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Edwin Fissinger (1920-1990) was a conductor and prolific choral composer.  His 

compositional techniques, settings of text, jazz-influenced harmonies, and melodic propulsion 

fulfill an important role in each of his compositions.  In the eight choral cycles he composed, 

Fissinger unified each cycle through thematic and textual elements.  Although this resulted in a 

logical progression of poetry and music, Fissinger’s final choral cycle, Prairie Scenes, was not 

published as he intended.  Rather, individual selections from the cycle were published by two 

different publishing houses, out of sequence, and sixteen years apart.  Consequently, the eight 

pieces are not currently performed together.  Today’s choral conductors, singers, and audience 

do not fully appreciate the value of this choral cycle and cannot understand its intended 

context.  It is necessary to provide an in-depth investigation of the original eight-piece work 

Prairie Scenes: A Choral Cycle to place the appropriate organizational set together. This study 

illustrates the importance of the unification of Fissinger’s Prairie Scenes: A Choral Cycle through 

a study of the poetry, the thematic material as it relates to the natural elements of the prairies, 

the manuscripts, and interviews with Fissinger’s publishers and colleagues.  An examination of 

Fissinger’s compositional technique to convey the meaning of the text reveals a clear link 

between Prairie Scenes and the North Dakota prairies and its seasons.  A description of the 

development of the choral cycle throughout music history and a biography of Edwin Fissinger 

and his compositional style are also included. 
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CHAPTER	  1	  

INTRODUCTION	  

Edwin	  Fissinger	  (1920-‐1990)	  was	  a	  conductor	  and	  prolific	  choral	  composer.	  	  His	  175	  

compositions	  included	  sacred	  and	  secular	  works,	  a	  cappella	  and	  accompanied	  pieces,	  solo	  

songs	  and	  choral	  cycles.	  	  Fissinger’s	  compositional	  techniques,	  settings	  of	  text,	  jazz-‐influenced	  

harmonies,	  and	  melodic	  propulsion	  fulfill	  an	  important	  role	  in	  each	  of	  his	  compositions.	  	  	  	  	  

In	  the	  eight	  choral	  cycles	  he	  composed,	  Fissinger	  unified	  each	  cycle	  through	  thematic	  

and	  textual	  elements.	  	  Although	  this	  resulted	  in	  a	  logical	  progression	  of	  poetry	  and	  music,	  

Fissinger’s	  final	  choral	  cycle,	  Prairie	  Scenes,	  was	  not	  published	  as	  he	  intended.	  	  Rather,	  

individual	  selections	  from	  the	  cycle	  were	  published	  by	  two	  different	  publishing	  houses,	  out	  of	  

sequence,	  and	  sixteen	  years	  apart.	  	  Consequently,	  the	  eight	  pieces	  are	  not	  currently	  performed	  

together.	  	  Today’s	  choral	  conductors,	  singers,	  and	  audience	  do	  not	  fully	  appreciate	  the	  value	  of	  

this	  choral	  cycle	  and	  cannot	  understand	  its	  intended	  context.	  

This	  study	  illustrates	  the	  importance	  of	  the	  unification	  of	  Fissinger’s	  Prairie	  Scenes:	  A	  

Choral	  Cycle	  through	  a	  study	  of	  the	  poetry,	  the	  thematic	  material	  as	  it	  relates	  to	  the	  natural	  

elements	  of	  the	  prairies,	  the	  manuscripts,	  and	  interviews	  with	  Fissinger’s	  publishers	  and	  

colleagues.	  	  A	  description	  of	  the	  development	  of	  the	  choral	  cycle	  throughout	  music	  history	  and	  

a	  biography	  of	  Edwin	  Fissinger	  and	  his	  compositional	  style	  are	  also	  included.	  

Fissinger	  composed	  Prairie	  Scenes:	  A	  Choral	  Cycle	  in	  1989,	  commissioned	  by	  William	  

Franke	  and	  the	  Bismarck	  Civic	  Chorus	  for	  the	  North	  Dakota	  Centennial.	  	  After	  its	  premiere	  in	  
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April	  1989,	  Prairie	  Scenes	  was	  never	  again	  performed	  as	  the	  complete,	  eight-‐piece	  cycle	  

Fissinger	  intended.1	  	  

In	  1990,	  Plymouth	  Music	  Co.	  /Walton	  Music	  Corp.	  published	  four	  of	  the	  eight	  pieces	  

chosen	  by	  Fissinger	  and	  named	  the	  cycle	  Prairie	  Scenes:	  A	  Song	  Cycle.2	  	  In	  2006,	  Pavane	  

Publishing	  posthumously	  published	  the	  remaining	  four	  and	  titled	  them	  Dakota	  Prairies,	  in	  the	  

order	  determined	  by	  the	  executor	  of	  the	  Fissinger	  estate.3	  	  

It	  is	  necessary	  to	  provide	  an	  in-‐depth	  investigation	  of	  the	  original	  eight-‐piece	  work,	  

Prairie	  Scenes:	  A	  Choral	  Cycle4,	  to	  place	  the	  appropriate	  organizational	  set	  together.	  	  An	  

examination	  of	  Fissinger’s	  compositional	  technique	  to	  convey	  the	  meaning	  of	  the	  text	  reveals	  a	  

clear	  link	  between	  Prairie	  Scenes	  and	  the	  North	  Dakota	  prairies	  and	  its	  seasons.	  

1	  Premiere	  used	  unpublished	  copies	  of	  manuscripts	  
2	  Jo	  Ann	  Miller,	  telephone	  interview	  by	  author,	  January	  5,	  2016.	  
3	  No.	  1	  The	  Prairies,	  No.	  5	  The	  Wind	  and	  the	  Wheat,	  No.	  6	  The	  Wild	  Prairie	  Rose,	  No.	  3	  The	  Call	  of	  Spring	  
4	  Henceforth	  called	  Prairie	  Scenes	  through	  the	  remainder	  of	  the	  document	  
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CHAPTER	  2	  

EDWIN	  FISSINGER	  

2.1	   Biographical	  Sketch	  

Born	  in	  Chicago	  and	  raised	  in	  Rockford,	  Illinois,	  Edwin	  Fissinger	  began	  studying	  piano,	  

organ,	  and	  voice	  at	  age	  10.	  	  In	  high	  school,	  he	  composed	  and	  arranged	  for	  his	  music	  group,	  

Eddie	  Fissinger’s	  Band.	  	  After	  high	  school,	  Fissinger	  entered	  Marquette	  University	  on	  a	  track	  

scholarship.	  	  He	  soon	  left	  college	  to	  concentrate	  on	  his	  band	  and	  original	  compositions	  and	  

arrangements.1	  

After	  serving	  in	  the	  United	  States	  Air	  Force	  during	  World	  War	  II,	  Fissinger	  enrolled	  in	  the	  

American	  Conservatory	  of	  Music	  in	  Chicago	  and	  studied	  theory,	  counterpoint,	  composition,	  

form	  and	  analysis,	  and	  orchestration	  under	  Leo	  Sowerby.	  	  Upon	  graduation,	  Fissinger	  took	  a	  

teaching	  position	  at	  the	  American	  Conservatory	  of	  Music	  and	  continued	  his	  studies	  with	  

Sowerby	  until	  earning	  his	  Master	  of	  Music	  in	  Composition	  in	  1951.	  	  Sowerby	  influenced	  

Fissinger	  on	  the	  value	  of	  text	  expression	  and	  the	  importance	  of	  its	  intelligibility.2	  	  Fissinger	  

adhered	  to	  these	  principles	  throughout	  his	  career.	  	  Fissinger	  states,	  "Music	  is	  an	  innate	  object;	  

you	  have	  to	  breathe	  the	  life	  into	  it.	  You	  should	  sing	  the	  text	  as	  a	  great	  actor	  would	  speak	  it.	  We	  

ought	  to	  have	  the	  same	  text	  integrity."3	  

Fissinger	  continued	  teaching	  at	  the	  American	  Conservatory	  of	  Music	  until	  he	  entered	  

the	  doctoral	  program	  at	  the	  University	  of	  Illinois.	  	  He	  completed	  his	  Ph.D.	  in	  Musicology	  in	  

1	  P.	  Bradley	  Logan,	  “The	  Choral	  Music	  of	  Edwin	  R.	  Fissinger.”	  (DMA	  diss.,	  University	  of	  Illinois	  at	  Urbana-‐
Champaign,	  1987):	  	  1.	  	  
2	  Ibid,	  	  240.	  
3	  Ibid,	  	  38.	  
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1957,	  and	  became	  the	  chairman	  of	  the	  Music	  Department	  at	  the	  Chicago	  Undergraduate	  

Division	  of	  the	  University	  of	  Illinois,	  presently	  known	  as	  the	  University	  of	  Illinois	  at	  Chicago.4	  	  

During	  this	  time,	  Fissinger	  also	  worked	  for	  several	  publishing	  companies	  as	  an	  editor,	  

proofreader,	  reviewer,	  and	  composer.	  	  As	  his	  reputation	  as	  a	  composer	  and	  arranger	  grew,	  he	  

earned	  numerous	  commissions.	  	  Robert	  Godwin,	  choral	  director	  of	  the	  North	  Dakota	  State	  

University	  (NDSU)	  Concert	  Choir,	  commissioned	  Fissinger	  for	  the	  1965	  Music	  Educators	  

National	  Conference.	  	  Impressed	  with	  Fissinger’s	  work,	  Godwin	  asked	  Fissinger	  to	  replace	  him	  

at	  NDSU.	  	  Fissinger	  accepted	  the	  position	  as	  professor	  and	  chairman	  of	  the	  Music	  Department	  

in	  the	  fall	  of	  1967.5	  	  Fissinger’s	  reasoning	  for	  taking	  the	  position	  was	  simple:	  “The	  kids	  in	  North	  

Dakota	  deserve	  a	  good	  education,	  too.”6	  	  

Under	  Fissinger’s	  direction,	  the	  NDSU	  Concert	  Choir	  was	  selected	  to	  perform	  at	  regional	  

and	  national	  Music	  Educators	  National	  Conference	  and	  American	  Choral	  Directors	  Association	  

(ACDA)	  conventions.7	  	  The	  choir	  was	  also	  featured	  in	  an	  American	  choral	  music	  documentary	  

produced	  by	  the	  Second	  German	  Television	  Network,	  Zweites-‐Deutsches	  Fernsehen,	  and	  on	  the	  

CBS	  radio	  network	  program	  “The	  Cavalcade	  of	  Christmas	  Music”	  during	  the	  Christmas	  seasons	  

of	  1978,	  1979,	  and	  1980.8	  	  

Fissinger’s	  compositions	  have	  been	  performed	  at	  state,	  regional,	  and	  national	  

conferences	  of	  ACDA	  and	  have	  been	  performed	  by	  professional	  and	  university	  ensembles	  such	  

as	  the	  Kansas	  City	  Chorale,	  Houston	  Chamber	  Choir,	  University	  of	  Southern	  California	  Chamber	  

4	  	  Logan,	  	  4.	  
5	  	  Ibid,	  	  7.	  
6	  Jo	  Ann	  Miller,	  telephone	  interview	  by	  author,	  January	  5,	  2016.	  
7	  North	  Central	  MENC	  convention	  performance	  in	  1969,	  the	  National	  MENC	  convention	  performance	  in	  
1970,	  and	  the	  National	  ACDA	  performances	  in	  1973,	  1977,	  and	  1983.	  
8	  Logan,	  	  9.	  



5	  

Choir,	  Dale	  Warland	  Singers,	  and	  Pro	  Musica	  Chamber	  Choir	  (Sweden).	  	  	  Fissinger	  retired	  from	  

his	  position	  at	  NDSU	  in	  1985.	  	  He	  continued	  to	  write	  and	  receive	  commissions	  until	  his	  death	  in	  

1990.	  

2.2	  Compositional	  Style:	  A	  Brief	  Overview	  

Following	  Sowerby’s	  lead,	  Fissinger	  meticulously	  set	  the	  text	  of	  his	  compositions.	  	  His	  

cannon	  of	  work	  exhibits	  text	  orientation	  through	  Fissinger’s	  1)	  rigorous	  text	  selection	  process,	  

2) text	  painting	  with	  the	  appropriate	  rhythms	  and	  harmonies	  including	  vertical	  sonorities	  with

an	  added	  juxtaposition	  of	  compound	  tertian	  chords,	  and	  3)	  vocal	  texture.9	  

Fissinger	  carefully	  chose	  the	  texts	  for	  his	  compositions.	  	  According	  to	  Dr.	  Jo	  Ann	  Miller,	  

Fissinger	  spent	  a	  considerable	  amount	  of	  time	  searching	  for	  suitable	  texts	  to	  fit	  his	  

compositional	  plan.10	  	  He	  found	  it	  more	  difficult	  to	  find	  appropriate	  thematic	  material	  from	  

secular	  works	  than	  from	  sacred	  works.	  	  He	  states,	  

I	  think	  it	  is	  hard	  to	  find	  a	  secular	  text.	  	  One	  of	  the	  reasons	  is,	  for	  instance,	  when	  using	  
the	  psalms,	  there	  is	  a	  marvelous	  depository	  of	  biblical	  subjects.	  	  But	  with	  secular	  texts,	  
so	  many	  are	  very	  personal	  to	  the	  poet	  or	  author,	  and	  if	  you	  don’t	  happen	  to	  be	  in	  tune	  
with	  them,	  or	  if	  the	  text	  is	  presented	  in	  a	  way	  that	  doesn’t	  lend	  itself	  very	  readily	  to	  a	  
musical	  composition,	  then	  you	  have	  a	  problem;	  at	  least	  for	  me	  it	  is.	  	  Finding	  the	  proper	  
text	  is	  one	  of	  the	  hardest	  things	  for	  a	  composer.11	  	  

According	  to	  Fissinger,	  his	  concept	  of	  linear	  motion	  produces	  vertical	  sonorities.	  	  Linear	  

concept	  (Example	  1)	  involves	  stepwise	  motion	  often	  resulting	  in	  inverted	  chords	  (mm.	  6-‐7).	  	  	  

