measures of “From What Can I Tell My Bones?” mm. 79-83. 

 

 © Copyright 1969 by Boosey & Hawkes, Inc.                           

  Reprinted by Permission 
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       CHAPTER 5   

PERFORMANCE GUIDE 

During the nineteenth and early twentieth centuries, the concert works for voice and 

orchestra developed by composers such as Berlioz and Mahler.  These works required singers to 

have a wide vocal range and a variety of vocal timbres.
77

 The orchestrations also had diverse 

colors to meaningfully express the text, and, because of these large accompaniments, singers 

needed increasingly powerful voices in order to be heard.
78

 Similarly, when singing Rorem’s 

Sun, a singer needs to sing powerfully in both high and low ranges of the voice (the range of the 

work spans G3 to D6). The singer should have good staminal pacing to sing through the work 

with no stops. Because of the challenge of finding sufficient time to breath, it is difficult for the 

singer to change character as much as is needed.  She also will need to decide where to take 

breaths between phrases. Moreover, each song contains several long chromatic passages. The 

singer should clearly and cleanly articulate important words.  

No. 1: “To the Sun” 

In the first song, “To the Sun,” the conveyance of text is of prime importance. The vocal 

line begins “Rather slow, almost unmetered (at the speed – and with the freedom – of speech),” 

with a pianissimo on the fourth beat of m. 5. The fermata on the string C octaves allows the 

singer to take as much time as necessary for her entrance on a pianissimo C4 with the violas. 

Rorem set the text syllabically, which inherently places great significance on the text. The singer 

needs to sing the first note accurately, with a clear [o:] vowel.  

                                                           
77

 Laura Tunbridge, Cambridge Introductions to Music: The Song Cycle (New York: Cambridge University 

Press, 2010), 64-65. 
78

 Ibid., 64. 
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The first phrase, at mm. 5-6, is the motive C-E-C#-D-F, and should be sung to the end of 

“sphere” before taking a breath. Rorem indicates tenuto on the first syllables of important words, 

such as “vital,” “low,” “all,” and “marvelous,” to emphasize the text and to connect each phrase 

naturally at a linguistic and declamatory level. As previously mentioned, Rorem indicated a 

crescendo – diminuendo (< >) to mark large phrases, corresponding to a basic arch-shape in 

each.  

In the B section, from m. 23, the tempo changes to “A bit faster (poco agitato).” This 

section contains negative and frightening words, such as “droop,” “dies,” “darkens,” “sleeps,” 

“covered,” and “shadows.” As previously stated, Rorem uses a recurring rhythmic pattern of two 

sixteenth notes and one quarter note, and two sixteenth notes and one eighth note on each of 

these particular words. This rhythmic motion should be clearly delineated each time it occurs. At 

m. 24, the word “darkens” should be sung in chest voice.  At m. 26, Rorem uses the same 

musical pattern for two phrases on the text, “nor thieves nor lions,” and “come forth from lairs.” 

In this measure, the singer should observe the crescendo and portamento on the words, “lions” 

and “lairs,” as with the word “snakes” in the next measure. In m. 31, the singer’s utterance of the 

word, “horizon,” on a G3, should be sung with chest voice.  

In the C section, at m. 43, the singer may shorten the last syllable of the word “adoration” 

to prepare for the large leap, E4-A5
 
on the words “of your.” At m. 48, the tempo changes to 

“Getting steadily faster,” as the music moves toward the climax. Rorem indicates a ritardando at 

m. 51 that leads to the words “my heart,” accentuated with the leap of an octave (C5 to C6) at m. 

52. This leap can be difficult for the singer to sustain with an acceptable tone quality. The singer 

would do well to modify the vowel to [ha] beginning with the C6 and emphasize the [t] at the 

end of the word.   
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No. 2: “Sun of the Sleepless” 

Rorem asks for “Sun of Sleepless,” to be sung “Very fast,” supplying a metronome 

marking of “half note = 66 or more.” With this tempo, and an abundance of ornamental eighth 

note passing tones, the performer should resist any tendency to rush. The clear articulation of 

text and the management of breath between textual phrases at the quick tempo are the main 

performance challenges to the singer in this song.  

