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ABSTRACT 
 
 

 This dissertation investigates Swedish composer Sven-David SandstršmÕs Five Pictures 

from the Bible, set for six-part unaccompanied chorus and baritone solo, by examining the 

historical antecedents of the workÕs creation, and analyzing its musical structure. In particular, 

this study looks at the history of Swedish choral music, with a focus on the development of a 

cappella choral singing. SandstršmÕs life and growth as a composer is also explored, with 

specific attention paid to the development of his unaccompanied choral works. The study also 

investigates the process by which Sandstršm, the Minnesota Commissioning Club, baritone 

HŒkan HagegŒrd and VocalEssence conductor Philip Brunelle collaborated to facilitate the 

creation and premiere of the piece. The analysis of Five Pictures from the Bible includes 

examination of a number of key aspects of SandstršmÕs compositional style. Specifically, the 

study closely explores his use of diatonic, modal, and tonal structures. Additionally, the study 

contains a detailed investigation of the S-chord, comprised of a perfect fifth and a minor second, 

that plays an integral role in SandstršmÕs characteristic neo-romantic sound. Other areas of 

analysis include text, texture, and word painting. The final portion of the study includes detailed 

analysis of movement three, The Waters of Meribah, and explores performance considerations.
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CHAPTER 1 
 
 

INTRODUCTION 
 
 

Sven-David Sandstršm is regarded as one of the most influential and widely respected 

choral composers to come out of Sweden.1 Choirs throughout the world perform his music, and 

many of his pieces have become mainstays of the core repertoire.  

Despite this fact, there are relatively few detailed analyses of SandstršmÕs choral music, 

particularly in the English language, and even fewer devoted to SandstršmÕs extensive 

unaccompanied output. Horovitz analyzed SandstršmÕs choral works from the early 1980s in his 

Swedish language thesis entitled, ÒSven-David Sandstršms verk fšr kšr a cappellaÐEn analytisk 

studie.Ó2 Nelson wrote a detailed examination of Etyd nr 4 som i e-moll and Laudamus te both 

from the late 1980s and early 1990s, respectively.3 There are numerous shorter articles and 

papers examining specific pieces, movements of larger works, or broad analyses with stylistic or 

philosophical orientations. Small-scale analyses, though no less important, include those by 

Broman, Horovitz, Jennefelt, Lunell, Sandstršm, and Tegen.4 Some broader analyses of 

SandstršmÕs works include those by Bergendal, Sparks, Soderberg, Swaney, and Tillman.5 

In 2004, a group of business and arts leaders called the Minnesota Commissioning Club 

was inspired to commission a piece for renowned Swedish baritone HŒkan HagegŒrd. The 

composer that they ultimately settled upon was Sandstršm. At thirty minutes in length, and 

scored for unaccompanied chorus and baritone soloist, the resulting piece became one of 

SandstršmÕs longest and most ambitious unaccompanied pieces. Five Pictures from the Bible 

(2005) is the culmination of the artistry and musicianship of a great composer, and provides a 

window into his unaccompanied choral compositional style, and more broadly, his mature 

development as a composer at the height of his skills. 

 

                                                 
1 Broman, ÒNew Music of Sweden,Ó 571. 
2 Horovitz, ÒVerk fšr kšr a cappella.Ó 
3 Nelson, ÒAn Introduction.Ó 
4 Broman, ÒJuloratoriumÓ; Broman, ÒOrdetÓ; Broman, ÒCamp, IroniÓ; Horovitz, ÒEtt GloriaÓ; Horovitz, ÒFyra 
dikterÓ; Lunell, ÒSven-David Sandstršm, Agnus DeiÓ; Jennefelt ÒA Cradle SongÓ; Jennefelt ÒOch genom den 
flottŠckade tapetenÓ; Sandstršm ÒEn kompositorisk analysÓ; Tegen, ÒSandstršms Requiem.Ó 
5 Bergendal, Gšran. 33 nya svenska komponister; Sparks, The Swedish Choral Miracle; Soderberg, ÒA SurveyÓ; 
Swaney, ÒAn OverviewÓ; Tillman, ÒFrŒn De ur alla minnen fallna.Ó 



 2 

Purpose 

The purpose of this study is to provide an investigation into the historical background and 

stylistic traits of Sven-David SandstršmÕs Five Pictures from the Bible. Specifically, this study 

will focus on the following research questions: 

1. What are the historical antecedents that precede Sven-David Sandstršm and the 

creation of Five Pictures from the Bible? 

2. What are the dominant stylistic qualities of Sven-David SandstršmÕs 

unaccompanied choral music and how have they changed over time? 

3. What are the specific circumstances that led to the creation of Five Pictures from 

the Bible and how did they influence the musical characteristics of the piece? 

4. What are the primary compositional and stylistic traits that make up Five Pictures 

from the Bible, and how do they relate to Sven-David SandstršmÕs other 

unaccompanied choral music. 

 

Delimitations 

 Sven-David Sandstršm is a prolific composer, and his works number in the hundreds.6 

This study will not attempt to explore all of SandstršmÕs music. While the study will broadly 

look at SandstršmÕs life and development as a composer, it is not meant to be a comprehensive 

analysis of these areas. Although several studies contain investigations of SandstršmÕs individual 

works, as well as his broad stylistic development, these areas will only be explored as they 

pertain to the development of compositional practices that influence or concern Five Pictures 

from the Bible. This study is not a detailed investigation into Swedish music or Swedish choral 

music. No attempt was made to give a complete analysis of SandstršmÕs unaccompanied choral 

music. Although this study will look broadly at the circumstances surrounding the creation of 

Five Pictures from the Bible, it is not meant to be a comprehensive study of any of the 

participants. 

 

 

                                                 
6 Alm, ÒSven-David Sandstršm.Ó 
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Need for the Study 

Per Broman, who has written extensively on Swedish music, calls Sven-David Sandstršm 

Òthe single most important choral composer in Sweden.Ó7 Vocal music is central to SandstršmÕs 

output, and he dedicated a large part of his compositional energies to unaccompanied choral 

music.8 Sparks notes that there are not many articles that pertain to SandstršmÕs unaccompanied 

choral music.9 A few detailed studies of specific unaccompanied choral works exist, including 

those by Horovitz and Nelson, however no comprehensive analyses contain examinations of 

SandstršmÕs Five Pictures From the Bible.10  

 

Methodology 

 Primary sources utilized in this study include musical analyses, musical scores, and 

interviews with the composer and members of the Minnesota Commissioning Club, as well as 

electronic correspondence, Minnesota Commissioning Club meeting minutes and archives, and 

written reviews of the premiere in print and online. Secondary sources include books, 

dissertations, and journal articles in both Swedish and English. 

 

Organization of the Study 

Chapter One outlines the needs and methodologies of this study. Chapter Two examines 

the history of Swedish choral music, tracing its development from the introduction of 

Christianity in the 11th century through the modern era. In particular, the chapter will focus on 

unaccompanied mixed choral singing, which rose to prominence in the middle and late twentieth 

century. Chapter Three examines the life and development of Sven-David Sandstršm, with 

particular focus on the compositional traits of his unaccompanied choral music. Chapter Four 

details the circumstances surrounding the inspiration, creation, and critical reception of Five 

Pictures from the Bible. Chapter Five provides a detailed musical analysis of Five Pictures from 

the Bible, and discusses issues and recommendations related to performing the work.  

The appendices include: A) the complete text of Five Pictures from the Bible; B) 

corrections to the original score; C) a list of SandstršmÕs complete choral works; D) complete 

                                                 
7 Broman, ÒNew Music of Sweden,Ó 571. 
8 Sandstršm, interview June 17, 2006. 
9 Sparks, Swedish Choral Miracle, 155. 
10 Horovitz, ÒVerk fšr kšr a cappellaÓ; Nelson, ÒAn Introduction.Ó 
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interview transcripts with Philip Brunelle, Sven-David Sandstršm, and Jack and Linda Hoeschler 

and; E) all relevant email communications and publication permissions. 
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CHAPTER 2 
 
 

HISTORICAL DEVELOPMENT OF SWEDISH CHORAL MUSIC 
 

 
Introduction 

Despite several significant developments before 1809, choral music played a relatively 

minor role in Swedish musical culture, especially when compared to the international stature that 

Swedish choirs and choral music achieved in the twentieth century. Reimers, in ÒThe Swedish 

Choral Miracle,Ó traces both the origins of choral singing as a strong cultural force in Swedish 

life, and the principles that make up the Swedish choral sound. He identifies a number of roots 

that explain the prominence of choral music in the Swedish culture.1 With the sentiments of 

Nationalism that arose in the 1800s, Sweden adopted choral singing as a popular activity. In 

particular, the popularity of menÕs choirs and folk song drove the development of choral music. 

In the middle of the nineteenth century, schools and churches included choral singing as a part of 

regular activities. At the same time, the first wave of native composers wrote a significant 

amount of choral music. These factors firmly entrenched choral music and choral singing in the 

culture of Sweden by the turn of the century.  

By 1890, national romanticism was at a peak, and would remain strong through the 

1940s. Modernist movements gained little foothold in Sweden in the decades after 1890, until 

much later in the twentieth century. In ÒA Survey of the Choral Music of Twentieth-Century 

Swedish ComposersÓ Olaf Malmin focused on musical trends and composers through the 1960s. 

He said of the era before the Second World War: ÒÉSwedish music, like that written in most 

other countries, was completely dominated by late romantic traits and colored by strong 

nationalistic elements.Ó 2 

Beginning in 1945 choral music became an important vehicle for most of the major 

composers in Sweden. The Monday Group, a collection of composers, musicologists and 

conductors, were leaders in introducing new music to Sweden. One member in particular, Eric 

Ericson, played a key role through his activities as a choral conductor and advocate of new 

music. His connection to developing composers, along with the strong choral culture, led most 

                                                 
1 Reimers, ÒA Cappella,Ó 141. 
2 Malmin, ÒA Survey,Ó 15. 
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Swedish composers to devote a significant portion of their efforts to choral composition. With 

each subsequent decade, new generations of composers, who grew up singing in and listening to 

choirs, dedicated their talents to choral music using some the most innovative compositional 

techniques. Richard Sparks, in his excellent overview of Swedish choral music said,  

ÒThe work that Eric Ericson began in the middle of the 1940sÉcombined with 
the work of extraordinary composers and supportive administrators, has borne the 
fruit of a rich and diverse contemporary choral culture.Ó3 

Although the centralized nature of choral activities in Sweden gradually faded in the 

twenty-first century, there remains a strong choral culture in place throughout the country. Many 

composers still devote considerable energies to choral composition in new and innovative ways. 