9	  Logan,	  	  38.	  
10	  Jo	  Ann	  Miller,	  telephone	  interview	  by	  author,	  January	  5,	  2016.	  
11	  Logan.	  
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Example	  1	  –	  Fissinger,	  In	  Paradisum,	  mm.	  	  6-‐7	  	  	  	  	  	  
	  	  	  	  	  	  	  	  	  6	  	  	  	   7	  

These	  vertical	  sonorities	  create	  horizontal	  movement	  and	  move	  the	  music	  

forward.12	  	  Fissinger’s	  setting	  of	  “In	  Paradisum”	  illustrates	  a	  culmination	  of	  these	  

techniques.	  	  The	  vertical	  sonorities	  and	  harmonic	  functions	  depict	  the	  ascension	  of	  one’s	  soul	  

into	  paradise.	  	  As	  a	  final	  detail,	  Fissinger	  methodically	  employs	  this	  practice	  during	  an	  aleatoric	  

section.	  	  The	  random	  movement	  conveys	  the	  aura	  of	  the	  soul	  entering	  paradise.	  

To	  express	  the	  meaning	  of	  the	  text,	  Fissinger	  uses	  a	  combination	  of	  rhythms	  and	  vocal	  

textures	  and	  a	  variety	  of	  sonorous	  chords.13	  	  Fissinger	  employs	  layering,	  adding	  one	  voice	  at	  a	  

time,	  and	  solos	  with	  three-‐four	  voice	  texture	  throughout	  his	  compositions.	  	  He	  increasingly	  

utilized	  four-‐eight	  voice	  textures	  in	  his	  later	  works.14	  	  

12	  Ibid,	  	  13.	  
13	  Ibid,	  	  33.	  
14	  Ibid,	  	  29.	  
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In	  his	  layering,	  voices	  enter	  in	  ascending,	  descending,	  or	  varied	  patterns.	  	  Fissinger	  often	  

introduces	  layering	  on	  text	  he	  believes	  is	  important	  and	  then	  repeats	  the	  text.	  	  In	  “Sweet-‐and-‐

Twenty,”	  Fissinger	  (Example	  2)	  uses	  a	  descending	  passage	  on	  the	  text	  “what	  is	  love,”	  (mm.	  26-‐

27).	  	  

Example	  2	  –	  Fissinger,	  Sweet-‐and-‐Twenty,	  mm.	  	  26-‐27	  
26	   	  	  	  	  	  27	  

His	  setting	  of	  Psalm	  70:1,	  4,	  “Make	  Haste,	  O	  God,”	  serves	  as	  another	  example:	  	  Fissinger	  

immediately	  layers	  the	  voices	  in	  an	  ascending	  pattern	  (Example	  3),	  in	  reference	  to	  God,	  

beginning	  in	  the	  bass	  voice	  and	  continuing	  in	  an	  ascending	  motion	  through	  the	  tenor,	  alto,	  and	  

finally	  the	  soprano	  voice	  on	  an	  interval	  of	  a	  fourth	  (mm.	  1-‐3).	  	  The	  layering	  of	  the	  fourth	  builds	  

quartal	  sonorities,	  driving	  the	  music	  forward.	  	  	  
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Example	  3	  –	  Fissinger,	  Make	  Haste,	  O	  God,	  mm.	  	  1-‐3	  
	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  1	  	   	   	   	   	  	  	  	  	  	  	  2	  

	  
	  

	  

Fissinger	  uses	  solo	  passages	  with	  an	  arrangement	  of	  voice	  textures	  to	  capture	  a	  vision	  

he	  would	  like	  to	  portray	  in	  the	  music.	  	  According	  to	  Bradley	  P.	  Logan,	  “Solo	  passages	  serve	  

three	  primary	  functions:	  to	  introduce	  new	  textual	  material,	  to	  add	  textural	  variety,	  and	  to	  

bridge	  musical	  phrases	  and	  sections.”15	  	  Along	  with	  these	  functions	  the	  solos	  are	  rarely	  without	  

a	  form	  of	  accompaniment.	  	  For	  example,	  in	  Fissinger’s	  setting	  of	  “Laura	  Lee”	  from	  Three	  

Portraits	  by	  Stephen	  Foster	  (Example	  4),	  the	  soloist	  is	  accompanied	  by	  piano	  and	  acts	  as	  a	  

bridge	  between	  the	  tenor	  and	  bass,	  the	  soprano	  and	  alto,	  and	  finally	  mixed	  voices	  in	  three-‐four	  

voice	  textures	  (mm.	  49-‐56).	  	  	  

	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15	  Ibid,	  	  34.	  
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Example	  	  4	  –	  Fissinger,	  Laura	  Lee,	  mm.	  	  49-‐56	  
49	  

In	  “Dakota	  Dawn”	  from	  Prairie	  Scenes	  (Example	  5),	  a	  mixed	  five-‐voice	  texture	  accompanies	  the	  

soprano	  soloist	  singing	  a	  lyrical	  melody	  above	  (mm.	  4-‐10).	  	  
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Example	  5	  –	  Fissinger,	  Dakota	  Dawn,	  mm.	  	  4-‐10	  

Fissinger	  uses	  four-‐voice	  textures	  for	  quartal	  and	  quintal	  sonorities	  that	  may	  contain	  

added	  intervals	  of	  seventh,	  ninth	  and	  thirteenth.	  	  Five-‐eight	  voice	  textures	  provide	  more	  

complex	  chord	  structures,	  indicating	  points	  of	  significance,	  and	  may	  include	  bi-‐tonal	  or	  tri-‐tonal	  

structures.	  	  Fissinger	  (Example	  6)	  conveys	  the	  importance	  of	  the	  word	  “high”	  in	  “Prairie	  Winds”	  

from	  Prairie	  Scenes	  through	  the	  use	  of	  a	  more	  complex	  bi-‐tonal	  chord,	  e♭11/G♭7,	  placing	  the	  

highest	  pitch	  of	  the	  choral	  cycle	  in	  the	  soprano	  (m.	  43).	  	  	  
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Example	  6	  –	  Fissinger,	  Prairie	  Winds,	  mm.	  	  43	  
	  42	   	  	  	  	  	  	  	  	  	  43	  

	  	  	  	  	  	  e♭11/G♭7	  

Fissinger	  believed	  the	  movement	  of	  the	  music	  should	  express	  the	  rhythmic	  and	  metrical	  

flow	  of	  the	  spoken	  text.16	  	  His	  rhythm	  schemes	  express	  the	  text	  and	  support	  the	  stress	  of	  the	  

text.	  	  The	  application	  of	  the	  stressed	  and	  unstressed	  parts	  of	  a	  word	  results	  in	  a	  natural	  sense	  of	  

rhythm	  formed	  by	  the	  concept	  of	  arsis	  and	  thesis.	  	  Arsis	  and	  thesis	  refer	  to	  the	  stronger	  and	  

weaker	  parts	  of	  the	  measure	  or	  stressed	  and	  unstressed	  part	  of	  a	  word.17	  	  Fissinger	  uses	  the	  

unstressed	  syllable,	  or	  unstressed	  part	  of	  the	  measure,	  to	  be	  the	  propelling	  force	  in	  a	  phrase.	  	  

In	  “Spring”	  from	  Set	  of	  Three	  for	  Treble	  Choir	  and	  Strings	  (or	  piano),	  (Example	  7)	  Fissinger	  

incorporates	  a	  variety	  of	  rhythms,	  including	  the	  use	  of	  a	  tie	  across	  the	  bar	  to	  beat	  two,	  to	  

16	  Ibid,	  	  39.	  
17	  Frederick	  C.	  Mish,	  "Arsis,	  Thesis",	  Merriam	  Webster's	  Collegiate	  Dictionary	  (Springfield:	  Merriam-‐
Webster,	  Incorporated,	  1997):	  65,	  1224.	  
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express	  the	  text	  and	  to	  drive	  the	  music	  forward.	  	  This	  technique	  forces	  movement	  from	  the	  

unstressed	  part	  of	  the	  measure,	  creating	  natural	  forward	  propulsion.	  

Example	  7	  –	  Fissinger,	  Spring,	  mm.	  	  17-‐18	  
17	  	   	  18	  
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CHAPTER	  3	  

THE	  HISTORY	  OF	  THE	  CHORAL	  CYCLE	  

The	  term	  “choral	  cycle”	  is	  a	  relatively	  recent	  addition	  to	  the	  musical	  vocabulary.1	  	  In	  

fact,	  “choral	  cycle”	  is	  so	  new	  that	  it	  does	  not	  even	  appear	  in	  standard	  music	  dictionaries.	  	  The	  

Oxford	  Dictionary	  of	  Music	  does	  define	  the	  more	  general	  term	  “cycle”	  as	  a	  “series	  of	  items	  

written	  to	  be	  performed	  as	  a	  group	  and	  sometimes	  linked	  thematically	  either	  musically	  or	  by	  

subject.”2	  	  This	  chapter	  will	  discuss	  the	  development	  of	  the	  choral	  cycle	  genre	  throughout	  

music	  history.	  

	  Kirke	  Mechem	  became	  one	  of	  the	  first	  composers	  to	  use	  “choral	  cycle”	  in	  a	  journal	  

article.3	  	  He	  offers	  the	  following	  definition	  of	  a	  choral	  cycle:	  “a	  group	  of	  individual	  choral	  pieces,	  

unified	  in	  some	  way,	  intended	  to	  be	  performed	  together	  but	  also	  capable	  of	  being	  programmed	  

separately.”4	  	  Mechem	  further	  clarifies	  this	  definition	  by	  classifying	  choral	  cycles	  into	  three	  

categories	  according	  to	  their	  unifying	  elements:	  1)	  cycles	  “on	  poems	  by	  one	  author,”	  2)	  cycles	  

on	  poems	  “related	  by	  subject	  matter	  or	  genre”	  either	  by	  one	  author	  or	  several	  authors,	  and	  3)	  

cycles	  unified	  by	  “dramatic	  or	  musical	  continuity.”5	  	  Mechem’s	  definition	  will	  be	  used	  for	  the	  

purpose	  of	  this	  study.	  

While	  sharing	  some	  similarities	  to	  a	  choral	  cycle,	  other	  multi-‐movement	  works	  cannot	  

1	  Russell	  Thorngate,	  “The	  Choral	  Cycle:	  A	  Conductor’s	  Guide	  To	  Four	  Representative	  Works.”	  (DMA	  diss.,	  
Ball	  State	  University,	  2011):	  	  2.	  
2	  "Cycle",	  The	  Oxford	  Dictionary	  Of	  Music	  (Oxford	  University	  Press,	  2016),	  accessed	  March	  2,	  2016,	  
http://www.oxfordmusiconline.com/subscriber/article/opr/t237/e2651.	  
3	  Thorngate,	  	  1.	  
4	  Kirke	  Mechem,	  “The	  Choral	  Cycle,”	  Choral	  Journal	  (April	  1970):	  	  8.	  
5	  Ibid,	  	  8-‐9.	  
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be	  admitted	  into	  the	  genre.	  	  The	  song	  cycle	  is	  an	  early	  predecessor	  of	  the	  choral	  cycle,	  but	  it	  is	  

written	  for	  solo	  voice,	  not	  a	  choir.	  Collections	  also	  do	  not	  fall	  under	  the	  choral	  cycle	  genre.	  	  

Collections	  lack	  the	  unifying	  components	  inherent	  to	  a	  cycle—which	  facilitate	  greater	  and	  

sustained	  involvement	  for	  the	  performers	  and	  audience—and	  are	  not	  intended	  to	  be	  

performed	  together.	  	  Cantatas	  and	  oratorios	  containing	  duets,	  arias,	  and	  long	  instrumental	  

pieces	  are	  not	  considered	  choral	  cycles	  due	  to	  their	  non-‐choral	  elements.6	  	  	  

The	  madrigal	  comedies	  of	  the	  late	  sixteenth	  century	  can	  be	  considered	  forerunners	  of	  

the	  choral	  cycle.7	  	  Madrigal	  comedies	  were	  entire	  plays	  set	  to	  polyphonic	  music.8	  	  They	  may	  

have	  been	  performed	  on	  stage	  and	  a	  narrative	  plot	  unified	  the	  individual	  movements,	  but	  they	  

were	  not	  staged	  in	  the	  manner	  of	  operas.9	  	  Orazio	  Vecchi’s	  L’Amfiparnasso,	  premiered	  in	  1594,	  

serves	  as	  an	  early	  example.	  	  Vecchi	  encouraged	  involvement	  through	  listening	  and	  imagining.	  	  