At m. 3, the first phrase, “Sun of the sleepless!” starts on a E5 and descends (E5 to E4) 

with a melismatic melodic line with a dynamic of mezzo piano. The singer should begin with a 

bright and light sound and sing the melismatic phrases with both clear diction and articulated 

legato to communicate the text clearly. Also incorporated into the text are many melismatic 

passages in which the extra notes are articulated on the vowels. A breath may be taken, if 

needed, at m. 6 before the word “Whose,” and then the singer should sing to the end of the 

phrase without a breath.  

The A' section, beginning with “So gleams the past,” a minor third higher than the first, 

can be used to produce a forward movement. The singer may take a breath after the first beat of 

m. 20 in order to sing the wide range of the line.  

The A" section starts with the main theme at m. 23, which is the climax of the song, and 

the tonality shifts up a minor third to B flat. Rorem indicates staccato on the word “watcheth” 

(m. 24), with a diminuendo and tenuto on the words, “clear, but, oh,” (mm. 27-28) to accentuate 

the song’s ending in the next measure. In the last four measures (mm. 29-32), the word “cold” 

needs to be sung with the dynamics of p-mp-mf-mp-pp. The vocal line should flow easily, and 

the many chromatic lines in this song should be articulated clearly and cleanly.   
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No. 3: “Dawn” 

The third song, “Dawn,” is through-composed and is in a very different mood from the 

second song. The tempo is “Slow, but not too,” and Rorem indicates “Melancholy, monotone and 

sweet, slightly breathless.” Throughout this song, Rorem uses crescendo – decrescendo to 

reinforce a small melodic arch. The singer should be aware of these subtle dynamic expressions. 

This song begins with a bassoon solo, and then the singer enters at m. 2 with the main 

theme at a piano dynamic. The first phrase of the small arch should be sung legato. The second 

phrase appears with the text, “matrix of clock-ticks, speak to and bring the thing I seek,” (mm. 5-

7). The [k] and [ks] of the word “clock-ticks” should be clearly articulated using rhythm: place 

[k] exactly on the beat. After the word “clock-ticks,” the singer should slightly accent the words, 

“speak,” “bring,” and “seek,” (mm. 5-7) to move the phrase forward naturally.  

In the next phrase (mm. 8-16), beginning “if I all night for this hour at the window,” the 

singer should continue without a breath, with a crescendo to “all” and a diminuendo to 

“window.” At m. 10, after the word “times,” the singer may take a brief breath to accentuate the 

crescendo – decrescendo which soon follows.  

The musical climax appears with the words “O – pol-y-glot,” (m. 22) with triplet 

rhythms, as the rhythmic motion broadens and a dynamic of forte appears. The singer should 

stress each syllable of these words.  To create a sense of the cessation of motion, the last phrase 

(mm. 24-27) is best sung mezzo forte, with a diminuendo to mezzo piano by the final words, 

“whisper” (m. 26) and “yearning” (m.27). This phrase should be sung legato, with sense of 

connection between the two words, despite the notated rests.   
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No. 4: “Day” 

At the beginning of “Day,” the singer should be aware of the altered tempo and mood. 

Rorem marks “Very fast (twice as fast),” with the half note equaling 69 or more, and 4/4 meter, 

though the piece feels like it is in 2. Because of the quick tempo, the singer must take care to 

enunciate each word with clarity, paying attention to the consonants. In addition, long melismatic 

and chromatic melodies obscure the meanings of the words. An additional challenge to 

performers of this song is the management of breathing between textual phrases while conveying 

the character and message of the song to an audience. 

The form of this song is through-composed, and it consists of four phrases. The first 

phrase enters at m. 2, with the singer at mezzo forte: “The Sun arises in the East.” The singer 

should begin with a light and clear sound, and should articulate legato, avoiding the use of an [h] 

to in the lengthy melismas on “rises” (mm. 3-4), “Cloth’d” (mm. 5-6), “blood” (m 7), “around” 

(m. 12), “roll’d” (mm. 13-14), and “fires” (m. 17). The singer should also make sure to articulate 

final consonants.         