Out of this culture, only a few composers have gained true international stature.  

 

Nordic Bronze Age (Pre-Christian) 

The early history of music in Sweden is difficult to trace, due to a significant lack of 

historical documents and artifacts.4 What little is known is based on musical relics, literary 

references, and carvings in both wood and rock. These records indicate that music was primarily 

associated with ritual. Researchers discovered ancient bronze horns, called Lurs in ritual burial 

grounds. Ancient carvings depict these horns in pagan ritual. There was a tradition of poet-

singers, known as skalds, typically of Icelandic descent and associated with a local lord. The 

skalds entertained in the courts of their lords with sung or spoken poetry (the saga), often with 

harp accompaniment.5  

The earliest Swedish music was primarily instrumental, due in large part to the use of the 

harp as a part of the Skaldic saga tradition.6 There is evidence that the Swedish King Hugeleik 

(ca. A.D. 500) employed singers in his court.7 Due to the scant literary references, artifacts, and 

pictorial representations, there is not much information about the sound, details, and traditions of 

this music. Although it is clear that music was a part of the early Swedish territory, the lack of 

strong historical evidence makes analysis difficult. 

 

                                                 
3 Sparks, The Swedish Choral Miracle, 153. 
4 Alander, Swedish Music, 3. 
5 Ibid. 
6 Olson, ÒA History of Swedish Church Music,Ó 4. 
7 Moberg, ÒThe Pre Christian Period,Ó 3. 
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Christian Middle Ages (ca. 1050 Ð 1523) 

As with continental European music, the story of Swedish ÒArt Music,Ó and in particular 

choral music, starts with the relationship of the Catholic Church to the Scandinavian people.8 

With the establishment of Christianity and the building of new churches in the middle part of the 

eleventh century, a need arose to fulfill the musical requirements of the churches. As a result, 

Sweden imported chant, organum, composers and musicians from England and continental 

Europe.9 

Initially English paradigms dominated Chant from this time period, and later German, 

Romanic and Dominican influences.10 The earliest evidence comes from fragments of English 

missals used in Swedish worship around 1000 and 1100.11 Church records from this period 

indicate detailed regulations for monophonic choral singing in several dioceses, including those 

in Lund, Uppsala, and Linkšping.12 In the twelfth and thirteenth centuries, these accounts detail 

the existence of cantors, choirs, and schools under church control that included singing as a part 

of the curriculum.13 Similarly, the liturgical requirements associated with monasteries made them 

important musical centers.14 

An original Swedish chant tradition existed, however it primarily involved adaptation of 

known melodies, and lacked major indigenous musical characteristics.15 Included in this output 

are a number of sequences, hymns, and rhymed offices.16 Typically, composers grafted new 

verses onto existing metrical schemes and plainsong melodies.17 One significant native collection 

is the cantus sororum, a Marian office, compiled by Petrus Olavi (d. 1378). The Order of the 

Holy Savior, an important convent established by St. Birgitta (1303-1373), used cantus sororum 

in worship. As with other original Swedish traditions from this time, Olavi set the Office to 

existing Gregorian chant.18 

                                                 
8 Smith, Nordic Art Music, 1. 
9 Ibid., 2-3. 
10 Bohlin, ÒThe Christian Middle Ages,Ó 4-5; Olson, ÒA History of Swedish Church Music,Ó 7. 
11 Olson, ÒA History of Swedish Church Music,Ó 7. 
12 Ibid. 
13 Alander, Swedish Music, 6; Olson, ÒA History of Swedish Church Music,Ó 8-9. 
14 Bohlin, "Sweden." 
15 Bohlin, ÒThe Christian Middle Ages,Ó 4.  
16 Olson, ÒA History of Swedish Church Music,Ó 10-13. 
17 Horton, Scandinavian Music: A Short History, 26. 
18 Bohlin, "Sweden." 
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Evidence of the use of polyphony follows in the late thirteenth and early fourteenth 

centuries. Statutes from the cathedral in Uppsala indirectly suggest the use of organum in 1298, 

and soon after discantus.19 However, there is no direct information regarding polyphony until 

1489, when church records show a festival mass ornamented with Òdiscantus in nova mensura.Ó 

Swedish cathedrals also had organs as early as the fourteenth century.20 

In the cathedral schools a tradition of Latin and mixed language song existed, probably 

brought to Sweden by students returning from study in Germany.21 An important collection of 

these songs, Piae cantiones ecclesiasticae et scholasticae (Devout ecclesiastical and school 

songs) was published in 1582.22 Despite its later publication date, the collection contained 

medieval songs and examples of early polyphony similar to the ars antiqua style from Paris in 

the twelfth and thirteenth centuries.23 There does not appear to be any direct evidence of the use 

of these pieces until the actual publication of the collection. Many of the songs have their roots in 

existing German and French sources. A small number of songs seem to be of Swedish or Finnish 

derivation, including Personent hodie.24 

 

The Reformation 

 The Reformation saw the suspension of the Catholic ChurchÕs influence on the musical 

culture in Sweden, and the gradual shift toward Protestant hymn singing, choir schools, and royal 

court music. 

In 1521 Gustav Vasa (1496-1560) led a revolt against Danish rule, and was crowned 

King of Sweden in 1523. He immediately began the process of Protestant reform in the Swedish 

Kingdom. Vasa confiscated the properties of the Catholic Church and made them a part of the 

Swedish empire. He expelled the Catholic Archbishop, and appointed Olavus Petri (1493-1552) 

and his brother Laurentius (1499-1573) as leaders of the new Swedish Church. The resulting 

Reformation led to an overall reduction in the opportunities for church singing. Newly composed 

or arranged Swedish translations of continental hymns gradually replaced Gregorian Chant, 

                                                 
19 Alander, Swedish Music, 7. 
20 Bohlin, ÒThe Christian Middle Ages,Ó 5. 
21 Ibid. 
22 Ibid. 
23 Alander, Swedish Music, 7. 
24 Horton, Scandinavian Music: A Short History, 35-36. 
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although the Latin mass was still performed at special occasions and in cities for many years.25 

Eleven different psalm books were published in the sixteenth century, though none of them were 

an officially recognized part of the service. Church regulations allowed for hymn singing, but 

there is limited information on specific liturgical practices. The lack of official regulations 

suggests that church leadership did not fully incorporate Protestant hymn singing into church 

practice until later.26 

 As a more conservative reformer than his brother, Laurentius founded a number of choir 

schools in Sweden and Finland (a Swedish territory at the time) to take the place of the monastic 

schools that Gustav Vasa abolished as a part of his reforms.27 These school choirs would 

eventually take over the liturgical functions and training provided previously by the 

monasteries.28 These choirs were large and highly skilled, although there were few schools 

available for the majority of parishes.29  

 Although liturgical music throughout most of Sweden suffered, in large part due to the 

reforms of Gustav Vasa, at least two institutions were strong enough to foster significant musical 

growth in the country. The German church in Stockholm had a well-developed musical tradition, 

and was responsible for importing many of the more prominent musicians, organists, and 

composers in Sweden.30 Among these, the DŸben family would contribute most significantly to 

the early musical growth in Sweden. German musicians would continue to play a major role in 

Swedish musical life for at least two more centuries.  

Gustav Vasa was a supporter of the arts within his court, as were his sons who succeeded 

him. The Royal Court Chapel, which was responsible for training the countryÕs singers and 

organists, also had the financing to cultivate both instrumental music and choral singing.31 

Gustav was an amateur lutenist and founded the Royal Orchestra in 1526 (eventually to become 

the orchestra of the Royal Opera today).32 His son Erik XIV was the likely composer of an eight-

part polyphonic motet. Johann Vasa had a royal court orchestra during his tenure as Duke of 

Finland, and under his reign as King, the Royal Chapel accumulated a significant number of 

                                                 
25 Ibid., 34. 
26 Larsson, ÒThe Reformation,Ó 7. 
27 Horton, Scandinavian Music: A Short History, 35. 
28 Olson, ÒA History of Swedish Church Music,Ó 30-31. 
29 Horton, Scandinavian Music: A Short History, 35; Alander, Swedish Music, 7. 
30 Olson, ÒA History of Swedish Church Music,Ó 70-71. 
31 Ibid. 
32 Larsson, ÒThe Reformation,Ó 7. 
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choral works by major continental composers.33 Court records throughout this time detail 

imported music and musicians from England, Germany, Italy, Poland and Dutch territories, and 

suggest an increasingly rich musical life within the courts.34 

 

1600 Ð 1718 

 Through the efforts of King Gustav II Adolf (1594-1632), Sweden became one of the 

largest and most powerful nations in the region, and the countryÕs exposure to the rest of Europe 

expanded greatly.35 As a result, the music performed in Sweden during this time continued to 

have a strong foreign character, and was increasingly instrumental in nature.36  

 Gustavus Adolphus was a supporter of the arts, and an accomplished lutenist.37 He 

brought into his court numerous foreign musicians, instruments and music. Specifically, he 

imported musicians from Brandenburg to reinforce the established court musicians.38 Gustav IIÕs 

Royal Court Orchestra, led by Bartolomeus SchŸltz (1540-1614), grew in size and stature. It was 

comprised of fifteen musicians including vocalists, string players, a cornetist, a lutenist, two 

organists, and discantists (Òchapel boysÓ).39  

As noted above, Protestant hymn singing took some time to become firmly established in 

the Swedish Church. This was due to a number of factors, not the least of which was the lack of a 

widely used and officially sanctioned hymnal with printed melodies until 1697.40 Prior to the 

publication of the Koralpsalmbok, compiled and edited by Harald Vallerius (1646-1716) and 

Olaf Rudbeck (1630-1712), hymn singing was performed from handwritten chorale books and 

German and Danish collections.41 Congregational singing was undoubtedly popular however, 

and a complex and rich repertoire of psalm and Gregorian antiphonal singing between 

congregation and music leaders existed in most churches.42 The building of organs in the cities, 

and the import of German organists, composers and other musicians also influenced the 

expansion of congregational hymn singing.   