In	  the	  Prologue	  to	  the	  work,	  he	  directs	  the	  audience:	  	  “Che	  questo	  di	  cui	  parlo	  spettacolo,	  si	  

mira	  con	  la	  mente,	  dou’	  entra	  per	  l’orecchie,	  e	  non	  per	  gl’occhi.	  	  Pero	  silentio	  fate,	  E’n	  vece	  di	  

vedere	  hora	  ascoltate.”	  	  (The	  spectacle	  I	  speak	  of	  is	  to	  be	  seen	  in	  your	  mind;	  it	  enters	  through	  

your	  ears,	  not	  through	  your	  eyes.	  	  Instead	  of	  looking,	  listen,	  and	  be	  silent.)10	  	  	  

The	  choral	  cycle	  genre	  realized	  significant	  development	  during	  the	  Romantic	  period	  with	  

composers	  such	  as	  Robert	  Schumann	  and	  Johannes	  Brahms	  writing	  choral	  sets	  that	  were	  cyclic	  

in	  nature.	  	  The	  individual	  movements	  of	  Schumann’s	  Fünf	  Lieder,	  op.	  55,	  all	  feature	  poetry	  by	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6	  Mechem,	  	  8.	  
7	  Mechem,	  	  8.	  
8	  Willi	  Apel,	  "Madrigal	  Comedy",	  Harvard	  Dictionary	  Of	  Music	  (Cambridge:	  Belknap	  Press/Harvard	  
University	  Press,	  1969):	  499.	  
9	  "Madrigal	  Comedy",	  Wikipedia,	  last	  modified	  2016,	  accessed	  March	  2,	  2016,	  
https://en.wikipedia.org/wiki/Madrigal_comedy.	  
10	  Orazio	  Vecchi,	  	  L’Amfiparnasso,	  IMSLP,	  http://hz.imslp.info/files/imglnks/usimg/b/b2/IMSLP76671-‐
PMLP59829-‐Vecchi_Amfiparnaso_Front.pdf	  (accessed	  March	  15,	  2016).	  
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Robert	  Burns.	  	  He	  also	  unifies	  the	  five	  songs	  of	  his	  Fünf	  Gesänge	  aus	  H.	  Laubes	  Jagbrevier	  

through	  the	  use	  of	  text	  by	  the	  poet	  Heinrich	  Laube,	  as	  well	  as	  the	  common	  theme	  of	  hunting.11	  	  

Brahms	  set	  text	  from	  Georg	  Friedrich	  Daumer’s	  collection	  of	  love	  poems	  and	  folk	  songs,	  

Polydora,	  to	  create	  the	  choral	  cycles	  Liebeslider,	  op.	  52,	  and	  Neue	  Liebeslieder,	  op.	  65.	  	  In	  

addition,	  Brahms’	  Vier	  Gesänge	  also	  serves	  as	  early	  example	  of	  a	  choral	  cycle.	  	  In	  fact,	  

musicologists	  George	  S.	  Bozarth	  and	  Walter	  Frisch	  refer	  to	  it	  as	  “a	  cycle	  of	  Romantic	  tone	  

sketches.”12	  	  

In	  the	  early	  twentieth	  century,	  American	  musicians	  began	  to	  use	  the	  term	  “choral	  cycle”	  

to	  describe	  a	  compilation	  of	  unified	  choral	  pieces.13	  	  During	  this	  period,	  the	  choral	  cycle	  gained	  

acceptance	  as	  a	  genre	  and	  experienced	  rapid	  growth.	  	  Both	  American	  and	  European	  composers	  

embraced	  the	  genre,	  and	  it	  became	  a	  significant	  part	  of	  the	  choral	  compositional	  output.	  	  For	  

example,	  Claude	  Debussy	  set	  texts	  by	  Charles	  d’Orleans,	  a	  medieval	  French	  poet,	  in	  Trois	  

Chansons	  de	  Charles	  d‘Orléans.14	  	  Though	  the	  three	  chansons	  were	  composed	  separately	  

between	  1898	  and	  1908,	  they	  are	  still	  considered	  a	  cycle	  and	  classified	  into	  category	  1,	  cycles	  

on	  poems	  by	  one	  author.15	  	  Composed	  in	  1950,	  Benjamin	  Britten’s	  Five	  Flower	  Songs	  features	  

text	  by	  a	  variety	  of	  poets	  unified	  by	  the	  subject	  of	  flowers	  and	  falls	  into	  category	  2,	  cycles	  on	  

poems	  related	  by	  subject	  matter	  or	  genre.16	  	  Kirke	  Mechem’s	  1965	  composition	  The	  Winds	  of	  

May	  serves	  as	  an	  example	  of	  a	  choral	  cycle	  from	  category	  3,	  cycles	  unified	  by	  dramatic	  or	  

11	  Thorngate,	  23.	  
12	  George	  S.	  Bozarth	  and	  Walter	  Frisch,	  “Brahms,	  Johannes:	  Choral	  Works,”	  New	  Grove	  Dictionary	  of	  
Music	  and	  Musicians,	  2nd	  ed.,	  ed.	  Stanley	  Sadie	  (New	  York:	  Grove’s	  Dictionaries,	  Inc.,	  2001).	  
13	  Thorngate,	  25.	  
14	  Dennis	  Shrock.	  Choral	  Repertoire	  (Oxford:	  Oxford	  University	  Press,	  2009),	  568.	  	  
15	  Mechem,	  10.	  
16	  Shrock,	  	  598-‐599.	  
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musical	  continuity.	  	  Mechem	  describes	  the	  work	  as	  comprising	  poems	  that	  “narrate	  a	  love	  story	  

and	  each	  piece	  is	  connected	  musically	  to	  its	  predecessor.”17	  

Fissinger	  featured	  eight	  poems	  by	  six	  different	  authors	  in	  Prairie	  Scenes.	  	  The	  poems	  

describe	  the	  land,	  vegetation,	  weather,	  and	  seasons	  of	  the	  North	  Dakota	  prairies.	  	  As	  a	  choral	  

cycle,	  Prairie	  Scenes	  would	  fall	  into	  category	  2	  of	  Mechem’s	  definition	  since	  it	  utilizes	  poems	  

written	  by	  different	  authors	  that	  share	  a	  common	  subject,	  namely,	  the	  prairies.	  	  	  

17	  Mechem,	  11.	  
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CHAPTER	  4	  

EXTERNAL	  EVIDENCE	  

4.1	   Sources	  

This	  chapter	  will	  provide	  evidence	  of	  the	  original	  order	  of	  Prairie	  Scenes	  as	  intended	  by	  

the	  composer,	  a	  summary	  of	  the	  publishing	  history,	  information	  on	  Fissinger’s	  text	  choices,	  

corrected	  spellings	  and	  pitch	  notation.	  	  The	  materials	  consulted	  were	  obtained	  from	  the	  

Bismarck	  Civic	  Chorus	  Archives,	  the	  North	  Dakota	  State	  Library	  in	  Bismarck,	  North	  Dakota,	  the	  

North	  Dakota	  State	  University	  Library	  in	  Fargo,	  North	  Dakota,	  and	  the	  University	  of	  North	  

Dakota	  Library	  in	  Grand	  Forks,	  North	  Dakota.	  	  Personal	  interviews	  were	  conducted	  with	  

Fissinger’s	  publishers	  and	  colleagues.	  	  Initial	  interviews	  were	  completed	  over	  the	  telephone	  

with	  follow-‐up	  questions	  communicated	  via	  email.	  	  Transcripts	  of	  the	  interviews	  are	  included	  in	  

Appendix	  A.	  

4.2	   Interview	  with	  Jo	  Ann	  Miller	  

The	  interview	  with	  Dr.	  Jo	  Ann	  Miller	  provides	  insight	  into	  the	  separation	  of	  Prairie	  

Scenes.	  	  Miller	  explains	  Fissinger’s	  reason	  for	  choosing	  the	  first	  four	  pieces	  for	  publication	  and	  

their	  order,	  his	  choice	  of	  poetry,	  and	  the	  publishing	  of	  the	  remaining	  four	  pieces	  with	  Pavane	  

Publishing.	  	  The	  interview	  can	  be	  summarized	  as	  follows.	  	  	  

In	  1989,	  Miller	  began	  her	  tenure	  as	  the	  director	  of	  choral	  activities	  at	  North	  Dakota	  

State	  University.	  	  She	  was	  asked	  to	  conduct	  a	  session	  on	  Fissinger’s	  music	  at	  the	  North	  Central	  

ACDA	  convention	  held	  in	  Milwaukee,	  WI,	  in	  1990.	  	  Miller	  asked	  Fissinger	  which	  pieces	  he	  would	  
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like	  performed.	  	  He	  chose	  four	  pieces	  of	  Prairie	  Scenes	  that	  he	  felt	  would	  be	  best.	  	  The	  chosen	  

pieces	  and	  their	  respective	  order	  were	  “Passing	  of	  Winter,”	  “Dakota	  Dawn,”	  “A	  Winter	  Night,”	  

and	  “Prairie	  Winds.”	  

	   Walton	  Music	  Publishing	  did	  not	  want	  to	  publish	  all	  eight	  pieces	  at	  once.	  	  They	  decided	  

to	  publish	  the	  four	  presented	  at	  the	  convention	  because	  they	  thought	  those	  pieces	  would	  have	  

the	  best	  chance	  of	  being	  purchased	  after	  the	  convention.	  	  However,	  Fissinger	  believed	  the	  full	  

set	  of	  eight	  should	  be	  performed	  together	  in	  the	  order	  he	  intended.	  	  “He	  always	  spent	  a	  long	  

time	  choosing	  poetry,	  and	  he	  loved	  the	  pieces	  and	  was	  very	  proud	  of	  them,”	  Miller	  said.1	  	  North	  

Dakota	  had	  become	  his	  adopted	  home,	  and	  Miller	  believes	  that	  Prairie	  Scenes	  was	  an	  homage	  

to	  the	  state	  that	  he	  loved	  so	  much.	  

	   Walton	  held	  the	  rights	  to	  the	  remaining	  unpublished	  pieces	  until	  Allan	  Petker,	  president	  

of	  Pavane	  Publishing,	  expressed	  to	  Miller	  their	  interest	  in	  the	  Fissinger	  scores.	  	  Working	  

through	  P.	  Bradley	  Logan,	  executor	  of	  Fissinger’s	  estate,	  Walton	  released	  “The	  Prairies,”	  “The	  

Call	  of	  Spring,”	  “The	  Wind	  in	  the	  Wheat,”	  and	  “A	  Wild	  Prairie	  Rose”	  back	  to	  the	  Fissinger	  estate.	  	  

Beginning	  in	  2006,	  Logan	  passed	  one	  piece	  per	  year	  to	  Pavane	  for	  publication.	  

	  

4.3	   Manuscripts	  

Original	  manuscripts	  clarify	  the	  intended	  order	  of	  Prairie	  Scenes.	  	  Roman	  numerals	  

located	  above	  each	  title	  of	  the	  movement	  indicate	  the	  following	  order:	  

	  
I. The	  Prairies	  
II. Passing	  of	  Winter	  
III. The	  Call	  of	  Spring	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  Jo	  Ann	  Miller,	  telephone	  interview	  by	  author,	  January	  5,	  2016.	  
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IV. Dakota	  Dawn
V. The	  Wind	  in	  the	  Wheat	  
VI. The	  Wild	  Prairie	  Rose
VII. A	  Winter	  Night
VIII. Prairie	  Winds

A	  comparison	  of	  the	  manuscripts	  to	  the	  published	  music	  yields	  several	  discrepancies	  in	  

notation	  and	  spellings.	  	  The	  original	  manuscripts	  illustrate	  correct	  spellings	  and	  notation	  

summarized	  in	  Table	  4.1:	  	  

Table	  4.1	  

Discrepancies	  in	  publications	  of	  Prairie	  Scenes	  
Title	   Error	  in	  Published	  Music	   Correction	  per	  Manuscript	  

Prairie	  Scenes:	  A	  Choral	  Cycle	   Praire	  Scenes:	  A	  Song	  Cycle	   Prairie	  Scenes:	  A	  Choral	  Cycle	  
I.	  The	  Prairies	   Anne	  Murry	  Marius	   Anne	  Murry	  Movius	  
I.	  The	  Prairies	   m. 15	  beat	  2,	  B	  natural m. 15	  beat	  2,	  B	  flat

III. The	  Call	  of	  Spring Robert	  I.	  Richardson	   Robert	  J.	  Richardson	  
VII. A	  Winter	  Night m. 71	  soprano	  voice,	  G♯–C♯ 	   m.	  71	  soprano	  voice,	  A–D♯

4.4	   Edwin	  Fissinger’s	  Notes	  

The	  Edwin	  Fissinger	  Papers	  contain	  Fissinger’s	  notes	  pertaining	  to	  his	  choice	  of	  poetry	  

for	  Prairie	  Scenes.	  	  The	  notes	  include	  a	  title	  page	  with	  dedication,	  photocopies	  of	  the	  poems	  as	  

they	  appeared	  in	  publication,	  handwritten	  copies	  of	  poems,	  and	  two	  handwritten	  pages	  listing	  

poem	  titles,	  authors,	  towns	  and	  numbers	  denoting	  possible	  order	  in	  the	  cycle.	  	  The	  notes	  

indicate	  that	  Fissinger	  considered	  at	  least	  21	  poems	  (Appendix	  D)	  from	  North	  Dakota	  

publications	  before	  deciding	  on	  the	  final	  eight	  and	  their	  order	  in	  the	  cycle.	  	  The	  final	  page	  lists	  

the	  poems	  with	  numbers	  in	  the	  following	  order:	  
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1. The	  Prairies
2. Passing	  of	  Winter
3. The	  Call	  of	  Spring
4. Dakota	  Dawn
5. The	  Wind	  in	  the	  Wheat
6. The	  Wild	  Prairie	  Rose
7. A	  Winter	  Night
8. Prairie	  Winds
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CHAPTER	  5	  

THE	  POETRY	  AND	  COMPOSITIONAL	  TECHNIQUES	  

This	  chapter	  presents	  a	  study	  of	  the	  individual	  poems	  Edwin	  Fissinger	  chose	  for	  Prairie	  