In the second phrase (mm. 8-14), the singer may quickly breathe after the word “increast” 

(m. 11). The last phrase (mm. 15-20) begins mezzo forte with the text, “Crown’d with warlike 

fires & raging desires.” A quick breath may be taken after “warlike” and “raging.” This phrase 

ends with a chromatic octave glissando from D5 to D6 on the word “desires.” 

No. 5: “Catafalque” 

In the song, “Catafalque,” Rorem specifies a tempo of “Slow – Massive but supple.” This 

song has three sections: A-B-A', and ranges from C4 to B5. At m. 5, the singer begins on an 

anacrusis, sotto voce and legato. Rorem imaginatively creates a dark, earthy melody with a 
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Lombardic rhythm of syncopated notes on the text, “This blackened pitted earth” (mm. 5-6). The 

rhythmic gesture should be exaggerated. When singing the sixteenth-note and eighth-note figure 

on “blackened,” the singer would do well to modify the vowel to [ε] beginning with the F, and to 

make sure to clearly pronounce the [d] at the end of the word. The next phrase is on the text, 

“and all the flesh that we bequeath her.” In this phrase, the singer may breathe after “that,” and 

then go forward with a legato sound.  This passage contains chromatic and melismatic passages 

on the words, “all,” “flesh,” and “bequeath”; the singer should take care to articulate clearly.  

The third phrase may be sung in two breaths, with the first half of the phrase marked with 

a rise and fall in dynamic beginning on “Nor” (m. 18), and with an accent on “mourn,” (m.19) 

followed by a decrescendo on “ourselves” (m. 19). At m. 26, the singer should sing fortissimo on 

the large leap (C4-A
b
6) on the word “street.” It is very difficult to articulate clearly, so the singer 

may use a portamento on the [i] vowel.  

In the B section, Rorem indicates “Agitato” with mezzo forte. One of this phrase’s 

performance challenges is the clear articulation of the text at this quick tempo. The sixteenth-

note passages and the sextuplet sixteenth-note figure on the words, “blaze” (m. 34) and “burnt 

crust” (m.35), should be sung precisely and lightly with clear articulation.  This section’s climax 

appears on the word, “crack” (mm. 36-37), with a disjunct and leaping melodic line (G
#
4-A5-

A4-G
#
5) at a dynamic of fortissimo possibile. This passage is accompanied by timpani strikes; 

the singer may wish to mimic this articulation to emphasize the meaning of the text.  

In the A' section (mm. 42-50), Rorem asks for “A Tempo I, Very Calm.” This section 

contains two phrases. The first phrase, which reprises the dark, earthy melody of the first phrase 

of the A section (mm. 5-8), may gradually diminish in volume to the end of the phrase.  The last 
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phrase is best sung mezzo forte, with a diminuendo to piano by the final words, “our own.” In 

order to execute this high and soft passage elegantly, the singer may breathe after “death,” 

(m.48).  

No. 6: “Full Many a Glorious Morning” 

In the song, “Full Many a Glorious Morning,” there are three challenges for the singer: a 

large vocal range, unexpected harmonies, and highly chromatic soaring melodies. At the 

beginning of the song, Rorem indicates exuberant with a forte marking on the text “Full many,” 

which begins with a large leap from E
b
4 to F5. The singer should be careful to quickly and 

lightly place the consonant [m] on the F rather than anticipating the consonant and creating a 

glissando between the two pitches. Until m. 14, the orchestra doubles the vocal melody, but from 

m. 15 to m. 22, the orchestral figures diverge from the vocal line. 

In the B section, (mm. 28-43) the orchestration is thicker and more chromatic, suggesting 

the disappointment and isolation of the poet. The dynamic marking is forte. The singer may use a 

portamento between the words “so” and “my” (m. 28), as indicated by Rorem’s slur marking. 