                                                 
33 Ibid., 8. 
34 Ibid. 
35 Yoell, The Nordic Sound, 11. 
36 Alander, Swedish Music, 14. 
37 Horton, Scandinavian Music: A Short History, 51. 
38 Lundgren, ÒThe Great Power Period,Ó 9. 
39 Ibid. 
40 Bohlin, "Sweden." 
41 Horton, Scandinavian Music: A Short History, 60; Lundgren, ÒThe Great Power Period,Ó 12. 
42 Olson, ÒA History of Swedish Church Music,Ó 77-78. 
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Church organists led music in many cities under a guild system.43 The type of music 

performed for the growing upper-middle class was largely instrumental, but also included older 

folk songs. Common instruments used include the lute, cornet, harpsichord, bagpipe, violin, and 

zither.44 School music gradually also shifted to become largely instrumental, although singing 

sacred music at funerals became an important source of income for schools.45 Students and 

cantors led unison congregational singing and polyphony in major cities and diocesal centers. 

The influence of the Royal Court became ever more important, giving rise to the first Swedish 

musical family dynasty. 

Anders DŸben (ca. 1590-1662) was the first prominent musician in Sweden, and the 

progenitor of the DŸben house. Anders was of German descent, and he studied composition with 

Sweelinck in the Netherlands.46 In 1620 he became court organist and in 1640 the leader of the 

Royal Orchestra, and most likely taught many of the organists in Sweden.47 His choral 

compositions include Pugna Triumphalis for double choir, written for the funeral of Gustav II, 

and a five-part Miserere for the funeral of Karl X Gustav.48  

Queen Christina, who ruled from 1632 to 1654 when she abdicated the throne, was a 

great promoter of the arts and music in particular.49 In 1647, she imported French musicians who 

introduced the violin to Sweden.50 In 1654, she brought in a ballet troupe from Italy, led by the 

composer Vincenzo Albrici (1631-1696).51 Albrici was noteworthy as composer of Fader vŒr 

(Our Father), the first large-scale choral work with a Swedish text.52 In addition to Italian and 

French influences, Queen Christina was involved with the Englishman Bulstrode Whitelocke. 

Whitelocke who was Ambassador to Sweden from 1653 to 1654, brought with him English 

consort music.53 Christina and Whitelocke presided over a considerable exchange of music and 

musicians between the England Embassy and the Swedish Royal Court. 
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Most central to the development of Swedish musical life was Anders DŸbenÕs son, 

Gustav (1624-1690), who succeeded his father as organist at the German Church in Stockholm 

and as hovkapellmŠster (court music director).54 His greatest contribution was in transcribing 

hundreds of pieces for organ, and collecting music from around the region into an extensive 

library, including 1500 vocal and 300 instrumental works from prominent German, Italian and 

English composers.55 His choral works include settings of Surrexit Pastor Bonus and Veni Sancte 

Spiritu, and two versions of Fadar vŒr. He also wrote a number of songs for voice and continuo, 

including the collection Odae Sveticae.56 

In the latter part of the century Olaf Rudbeck (1630-1702) and Harald Vallerius (1646-

1716) rose in importance. Both held positions at the university in Uppsala, Rudbeck as rector and 

Vallerius as director musices with responsibility for organizing university musical life and a 

cantor for a number of choirs.57 Rudbeck designed and played the new organ at the Uppsala 

cathedral.58 Both men also supervised or wrote a number of musical dissertations.59 Together 

they were responsible for the creation of the first Swedish hymnal, though it appears that 

Vallerius was the major contributor to that effort.60 Rudbeck composed and directed large-scale 

Venetian-style works with multiple choirs and instrumental groups for the coronations of Karl XI 

and Karl XII.61 

 

1718 Ð 1809 

Relatively little happened in choral music during the eighteenth century, although a 

number of important foundational events occurred toward the end of the era. The church 

continued to be largely uninterested in anything other than congregational singing.62 Despite a 

number of attempts at the creation of chorale books, only a few collections of any significance 

were established.63 There were periodic performances of oratorios and cantatas in court chapels 
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and cathedrals throughout the century, though infrequently, and largely not in public arenas.64 

Choral composition largely consisted of sporadic large-scale compositions, chorale 

harmonizations and, toward the end of the century, chorus parts in the growing native operatic 

canon. It was not until the rise of romantic nationalism that the true voice of Swedish choral 

music was heard. 

1718 Ð 1771 (Age of Freedom) 

The so-called ÒAge of FreedomÓ began in 1718 with the death of Karl XII. His successor 

agreed to limitations on Royal power. Along with the increasing strength of the merchant middle 

class, musical life in the public domain rose in stature to comparable strength with the court. 

Instrumental music predominated, following the concurrent trends in continental Europe, and 

choral music continued to play a minor role.65 Singers primarily practiced choral music in the 

churches and cathedral schools, mostly in the form of congregational hymn signing and large 

scale Passions and Oratorios. Funeral singing continued as one major arena for the performance 

of choral music.66 Cathedral schools were primarily responsible for choral training and produced 

a number of significant musical dissertations.67 Foreign musical influences, in particular from 

Germany, dominated SwedenÕs musical culture. Although there were sporadic indigenous 

developments before 1700, the influence of continental Europe superseded most native trends.  

Johann Heimlich Roman (1694-1750) represents the beginning of the first truly native 

Swedish musical tradition. Roman was the son of a Royal court musician, and by the age of 

seventeen he joined the Royal Court Orchestra as a violinist.68 His prowess as a musician was 

substantial. Because of his stature, the king sent him to London in 1716 to study.69 When he 

returned to Sweden, he brought with him a mature Baroque style. Although there is no record 

that he met or studied with Handel, he did actively seek out the composer while in London.70 

RomanÕs compositional style clearly displays some traits similar to HandelÕs, and he translated a 

number of HandelÕs works into Swedish.71 Gradually, his compositions became simpler, lighter, 
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and more graceful in nature, arguably placing him near the cutting edge of the newly emerging 

Classical style.72 

RomanÕs position as ÒFather of Swedish MusicÓ was due to a number of factors other 

than his skill as a composer. He was committed to spreading music to all Swedes, and as a result, 

he introduced the first public concerts by the Royal Court Orchestra.73 Roman translated a 

number of works into Swedish, and wrote original pieces in the vernacular as well. Significantly, 

he also revised many of the works he translated, adapting the music to fit and reflect the native 

characteristics of the Swedish language.74  

RomanÕs choral and vocal output consisted of hymn and psalm setting, cantatas, songs, 

settings and arrangements of other composers into the vernacular, and a version of the Swedish 

mass.75 Olsen argues that RomanÕs most important compositions were sacred in nature.76 Roman 

translated HandelÕs Brockes Passion into Swedish and added Swedish chorales.77 He set Psalm 

100 in Swedish, which Smith characterizes as displaying the pre-Classical galant style, as well as 

Psalm 110, Te Deum, and Beati Omnes.78 His setting of Svenska MŠssen for choir, soli, and 

orchestra was more ornately Italian in style. He also wrote the secular cantata Bršllopsmusic 

(Wedding March, c. 1720), and the sacred cantata Begravninmusik (Funeral Music, 1751), as 

well as a number of songs and smaller a cappella choral works.79 

Roman was an extremely influential leader in the development of Swedish music from 

the Baroque to the Classical, and composed a number of important choral works. Yet, after this 

brief bump in the quantity and quality of choral music during his lifetime, the latter part of the 

century was relatively barren. It would not be until the rise of the Romantic era and the 

strengthening of the Royal Conservatory that choral music finally took its dominant position in 

Swedish musical life. 

1771 Ð 1809 (The Gustavian Era)  

Gustav III (1746-1792) was an avid supporter and lover of opera, and under his reign 

Swedish opera thrived until his assassination in 1792. He founded the Swedish Royal Academy 
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of Music (1771), the Royal Opera (1773), the Royal Ballet (1773), and built the Royal Opera 

House (1782) to support operaÕs development. The establishment of these institutions solidified 

StockholmÕs central role in the development of Swedish music for at least two more centuries, 

and formed the foundation for the modern Swedish system of music and music education.80  

Despite GustavÕs establishment of such important institutions, the period from 1771-1809 

was a relatively fallow period for Swedish choral music. Most composers during this time were 

of foreign descent, and wrote mainly for the opera and other instrumental genres. Choral music 

consisted principally of congregational singing, opera choruses, and a limited number of large-

scale choral works written primarily by foreign-born composers.81 Of these, the compositional 

output of Joseph Martin Kraus (1756 Ð 1792) was most significant. In addition to his highly 

regarded music for the funeral of Gustav III, Begravningskantat for Gustavus III (1792), he 

composed Miserere (1773), Requiem in D Minor (1775), and Mass in E Minor (1776). These 

works, especially the latter few, show a well-developed Classical style.82 Christian Freidrich 

H¾ffner (1759-1833) was a German organist who founded a singing school (sŒngschola) for 

vocal instruction at the University of Uppsala in 1781, largely for the training of opera singers.83 

After 1809, he contributed significantly to the choral form, and was an instrumental figure in 

revitalizing music, in particular vocal music, in Swedish culture.  

Reimers points to the blossoming of opera as an early contributor to the rise of choral 

singing, specifically in relation to the participation of women in the chorus.84 In addition to the 

aforementioned sŒngschola, he indentifies a number of other institutions responsible for the 

training of both male and female singers.85 German composer Johann Gottlieb NaumannÕs 

(1714-1801) opera Gustav Wasa, a major composition in the Swedish canon, contains a 

movement with solo voice and male chorus. An arrangement of the work, €dla skuggor všrdade 

fader, for mixed chorus, is still in use today.86 Despite these developments, choral music in 

Sweden does not begin to flourish until the beginning of the nineteenth century, and then much 

more robustly after circa 1850. 
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1809 Ð 1920 (The Romantic Era) 

1809 Ð 1850 

 The modern arc of Swedish choral music truly starts at the beginning of the 

Romantic era combining the amateurism inherent in the choral form with the gradually 

increasing professionalism of the musical elite toward the middle part of the century. In 

particular, four-part chorale singing in church, secular male choruses and quartets, and 

professional opera choruses, were the seeds of SwedenÕs robust choral culture.  