Scenes.	  	  A	  brief	  biographical	  sketch	  of	  each	  author	  is	  provided	  as	  well	  as	  the	  publishing	  

information	  of	  the	  poem.	  	  The	  order	  of	  the	  movements	  follows	  the	  order	  indicated	  by	  Fissinger	  

in	  the	  original	  manuscripts	  of	  the	  composition.1	  	  	  

The	  poems	  chosen	  for	  Prairie	  Scenes	  describe	  the	  landscape,	  vegetation,	  weather,	  and	  

seasons	  of	  North	  Dakota,	  providing	  the	  singer	  and	  audience	  with	  strong	  mental	  images	  and	  

feelings	  of	  being	  in	  the	  state.	  	  The	  poems	  appear	  exclusively	  in	  published	  periodicals	  or	  books	  

from	  North	  Dakota.	  	  The	  periodicals	  include	  Prairie	  Wings,	  a	  magazine	  dedicated	  to	  North	  

Dakota	  poetry.	  	  The	  magazine	  was	  published	  from	  May	  1936	  to	  February	  1948.2	  	  The	  books	  

include	  a	  North	  Dakota	  anthology	  of	  poetry,	  North	  Dakota	  songbooks,	  and	  published	  books	  by	  

individual	  poets.3	  	  	  

1. “The	  Prairies”

“The	  Prairies”	  is	  based	  on	  the	  poem	  “North	  Dakota”	  by	  Anne	  Murry	  Movius.	  	  Movius,	  

dates	  unknown,	  was	  born	  in	  Cincinnati,	  Ohio,	  and	  resided	  in	  North	  Dakota	  in	  1905,	  living	  in	  the	  

1	  Edwin	  Fissinger,	  "Prairie	  Scenes:	  A	  Choral	  Cycle",	  Finding	  Aid	  to	  Edwin	  Fissinger	  Papers	  (Fargo,	  1988),	  
Mss	  226,	  NDSU	  Institute	  for	  Regional	  Studies	  &	  University	  Archives,	  North	  Dakota	  State	  University	  
Libraries.	  
2	  "Prairie	  Wings	  Collection,	  1936-‐1948	  |	  Elwyn	  B.	  Robinson	  Department	  Of	  Special	  Collections",	  
Apps.Library.Und.Edu,	  accessed	  February	  22,	  2016,	  
https://apps.library.und.edu/archon/?p=collections/findingaid&id=261&q.	  
3	  Publications	  include	  North	  Dakota	  Singing:	  An	  Anthology	  of	  North	  Dakota	  Poetry;	  Dakotaland;	  Dakota	  
Ballads;	  Dakota	  Horizons;	  and	  Cactus	  and	  Magnolia	  Blossoms	  
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towns	  of	  Bowbells	  and	  Lidgerwood.	  	  Movius	  attended	  elementary	  and	  high	  school	  in	  St.	  Paul,	  

Minnesota,	  and	  college	  in	  Rochester,	  New	  York.	  	  As	  a	  freelance	  writer,	  her	  writings	  were	  

published	  in	  several	  magazines,	  books,	  and	  songbooks	  throughout	  the	  nation.4	  	  “North	  Dakota”	  

is	  published	  in	  two	  books:	  	  North	  Dakota	  Singing,	  edited	  by	  Grace	  Brown	  Putnam	  and	  Anna	  

Ackermann,	  published	  in	  1936;	  and	  Dakotaland	  by	  the	  poet,	  published	  in	  1939.	  	  

	  The	  poem	  describes	  the	  scenery	  of	  North	  Dakota	  and	  foreshadows	  subjects	  used	  

throughout	  the	  cycle	  including	  the	  wind,	  vegetation,	  and	  landscape.	  	  The	  overall	  tone	  of	  the	  

poem	  is	  one	  of	  reverence,	  awe,	  and	  tranquility.	  	  The	  speaker	  identifies	  with	  the	  prairies	  and	  

talks	  of	  pitching	  her	  tent,	  which	  can	  be	  seen	  as	  a	  reference	  to	  making	  North	  Dakota	  home.	  

1. The	  prairies	  have	  charm	  to	  hold	  me,
2. With	  deep	  skies	  that	  enfold
3. The	  winds	  untiring	  and	  restless
4. That	  echo	  in	  buttes	  ages	  old
5. My	  tent	  is	  pitched	  in	  the	  sagebrush
6. My	  heart	  is	  in	  tune	  with	  it	  all
7. I	  am	  one	  with	  the	  brown	  earth’s	  turning
8. And	  the	  wind’s	  unceasing	  call.

9. Sunset	  and	  pearl	  of	  amber
10. Mornings	  that	  break	  too	  soon
11. Breathless	  heights	  and	  spaces
12. In	  the	  silver	  flood	  of	  the	  moon
13. I	  have	  pitched	  my	  tent	  in	  the	  sagebrush
14. And	  followed	  the	  lone	  trail’s	  call;
15. I	  am	  one	  with	  the	  brown	  earth’s	  turning
16. And	  the	  silence	  that	  broods	  over	  all.

4	  Grace	  Brown	  Putnam	  and	  Anna	  Ackermann,	  North	  Dakota	  Singing	  (New	  York:	  Paebar	  Co.,	  1936),	  146.	  
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2. “Passing	  of	  Winter”

The	  “Passing	  of	  Winter,”	  by	  Cecile	  Bonham,	  is	  the	  shortest	  poem	  of	  the	  cycle.	  	  It	  appears	  

in	  the	  January/February	  1948	  issue	  of	  Prairie	  Wings.	  	  There	  exists	  little	  biographical	  data	  on	  the	  

author.	  	  The	  magazine	  indicates	  Bonham	  was	  a	  resident	  of	  California	  at	  the	  time	  of	  publication.	  	  

She	  contributed	  $5.00	  to	  the	  Prairie	  Wings	  magazine	  for	  the	  January/February	  issue.5	  	  	  	  

The	  sonnet	  compares	  the	  end	  of	  winter	  to	  death.	  	  The	  word	  “passing”	  takes	  on	  the	  

double	  meaning	  of	  leaving	  and	  dying.	  	  It	  personifies	  winter	  as	  a	  “withered	  and	  old	  and	  frail”	  

(line	  1)	  woman	  “who	  was	  once	  a	  queen”	  (line	  5).	  	  The	  “ermine	  trail”	  in	  line	  3	  refers	  to	  the	  pure-‐	  

white	  winter	  coat	  of	  the	  short-‐tail	  weasel	  whose	  fur	  was	  traditionally	  used	  in	  Europe	  for	  royal	  

robes.6	  	  The	  phrase	  “under	  a	  robe	  of	  green”	  (line	  7)	  alludes	  to	  both	  the	  arrival	  of	  the	  spring	  

grass	  and	  the	  royal	  grave	  of	  winter	  under	  the	  grass.	  

1. Withered	  and	  old,	  old	  and	  frail
2. Tiptoeing	  softly,	  softly	  on	  the	  grass
3. Leaving	  an	  ermine	  trail.
4. Robbed	  of	  her	  crown	  with	  hair	  unbound
5. She	  who	  was	  once	  a	  queen
6. Fled	  like	  a	  ghost	  without	  a	  sound
7. Under	  a	  robe	  of	  green.

5	  Cecile	  Bonham,	  "Passing	  Of	  Winter",	  Prairie	  Wings	  (January/February	  1948),	  1.	  
6	  "Ermine	  |	  Mammal",	  Encyclopedia	  Britannica,	  last	  modified	  2015,	  accessed	  March	  2,	  2016,	  
http://www.britannica.com/animal/ermine-‐mammal.	  
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3.	  “The	  Call	  of	  Spring”	  
	  

“The	  Call	  of	  Spring”	  appeared	  in	  Prairie	  Wings	  in	  1947.7	  	  Its	  author,	  Robert	  J.	  Richardson,	  

resided	  in	  Santa	  Cruz,	  California.	  	  No	  further	  biographical	  information	  could	  be	  located.	  

The	  poem	  portrays	  the	  welcoming	  of	  spring	  after	  a	  cold	  winter.	  	  It	  is	  divided	  into	  three	  

sections.	  	  The	  first	  section	  (lines	  1-‐4)	  orders	  winter	  to	  leave.	  	  It	  is	  dramatic	  and	  intense.	  	  The	  

second	  section	  (lines	  5-‐8)	  invites	  the	  birds	  to	  return	  from	  the	  south,	  indicating	  the	  coming	  of	  

spring.	  	  The	  third	  section	  (lines	  9-‐12)	  is	  similar	  to	  the	  first,	  ordering	  winter	  to	  “melt”	  in	  line	  9	  

and	  “leave”	  in	  line	  10.	  	  

1. Thaw	  drifted	  snow!	  	  	  	  
2. Flee	  away	  yon	  frosty	  powers!	  
3. Fairy	  souls	  await	  below	  
4. Yearning	  to	  arise	  in	  flowers.	  
5. Come	  feathered	  throngs	  	  	  	  	  
6. on	  the	  southwind	  gaily	  winging	  
7. And	  your	  newborn	  songs	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8. from	  each	  bough	  and	  meadow	  flinging	  
9. Melt	  wintry	  heart!	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10. Leave	  your	  hardness,	  leave	  your	  breaking	  
11. Take	  with	  all	  the	  world	  apart!	  
12. Join	  the	  universal	  waking.	  

	  
	  
	  
4.	  “Dakota	  Dawn”	  

“Dakota	  Dawn”	  was	  written	  by	  Mildred	  Montgomery.	  	  Born	  in	  Minnesota,	  Montgomery	  

became	  a	  resident	  of	  North	  Dakota	  in	  1921.	  	  She	  attended	  the	  University	  of	  Minnesota	  and	  the	  

State	  Teachers	  College	  in	  Minot,	  North	  Dakota.	  	  Montgomery’s	  poems	  were	  published	  mainly	  in	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7	  Robert	  J.	  Richardson,	  "The	  Call	  of	  Spring",	  Prairie	  Wings	  (March/April	  1947),	  1.	  
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the	  states	  of	  Minnesota,	  South	  Dakota,	  Montana,	  and	  North	  Dakota.	  	  “Dakota	  Dawn”	  was	  

published	  in	  the	  October	  1937	  edition	  of	  Prairie	  Wings.	  

Unlike	  the	  previous	  three	  poems,	  “Dakota	  Dawn”	  is	  organic	  and	  features	  no	  formal	  

rhyme	  structure.	  	  Only	  two	  sets	  of	  words	  rhyme:	  “tint”	  (line	  4)	  and	  “hint”	  (line	  6),	  and	  “clings”	  

(line	  9)	  and	  “flings”	  (line	  12).	  	  The	  poem	  characterizes	  dawn	  on	  the	  prairie:	  simple,	  calming,	  and	  

hushed.	  	  It	  is	  symbolic	  of	  the	  renewal	  of	  a	  new	  day.	  	  

1. Dawn	  comes	  over	  the	  prairies
2. softly
3. In	  the	  eastern	  sky
4. a	  tint,
5. pale	  opalescent,	  and	  on	  the	  hills
6. a	  hint
7. of	  rose.

8. Deep	  in	  the	  west	  a	  late	  star
9. clings
10. And	  the	  dawn	  wind,
11. Freshening	  dawn	  wind
12. flings
13. stardust	  into	  the	  eyes
14. Into	  the	  eyes	  of	  early	  risers

5. “The	  Wind	  in	  the	  Wheat”

“The	  Wind	  in	  the	  Wheat”	  is	  one	  of	  three	  poems	  written	  by	  Jessamine	  Slaughter	  Burgum	  

(1874-‐1962)	  that	  Fissinger	  chose	  for	  Prairie	  Scenes.	  	  Born	  in	  Bismarck,	  North	  Dakota,	  Burgum	  

worked	  as	  a	  teacher	  and	  was	  involved	  in	  many	  groups	  and	  functions	  in	  the	  community	  of	  

Arthur,	  North	  Dakota.8	  	  One	  of	  the	  most	  highly	  regarded	  women	  in	  the	  state	  during	  the	  early	  

twentieth	  century,	  Burgum	  was	  the	  first	  female	  to	  attend	  and	  graduate	  from	  the	  North	  Dakota	  

8	  "BURGUM	  FAMILY	  HISTORY	  SOCIETY",	  Freepages.Genealogy.Rootsweb.Ancestry.Com,	  last	  modified	  
2016,	  accessed	  March	  4,	  2016,	  http://freepages.genealogy.rootsweb.ancestry.com/~bfhs/file25.html.	  
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Agriculture	  College,	  presently	  known	  as	  North	  Dakota	  State	  University.9	  	  The	  university	  named	  a	  

dormitory,	  Burgum	  Hall,	  after	  her.	  	  Burgum’s	  writings	  relied	  heavily	  upon	  her	  experiences	  as	  a	  

resident	  of	  North	  Dakota,	  and	  her	  poetry	  provides	  clear	  insight	  into	  the	  lives	  of	  pioneers	  during	  

the	  settlement	  era.	  	  “The	  Wind	  in	  the	  Wheat”	  was	  published	  in	  Burgum’s	  book	  Dakota	  Horizons	  

(1940),	  a	  collection	  of	  her	  poems	  highlighting	  the	  people	  and	  scenes	  of	  North	  Dakota.	  