The final section, which begins at the pickup to m. 43 with “Yet him for this my love,” should be 

sung reflectively, despite the high tessitura and the apparent musical climax on the text, “Suns of 

the world” (mm. 47-48). 

No. 7: “Sundown Lights” 

At the beginning of the song “Sundown Lights,” Rorem indicates “Lyric, but 

conversational,” and più mosso.” At m. 1, the singer enters piano with the text, “This is the hour 

for strange effects in light and shade.” The minimal accompaniment and generally syllabic text 

setting support Rorem’s indications of “conversational,” echoing the prosaic nature of the text. 
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The first phrase is best sung with as few breaths as possible. In this phrase, the singer should be 

aware of Rorem’s tenuto marking on the word “strange.” The longer phrase, “each leaf and 

branch of endless foliage a lit up miracle…in ways unknown at any other hour,” rises 

dynamically to forte on the word “miracle” (m. 14). Rorem sets the text with rhythms that bring 

out the natural word stresses of “miracle” (m. 14), “prone” (m. 16), and “unknown” (m. 22). 

Measure 25 includes four repetitions of triplet figures; the singer should lightly stress the 

first note of each to avoid the uninflected reading this relatively static melody might produce. At 

m. 31, however, the melodic contour of the triplets brings out the correct text stress, so the singer 

only need sing legato. In order to avoid a subito piano at m. 33, the singer might choose a mezzo 

piano rather than Rorem’s indicated mezzo forte in the preceding bar.  

The climax in mm. 35-37 is one of the most difficult phrases in the entire work. The 

phrase starts on a high A
b
5, set fortissimo possibile, moving higher still (B5 and C6), and holds 

two beats each, and then the climax reaches its peak (D6). The singer should be aware of the 

dynamic. It is vital to maintain clarity of the [a] vowel throughout the octave this phrase spans.  

No. 8:  ñFrom What Can I Tell My Bones?” 

The primary performance issue in this final song is achieving a clean and rhythmically 

accurate execution of each phrase. The overall mood of the song is unrestrained enthusiasm and 

joy.  

At the beginning of the A section (mm. 1- 13), the vocal phrases are mostly a cappella, 

punctuated with loud accented cluster chords in the orchestra. The opening section is 

characterized by leaps of sevenths and angular melismas. The singer alone must establish an 

appropriate tempo of “Very fast – exuberant” on the leaping notes (G4-F
#
5) of “The Sun! The 
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Sun!” A quick breath may be taken before the word “And” (m. 10) to reach the end of the 

sentence comfortably. Rorem writes ascending melodies for lines such as, “my spirit rises,” 

(mm. 14-16) and “with the rising,” (mm. 18-20). The singer may crescendo up to an easy forte, 

but not much louder. 

At mm. 28-33, with the phrases, “I take the liberties,” “A short life permits,” and “I seek 

my own meekness,” the singer should sing cleanly and simply with speech-like rhythm. The 

words, “liberties” (m. 29), “permits” (m. 30), and “own” (m. 33), on which Rorem uses a 

recurring melodic and rhythmic pattern, should be clearly articulated for maximum 

comprehension and effect. At m. 43, a fortissimo strongly syncopated note A begins the phrase, 

“Who took the darkness from the air?” The singer should accent each word as indicated.  

After a long orchestral transition (mm. 54-62), the singer reenters at m. 63 with the text, 

“What came to me vaguely is now clear.” According to Rorem’s indication of “A bit calmer,” 

the singer should begin the phrase piano and legato. The last words, “And final” (mm.74-75), 

may be sung with a slight ritardando and a portamento to emphasize its real finality and the 

close of the whole work. 
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CHAPTER 6 

CONCLUSION 

While many of Rorem’s songs enjoy great popularity, the orchestral work Sun remains 

infrequently performed. One reason for this fact may be simply that the rental of the orchestral 

score and parts is very expensive. Although Sun’s orchestral accompaniment has been arranged 

for piano, it is rarely heard in this version either: the musical preparation is extremely difficult 

for both the singer and the pianist. Whether the work is performed with orchestra or piano, 

Rorem’s use of ambiguous tonalities, chromatic passages, a wide vocal range, and the 

complexities of the poetry itself provide Sun with unique challenges.   