In 1809, Gustav IV Adolf abdicated the Swedish throne and parliament established a new 

constitution.87 This year was the beginning of the gradual rebuilding of musical culture in 

Sweden, eventually allowing music to take a dominant position in Swedish society. Much of 

Northern Europe followed a similar trend, however Sweden, unlike its northern neighbors, spent 

the first half of the century rebuilding its musical culture rather than engaging in significant new 

growth and development.88 The Crown Prince Johan gradually reinstated state support for music, 

which, along with the rise in power and sophistication of the middle class, led the resurgent 

musical growth. The government also eliminated laws restricting theatre productions and music 

publication.89 For the first time Swedish musical life contained firmly established and influential 

native musicians.90 A large percentage of the output in the early part of the century was Classical 

in nature, and it was not until the latter half of the century that composers began writing in a 

robust romantic style.  

 Amateurism was the leading force in early nineteenth century music making. This was 

due to a number of factors, including the rise of the middle class, an increased cultural focus on 

nationalism, the loosening of monopolies in music publishing and trade, and the growth of 

formal, professional music education.91 The middle class began to own pianos, purchase sheet 

music, and attend concerts.92 Amateurs founded a number of concert giving organizations during 

the early part of the century in cities such as Gšteborg (1809) and Stockholm (1820), among 

many others.93 Reimers identifies ÒHarmony Societies,Ó similar to those in Germany, in such 

cities as GŠlve (1805), Skara (1807), …rebro (1823), HŠrnšsand (1825), VŠnersborg (1836), 
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Karlshamm (1839), Uppsala (1842), and Malmš (1850).94 There were several important male 

choirs founded at this time as well, including major ones at Lund University (1831) and Uppsala 

University (active since 1809, officially established in the 1830s).95 Many of these organizations 

held concerts on a regular basis.96 Composers from this era often wrote for amateur musicians, 

and as a result, music from this period tended to be more accessible and popular in nature. In 

particular, solo songs and male quartets were significant genres. Blohm notes that the trend of 

musical dilettantism probably originated in Germany at the turn of the century when bourgeoisie 

groups assumed cultural responsibility there, further strengthening the case that much of 

SwedenÕs musical development was heavily influenced by outside cultural influences, in 

particular Germany.97 

 As a transitional figure in Swedish musical life, Johann H¾ffner bridged the cultural gap 

between the robust court-sponsored operatic era that ended in 1792 with the assassination of 

Gustav III, and the eventual blossoming of Swedish musical culture in the mid-nineteenth 

century. He was very active as a conductor, performer, arranger, teacher and musicologist. 

Throughout his life he lead theatre productions, large-scale vocal works, and later added teaching 

responsibilities at Uppsala University. Along with Erik Gustav Geijer (1783-1847), and Arvid 

August Afzelius (1785-1871), H¾ffner was responsible for the Svenska folkvisor (1814-1816), 

the first major collection of Swedish folk song.98 Later composers would arrange these songs for 

a number of different voicings, including unaccompanied mixed choir.99 He composed operas in 

the style of Gluck, and wrote an oratorio entitled Fšrsonaren pŒ Golgatha (1809).100 He revised 

the music for the Swedish Mass, and arranged a new hymnal. Congregations around Sweden 

used this hymnal, Svensk choralbok (1820) for more than 100 years.101 Clas Wilhelm Rendahl 

rearranged H¾ffnerÕs hymnal in 1889, and congregations are using it today.102 In his position as 

Director Musices at Uppsala, he wrote a number of unaccompanied works for male chorus, 

                                                 
94 Reimers, ÒA Cappella,Ó 152. 
95 Bengtsson. ÒThe Period of Carl Johan,Ó 19. 
96 Smith, Nordic Art Music, 33. 
97 Blohm. ÒChoral Song,Ó 56. 
98 Reimers lists the dates as 1814-1817 (p. 160); Horton, Scandinavian Music: A Short History, 93. 
99 Reimers, ÒA Cappella,Ó 160. 
100 Alander, Swedish Music, 21. 
101 Ibid. 
102 Olson, ÒA History of Swedish Church Music,Ó 120. 



 18 

including several utilizing native Swedish folk melodies, which helped solidify the male chorus 

as an important musical style in Sweden.103  

 Geijer and a number of composers in his circle around Uppsala also provided major 

impetus to the development of Romantic music in Sweden. In addition to Geijer, some influential 

composers include Carl Jonas Love Almqvist (1793-1866), Adolf Fredrik Lindblad (1801-1878), 

Otto Lindblad (1809-1864), and Jacob Axel Josephson (1818-1880).104 They focused their 

compositional output on solo song and choral arrangements, often, though not exclusively, with 

folk influences. Josephson, in particular, was an important figure in unaccompanied choral 

singing in the second half of the century. 

 Although his music was not widely accepted in Sweden during his lifetime, Franz 

Berwald (1796-1868) is an important figure in the history of Swedish music. Another in a long 

line of Swedish composers of German descent, Berwald was born in Stockholm.105 He played in 

the Swedish Court Orchestra for a number of years, but he did not become a fully professional 

musician, instead taking various positions in a diverse array of private businesses.106 His music 

was much less successful in Sweden than it was in Continental Europe.107 Later in life, his genius 

received more recognition at home, and in the year before his death, he was appointed teacher of 

composition at the Conservatory of Music.108 Berwald composed in a variety of forms, including 

chamber works, solo songs, choral works, operas, and his highly regarded symphonies. Hodgson 

argues that his symphonies occupy a central position in the repertoire from that era.109 When 

Berwald died, he was in the process of harmonizing the Swedish Chorale Book.110 

 As mentioned above, H¾ffner was responsible for the first major hymnal that introduced 

four-part congregational singing to Swedish churches.111 While the initial reaction by Swedish 

congregations was somewhat unfavorable, congregations continued to use the chorale book for at 

least a century.112 Johan DillnerÕs (1785-1862) congregation in Uppsala was an exception; 

Dillner took to educating his congregation in four-part singing and had a sixty-voice choir as part 
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of worship services.113 Later in the century, Abraham Mankell (1802 Ð 1868), who taught church 

music at the Royal Conservatory, simplified DillnerÕs methods, and continued to advocate for 

congregational four-part singing, helping to solidify the form in Swedish culture.114  

 There was increasing activity in the performance of unaccompanied choral singing 

throughout the early part of the century.115 GeijerÕs collection of accompanied songs Nya sŒnger 

med accompagnement fšr Piano-Forte (1836), contains three songs for mixed choir.116 Lindblad 

wrote a number of works for male choirs in Lund. Jacob Edvard Gille (1814-1860) was 

important for his output of vocal works, despite the fact that they were never really highly 

regarded.117 His production included operas, nine masses, several cantatas and a Te Deum.118 

 In the first half of the 1800s, the Swedish people slowly embraced choral music in their 

culture. Blohm notes ÒWith a few exceptions, there were no significant Swedish [choral] 

composers before the late 19th century.Ó119 Indeed, the repertoire of modern Swedish choirs 

includes a relatively limited amount of choral music composed before 1850. H¾ffnerÕs chorale 

book set the foundation of four-part congregational singing in the churches, which in turn 

infiltrated the public elementary and secondary schools. Performances of new and older 

unaccompanied music increased as well. Toward the end of the century, choral song became a 

dominant form of music in the home and concert venues, and was deeply woven into the 

Swedish culture.120  

1850 Ð 1890  

Due largely to the efforts of King Carl XIV Johann (1763-1841), the Royal Opera, Royal 

Orchestra, and the Royal Academy of Music eventually rose to prominence.121 The musical elite 

emphasized professional musicianship over amateurism. Alander notes that the new generation 

of composers rejected the amateurism of the previous half-century in favor of more cultivated 

tastes.122 A number of young composers visited the Leipzig Conservatory in Germany where 

they fell under the influence of Richard Wagner, Felix Mendelssohn, and Robert Schumann, 
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bringing back with them contemporary styles and musical standards.123 Helmer characterizes this 

period as one of Òstylistic reorientation,Ó in which musical activity expanded greatly, 

experimentation increased, and quality rose.124  

The amount of choral activity increased rapidly around 1850. By the middle of the 

century, there appears to be a somewhat concerted, interrelated effort to promote four-part choral 

singing in both church and school. The government mandated a national school curriculum in 

1842 that included Òchurch singing.Ó125 This music started out as hymns, and then folk and art 

songs were added to the repertoire. In 1845, the government decreed that teacher training 

institutes practice four-part singing.126 Following the efforts of H¾ffner, Dillner, and Mankell, 

the Swedish Church officially sanctioned a four-part hymnal in 1846.127 Mankell wrote Koralbok 

fšr folkskolan eller det fšrenklade Psalmodikon (1844), based on DillnerÕs method for teaching 

four-part singing, which schools used throughout the country.128 Eventually, mixed, primarily 

unaccompanied choral singing became the foundation for music education in upper secondary 

schools, thus ensuring that most Swedes would, either through their churches or schools, 

experience choral singing.129  

At the same time, clergy and congregations embraced part-singing in churches. This is 

particularly true in the free churches, although it also occurred in the Swedish Church. The 

revivalist, evangelical free churches often forbade many activities, leaving singing as a primary 

form of entertainment, expression, and worship.130 Many of these churches founded choirs 

throughout the second half of the century.131 The free churches played a very active role in the 

development of choral music in Sweden. It is well documented that a very large percentage of 

Swedish composers and conductors grew up in the free church movement, and their ranks are 

disproportionately large relative to the number of members of the free churches in the country.132 
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Reimers finds documentation of an increasing number of amateur and professional 

performances of mixed choral singing.133 During this time the number of performances by choral 

groups associated with the Royal Opera, Royal Academy of Music, and other theatres around the 

country increased significantly.134 These organizations presumably had members who had 

studied choral singing at an advanced level, and were paid. Similarly, a number of musicians 

founded amateur choruses not associated with churches (i.e. secular) or the Royal 

Conservatory.135 The type of music they performed also changed. In addition to nationalistic, 

folk song inspired works, these choirs increasingly performed music from the Baroque and 

Renaissance eras, as well as the newly emerging art music of the new generation of 

composers.136 

The foremost composers from this period began to contribute major portions of their 

efforts to choral composition, much of it unaccompanied, a practice that continues in Sweden 

today. Unaccompanied Swedish choral music from this era is the first performed by modern 

choral groups. Ludvig Norman (1831-1885) was an opera conductor for the Royal Theatre 