In	  “The	  Wind	  in	  the	  Wheat,”	  Burgum	  describes	  the	  dance	  of	  the	  prairie	  wind	  through	  

the	  ripening	  wheat.	  	  Like	  the	  previous	  movement,	  it	  is	  in	  organic	  form	  with	  no	  clear	  rhyme	  

scheme.	  	  Its	  tone	  is	  spirited	  and	  light.	  	  In	  lines	  1	  through	  7,	  Burgum	  personifies	  the	  wind,	  

comparing	  it	  to	  a	  Naiad,	  a	  water	  nymph	  from	  Greek	  mythology.	  	  The	  wind	  whirls	  and	  swirls	  

through	  the	  wheat.	  	  Burgum	  then	  personifies	  the	  wheat	  in	  lines	  8	  through	  10.	  	  It	  bows	  and	  

follows	  the	  lead	  of	  the	  wind	  in	  their	  dance.	  	  Burgum	  returns	  to	  personifying	  the	  wind	  in	  lines	  11	  

and	  12,	  referring	  to	  its	  “dainty	  footsteps.”	  

1.	  	  Like	  a	  dancing	  Naiad	  
2.	  	  	  	  	  	  	  	  	  The	  Wind	  in	  the	  wheat	  	  	  	  	  	  	  	  	  
3.	  	  Is	  whirling,	  	  
4.	  	  	  	  	  	  	  	  	  swirling	  	  	  	  	  	  
5.	  	  with	  airy	  grace	  
6.	  	  	  	  	  	  	  	  	  Through	  the	  yellowgreen	  wheat	  
7.	  	  In	  graceful	  obeisance.	  
8.	  	  	  	  	  	  	  	  	  The	  wheat	  curtsies	  
9.	  	  Bowing	  lightly,	  	  	   	   	  
10.	  	  	  	  	  	  	  following	  politely	  
11.	  	  The	  dainty	  footsteps	  	  
12.	  	  	  	  	  	  	  of	  the	  Wind…Rippling	  the	  wheat.	  

	  
	  
	  
	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9	  William	  Franke	  and	  the	  Bismarck-‐Mandan	  Civic	  Chorus,	  A	  Centennial	  Choral	  Celebration	  (Bismarck,	  
1989).	  
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6. “The	  Wild	  Prairie	  Rose”

The	  wild	  prairie	  rose	  is	  the	  state	  flower	  of	  North	  Dakota.	  	  The	  poem	  of	  the	  same	  name,	  

by	  Alice	  Sinclair	  Page,	  appears	  in	  the	  1936	  book	  North	  Dakota	  Singing:	  An	  Anthology	  of	  North	  

Dakota	  Poetry.	  	  Page,	  a	  native	  of	  St.	  Charles,	  Missouri,	  homesteaded	  land	  with	  her	  parents	  in	  

the	  northeast	  portion	  of	  North	  Dakota	  near	  Cando.	  	  She	  was	  highly	  active	  in	  her	  community	  and	  

held	  prominent	  jobs	  in	  state	  and	  national	  organizations	  for	  women.	  	  She	  was	  the	  supervisor	  of	  

the	  Red	  Cross	  during	  the	  World	  War	  I.	  	  Her	  poems	  appear	  in	  publications	  across	  the	  country.10	  

“The	  Wild	  Prairie	  Rose”	  appears	  to	  allude	  to	  the	  rose	  as	  a	  symbol	  of	  Jesus.	  	  Throughout	  

Christian	  history,	  the	  rose	  has	  come	  to	  symbolize	  both	  Jesus	  and	  Mary.	  	  Songs	  such	  as	  “The	  

Rose	  of	  Sharon”	  and	  “Lo,	  How	  a	  Rose	  E’er	  Blooming”	  serve	  as	  musical	  examples	  utilizing	  this	  

symbolism.	  	  The	  poem	  begins	  with	  the	  phrase,	  “’Tis	  the	  season,”	  immediately	  conjuring	  images	  

of	  Christmas	  and	  the	  birth	  of	  Jesus	  by	  the	  Virgin	  Mary.	  	  Page	  continues	  to	  evoke	  religious	  

images	  throughout	  the	  poem.	  	  A	  “heart	  of	  pure	  gold”	  (line	  6)	  could	  represent	  the	  Sacred	  Heart	  

of	  Jesus.	  	  Phrases	  such	  as	  “angels	  sing”	  (line	  7),	  “glories	  unfold”	  (line	  8),	  and	  “borne	  on	  sweet	  

scented	  air”	  (line	  9)	  seem	  to	  refer	  to	  the	  night	  Jesus	  was	  born	  when	  the	  angels	  sang,	  “Gloria!”	  	  

In	  line	  10,	  “Assurances	  of	  God’s	  loving	  care,”	  suggests	  the	  love	  that	  God	  showed	  the	  world	  

when	  He	  sent	  His	  only	  Son	  to	  save	  it.	  	  	  

1. ’Tis	  the	  season
2. of	  the	  wild	  prairie	  rose
3. Whose	  fragrance	  is	  wafted
4. On	  each	  breeze	  that	  flows
5. Its	  petals	  so	  pink
6. And	  heart	  of	  pure	  gold
7. Would	  make	  angels	  sing
8. As	  its	  glories	  unfold

10	  Grace	  Brown	  Putnam	  and	  Anna	  Ackermann,	  North	  Dakota	  Singing	  (New	  York:	  Paebar	  Co.,	  1936),	  144.	  
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9. While	  borne	  on	  the	  sweet	  scented	  air	  
10. Assurances	  of	  God’s	  loving	  care	  
11. Are	  told	  and	  retold	  	  	  

	  
	  
	  
7.	  “A	  Winter	  Night”	  

The	  seventh	  movement	  of	  Prairie	  Scenes	  offers	  a	  colorful	  description	  of	  a	  soundless	  and	  

still	  winter	  night.	  	  “A	  Winter	  Night”	  is	  the	  second	  poem	  by	  Jessamine	  Slaughter	  Burgum	  that	  

Fissinger	  chose	  for	  the	  Prairie	  Scenes	  cycle.	  	  The	  poem	  was	  published	  in	  the	  1939	  book	  Dakota	  

Ballads	  and	  Other	  Poems.	  

In	  “A	  Winter	  Night,”	  Burgum	  vividly	  captures	  the	  sights,	  sounds,	  and	  overall	  feeling	  of	  a	  

snow-‐covered	  land	  at	  night.	  	  She	  repeatedly	  presents	  a	  negative	  image	  of	  winter	  through	  the	  

use	  of	  words	  like	  “lifeless”	  (line	  3),	  “bare”	  (line	  7),	  “brooding”	  (line	  11),	  and	  “enchains”	  (line	  13).	  	  

The	  poet	  emphasizes	  the	  silence	  that	  occurs	  after	  a	  snowfall	  with	  “silent”	  (line	  3),	  “no	  sound	  is	  

heard”	  (line	  9),	  “silence”	  (line	  11),	  and	  “noiseless”	  (line	  12).	  	  The	  references	  to	  the	  absence	  of	  

the	  wind	  is	  significant	  in	  lines	  4	  and	  10	  since	  the	  wind	  is	  a	  nearly	  constant	  force	  on	  the	  prairies	  

on	  the	  North	  Dakota	  prairies.	  

1. The	  fields	  are	  hid	  ’neath	  glistening	  white	  
2. Of	  billow	  crested	  snow	  
3. A	  lake	  of	  silent,	  lifeless	  waves	  
4. Once	  windtossed,	  to	  and	  fro	  
5. A	  midnight	  blue	  sky	  	  
6. A	  white	  moon	  riding	  high	   	  
7. While	  long	  blackshadows	  of	  bare	  trees	  
8. On	  sparkling,	  snowfields	  lie	  	  	  	  
9. No	  sound	  is	  heard	  
10. No	  winds	  loud	  call	  
11. A	  brooding	  silence	  vast	  	  	  	  	  
12. The	  Frost	  King	  with	  his	  noiseless	  tread	  	  
13. Enchains	  the	  land	  at	  last	  
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8. “Prairie	  Winds”

“Prairie	  Winds,”	  the	  most	  dramatic	  and	  musically	  powerful	  song	  of	  the	  cycle,	  serves	  as	  a	  

reminder	  that	  the	  state	  of	  North	  Dakota,	  with	  all	  of	  its	  natural	  beauty,	  is	  at	  the	  same	  time	  a	  

harsh	  and	  unforgiving	  landscape	  endured	  by	  its	  inhabitants.	  	  The	  poem,	  the	  third	  of	  the	  cycle	  

written	  by	  Jessamine	  Slaughter	  Burgum,	  was	  published	  in	  1944	  as	  part	  of	  a	  collection	  in	  her	  

book	  Cactus	  and	  Magnolia	  Blossoms.	  	  	  

The	  poem	  provides	  vivid	  imagery	  of	  the	  tribulations	  the	  early	  pioneers	  endured	  as	  they	  

sought	  to	  make	  North	  Dakota	  their	  home.	  	  Wood	  and	  brick	  were	  scarce;	  “sod	  shack”	  (lines	  8,	  9	  

and	  15)	  refers	  to	  the	  homes	  settlers	  built	  out	  of	  prairie	  grass	  sod.	  	  Lines	  6	  to	  8	  paint	  the	  wind	  as	  

a	  ruthless	  and	  powerful	  enemy	  trying	  to	  destroy	  these	  homes.	  	  The	  humble	  shack	  survives,	  and	  

the	  wind	  finally	  relents	  (lines	  9–15).	   	  

1. Shrieking	  shrill,	  tempestuous	  gales
2. Beat	  the	  earth	  with	  a	  thousand	  flails
3. Branches,	  leaves	  and	  tumbleweed
4. Across	  the	  prairie	  gather	  speed
5. Like	  scurrying	  rabbits	  away	  they	  go
6. The	  wind	  shrieking	  after	  like	  a	  foe
7. Its	  clutching	  fingers	  strive	  to	  tear
8. The	  sod	  shack	  from	  the	  prairie	  there
9. Close	  to	  the	  earth	  the	  sod	  shack	  stands
10. Anchored	  to	  grass	  clods	  by	  prairie	  lands
11. Its	  puny	  might	  resists	  the	  gale
12. Blow	  high,	  blow	  low	  it	  cannot	  prevail
13. The	  wind	  now	  moans	  in	  a	  minor	  key
14. It	  cannot	  conquer,	  it	  now	  must	  flee
15. While	  the	  sod	  shack	  rests	  on	  the	  prairie	  swale
16. On	  a	  grassy	  ocean,	  a	  lonely	  sail.
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CHAPTER	  6	  

MUSIC	  ELEMENTS	  AND	  SYMMETRY	  

Edwin	  Fissinger’s	  dedication	  to	  the	  expression	  of	  the	  text	  is	  a	  principal	  feature	  of	  his	  

music.	  	  He	  firmly	  believed	  in	  performing	  multi-‐movement	  works	  as	  the	  composer	  intended.	  	  

The	  role	  of	  a	  choral	  cycle	  is	  to	  provide	  the	  listeners	  and	  musicians	  with	  a	  story	  through	  thematic	  

material,	  harmonic	  functions,	  and	  symmetry.	  	  According	  to	  Russell	  Thorngate,	  “A	  title	  of	  a	  cycle	  

often	  will	  indicate	  what	  is	  unifying	  the	  individual	  piece.”1	  	  The	  title	  Prairie	  Scenes:	  A	  Choral	  Cycle	  

clearly	  indicates	  the	  unifying	  element.	  	  Fissinger	  focuses	  on	  scenic,	  natural,	  and	  seasonal	  

attributes	  associated	  with	  the	  prairies	  of	  North	  Dakota	  and	  expresses	  the	  natural	  elements	  on	  

the	  prairie	  through	  rhythmic	  and	  harmonic	  techniques.	  

Fissinger	  creates	  unity	  among	  the	  movements	  by	  thematic	  means	  including	  1)	  wind	  

elements,	  and	  2)	  the	  seasons	  of	  North	  Dakota.	  	  He	  strategically	  positions	  each	  poem	  to	  fit	  a	  

symmetrical	  design	  based	  on	  the	  wind	  and	  seasons.	  	  Fissinger	  unmistakably	  uses	  the	  wind	  to	  

thematically	  connect	  the	  seasons	  of	  the	  year	  and	  their	  corresponding	  movements.	  	  Table	  6.1	  

illustrates	  how	  wind	  forms	  his	  symmetrical	  design.	  	  The	  wind	  is	  unceasing	  and	  tempestuous	  in	  

movement	  1,	  “The	  Prairies,”	  and	  movement	  8,	  “Prairie	  Winds”;	  still	  in	  movement	  2,	  “Passing	  of	  

Winter,”	  and	  movement	  7,	  “A	  Winter	  Night”;	  light	  hearted	  and	  gentle	  in	  movement	  3,	  “The	  Call	  

of	  Spring,”	  and	  movement	  6,	  “The	  Wild	  Prairie	  Rose”;	  and	  flinging	  and	  whirling	  in	  movement	  4,	  

“Dakota	  Dawn,”	  and	  movement	  5,	  “The	  Wind	  in	  the	  Wheat.”	  