The way in which Rorem employs the extreme vocal range of the work (G3-D6) requires 

a mature soprano voice and a high degree of stamina. There is no consistent tessitura throughout 

the eight songs of Sun; rather, the basic tessitura shifts from one song to the next. A shifting 

tessitura between the songs of a cycle is not unusual, per se, but the continuous form of Sun 

makes it particularly difficult, as the singer does not get a chance to rest and prepare for the shifts 

in tessitura between songs.  Another basic difficulty in the preparation of Sun is the high level of 

chromaticism in the vocal writing. Despite the suggestions of tonal center throughout the work, 

the relationship of the vocal melody to the harmony of the orchestral or piano parts is frequently 

unintuitive.   

 Sun is a musical expression of both the meaning and sound of the texts.  One of the 

greatest challenges and necessities in performing this work is to make the poetry easily 

understood by an audience. The musical-poetic and artistic rewards of this complex work can be 

significant when combined with a great performance.  Such a performance is only possible when 

the singer is able to gain a full understanding of the text as well as the ability to express it.  
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Rorem utilizes various instrumental techniques that assist in this expression, as well as several 

motives that return in various forms to unify the work. The latter aspect is particularly important 

in the interludes, which provide motivic bridges between songs.  Along with this detailed 

expression of textual meaning through musical form, Rorem supplies many detailed tempo 

markings, dynamic subtleties, and interpretive directions. When a singer understands this fusion 

of the composer’s and poet’s message, the singer can, in performance, take control of each 

moment and hold the audience’s attention. Being thus ready, the singer will prove herself to be a 

practiced musician, an effective, entertaining communicator, and finally a better performing 

artist.  

As a guide to Sun, it is hoped that this study will be valuable to both to scholars and to 

performers of twentieth-century music by providing several solutions to the numerous problems 

of poetic and musical meaning in the work, and by providing approaches to the various technical 

problems of performance practice. 
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 No. 1: “To the Sun” 

Tonality Non diatonic: centered on C. 

Difficulty Difficult tonality, rhythm, large intervallic leaps, wide range. 

Tempo = ca. 69 (Rather slow) 

Form Through-composed: A-B-C. 

Theme Eternal return of the Sun, and life’s dependence on its return. 

Range G3-C6 

Orchestration Flute, Piccolo, Oboe, English-Horn, Clarinet,  

Alto Saxophone, Bassoon, Contra-Bassoon, Horn, Trumpet, Trombone, 

Tuba, Timpani, Snare-Drum, Triangle, Gong, Xylophone, Vibraphone, 

Harp, Piano, Strings. 

 

 No. 2: “Sun of the Sleepless” 

Tonality   Voice: E – G – B
b
 

  Accompaniment: highly chromatic. 

Difficulty Moderate, some difficulty with tonality, wide range. 

Tempo = 66 or more (Very fast) 

Form Modified strophic: Aʹ-Aʺ-A‴. 

Theme Insomnia from emotional pain and how moon shows shadow of world 

like shadow of past happiness. 

Range B3-B5 

Orchestration Flute, Oboe, Clarinet, Triangle, Bassoon, Contra-Bassoon, Horn, 

Trumpet, Trombone, Tuba, Harp, Piano, Celesta, Strings. 

 

 Interlude 

(Between “Sun of the sleepless” and Dawn”)  

Tonality Centered on Gb 

Tempo Slow, but not too = 63 

Form Two small sections (A and B) (20 measures) 

Theme A: Vocal melody of next song “Dawn” 

B: Description of text ‘clock-ticks’ in “Dawn” 

Significant Implying the theme of the third song “Dawn” 

Orchestration Flute, Oboe, English-Horn, Clarinet,  

Alto Saxophone, Bassoon, Contra-Bassoon, Horn, Trumpet, Trombone, 

Timpani, Tuba, Triangle, Bass-Drum, Snare-Drum, Cymbals, Celesta, 

Castanets, Bongo, Vibraphone, Anvil, Xylophone, Harp, Piano, Strings. 