Orchestra, who composed both choral and instrumental works.137 Norman studied at the Leipzig 

Conservatory, and was perhaps the most important Swedish musician during the 1850s and 

1860s. His choral output heavily reflects the influence of Mendelssohn, and lacks the major 

native folk song influences of many of his contemporaries.138 His important choral works were 

primarily unaccompanied, and include the sumptuous unaccompanied motet for double choir 

Jordens oro viker, and Five SŒnger fšr blandad kšr (1885). NormanÕs choral music is still being 

sung today, however his instrumental repertoire has largely fallen into disuse.139 His other 

important role in the progress of sacred choral music was by leading performances of major 

works by influential European composers.140 

A contemporary of Norman, and clearly the most relevant choral composer from this era, 

is August Sšderman (1832-1876). Sšderman was the son of a theatrical conductor, and studied 
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piano and theory at the Royal Conservatory.141 Like many of his forward thinking 

contemporaries, he also studied at the Leipzig Conservatory.142 He was director of music for a 

private theatre company, and eventually became chorus master for the Stockholm Opera.143 

Helmer identifies Sšderman as the founder of the Swedish national romantic movement.144 

Sšderman composed primarily for mixed and male voice unaccompanied chorus, and he also 

wrote a number of large-scale works for choir and orchestra. His works are principally secular, 

with major indigenous musical characteristics.145 Ett Bondbršllop (1868) for unaccompanied 

male chorus best characterizes his music. The melodic turns, rhythmic vitality, and syllabic text 

treatment are both highly original and supremely ÒSwedishÓ in character. Ur Idyll och Epigram 

(1869) and Sex visor I folkton (1873) are examples of his mixed unaccompanied music. His 

Andliga sŠnger (Spiritual Songs), a mass in C minor with organ, is a striking example of his 

ability to compose in a more majestic, sacred style. SšdermanÕs music is still widely performed 

today, and is held in high regard, both in and out of Sweden. 

Other important choral composer contemporaries of Sšderman and Norman include the 

aforementioned Josephson and Gunnar Wennerberg (1817-1901). The music of Josephson and 

Wennerberg is still in circulation today, mostly in the form of male choir pieces and large-scale 

oratorios.146 Josephson was the earliest official conductor of Orphei DrŠngar, which would go on 

to be one the worldÕs preeminent menÕs choirs (later conductors include Hugo AlfvŽn, Eric 

Ericson, and Robert Sund), and he founded the first cathedral choir at the Uppsala Cathedral in 

1867.147 Josephson was a heavy promoter of sacred music written by the great composers of 

Europe, and he wrote about and performed much of that repertoire in Sweden.148 Wennerberg 

was a self-taught composer who wrote patriotic songs and settings of the Psalms of David for 

male choir, as well as a number of oratorios.149 

The end of the nineteenth century saw a major rise in the quality and quantity of choral 

music coming from Sweden. The Royal Academy of Music became a powerful center for the 
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training of professional conductors, composers and singers. Choral singing became a major part 

of most SwedeÕs musical lives, and that influence eventually lead to the growth of the superior 

state of choral music in Sweden in the twentieth and twenty-first centuries. 

1890-1920 

 The period covering the 1890s through the 1920s is characterized by the sustained 

development of the national romantic style founded by Sšderman. Composers from this era 

continued to use folk music or folk-inspired musical ideas, as well as some of the more 

conservative styles from Germany and France. As often happens when one era ends and another 

begins, the music grew more expansive, developed, and manneristic. Many of the dramatic 

sensibilities tended toward the larger and more intricate, though this was not exclusively the 

case.150 Three composers from this period that furthered the musical development in Sweden are 

Wilhelm Peterson-Berger (1886-1942), Wilhelm Stenhammar (1871-1927), and Hugo AlfvŽn 

(1872-1960). Smith says these three, while not achieving the stature of Grieg, Nielsen, or 

Sibileus, spearheaded a rich period of musical growth.151  

 AlfvŽn was by far the most important choral musician of his era, both as a composer and 

a conductor. He directed numerous choirs, including the Siljan Choir in Dalarna, the Uppsala 

University Choir, and the famous Swedish menÕs choir Orphei DrŠngar.152 He wrote and 

arranged a vast array of choral music for male chorus, much of it folk music. He also wrote folk 

songs and sacred music for unaccompanied mixed chorus, including Uti vŒr hage (1923), and 

Och jungfrun hon gŒr I ringen (1941). Aftonen (1942) is a rich, mature romantic composition 

stylistically aligned with the choral music of Richard Strauss. Additionally, he composed a large 

number of cantatas and oratorios for chorus and orchestra, including the Herrens bšn (1901), 

Reformation Cantata (1917), and the Riksdag Cantata (1935).153 AlfvenÕs music, while related 

to the music of Sšderman, was broader, more expansive and stylistically diverse. Yet, he still 

maintained the lyrical, robust functional style of the late Romantic era. 

In addition to the aforementioned composers, Otto Olsson (1879-1964) was a church 

organist and composer who contributed significantly to the sacred choral form.154 In particular, 

his Te Deum (1906), Gregorianska melodier op. 30 (1910), and Sex latinska hymner op. 40 
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(1917), are noteworthy.155 His stylistic tendencies are conservative, though not unoriginal or 

uninteresting, with significant use of polyphony and Gregorian chant. 

Although the 1920s find the tides for modernism finally reaching the Swedish shores, the 

stylistic tendencies of romanticism never quite wash away. As the modern era dawns, stylistic 

periods give way to less temporal ÒstylesÓ that continue to be utilized by composers to this day. 

 

The Twentieth Century 

 SwedenÕs entry into the twentieth century starts, ironically, twenty years after the 

beginning of the century, spearheaded by the late work of Stenhammer and his influential 

student, Hilding Rosenberg. SwedenÕs slower adoption of the novel compositional techniques of 

modern music was due primarily to the popularity, within both the musical elite and the listening 

public, of the romantic nationalist style.156 However, immediately after the Second World War, 

SwedenÕs relatively young musical history made it more open to the experimental progressive 

compositional tendencies of the twentieth century. This openness, combined with the 

centralization of the musical elite in Stockholm, and the strong choral heritage in the country, 

resulted in the blossoming of Swedish choral music. 

Choral Singing 

 During the twentieth century, SwedenÕs elite choirs rose to international prominence. In 

particular, the Eric Ericson Chamber Choir, the Swedish Radio Choir, and Orphei DrŠngar all 

gained immense popularity outside of Sweden.157 A variety of factors allowed for the creation of 

a significant body of contemporary choral music rich in musical expression and relatively 

unhindered by limitations of technique and audience appeal. These include the close ties between 

choral musicians and composers, the large percentage of composers who came from a choral 

tradition, the high technical skill of the professional choirs, and major state support for choral 

music.158 The technical capabilities of the leading choirs in Sweden are among the highest in the 

world, even to this day.  

Perhaps the most important factor in the success of choral music in Sweden is the 

centralization of power in Stockholm at the Royal Conservatory, wherein the countryÕs best 
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composers and choirs had widespread interaction.159 The conductor Eric Ericson, who was the 

director of the Eric Ericson Chamber Choir, the Swedish Radio Choir, Orphei DrŠngar, and the 

St. Jacobs Chamber Choir, was the central figure in these connections.160 Ericson was an 

advocate for new, mostly unaccompanied Swedish choral music. Due in large part to the 

relationship between composers and EricsonÕs excellent choirs, composers felt relatively few 

limitations to the scale and complexity of the unaccompanied choral music that they wrote. This 

created an environment where composers were free to explore large-scale, unaccompanied choral 

works. It is difficult to overstate EricsonÕs role in the promotion, expansion, and excellence of 

Swedish unaccompanied choral music.  

Toward the end of the century, SwedenÕs international prominence in the choral world 

ebbed slightly. This is due in large part to Eric EricsonÕs retirement and the decentralization of 

music to cities outside of Stockholm, although there are a number of other contributing factors 

outside the scope of this paper.161 While there are still many highly skilled, successful choirs in 

Sweden, and the connection between composers and choral ensembles is still quite strong, the 

highly focused, progressive breeding ground for cutting edge choral music is somewhat 

diluted.162 

1920-1945 

Hilding Rosenberg (1892-1985) was the first significant modernist composer in Sweden. 

In particular, he was the first to mirror contemporary European classical compositional trends, 

and to challenge effectively the ideals of national romanticism.163 By international standards, the 

music of Rosenberg, along with contemporary composers Gšsta Nystroem (1890-1966) and 

Moses Pergament (1893-1977), was initially only modestly modern, it was still quite influential 

to the introduction of post-tonal, post-romantic compositional techniques in Sweden. Rosenberg 

was an incredibly prolific composer, and he dabbled in a wide array of contemporary styles. He 

was also important as a composition teacher, particularly as mentor to the composers of the 

ÒMonday Group.Ó Rosenberg was initially influenced by Schoenberg, and then in the 1930s and 

1940s developed a more neo-classical style with his study of Gregorian Chant, Lutheran 
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chorales, and BachÕs counterpoint.164 Later, he continued to adopt different compositional styles, 

including serialism in the 1950s. In addition to a number of large works for choir and orchestra, 

including the oratorios Den heliga natten: Juloratorium (1936) and Huvudskalleplats: Oratorium 

(1938), and the choral symphony Johannes uppenbarelse (1940), he wrote a number of motets 

for mixed unaccompanied choir.165 Swedish radio broadcasts his cantata Den heliga natten 

(1936) every year at Christmas.166 Rosenberg continued to be a significant composer well into 

the 1960s. His prolific and diverse output, varied stylistic facility, and broad scope of influence 

as a pedagogue, mirrors the life of another major composer of Swedish choral music, Sven-

David Sandstršm.  

In the 1930s, Swedish music drifted away from early expressionism, and neo-classicism 

became the dominant compositional form. Leading composers of this decade include Dag WirŽn, 

Lars-Erik Larsson, Erland von Koch, and Gunnar de Frumerie.167 

Lars-Erik Larsson (1908-1986) was an important composer and trainer of composers 

through the 1960s. He was the first Professor of Composition at the Royal Conservatory.168 In 

the 1930s, his works were primarily neo-classical in nature, later switching between 

romanticism, Hindemith-oriented neo-classicism, and later serialism and polytonality.169 His 

important works include Dagens stunder (1938), the romantic Fšrkladd Gud (1940), and the 

neo-classical Missa Brevis (1954). Overall, the composerÕs work was relatively conservative 

compared to the progressive tendencies of Blomdahl and the Monday Group. Larsson continued 

to switch repeatedly between different compositional styles throughout his life. 