1	  Thorngate,	  	  2.	  
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Table	  6.1	  

Wind	  Scheme	  of	  Prairie	  Scenes	  

The	  Prairies	   Passing	  	  	  	  	  	  The	  Call	  	  	  	  	  	  Dakota	  	  	  	  	  The	  Wind	  	  	  	  	  The	  Wild	  	  	  	  	  A	  Winter	  	  	  	  Prairie	  Winds	  
	  	  	  	  of	   	  	  	  	  	  	  	  	  	  	  	  of	  	  	  	  	  	  	  	  	  	  	  	  	  Dawn	   	  	  	  	  	  	  	  	  in	  the	  	  	  	  	  	  Prairie	  Rose	  	  	  	  	  	  Night	  
Winter	  	  	  	  	  	  	  	  Spring	  	  	  	  	  	  	  	  	   	  	  	  	  	  	  	  Wheat	  	  

Unceasing	   	  	  	  Still	   	  	  	  	  	  	  	  Warm	   	  Flings	  	  	  	  	  	  	  	  Whirls	   	  	  Gentle	   	  Still	  	  	  	  	  	  	  	  Tempestuous	  
	  Gentle	   	  	  Wafts	  

Fissinger’s	  compositional	  techniques	  elaborate	  on	  the	  wind	  elements	  through	  rhythm,	  

linear	  and	  vertical	  sonorities,	  voice	  textures,	  functions	  of	  harmony,	  and	  musical	  shaping.	  	  The	  

subsections	  1)	  the	  wind	  of	  North	  Dakota,	  and	  2)	  the	  seasons	  of	  North	  Dakota	  are	  discussed	  

below	  using	  Fissinger’s	  symmetrical	  scheme.	  	  

6.1	   The	  Wind	  of	  North	  Dakota	  

“Anybody	  who	  has	  stood	  on	  the	  prairie	  in	  North	  Dakota	  has	  felt	  the	  force	  of	  the	  wind	  and	  knows	  
that	  our	  state	  has	  an	  inexhaustible	  supply	  of	  wind	  power.”	  	  

~	  Kent	  Conrad,	  former	  senator	  from	  North	  Dakota	  

The	  prairie	  winds	  of	  North	  Dakota	  are	  intrusive,	  loud,	  and	  obnoxious,	  yet	  can	  also	  be	  

refreshing,	  gentle,	  warm,	  and	  cool.	  	  The	  beautiful	  scenery	  of	  North	  Dakota	  is	  sculpted	  by	  many	  

types	  of	  winds.	  Through	  the	  Aeolian	  process,	  the	  wind	  shapes	  the	  land	  and	  forms	  fertile	  soils,	  
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and	  through	  erosion	  it	  creates	  the	  rolling	  and	  level	  landscapes.	  	  Ever	  present	  are	  the	  wafting	  

fragrances	  of	  wild	  flowers,	  blowing	  across	  the	  ocean	  of	  prairie	  grasses	  and	  fields	  of	  golden	  

wheat.	  

Words	  can	  describe	  the	  brute	  strength	  and	  tickling	  gentleness	  of	  the	  wind.	  	  However,	  to	  

truly	  understand	  the	  wind’s	  presence	  on	  the	  North	  Dakota	  prairie,	  one	  must	  hear	  the	  wind’s	  

vast	  repertoire	  ⎯	  its	  wild	  moans	  and	  shrieks	  that	  rattle	  the	  windowpane	  and	  its	  soft,	  breezy	  

whispers	  across	  the	  grass.	  	  

Fissinger	  translates	  the	  poems’	  descriptions	  of	  the	  prairie	  wind	  into	  a	  musical	  

experience	  for	  both	  musician	  and	  listener,	  while	  unifying	  the	  symmetrical	  movements.	  

6.1.1	   “The	  Prairies”	  and	  “Prairie	  Winds”	  

Movement	  1,	  “The	  Prairies,”	  and	  movement	  8,	  “Prairie	  Winds,”	  form	  the	  outer	  frame	  of	  

the	  cycle.	  	  The	  relationship	  between	  music	  and	  text	  reveals	  deep	  imagery	  achieved	  through	  

linear	  and	  vertical	  sonorities,	  unifying	  the	  cycle	  through	  rhythmic	  and	  metrical	  elements.	  	  The	  

text	  “the	  winds	  untiring	  and	  restless”	  is	  heightened	  by	  Fissinger’s	  selection	  of	  rhythm.	  	  He	  

generates	  the	  relentless	  spin	  of	  the	  wind	  (Example	  8)	  with	  recurring	  eighth	  notes	  (mm.	  5-‐6).	  
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Example	  8	  –	  Fissinger,	  The	  Prairies,	  mm.	  	  5-‐6	  

“The	  wind’s	  unceasing	  call”	  is	  portrayed	  through	  rising	  eighth	  notes	  (Example	  

8.1).	  	  Fissinger	  highlights	  the	  wind	  in	  this	  passage	  by	  encircling	  B♭	  major	  with	  vertical	  sonorities	  

posing	  as	  incomplete	  chord	  structures	  (mm.	  16-‐18).	  	  The	  first	  appearance	  of	  this	  B♭	  major	  

chord	  illustrates	  the	  significance	  of	  the	  wind.	  	  It	  is	  the	  first	  major	  triad	  seen	  in	  the	  cycle.	  
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Example	  8.1	  –	  Fissinger,	  The	  Prairies,	  mm.	  	  16-‐18	  

	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  	  	  	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  f	  	  
	  

	  
	  	  	  	  	  	  	  	   	  	  	  	  	  	  	  	  	  	  	  	  c6	  	  	  	  	  	  	  g♭	  	  	  	  	  a	  	  	  	  	  b♭	  	  	  	  A♭	  	  	  b♭	  	  	  	  A♭	  	  	  b♭	  	  	  	  c	  	  	  	  	  	  	  	  	  	  	   	  	  	  	  B♭	  
	  

	  

	  

The	  screech	  of	  the	  open	  octaves	  (Example	  9)	  in	  “Prairie	  Winds”	  (mm.	  1-‐3)	  represent	  the	  

“shriek”	  of	  the	  wind,	  which	  homes	  in	  on	  the	  word	  “shrill”	  with	  a	  high-‐pitched	  and	  strident	  

sound,	  using	  an	  intervallic	  cluster	  (m.	  2.2).	  	  
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Example	  9	  –	  Fissinger,	  Prairie	  Winds,	  mm.	  	  1-‐3	  
	  1	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2	   	  	  	  	  	  3	  

To	  finish	  the	  opening	  section	  of	  “Prairie	  Winds,”	  Fissinger	  uses	  several	  elements	  to	  intensify	  the	  

strong	  and	  turbulent	  wind	  described	  as	  “tempestuous	  gales”	  (Example	  9.1).	  	  Accented	  dotted	  

eighth	  to	  sixteenth	  and	  dotted	  quarter	  to	  triplet	  rhythms	  strengthen	  the	  word	  meter	  of	  

tempestuous	  (mm.	  5-‐6).	  	  Harmonically,	  a	  repetitive	  bi-‐tonal	  sonority	  (m.	  6),	  A/E	  minor,	  muddles	  

the	  sound,	  which	  propels	  into	  m.	  7	  on	  an	  open	  perfect	  fifth	  (B,	  F♯)	  interval	  and	  a	  crescendo	  to	  a	  

fortissimo	  to	  emphasize	  “gales.”	  
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Example	  9.1	  –	  Fissinger,	  Prairie	  Winds,	  mm.	  	  5-‐6,	  m.	  7	  

	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  a9	  -‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐	  B,	  D	  	  	  	  	  	  	  	  e/a	  -‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐B–F♯	  

	  

	  

	  

	  
Another	  harmonic	  routine	  Fissinger	  integrates	  is	  quartal	  sonorities.	  	  The	  quartal	  elements	  form	  

a	  duet	  texture	  in	  a	  four-‐part	  setting.	  	  In	  this	  case,	  the	  quartal	  sonorities	  between	  the	  men	  (D,	  G)	  

and	  the	  women	  (A,	  D)	  propel	  the	  music	  forward	  (Example	  10)	  on	  the	  word	  “go”	  (m.	  20).	  	  
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Example	  10	  –	  Fissinger,	  Prairie	  Winds,	  m.	  20	  

Rather	  than	  the	  open	  B	  octaves,	  Fissinger	  raises	  the	  interval	  a	  half	  step	  to	  open	  C	  octaves	  on	  

the	  word	  “shrieking.”	  	  

The	  final	  two	  descriptive	  elements,	  range	  and	  musical	  phrase	  shaping,	  highlight	  

Fissinger’s	  text-‐painting	  skills	  by	  phrase	  and	  not	  just	  by	  individual	  word.	  	  In	  Example	  11,	  with	  a	  

dynamic	  of	  forte,	  Fissinger	  builds	  air	  pressure	  on	  the	  word	  “blow”	  (m.	  42.4)	  with	  an	  interval	  of	  a	  

second.	  	  This	  A♭	  in	  the	  soprano	  voice	  is	  the	  highest	  pitch	  of	  the	  entire	  cycle	  and	  bursts	  on	  the	  

word	  “high”	  (m.	  43).	  
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Example	  11	  –	  	  Fissinger,	  Prairie	  Winds,	  m.	  42.4,	  m.	  43	  

	  
	  
	  
	  
Fissinger	  musically	  shapes	  this	  phrase	  (Example	  11.1)	  to	  portray	  the	  descent	  of	  the	  wind	  with	  

pitches	  in	  a	  lower	  tessitura	  on	  “blow	  low”	  (mm.	  44.1	  and	  45.3).	  

	  

Example	  11.1:	  	  Fissinger,	  Prairie	  Winds,	  mm.	  44.1	  and	  45.3	  
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Fissinger	  makes	  a	  final	  connection	  between	  movement	  1,	  (Example	  12,	  mm.	  	  18-‐19)	  “The	  

Prairies,”	  and	  movement	  8,	  “Prairie	  Winds,”	  (Example	  12.1,	  mm.	  48-‐49)	  with	  the	  reentrance	  of	  

the	  B♭64 chord	  on	  the	  second	  syllable	  of	  “prevail.”	  	  

	  

Example	  12	  –	  Fissinger,	  The	  Prairies,	  mm.	  18-‐19	  

	  
	  B♭	  

	   	  	  
	  
	  

Example	  12.1	  –	  Fissinger,	  Prairie	  Winds,	  mm.	  48-‐49	  
	   	   	   	  	  	  48	   	   	   	   	  	  	  	  	  	  	  49	  

	  
	  	  	  	  	  	  	  	  	  e♭/A♭-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐-‐B♭64	   	  	  
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6.1.2	   “Passing	  of	  Winter”	  and	  “A	  Winter	  Night”	  

In	  movement	  2,	  “Passing	  of	  Winter,”	  and	  movement	  7,	  “A	  Winter	  Night,”	  the	  wind	  is	  still	  

and	  silent.	  	  With	  no	  mention	  of	  wind,	  “Passing	  of	  Winter”	  offers	  a	  sense	  of	  quietness.	  	  The	  lines	  

“Tiptoeing	  softly	  on	  the	  grass”	  and	  “Fled	  like	  a	  ghost	  without	  a	  sound”	  paint	  a	  serene	  picture	  of	  

winter	  passing	  noiselessly.	  	  The	  text	  “No	  sound	  is	  heard,	  no	  winds	  loud	  call,	  a	  brooding	  silence	  

vast,”	  found	  in	  “A	  Winter	  Night,”	  relates	  the	  two	  movements	  through	  the	  absence	  of	  sound	  and	  

wind.	  	  Winter	  nights	  in	  North	  Dakota	  are	  often	  still	  and	  silent	  with	  a	  “blanket	  of	  snow”	  

absorbing	  all	  sounds	  on	  the	  fields	  of	  the	  prairies.	  	  	  

6.1.3	   “The	  Call	  of	  Spring”	  and	  “The	  Wild	  Prairie	  Rose”	  

The	  gentleness	  and	  warmth	  of	  the	  prairie	  wind	  in	  early	  spring	  and	  late	  summer	  are	  

reflected	  in	  movement	  3,	  “The	  Call	  of	  Spring,”	  and	  movement	  6,	  “The	  Wild	  Prairie	  Rose.”	  The	  

south	  wind	  ushers	  in	  the	  return	  of	  birds	  after	  a	  long,	  cold	  winter	  in	  “The	  Call	  of	  Spring.”	  	  The	  

gentle	  breeze	  of	  summer	  carries	  the	  fragrance	  of	  flowers	  in	  “The	  Wild	  Prairie	  Rose.”	  

After	  a	  long	  season	  of	  winter,	  Fissinger	  extends	  a	  warm	  greeting	  (Example	  13)	  to	  the	  

south	  wind	  beginning	  on	  “come”	  with	  the	  quartal	  sonority,	  placed	  in	  the	  low	  tessitura	  of	  the	  

voices	  between	  the	  bass	  and	  soprano	  (A,	  D)	  and	  the	  tenor	  and	  alto	  (B,	  E)	  (m.	  13.1).	  	  Although	  

the	  south	  wind	  is	  associated	  with	  warmth,	  it	  also	  can	  produce	  tornadoes.	  	  Fissinger	  may	  be	  

portraying	  this	  duality	  through	  the	  diminished	  triad,	  f♯o9,	  on	  the	  word	  “southwind”	  (m.	  14.2).	  
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Example	  13	  –	  Fissinger,	  The	  Call	  of	  Spring,	  mm.	  13.1	  and	  14.2	  

	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  quartile	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  	  	  	  	  	  	  	  	  f#o9-‐-‐-‐-‐-‐	  
	  	  	  	  	  	  	  	   	  

	  
	  
“The	  Wild	  Prairie	  Rose”	  (Example	  14)	  contains	  two	  examples	  of	  the	  wind:	  first,	  the	  

gentle	  waft	  of	  fragrance	  from	  the	  prairie	  rose,	  depicted	  by	  ascending	  and	  descending	  intervals	  

of	  thirds,	  climaxing	  on	  “wafted”	  (mm.	  	  7-‐8):	  second,	  rising	  eighth	  notes	  (mm.	  12-‐13)	  connect	  

“breeze”	  to	  “flows.”	  