Tam-tam, Glockenspiel. 
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 No. 3: “Dawn” 

Tonality  E minor but not strongly, centered on B. 

Difficulty Moderate 

Tempo = 63 (slow, but not too) 

Form Through-composed 

Theme Greeting the Sun at dawn. 

Range E4-A5 

Orchestration Flute, Oboe, Bassoon, Saxophone, Tenor Drum, Woodblocks, Tam-tam, 

Glockenspiel, Harp, English-Horn, Clarinet, Contra-Bassoon, Horn, 

Tuba, Trumpet, Trombone, Timpani, Bass-Drum, Piano, String.  

 

 No. 4: “Day” 

Tonality   Voice: highly chromatic, centered on E.  

  Accompaniment: highly chromatic, centered on F
#, 

and finished with 

key of D. 

Difficulty Difficulty with tonality, wide range. 

Tempo = 69 or more (Very fast) 

Form Through-composed 

Theme The arriving day signals renewed war and human conflicts. 

Range C4-D6 

Orchestration Flute, Piccolo, Oboe, English-Horn, Clarinet,  

Alto Saxophone, Bassoon, Contra-Bassoon, Horn, Trumpet, Trombone, 

Tuba, Timpani, Snare-Drum, Xylophone, Bass-drum, Bongo, Chime, 

Vibraphone, Harp, Timpani, Piano, Strings. 

 

 Interlude 

(Between “Day” and  “Catafalque”) 

Tonality Centered on D but finished with C tonality 

Tempo Very fast (Twice as fast) = 69 or more 

Form 11 measures  

Theme The beginning of the melody in “Day” 

Significant Snare-Drum, Tenor-Drum, and Bongo refer to clock music remind again. 

Orchestration Flute, Oboe, English-Horn, Clarinet,  

Alto Saxophone, Bassoon, Contra-Bassoon, Horn, Trumpet, Trombone, 

Timpani, Tuba, Triangle, Bass-Drum, Snare-Drum, Bongo, Vibraphone, 

Xylophone, Chimes, Harp, Piano, Strings. 
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 No. 5: “Catafalque” 

Tonality   Voice: highly chromatic 

  Accompaniment: centered on G – D – E, respectively, and finished with 

key of A. 

Difficulty Difficult tonality, rhythm, large intervallic leaps, wide range.  

Tempo A: = 48 (Slow – Massive but supple) 

B: = 63 (Agitato) 

A': =44 (A Tempo I – Very Clam) 

Form Ternary form : A-B-A' 

Theme Images of the man-made catastrophes in Hiroshima and Nagasaki. 

Range C4-B5 

Orchestration Flute, Piccolo, Oboe, English-Horn, Clarinet,  

Alto Saxophone, Bassoon, Contra-Bassoon, Horn, Trumpet, Trombone, 

Tuba, Timpani, Snare-Drum, Xylophone, Triangle, Bass-drum, Bongo, 

Chimes, Gong, Celesta, Anvil, Vibraphone, Harp, Piano, Strings. 

 

 Interlude 

(Between “Catafalque” and “Full Many a Glorious Morning”)  

Tonality Centered on D-A
b
-G-D-A

b
-G-D  

Tempo Quiet fast  = . = 132 

Form 7 measures 

Theme Anticipating next song’s vocal theme. 

Significant Only metallic percussion-very bright –  change of color 

Orchestration Horn, Trumpet, Trombone, Celesta, Glockenspiel. 

 

 No. 6: “Full Many a Glorious Morning” 

Tonality   Voice: B
b
 major – G minor – B

b
 major, but tonic harmony is not clear. 

  Accompaniment: highly chromatic  

Difficulty Difficult tonality, wide range. 