1945 Ð Present Day  

The compositional trends from the 1920s to about 1945 are relatively clear: 

expressionism, followed by neo-classicism, concurrent with continued national romanticism. 

After that time, however, there is a rather large fracturing of the modernist movement.170 This is, 

no doubt, due in large part to technological advances in communications and travel following 

World War II, allowing developing composers to study, hear, and discuss musical development, 

and allowing for a much freer exchange of ideas and practices. The result is that most composers 
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after 1950 often changed their compositional styles in a very individual manner, and, within each 

decade, multiple styles existed simultaneously. Additionally, composers felt increasingly free to 

switch between styles as they fit their compositional needs, especially toward the latter part of 

the century. One has only to look at the career of Hugo AlfvŽn, who, as late as the 1950s (during 

the first blossoming of Swedish serial composition), was still composing national romantic 

choral music, to see the diversity of SwedenÕs musical culture. 

The major stylistic trends of the twentieth century are often muted by the conservatism 

inherent in the choral ensemble. This conservatism comes from two areas in particular: the long 

association of choral singing with church music, and the relatively modest technical capabilities 

of the human voice. That said, the prevailing trends of the twentieth century eventually became 

reflected in Swedish choral music, and by the 1950s, with the support of the Monday Group, 

were showing up with relative frequency. 

The Monday Group. Starting in 1944, because of the cultural and physical isolation 

caused by the Second World War, there was a great hunger to discover the latest new music from 

around the globe.171 A group of composers met together regularly to explore new music under 

the guidance of Hilding Rosenberg. Collectively they were at first influenced by Hindemith, later 

by serialism, and even later, many turned toward more neo-romantic or tonal gestures. Their 

studies of Palestrina and Bach particularly influenced their choral writing.172 Though ÒradicalÓ at 

the time (as compared to the Romantic Nationalists), the composers of the Monday Group were 

actually quite modestly modern. Included in this group were a number of composers who would 

go on to become very important figures in Swedish choral music, including Sven-Eric BŠck, 

Ingvar Lidholm, Sven-Eric Johanson, and Eric Ericson.  

 The leading musical force in this group was Karl-Birger Blomdahl (1916-1968). 

Blomdahl focused more on instrumental composing than choral music. Nevertheless, he 

composed a few choral masterpieces, including I speglarnas sal (1951), Anabase (1956) and the 

opera Aniara (1958). According to Malmin, these two works had an enormous effect on 

subsequent choral composition, in that they utilized a number of modern techniques not yet seen 

in Swedish choral music.173   
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 Sven-Erik BŠck (1919-1994) was a devoutly religious composer who used modern 

compositional techniques to express his spiritual beliefs. His most significant works are a series 

of fifteen motets entitled Motetter fšr kyrokoŒret (1959-1970), commissioned by a number of 

sacred and secular institutions.174 The music from these motets, while more conservative than his 

orchestral music, is nevertheless quite effective and personal. His music is fundamentally post-

tonal in orientation, with frequent serial constructs, while also maintaining clear pitch centers 

and even modal qualities. Some of his later pieces are overtly tonal. Initially, Renaissance 

polyphony heavily influenced his compositions, and later he shifted to a clearer, more 

homophonic treatment of text.175 His works lean heavily on dissonant intervals, both 

harmonically and melodically. BŠck rarely expanded much beyond four-part voicings, which 

allowed him to emphasize more directly the text, contrapuntal texture, and melody, and to 

explore more finely nuanced color pallets.  

Most of the 250 choral pieces written by Sven-Eric Johanson (1919-1997) are for 

amateur choirs.176 As a result, much of his output is tonal, with strong romantic characteristics, 

although informed variously by Hindemith, serialism and pointilism. One common trait that 

much of his music has is the creation of dissonance within a functional framework by adding 

non-chord tones.177 Johanson wrote two large works for unaccompanied chorus, Duinoelegi Nr. 

7 (1955), and SŒnger I fšrvandlingens natt (1958), the latter of which was composed using serial 

techniques. In 1974, he composed the lovely cycle Fancies for choir and piano, set to 

Shakespeare texts.178 Although quite lyrical and tonal, these pieces still display a level of 

dissonance and modern tendencies not normally seen in works for more amateur groups.  

Ingvar Lidholm (b. 1921) was perhaps the most influential choral composer in the 

Monday Group. A number of people see his work Laudi (1947) as a major turning point for 

professional choral singing in Sweden.179 The difficulty of the work, in combination with the 

fresh tonal language, contributed to broad critical reception. Laudi is stylistically most closely 

associated with Stravinksy and the overtly expressive characteristics of the late Italian 
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madrigal.180 He followed this with Canto LXXXI (1956), composed in a directly serial fashion, 

with significant pointillist traits. In the 1970s, Lidholm drifted away from serialism and began 

writing with more focus on texture and vertical sonority.181 His masterwork ...A Riveder Le Stelle 

(1973) centered on the use of various pitch collections, with major tonal characteristics. Rhythm 

became less important and vertical sonority predominated. Lidholm was also quite important as a 

pedagogue, as he was responsible for training a generation of composers that would go on to be 

influential in both Sweden and abroad. 

After the Monday Group.  In the 1960s, a number of important Swedish composers 

began their careers. Much of the music from this era was firmly avant-garde, utilizing graphical 

notation, clusters, microtones, aleatoricism, speech elements and sound effects. Although clearly 

this new stylistic trend in composition was important, Broman argues that relatively few 

composers wrote works utilizing this style.182  

Though more prolific as an instrumental composer, Folke Rabe (b. 1935) wrote a few 

significant choral pieces in the 1960s and 1980s that utilized graphical notation. In particular, 

Rondes (1964), a lighthearted piece in a freely atonal and aleatoric style with singer movement, 

is widely performed both in and out of Sweden. Though few in number, RabeÕs pieces were 

highly influential.183  

Arne MellnŠs had a much longer career as a choral composer than did Folke Rabe. He 

studied choral conducting with Eric Ericson and composition with Larsson and Blomdahl at the 

Royal Conservatory. His wrote his first major works, Succsim (1964/1967) for mixed choir and 

Aglepta (1969) for treble choir, in a robust avant-garde style. Both were widely performed, and, 

along with the works of Rabe, very influential.184 Both utilize graphic notation, Aleatoricism, 

speech sounds and sound effects. Later, Dream (1970), while still avant-garde and utilizing 

graphic notation, did not contain as much aleatoric music in favor of more controlled chaos.185 

One of MellnŠsÕ later pieces, LÕInfinito (1982), was a radical departure, employing tonal 

language, rich sonority, with clusters and triads.186 

                                                 
180 Sparks, Swedish Choral Miracle, 7. 
181 Ibid., 56-57. 
182 Broman, ÒNew Music of Sweden,Ó 479-480. 
183 Sparks, Swedish Choral Miracle, 31. 
184 Broman, ÒNew Music of Sweden,Ó 570. 
185 Sparks, Swedish Choral Miracle, 60. 
186 Ibid., 105. 



 30 

Though Lars Edlund (b. 1922) did not write a lot of choral music, the few pieces he did 

write were very important. In many ways, Gloria (1969) embodies the spirit of Swedish choral 

music from the mid to late-twentieth century. Edlund composed the Gloria with free atonality 

around pitch centers, dramatic expression, and avant-garde vocal techniques.187 Elegy (1971) is 

very similar in compositional style to Gloria, however it is much more expansive. Nenia (1975) 

quotes from MonteverdiÕs Laschiate mi morire, expanding the tonal and expressive language 

with modern techniques. In 1995, Edlund returned to composition with three pieces set to Dante 

texts that mirror the musical language of his earlier pieces.188 

Lars Johan Werle (b. 1926) is a largely self-taught composer who wrote a number of 

monumental pieces for unaccompanied choir. WerleÕs style combines various choral effects, 

dissonance and consonance, textural variation, and other avant-garde techniques to create 

concrete aural images of scenes and moods. Canzone 126 di Francesco Petrarca (1967) is a 

dense work that borrows heavily from the manneristic compositional language of Marenzio and 

Gesualdo, and conveys feelings of grief, longing, and love.189 Nautical Preludes (1970) expands 

on the modern techniques utilized in Canzone to paint a vivid picture of the sea, culminating in a 

splendid visualization of a storm. His last major choral composition Trees (1982), utilizes a 

number of avant-garde techniques seen in his previous choral works, though is no less original 

and affecting. 

Starting in 1970, and continuing through to the present day, a number of composers rose 

to the fore with important, influential, or original works. Many of these works were by already 

established composers such as Johanson, Lidholm, Edlund, and Werle. Sparks, in his interview 

with conductor Gustav Sjškvist, identifies the 1970s in particular as the ÒGolden YearsÓ of 

choral music in Sweden.190 These works were slowly incorporating more neo-romantic, tonal 

characteristics, while holding on to the more directly affective, expressive traits of the modern 

and avant-garde movements. However, the field of composers had grown widely, and individual 

works or people were less likely to be as significant as they might have once been, due to the 

sheer numbers of composers vying for attention. Thus, it became difficult for younger composers 
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to make a name for themselves.191 Sven-David Sandstršm (b. 1942) was one of the only 

members of his generation who managed to rise above the other composers to become a truly 

innovative force in choral composition in the 1970s.  

A number of younger composers however, contributed important works to the Swedish 

choral canon throughout the 1980s and 1990s. The slow drift away from the earlier avant-garde 

style that began in the 1970s gave way to minimalism, neo-romantic, and later more postmodern 

styles. Anders Hillborg (b. 1954) in Muoayiyoum (1983) used dense minimalistic repetition of 

pure vowel sounds and whistles to create vibrant, undulating soundscapes, reminiscent of 

Reich.192 Jan Sandstršm (b. 1954), composed a number of neo-romantic works, including Det Šr 

en ros utsprungen (1987) for double choir. Sandstršm pairs a direct quote of PraetoriousÕ carol 

Lo, How a Rose eÕer Blooming in one choir with dense diatonic collections in the other choir, to 

create a rich, haunting choral texture. The unaccompanied mass Missa in honorem Papae 

Johannis Pauli II (1988) by Jan Carlstedt (b. 1926) is a neo-romantic expression of faith.  