	  

Example	  14	  –	  Fissinger,	  The	  Wild	  Prairie	  Rose,	  mm.	  7-‐8,	  12-‐13	  
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These	  warm,	  gentle	  winds	  of	  early	  spring	  and	  late	  summer	  follow	  the	  symmetry	  of	  the	  wind	  

scheme	  laid	  out	  earlier:	  tempestuous,	  still	  and	  then	  gentle.	  	  Moving	  inward,	  the	  final	  element	  is	  

blowing	  wind	  with	  flinging,	  swirling,	  and	  whirling	  gestures.	  	  	  

6.1.4	   “Dakota	  Dawn”	  and	  “The	  Wind	  in	  the	  Wheat”	  

The	  symmetry	  of	  the	  cycle	  is	  now	  at	  its	  pinnacle.	  	  Movement	  4,	  “Dakota	  Dawn,”	  and	  

movement	  5,	  “The	  Wind	  in	  the	  Wheat,”	  mirror	  each	  other	  in	  the	  strength	  of	  the	  wind.	  	  They	  

contain	  equivalent	  material	  of	  “The	  Prairies”	  and	  “The	  Prairie	  Winds,”	  making	  these	  four	  

movements	  the	  most	  closely	  related	  in	  the	  choral	  cycle.	  

In	  “Dakota	  Dawn”	  the	  wind	  is	  said	  to	  “fling	  stardust	  into	  the	  eyes	  of	  the	  early	  

riser.”	  	  Fling	  means	  to	  throw	  or	  move	  forcefully,	  comparable	  to	  the	  tempestuous	  winds	  found	  in	  

“The	  Prairie	  Winds.”	  	  The	  “untiring	  and	  restless”	  wind	  of	  “The	  Prairies”	  (Example	  15,	  mm.	  	  5-‐6)	  

is	  similar	  to	  the	  “whirling,	  swirling”	  wind	  (Example	  15.1,	  mm.	  	  7-‐8)	  in	  “The	  Wind	  in	  the	  Wheat.”	  

Fissinger	  also	  ties	  the	  two	  movements	  together	  with	  rhythmic	  components.	  	  He	  uses	  repetitive	  

eighth-‐note	  rhythm	  with	  contrary	  motion	  on	  “untiring	  and	  restless”	  and	  “whirling,	  swirling.”	  	  	  
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Example	  15	  –	  Fissinger,	  The	  Prairies,	  mm.	  5-‐6	  

 
	  

	  
	  

Example	  15.1	  –	  Fissinger,	  The	  Wind	  in	  the	  Wheat,	  mm.	  7-‐8	  

	  
	  
	  
	  

The	  return	  of	  recurring	  eighth	  notes	  (Example	  15.2)	  describes	  the	  wind	  (mm.	  	  1-‐3)	  as	  “a	  dancing	  

Naiad,”	  identical	  in	  rhythm	  to	  the	  recurring	  eighth	  notes	  in	  “The	  Prairies.”	  
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Example	  15.2	  –	  Fissinger,	  The	  Wind	  in	  the	  Wheat,	  mm.	  1-‐3	  

6.2	   The	  Seasons	  

The	  seasons	  play	  a	  significant	  role	  in	  four	  of	  the	  eight	  movements	  of	  Prairie	  Scenes.	  	  

Each	  of	  these	  four	  poems	  reference	  winter,	  either	  directly	  or	  indirectly,	  somewhere	  in	  the	  title	  

or	  text.	  	  The	  multiple	  references	  to	  winter	  seem	  to	  illustrate	  the	  length	  of	  winter,	  the	  longest	  

season	  on	  the	  Dakota	  prairies.	  	  The	  seasonal	  references	  also	  follow	  a	  symmetrical	  pattern	  

(Table	  6.2)	  similar	  to	  the	  wind	  scheme.	  	  	  

Table	  6.2	  

Seasonal	  References	  of	  Prairie	  Scenes	  

The	  Prairies	   Passing	  	  	  	  	  	  The	  Call	  	  	  	  	  	  Dakota	  	  	  	  	  The	  Wind	  	  	  	  	  The	  Wild	  	  	  	  	  A	  Winter	  	  	  	  Prairie	  Winds	  
	  	  	  	  of	   	  	  	  	  	  	  	  	  	  	  	  of	  	  	  	  	  	  	  	  	  	  	  	  	  Dawn	   	  	  	  	  	  	  	  	  in	  the	  	  	  	  	  	  Prairie	  Rose	  	  	  	  	  	  Night	  
Winter	  	  	  	  	  	  	  	  Spring	  	  	  	  	  	  	  	  	   	  	  	  	  	  	  	  Wheat	  	  

No	  Season	  	  	  Personifies	  	  	  	  Winter	  	  	  No	  Season	  	  	  No	  Season	  	  	  	  	  	  	  	  Winter	  	  	  	  	  Personifies	  	  	  	  No	  Season	  
	  	  	  	  	  	  	  	  	  	  Leaving	  of	  	  	  	  	  	  	  and	  	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  and	  	  	  	  	  	  	  	  	  	  Arrival	  of	  
	  	  	  	  	  	  	  	  	  	  	  	  	  Winter	  	  	  	  	  	  	  	  Spring	   	   	   	   	  	  	  Summer	  	  	  	  	  	  	  Winter	  
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The	  text	  of	  the	  first	  and	  last	  movements	  makes	  no	  reference	  to	  a	  particular	  season	  or	  

the	  seasons	  in	  general.	  	  Although	  no	  specific	  season	  is	  mentioned,	  the	  references	  to	  sagebrush	  

in	  “The	  Prairies”	  and	  tumbleweed	  in	  “Prairie	  Winds”	  infers	  that	  neither	  of	  these	  poems	  are	  set	  

in	  winter.	  	  Movements	  4	  and	  5	  also	  do	  not	  make	  mention	  of	  the	  seasons	  in	  their	  texts.	  	  

However,	  the	  phrase,	  “Freshening	  dawn	  wind,”	  (mm.	  34-‐35)	  in	  “Dakota	  Dawn”	  suggests	  that	  it	  

is	  not	  set	  in	  winter.	  	  “Freshening”	  appears	  to	  describe	  the	  cooling	  wind	  that	  occurs	  in	  warm	  

weather	  and	  not	  the	  chilling	  wind	  of	  winter.	  	  Also,	  the	  reference	  to	  “the	  yellowgreen	  wheat,”	  

(mm.	  	  11-‐12)	  in	  “The	  Wind	  in	  the	  Wheat,”	  implies	  summer,	  when	  the	  wheat	  in	  North	  Dakota	  is	  

ripening	  from	  deep	  green	  to	  golden	  yellow.	  

The	  second	  and	  seventh	  movements	  contain	  several	  similarities	  in	  relation	  to	  the	  

seasons.	  	  They	  both	  include	  “Winter”	  in	  their	  titles,	  “Passing	  of	  Winter”	  and	  “A	  Winter	  Night.”	  	  

Both	  poems	  also	  personify	  either	  the	  arrival	  or	  departure	  of	  winter	  using	  royal	  imagery.	  	  

“Passing	  of	  Winter”	  depicts	  the	  end	  of	  winter	  as	  the	  quiet	  death	  of	  an	  aging	  queen.	  	  “Tiptoeing	  

softly,”	  she	  flees	  “without	  a	  sound.”	  	  “A	  Winter	  Night”	  refers	  to	  winter	  as	  a	  silent	  “Frost	  King”	  

who	  overtakes	  the	  fields	  when	  his	  “noiseless	  tread/Enchains	  the	  land	  at	  last.”	  

References	  to	  both	  winter	  and	  spring/summer	  connect	  the	  third	  and	  sixth	  movements.	  	  

The	  title	  of	  “The	  Call	  of	  Spring”	  suggests	  a	  poem	  about	  the	  warm	  weather	  of	  springtime.	  	  

However,	  the	  first	  two	  lines	  contain	  statements	  about	  snow	  and	  frost.	  	  The	  speaker	  of	  the	  

poem	  is	  not	  only	  calling	  for	  the	  flowers	  and	  birds	  of	  spring	  to	  return	  but	  also	  ordering	  the	  cold	  

and	  harshness	  of	  winter	  to	  leave.	  	  The	  title	  of	  “The	  Wild	  Prairie	  Rose”	  also	  implies	  a	  poem	  set	  in	  
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the	  warm	  season	  of	  summer	  since	  the	  wild	  prairie	  rose	  blooms	  from	  May	  through	  September.2	  	  

Yet,	  the	  first	  line	  reads,	  “’Tis	  the	  season,”	  a	  phrase	  typically	  denoting	  the	  winter	  holiday	  of	  

Christmas.	  	  The	  remainder	  of	  the	  poem	  goes	  on	  to	  describe	  the	  wild	  prairie	  rose.	  	  Since	  the	  rose	  

is	  traditionally	  a	  symbol	  of	  Jesus	  in	  the	  Christian	  faith,	  one	  could	  view	  this	  poem	  not	  only	  as	  a	  

beautiful	  image	  of	  a	  flower	  set	  in	  summer	  but	  also	  as	  an	  expression	  of	  Christmas	  set	  in	  winter.	   	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2	  The	  Wild	  Prairie	  Rose,	  ebook,	  1st	  ed.,	  2016,	  accessed	  March	  16,	  2016,	  
https://www.ag.ndsu.edu/mastergardener/docs/TheDirtV1N1_07172015.pdf.	  



	   47	  

CHAPTER	  7	  	  

CONCLUSION	  

	  

Favored	  by	  composers	  and	  directors	  and	  enjoyed	  by	  performers	  and	  audiences,	  choral	  

cycles	  offer	  significant	  musical	  experiences	  through	  their	  unity	  and	  involvement.1	  	  Dr.	  Edwin	  

Fissinger	  employed	  the	  merits	  of	  the	  choral	  cycle	  throughout	  his	  career	  as	  a	  composer	  and	  

choral	  director.	  	  He	  composed	  eight	  cycles	  in	  all	  and	  performed	  many	  more	  as	  a	  conductor.	  	  

Prairie	  Scenes	  was	  one	  of	  his	  largest	  and	  most	  involved	  compositions.	  His	  choice	  to	  use	  poetry	  

rich	  with	  images	  of	  the	  prairies,	  his	  musical	  expression	  of	  the	  wind,	  and	  his	  ordering	  of	  the	  

poems	  in	  relation	  to	  the	  seasons	  unify	  Prairie	  Scenes.	  	  Fissinger	  strongly	  believed	  that	  all	  of	  the	  

pieces	  of	  a	  choral	  cycle,	  whether	  his	  own	  or	  another	  composer’s,	  should	  be	  performed	  together	  

as	  a	  complete	  set.	  	  His	  performance	  etiquette	  reflected	  his	  belief	  in	  this	  principle.	  	  Regardless	  of	  

the	  venue	  or	  the	  audience,	  if	  his	  choir	  performed	  a	  cycle,	  they	  sang	  all	  of	  movements	  in	  their	  

entirety.2	  	  Conductors	  and	  singers	  should	  work	  to	  ensure	  that	  their	  interpretation	  of	  a	  choral	  

cycle	  reflects	  the	  mood	  and	  context	  envisioned	  by	  the	  composer	  and	  provides	  the	  audience	  

with	  an	  authentic	  performance.3	  	  

	  

	  

	  

	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  Mechem,	  	  8.	  
2	  Jo	  Ann	  Miller,	  telephone	  interview	  by	  author,	  January	  5,	  2016.	  
3	  Thorngate,	  	  43.	  
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APPENDIX	  A	  

	  
TRANSCRIPTS	  OF	  INTERVIEWS	  
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A.1	   William	  Franke	  
Conductor	  of	  the	  Bismarck	  Civic	  Chorus	  1987-‐1989	  

Dean	  Jilek:	   The	  Bismarck	  Civic	  Chorus	  and	  yourself	  (William	  Franke)	  commissioned	  Dr.	  
Fissinger	  to	  compose	  these	  pieces.	  	  What	  were	  your	  reasons	  for	  this	  
commission?	  	  	  

William	   The	  Prairie	  Scenes	  were	  composed	  from1988	  to	  1989.	  	  The	  performance	  year	  
Franke:	   was	  1989,	  North	  Dakota's	  100th	  anniversary	  of	  statehood.	  	  To	  commemorate	  

this	  we	  (the	  civic	  chorus	  board	  and	  I)	  decided	  to	  commission	  the	  work	  from	  a
North	  Dakota	  composer	  and	  Dr.	  Fissinger	  was	  the	  unanimous	  choice.	  	  Dr.	  
Fissinger	  was	  given	  free	  rein	  to	  do	  what	  he	  felt	  was	  appropriate	  as	  to	  the	  
content.	  	  	  

Jilek:	   Did	  you	  and	  the	  Bismarck	  Civic	  Chorus	  perform	  the	  works	  in	  their	  entirety?	  	  If	  so,	  
When	  and	  where?	  	  Do	  you	  have	  a	  program	  or	  recording?	  	  If	  so,	  may	  I	  obtain	  one	  
or	  both?	  	  	  

Franke:	   The	  Bismarck-‐Mandan	  Civic	  chorus	  performed	  this	  work	  in	  its	  entirety.	  	  I	  believe	  
it	  was	  performed	  the	  spring	  of	  1989	  at	  the	  Cathedral	  of	  the	  Holy	  Spirit	  in	  
Bismarck.	  	  The	  music	  being	  quite	  complex	  and	  difficult	  but	  very	  beautiful	  
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A.2	   Christopher	  Matthews	  
Editor	  of	  Colla	  Voce	  Music	  LLC	  

	  
	  
	  
	  

Dean	  Jilek:	   The	  Prairie	  Scenes:	  A	  Choral	  Cycle	  was	  first	  published	  with	  only	  four	  out	  of	  the	  
eight	  pieces,	  by	  Plymouth	  Music.	  	  How	  did	  Colla	  Voce	  acquire	  the	  copyright	  of	  
Fissinger’s	  Prairie	  Scenes:	  A	  Choral	  Cycle?	  