Tempo =132 (Quiet fast) 

Form Ternary form: A-B-A' 

Theme Disappointment and betrayal with in imagery of sun and cloud. 

Range C4-D6 

Orchestration Flute, Oboe, English-Horn, Clarinet,  

Alto Saxophone, Bassoon, Contra-Bassoon, Horn, Trumpet, Trombone, 

Timpani, Snare-Drum, Triangle, Harp, Glockenspiel, Strings. 
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 Interlude 

(Between “Full Many a Glorious Morning” and  “Sundown Lights”) 

Tonality Centered on G
b
 

Tempo Slow and Mysterious  = 52 

Form 19 measures 

Theme The melody of the W.W and horn anticipate theme of the next song 

“Sundown Lights” 

Significant Strange woodwind arrangement (using flutter and glissando) 

Orchestration Flute, Oboe, Horn, Clarinet, Piccolo,  

Alto Saxophone, Bassoon, Celesta, Castanets, Triangle, Vibraphone, 

Xylophone, Cymbals, Harp, Strings. Glockenspiel. 
 

 

 No. 7: “Sundown Lights” 

Tonality   Voice: centered on F 

  Accompaniment: highly chromatic 

Difficulty Moderate, some difficulty with high ranges of chromatic melody 

Tempo = 69 (Più Mosso) 

Form Ternary form: A-B-A' 

Theme Description of sundown 

Range C4-D6 

Orchestration Flute, Piccolo, Oboe, English-Horn, Clarinet,  

Alto Saxophone, Bassoon, Contra-Bassoon, Trumpet, Trombone, 

Timpani, Triangle, Cymbals, Castanets, Bongo, Vibraphone, Piano, 

Strings. 

 

 Interlude 

(Between “Sundown Lights” and “from What Can I Tell My Bones?”)  

Tonality Centered on F and A 

Tempo Getting faster and faster and louder 

Form 6 measures 

Theme Anticipating next song’s melody – leaping seventh melismatic turns) by 

woodwinds 

Significant Melody – Woodwinds 

Glissando – Cymbals, Glockenspiel, Vibraphone, Harp, Piano 

Tremolo – Strings 

Orchestration Flute, Oboe, English-Horn, Clarinet, Piccolo,  

Alto Saxophone, Bassoon, Contra-bassoon, Celesta, Triangle, 

Vibraphone, Cymbals, Harp, Strings. Glockenspiel, Piano, Strings. 
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 No. 8: From “What Can I Tell My Bones?” 

Tonality   Voice: centered on G 

  Accompaniment: highly chromatic but finished with key of C. 

Difficulty Difficult tonality, rhythm, large intervallic leaps, wide range. 

Tempo = 66 or more (Very fast) 

Form Ternary form: A-B-A'-A" 

Theme Description of an aging woman’s life. 

Range B3-B5 

Orchestration Oboe, English-Horn, Clarinet, Alto Saxophone, Bassoon, Contra-

Bassoon, Horn, Trumpet, Trombone, Tuba, Timpani, Bass-Drum, 

Bongo, Triangle, Gong, Xylophone, Cymbals, Glockenspiel, 

Vibraphone, Harp, Piano, Strings. 

 

 Coda 

(After “from What Can I Tell My Bones?”) 

Tonality Centered on E
b
 (mm. 1-2) – B (mm. 3-6) – C (mm. 7-8)  

Tempo Getting much faster and louder (mm. 1-6) 

Slow = 66 (mm. 7-8) 

Form 8 measures 

Theme Most of the organic variation from the B section of the last song. 

Significant At m. 6, using the blazing sun music same chord (“B”) with the first song 

– important leading tone to go to final tonality “C” 

Orchestration Flute, Oboe, Horn, Clarinet, Piccolo, English-Horn, 

Alto Saxophone, Bassoon, Horn, Celesta, Trumpet, Trombone, Tuba, 

Snare-drum, Bass-Drum, Anvil, Castanets, Triangle, Vibraphone, 

Xylophone, Cymbals, Gong, Harp, Piano, Strings. Chimes, Glockenspiel. 
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