Thomas Jennefelt (b. 1954) wrote a number of works that were significant. His first 

major work, Warning to the Rich (1977) uses singing, speaking, humming, and shouting to great 

effect. The harmonic language alternates free dissonance, centered around specific pitches, with 

more tonal, functional language. With O Domine (1983), and Fem motetter (1984), Jennefelt 

explores minimalism. The second movement of Fem motetter, entitled Bšn, uses wave-like 

undulations on diatonic pitches to underscore the reverent, meditative nature of the text. 

Dichterliebe (1990) is one of JennefeltÕs more difficult works. This cycle, written in response to 

SchumannÕs song cycle of the same name, employs much more dense, atonal language than 

many of his other works.193 With his Villarosa Sequences (1994-1996), a stunning set of seven 

songs for male, treble and mixed choir, Jennefelt returns to the minimalism of his earlier works, 

while employing a more direct tonal language. Jennefelt continues to compose into the twenty-

first century, and is a major force in Swedish composition for decades. 

As mentioned earlier, there is one composer who, starting in the late 1960s and 

continuing through today, gained major prominence as a composer, innovator, and pedagogue. 

Sven-David Sandstršm has consistently been a stylistic leader in Swedish choral composition. 
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He led the stylistic development of Swedish choral music for four decades, and his influence 

exceeds almost any choral composer of the modern era.  
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CHAPTER 3 
 
 

LIFE AND DEVELOPMENT OF SVEN-DAVID SANDSTR…M 
 
 

Introduction 

Sven-David Sandstršm (b. 1942) is perhaps the most influential Swedish composer of the 

twentieth and twenty-first centuries. Per Broman regards Sandstršm as one of the most important 

composers of choral music.1 His compositions span five decades and countless forms, while 

displaying far-reaching stylistic growth. In addition to his vast output and high regard, he has 

consistently been at the forefront of development in Swedish music. In almost every classical 

genre, SandstršmÕs compositions have entered into the canon of important modern works, both 

as robust expressions of a particular style, and cutting edge changes in direction. SandstršmÕs 

choral music, and in particular his unaccompanied choral music, holds a special place within his 

body of literature. 

 

Life and Development 

Sven-David Sandstršm was born on October 30, 1942 in Borensberg, Sweden. He is 

descended from craftsmen: his father was a watchmaker and his grandfather was a glassblower.2 

SandstršmÕs family belonged to the Baptist denomination of the Free Church.3 As a child he was 

active in his church, attending multiple times a week.4 His father was also an assistant leader and 

would often direct musical ensembles.5 Growing up, SandstršmÕs primary musical experiences 

involved both performing and listening to music at the church his family attended.6 Sandstršm 

sang often, and played both trumpet and guitar.7 In addition to hymn singing, Sandstršm 

participated frequently in small ensembles made up of singers, usually singing unison or simple 

two-part harmony, with an ad hoc collection of instruments including guitars, piano, trumpets, 

and violins. The music they performed was simple, tuneful, and freely adapted and arranged, 
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comparable in some ways to Country and Western music.8 Although the music performed was 

quite different, the arrangement of these groups might be analogous to praise and worship bands 

in the United States. He had a happy and somewhat na•ve upbringing, and his musical 

experiences centered on the churchÕs music.9 Sandstršm did not formally study and perform 

classical music until his University studies in Stockholm.10 

 After graduating from gymnasium (high school), Sandstršm worked as a fireman at the 

local airport as part of non-combat military service in order to pay for school.11 In 1963, he 

moved to Stockholm and enrolled at Stockholm University in art history and musicology.12 He 

completed his studies there with a thesis entitled ÒHilding Rosenberg as Composer in the 

Stockholm of the 1920s.Ó13 It was during this time that Sandstršm first encountered older 

western classical music.  

 Before his admission to the Royal Conservatory in 1968, Sandstršm composed regularly. 

He made several attempts in his youth, beginning in high school, although he admits that he did 

not have the technical facility or experience to fully realize his intentions.14 He felt that his 

ability to draw helped him in his early efforts, although he readily admits that these early pieces 

were not particularly good: ÒI dreamed about itÉpowerful music, but I had no idea how to put it 

down!Ó15 He continued to write music on his own throughout his university studies. Sandstršm 

also attended seminars under Gunnar Bucht, which led to his first attempts at serial 

composition.16 A few of his works from this time were good enough to get him admitted to the 

Royal Conservatory.  

In 1963, Sven-David began singing in western-style, classical choirs. In 1966 he joined 

HŠgerstens Motettkšr under Ingemar MŒnsson, a highly skilled amateur chorus that Sandstršm 

would go on to have a long association with as both a singer and composer.17 Singing in 

HŠgerstens exposed Sandstršm to a wide array of classical choir repertoire of which he was not 
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familiar. He continued to sing in the choir for more than twenty years, and he cites this exposure 

to choral singing as very important to him as a composer.18 

 In 1968, the Royal Conservatory admitted Sandstršm to study composition with Ingvar 

Lidholm.19 He was one of the only students admitted from outside the conservatory system.20 

While at the Royal Conservatory a number of guest lecturers taught there. In particular, the 

composers Gyšrgy Ligeti and Per N¿rgŒrd were most influential to Sandstršm.21 LigetiÕs 

influence as a guest lecturer was quite substantial, and he regularly returned to lecture at the 

Conservatory.  

In the late 1960s and the early 1970s, Sandstršm received recognition for his instrumental 

compositions.22 His work from this period tended to follow strict, formal compositional 

processes, such as serialism.23 In 1972, Sandstršm composed Through and Through, a dense, 

rigidly constructed modernist orchestral work, as his exam piece for graduation from the 

Conservatory.24 He garnered significant acclaim for the work, receiving the Christ Johnson Prize 

in 1974.25 That same year it was performed at the Concertgebouw in Amsterdam as part of the 

International Society for Contemporary MusicÕs (ISCM) World Music Days.26 Because of this 

success he was commissioned to write Utmost (1975), which was premiered by Pierre Boulez 

with the BBC Orchestra.27 

After graduating from the Conservatory in 1972, Sandstršm assisted Lidholm with 

composition instruction until 1974.28 From 1974 until 1981, he was essentially a freelance 

composer.29 In 1981, he rejoined the Royal Conservatory as an assistant to Gunnar Bucht, and in 

1985, he replaced Bucht as Professor of Composition.30 He would remain in that position until 

1995. 
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Sandstršm gained notoriety for De ur alla Minnen Fallna: Missa da Requiem (1979), for 

which he would go on to win the Nordic Council Music Prize in 1984.31 The premiere of the 

piece in 1982 was very controversial, due in large part to the graphic nature of the text (e.g. In 

the Agnus Dei the childrenÕs choir sings ÒMary Had a Little LambÓ and then distorts the text to 

ÒMary Was a Little WhoreÓ). While this work is, for the most part, neither consonant nor 

ÒbeautifulÓ, it nevertheless represents a turning point in SandstršmÕs development, both as it 

pertains to his use of text as a source of inspiration, his focus on direct expression over structure, 

and his turning away from modernism.32 

Beginning in the mid-1970s Sandstršm progressively shifted from the formal, 

predetermined, and inflexible practices of his earlier works and began composing in a freer and 

increasingly neo-romantic manner. Of his work from this time, he says:  

I felt sick when I made an error. I had to go and change the manuscript on STIM, 
correct and erase in perhaps a hundred places. Sometimes it wasnÕt possible to 
make changes, and then I really felt sick. I felt almost as if I had sinned. A terribly 
rigid training lies behind this. ÔSven-David, you shall do right! One does the 
handiwork correctly. If one does it wrong, the clock wonÕt work.Õ And thatÕs the 
way it is with all handicraft. That is when I stopped being so manically consistent 
in my music. ÔYou may actually do as you like. Be free! Feel trust in your sense 
of form.Õ33 

While subsequent works were still dissonant, complex, and ordered, he composed with more 

connection between the ideas he wished to express and the musical content, as opposed to 

allowing form, structure and ÒrulesÓ of the work to dictate.34 Tillman identifies this as ÒModified 

ConstructivismÓ where, for example, a melody is worked out according to a predetermined 

pattern or structure, and then by sitting down at the piano and singing and playing through the 

melody, it is altered and adapted in a more spontaneous manner.35 

In the 1980s and into the 1990s Sandstršm continued his prolific output, composing in a 

wide array of styles, including chamber works, solo concerti, orchestral pieces, and increasingly, 

unaccompanied choral works. He also wrote a number of stage works, including his first forays 

into opera and ballet.36 In 1985 Sandstršm was appointed Professor of Composition at the Royal 

                                                 
31 Lundberg, ÒBack to the Future,Ó 3. 
32 Ibid. 
33 Bergendal, 33 nya svenska komponister, 298. 
34 Ibid. 
35 Tillman, ÒFrŒn De ur alla minnen fallna,Ó 56. 
36 Lundman, Sven-David Sandstršm. 
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Conservatory, succeeding Bucht and Lidholm.37 He remained in this position until 1995, and as a 

result, he would be responsible for training an entire generation of Swedish composers.  

Sandstršm in many ways led the development of neo-romantic composition in Sweden. 

Broman characterizes SandstršmÕs output from this period as displaying an Òartificial 

romanticismÓ that used romantic chords and progressions, but that did not follow the typical 

romantic harmonic language.38 As the 1980s progressed into the 1990s, however, his works 

became significantly more tonal and Òbeautiful,Ó though they still displayed atonal 

characteristics. His vocal music led the way with a more conservative, less modernist style, 

while, particularly in the 1980s, his instrumental music tended to be more modernist.39 The 

process of shedding modernist techniques was gradual, and it was not until 1990 with his 

Fantasia I-III, that Sandstršm fully embraced neo-romanticism.40 As with most of his output, his 

works continued to be highly structured and complex. The Requiem was the first piece in which 

Sandstršm directly utilized multiple compositional styles within one piece.41 This stylistic 

plurality would continue in many of his compositions, particularly the large-scale works, through 

the present day.  