	  
Chris	  
Matthews:	  

	  
In	  2000,	  Colla	  Voce	  took	  back	  the	  copyrights	  to	  James	  Mulholland's	  music,	  and	  
Henry	  Lech's	  music.	  	  Roughly	  mid	  2000,	  a	  number	  of	  other	  editors	  that	  were	  
publishing	  music	  through	  Plymouth,	  Rodney	  Eichenberg's	  and	  Z.	  Randall	  Stroope,	  
and	  all	  the	  big	  names	  that	  had	  music	  with	  Plymouth,	  approached	  Colla	  Voce	  and	  
asked	  them	  to	  take	  over	  their	  music	  also.	  	  We	  took	  over	  their	  titles.	  In	  early	  
2001,	  Bernie	  Fisher	  (of	  Plymouth)	  contacted	  us	  and	  asked	  us	  to	  take	  everything	  
else.	  	  This	  is	  when	  we	  obtained	  Fissinger’s	  music.	  
	  

	  
Dean:	  

	  
Knowing	  the	  background	  and	  the	  intention	  Fissinger	  had	  for	  Prairie	  Scenes	  to	  be	  
published	  as	  one	  set.	  	  What	  would	  it	  take	  for	  Colla	  Voce	  to	  re-‐acquire	  the	  
copyright	  from	  Pavane	  Publishing,	  and	  publish	  the	  eight	  pieces	  together	  as	  one	  
set?	  	  
	  

Chris:	   We	  would	  have	  to	  decide,	  if	  it	  was	  something	  people	  discovered	  and	  felt	  these	  
lost	  Fissinger	  works	  should	  be	  put	  in	  their	  library.	  	  It	  is	  possible,	  if	  all	  four	  of	  
these	  pieces	  were	  lying	  on	  the	  shelf,	  people	  consistently	  calling	  us	  saying,	  "I	  
heard	  there's	  four	  more,	  where	  are	  they?"	  	  Then	  we	  might	  approach	  Pavane	  and	  
say	  we're	  interested	  in	  buying	  back	  the	  copyrights	  to	  those	  four,	  "This	  is	  what	  
we'd	  like	  to	  do…"	  	  
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A.3	   Dr.	  Jo	  Ann	  Miller	  
North	  Dakota	  State	  University	  Distinguished	  Professor	  
Director	  of	  Choral	  Activities	  

	  
	  
	  
	  

Dean	  Jilek:	   Why	  did	  Dr.	  Fissinger	  and	  Walton/Plymouth	  Music	  choose	  to	  publish	  
“Passing	  of	  Winter,”	  “Dakota	  Dawn,”	  “A	  Winter	  Night,”	  and	  “Prairie	  Winds;”	  
four	  songs	  out	  of	  eight	  and	  out	  of	  sequence	  from	  the	  Prairie	  Scenes?	  
	  

Dr.	  Jo	  Ann	  
Miller:	  

I	  came	  to	  NDSU	  in	  1989,	  I	  was	  asked	  to	  do	  a	  session	  on	  his	  music	  at	  the	  
North	  Central	  ACDA	  Convention,	  which	  was	  in	  Milwaukee	  that	  year,	  and	  he	  
was	  still	  alive	  at	  that	  time.	  	  I	  asked	  him	  what	  pieces	  he	  would	  like	  the	  choir	  
to	  sing,	  because	  he	  wanted	  Prairie	  Scenes.	  	  He	  picked	  “Passing	  of	  Winter,”	  
“Dakota	  Dawn,”	  “A	  Winter	  Night,”	  and	  “Prairie	  Winds.”	  	  I	  believe	  he	  chose	  
these	  four	  because	  he	  thought	  they	  would	  make	  a	  nice	  set,	  accessible	  and	  
the	  most	  appealing.	  	  Plus,	  initially,	  because	  he	  knew	  we	  weren't	  going	  to	  be	  
able	  to	  do	  all	  eight.	  	  Therefore	  Walton	  published	  these	  pieces	  because	  we	  
were	  going	  to	  perform	  them	  at	  the	  conference	  and	  they	  would	  be	  readily	  
available	  for	  purchase.	  	  They	  didn't	  want	  to	  publish	  all	  eight	  of	  them	  at	  one	  
time.	  I	  imagine	  they	  thought	  these	  pieces	  would	  have	  the	  best	  chance	  of	  
being	  purchased.	  	  

	   	  
	   	  
Jilek:	   Did	  Fissinger	  intend	  the	  Prairie	  Scenes	  to	  be	  done	  as	  a	  whole?	  

	  
Miller:	   He	  did	  want	  the	  eight	  to	  be	  done.	  	  He	  loved	  these	  pieces	  and	  was	  very	  proud	  

of	  them.	  	  If	  they	  were	  done	  as	  a	  whole,	  they	  should	  be	  done	  in	  the	  first	  set,	  
as	  he	  originally	  composed	  them,	  in	  the	  progression	  that	  he	  intended.	  The	  
original	  order.	  	  He	  was	  a	  master	  of	  programming.	  	  He	  doesn't	  have	  many	  
multi-‐movement	  works	  in	  his	  choral	  output	  so	  this	  choral	  cycle	  was	  a	  big	  
deal.	  	  He	  would	  have	  put	  them	  together	  by	  way	  of	  text	  
	  
	  

Jilek:	   How	  did	  Pavane	  Publishing	  gain	  the	  copyright’s	  to	  Fissinger’s	  music	  and	  the	  
unpublished	  four	  of	  Prairie	  Scenes?	  “The	  Prairies,”	  “The	  Wind	  in	  the	  Wheat,”	  
“The	  Wild	  Prairie	  Rose,”	  and	  “The	  Call	  of	  Spring.”	  	  
	  

Miller:	   Walton	  went	  through	  a	  turbulent	  period.	  	  When	  I	  started	  my	  choral	  series	  
with	  Pavane,	  I	  asked	  Allan	  Petker,	  CEO	  of	  Pavane	  and	  also	  a	  friend	  of	  mine,	  if	  
he	  wanted	  to	  publish	  the	  unpublished	  Fissinger	  scores.	  	  He	  said,	  "of	  course,	  
anything	  that	  was	  unpublished."	  	  Brad	  (Logan)	  and	  I	  spoke	  about	  it	  and	  
asked	  Walton	  for	  the	  copyrights	  of	  the	  music	  they	  were	  not	  interested	  in	  



52	  

publishing	  at	  the	  time.	  	  They	  gave	  us	  (the	  Fissinger	  estate)	  the	  copyrights.	  
Brad,	  in	  turn,	  gave	  the	  copyright	  to	  Pavane	  Publishing.	  

Jilek: 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  When	  he	  chose	  the	  text,	  how	  did	  he	  go	  about	  choosing	  the	  appropriate	  text	  
and	  how	  important	  was	  this	  commission	  to	  him?	  

Miller:	   He	  talked	  about	  the	  poetry.	  	  He	  spent	  a	  long	  time	  choosing	  the	  poetry.	  	  I	  
think	  he	  had	  really	  adopted	  North	  Dakota,	  even	  though	  he	  was	  from	  Illinois.	  	  
He	  adopted	  North	  Dakota	  and	  the	  prairies	  as	  his	  home.	  	  I	  think	  that’s	  one	  of	  
the	  reasons	  he	  accepted	  the	  commission,	  as	  well,	  because	  it	  was	  for	  a	  North	  
Dakota	  choir.	  	  

Jilek:	  

Miller:	  

How	  would	  you	  describe	  Fissinger	  as	  an	  educator	  and	  his	  teaching	  
philosophy,	  especially	  at	  North	  Dakota	  State	  University?	  

He	  told	  me	  that	  someone	  had	  asked	  him	  why	  he	  would	  go	  to	  North	  Dakota	  
after	  having	  been	  in	  Illinois,	  Chicago.	  	  His	  response	  was,	  “the	  kids	  in	  North	  
Dakota	  deserve	  a	  good	  education,	  too.”	  	  He	  was	  never	  an	  elitist.	  	  	  
He	  could	  have	  gone	  anywhere	  to	  teach.	  	  It	  didn't	  matter	  where	  or	  who	  his	  
students	  were.	  	  He	  wanted	  to	  do	  the	  best	  that	  he	  could	  for	  his	  students.	  	  I	  
think,	  in	  some	  way,	  this	  piece	  with	  the	  North	  Dakota	  poets,	  descriptive	  of	  
the	  landscape	  and	  the	  life	  of	  the	  prairies	  was	  an	  homage	  to	  his	  adopted	  
state.	  They	  spent	  some	  time	  in	  Florida	  when	  he	  retired,	  but	  they	  still	  had	  
their	  home	  in	  Fargo.	  	  They	  didn't	  move.	  	  They	  loved	  it	  here,	  	  

Jilek:	   What	  was	  Fissinger’s	  philosophy	  when	  performing	  complete	  cycles?	  

Miller:	   When	  we	  toured,	  we	  would	  almost	  every	  night	  do	  the	  whole	  cycle.	  	  If	  he	  
liked	  it,	  we	  would	  perform	  the	  whole	  thing.	  He,	  like	  Dale	  Warland,	  would	  do	  
residencies	  with	  us.	  	  He	  was	  the	  same	  way.	  	  They're	  the	  same	  generation,	  
basically.	  	  To	  do	  a	  large	  work,	  the	  whole	  of	  a	  large	  work	  where	  you	  could	  
understand	  what	  the	  composer	  was	  doing	  from	  front	  to	  back,	  that	  was	  the	  
way	  he	  liked	  to	  roll.	  	  
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A.4	   Allan	  Petker	  
Pavane	  Publishing	  

Dean	  Jilek:	   How	  did	  you	  and	  Pavane	  Publishing	  become	  interested	  in	  Edwin	  Fissinger’s	  
unpublished	  music,	  especially	  that	  of	  the	  Prairie	  Scenes:	  A	  Choral	  Cycle?	  

Allan	  
Petker:	  

Dr.	  Jo	  Ann	  Miller	  put	  me	  in	  contact	  with	  Brad	  Logan,	  the	  executor	  to	  Edwin	  
Fissinger’s	  music.	  	  Jo	  Ann	  was	  a	  guest	  conductor	  for	  an	  event	  that	  I	  host	  every	  
year.	  We	  spoke	  about	  Fissinger.	  	  I	  knew	  his	  music,	  which	  was	  popular	  when	  I	  was	  
growing	  up.	  	  She	  spoke	  about	  Fissinger’s	  pieces	  that	  are	  no	  longer	  in	  print.	  	  I	  
asked,	  "How	  could	  all	  of	  these	  not	  be	  printed?	  	  I'm	  very	  interested,	  and	  I'd	  be	  
happy	  to	  do	  whatever	  I	  can	  do	  to	  help."	  	  Jo	  Ann	  put	  me	  in	  touch	  with	  Brad	  who	  
was	  employed	  by	  the	  family,	  and	  I	  was	  very	  curious	  about	  Fissinger’s	  catalog.	  	  	  

Jilek:	   The	  pieces	  associated	  with	  Dakota	  Prairies	  are	  published	  in	  consecutive	  years,	  
beginning	  in	  2006	  “The	  Prairies;”	  2007,	  “The	  Wind	  in	  the	  Wheat;”	  2008,	  “The	  
Wild	  Prairie	  Rose;”	  and	  2009,	  “The	  Call	  of	  Spring.”	  	  Why	  did	  you	  publish	  them	  
annually	  and	  in	  this	  sequence?	  

Petker:	   As	  a	  music	  publisher,	  I	  want	  the	  date	  to	  be	  as	  fresh	  as	  possible.	  	  I	  don't	  copyright	  
them	  until	  the	  date	  that	  they	  are	  actually	  put	  into	  print	  in	  my	  catalog.	  	  I	  publish	  
each	  piece	  as	  they	  are	  released.	  	  I	  did	  what	  Brad	  told	  me	  to	  do.	  	  My	  part	  was	  to	  
print	  them	  to	  enable	  the	  people	  to	  have	  the	  opportunity	  to	  perform	  them.	  
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APPENDIX	  B	  

MANUSCRIPTS	  

Prairie	  Scenes:	  A	  Choral	  Cycle,	  Manuscripts.	  	  Edwin	  Fissinger	  Papers,	  MS226.	  	  Institute	  for	  
Regional	  Studies,	  North	  Dakota	  State	  University,	  Fargo.	  
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APPENDIX	  C	  
	  

BISMARCK-‐MANDAN	  CIVIC	  CHORUS	  BOARD	  MINUTES	  
	  

The	  following	  minutes	  are	  provided	  by	  the	  Bismarck-‐Mandan	  Civic	  Chorus	  Archives.	  
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APPENDIX	  D	  
	  

FISSINGER	  NOTES	  	  
	  
Fissinger	  Notes.	  	  Edwin	  Fissinger	  Papers,	  MS226.	  	  Institute	  for	  Regional	  Studies,	  North	  Dakota	  
State	  University,	  Fargo.	  
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APPENDIX	  E	  
	  

1989	  PREMIERE	  CONCERT	  PROGRAM	  
	  

The	  following	  concert	  program	  is	  provided	  by	  the	  Bismarck-‐Mandan	  Civic	  Chorus	  Archives.	  
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