In the late 1980s and early 1990s, Sandstršm turned his compositional focus to 

instrumental works. The next milestone in his development came in 1994 with his choral-

orchestral High Mass. As his Requiem did fifteen years earlier, the High Mass garnered a major 

reaction. This time, however, it was not for vulgarity or obscenity, but for the perception that it 

was overly audience friendly and un-academic, bordering on camp or kitsch.42 Broman goes on 

to posit that the debate surrounding the High Mass was the last, doomed attempt to keep high art 

and popular culture separate, thus solidifying this ideal within the postmodern compositional 

movement.43 Sandstršm would go on to win the Christ Johnson Grand Prize in 1995 for the 

work.44 

                                                 
37 Alm, ÒSven-David Sandstršm.Ó 
38 Broman, ÒNew Music of Sweden,Ó 492.  
39 Tillman, ÒFrŒn De ur alla minnen fallna,Ó 45. 
40 Ibid. 
41 Ibid., 49. 
42 Broman, ÒNew Music of Sweden,Ó 491. 
43 Ibid., 492. 
44 Christensen, ÒSeeing the Light Beyond the Tunnel,Ó 8. 
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In 1995, Sandstršm became prorector (dean) for the Royal Conservatory. Then, in 1999, 

he took a position in the United States as Professor of Composition at Indiana University.45 It 

was during his time in Indiana that his music garnered much wider acclaim than at any previous 

juncture.  

During the mid-1990s, Sandstršm returned to more highly structured composition 

techniques, in particular with his use of minimalism. Much of the music he composed during this 

period was large in scale and frequently based on small ideas or structures.46 Sandstršm began 

using repetition, ostinato, and canon with small variations leading progressively to new musical 

ideas. His music from the era has a more developed rhythmic quality, with generally faster 

tempi. Although he still composed with a dense texture, he began to use clusters of pitches for 

harmonic content much less frequently. He composed with a lighter, more airy sound.47 In the 

late 1990s, the minimalist element in his music decreased in favor of more polystylistic pastiche. 

SandstršmÕs music also began to show a bit of humor and levity, often employing musical jokes 

and ÒwinksÓ at the audience. At the turn of the century, he composed a number of major works, 

including the opera Staden (1996), the oratorio Moses (1997), and his first Symphony (1999). 

During the 2000s, the vast majority of SandstršmÕs compositional output was sacred.  He 

wrote a number of works for unaccompanied mixed choir. He also wrote for choir and orchestra, 

with such pieces as Juloratorium (Christmas Oratorio, 2004), Magnificat (2005), and MŠssa 

(Mass, 2006). Sandstršm directly based many of these works on the structures, forms, or texts of 

the compositions of Johann Sebastian Bach.48 He undertook a project to write simple, accessible 

works for his home church in Borensberg, for the occasion of its 700th anniversary.49 In 2009, he 

completed a set of motets for double choir based on BachÕs motets.50 His compositional style 

from this era is quite diverse, embracing a very postmodern polystylism, encompassing many of 

the elements that he utilized over the years. He continued to utilize the works of other 

composers, in particular Bach and Handel, as substantial building blocks upon which to base new 

pieces. His works continue to be highly structured and complex, as well as dramatic and 

expressive.  

                                                 
45 Lundman, Sven-David Sandstršm. 
46 Bergendal. 33 nya svenska komponister, 304. 
47 Tillman, ÒFrŒn De ur alla minnen fallna,Ó 51. 
48 Broman, ÒJuloratorium.Ó 
49 Sandstršm, interview June 17, 2006. 
50 Broman, ÒSix Motets,Ó 5. 
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Unaccompanied Mixed Choral Music 

1960s-1970s 

As noted previously, Sandstršm did not write much unaccompanied choral music during 

the late 1960s and 1970s.51  His first vocal piece, Invention (1969) for sixteen soloists, is highly 

influenced by LigetiÕs Aventures (1962).52 SandstršmÕs first unaccompanied choral work, scored 

for four-part chorus and soli, is entitled Tre Dikter (1972).53 Here, SandstršmÕs early debt to 

Ligeti is quite apparent. He treats the text, based on poems by Greek poet Giorgos Seferis (1900-

1971), in a very fragmented, pointillistic manner, with ragged, uneven entrances reminiscent of 

LigetiÕs Lux ®terna.54 Sandstršm based the pitch content on serial structures that tie the three 

separate movements together.55 

 

 

Figure 3.1 - Tre Dikter, movement I, mm. 1-5. 

                                                 
51 Alm, ÒSven-David Sandstršm.Ó 
52 Sparks, Swedish Choral Miracle, 73. 
53 Horovitz, ÒVerk fšr kšr a cappella,Ó 9; Alm, ÒSven-David Sandstršm.Ó Nelson (p. 5) erroneously states that 
SandstršmÕs first unaccompanied choral work was Dilecte Mi (1974). 
54 Swaney, ÒAn Overview,Ó 1. 
55 Horovitz, ÒVerk fšr kšr a cappella,Ó 9-10. 
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Despite the serial organization, completely atonal harmonies, and, for Sandstršm, 

relatively spare texture, Tre Dikter bears more than a passing resemblance to his later work. 

Many of the practices that reappear in his later works are apparent, including his use of quarter 

tone singing, subtle manipulations of phrasing, in this case tempi (e.g. three bars of poco 

ritardando, followed by three bars of poco accelerando in the middle of a long phrase or 

section), and extremes of register. Dilecte Mi (1974), written for the HŠgerstens Motet Choir, has 

similar compositional practices, though it contains aleatoric elements, a mix of traditional staff 

notation and graphical elements, a more dense texture, and pitch centers. 

With A Cradle Song/The Tyger (1978) and Spring/Introduction/EarthÕs Answer (1978) 

SandstršmÕs style undergoes a major shift. These two works, which Sandstršm worked on 

simultaneously, contain a number of techniques that the composer would return to throughout his 

 
Figure 3.2 - A Cradle Song/the Tyger, mm. 277-284. Diatonic versus chromatic collections. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
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long career.56 Although a number of authors reviewed and critiqued A Cradle Song/The Tyger, 

the fact that both pieces were written simultaneously and contain significant overlapping material 

suggests that they should be examined together.57 Both works are long-form (fifteen and thirteen 

minutes respectively), unaccompanied, and often exceed twelve parts. There is an overriding 

exploration of duality, particularly between texts (e.g. the sweet ÒA Cradle SongÓ and the 

aggressive ÒThe Tyger,Ó), and pitch collections (diatonic and modal versus chromatic). As with 

most of SandstršmÕs choral music, both works are extremely virtuosic, in terms of both pitch and 

rhythmic content, but also texture and register. Lastly, both works contain very concrete, direct 

connections between the text and the musical content. His use of word painting or 

ÒmadrigalismsÓ as Horovitz characterizes them, is a dominant feature of SandstršmÕs music 

through the twenty-first century.58 In figure 3.2, Sandstršm uses agitated rhythms and chromatic 

collections of pitches for Òterrors claspÓ while he scored ÒSweet babeÓ with a C Major chord and 

even rhythms. 

1980s 

Three pieces written at the turn of the decade highlight another example of SandstršmÕs 

techniques that would become relevant for many of his future works. Throughout his career, 

SandstršmÕs unaccompanied choral works utilized some form of atmospheric, dense and 

undetermined wash of sound. Labeled Òaural hazeÓ by Swaney, Sandstršm creates this effect 

using a variety of compositional techniques, including quarter tones, notated pitch clusters, 

aleatoric pitch clusters, tremolo, extremely low (typically) registration, as well as combinations 

of the aforementioned (see Figure 3.3).59  Lage Januari (1980), Agnus Dei (1980) and En ny 

Himmel och en ny Jord (1981), are all centered around the aural haze techniques and further 

develop diatonic versus chromatic pitch collections. In his discussion of SandstršmÕs Agnus Dei, 

Lunell highlights use of various modes with increasing numbers of semitones to create aural 

haze, and as a source of development.60 

                                                 
56 Ibid., 21. 
57 For a very good discussion of the two pieces, see Horovitz, ÒVerk fšr kšr a cappella.Ó 
58 Horovitz, ÒVerk fšr kšr a cappella,Ó 30. 
59 Swaney, ÒAn Overview,Ó 2. 
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Figure 3.3 - En Ny Himmel Och En Ny Jord, mm. 92-104. Aural Haze Techniques. 
© Gehrmans Musikfšrlag AB. Printed with permission. 

 
 

Sandstršm also completed the mass movements Gloria (1983), Kyrie (1984), Sanctus 

(1984) and O sanna [sic] (1985) to go with his earlier Agnus Dei. Sandstršm modeled O sanna, 

for double choir, on baroque choral writing.61 Other projects during the 1980s include 

SandstršmÕs second and third works that borrow directly from the work of older composers (the 

first was LŠge Januari). Es ist Genug (1986) borrows from Deitrich BuxteheudeÕs cantata Eins 

                                                 
61 Sparks, Swedish Choral Miracle, 97. In 2000 Sandstršm completed the set with Credo. 
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bitte ich von Herrn, while Hear My Prayer, O Lord (1986), quotes Henry PurcellÕs work of the 

same name in its entirety, before shifting into an extended modern extrapolation.62  

 

 

Figure 3.4 - O sanna, mm. 97-99. 
© Gehrmans Musikfšrlag AB. Printed with permission. 

 
 

SandstršmÕs last unaccompanied mixed choral work for a number years was the epic 

Etyd nr 4, som i e-moll (Etude nr. 4 as in E minor, 1987). Although not SandstršmÕs first piece 

for six-part, SSATBB chorus (En ny Himmel och en ny Jord was the first), he would later 

indicate that this configuration was his favorite, and most of his subsequent unaccompanied 

works would be set in a similar fashion.63 At a little over eighteen minutes, the work is also one 

of SandstršmÕs longest for unaccompanied chorus. There is a grand, symphonic scale to the 

work, similar to Richard StraussÕ Deutsche Motette. The harmonic content is quite Romantic, 

                                                 
62 Soderberg, ÒA Survey,Ó 23. 
63 Swaney, ÒAn Overview,Ó 2. 
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especially in terms of SandstršmÕs use of major, minor and dominant seventh chords, as is 

Tobias BerggrenÕs text, which emphasizes the natural and the personal. Although scored in a 

very lush manner, often with twelve or more parts, Etyd nr. 4 is one of the first pieces in which 

Sandstršm of aural haze techniques showed more functional characteristics. Nelson notes 

extensive use of octave pairing, most commonly between the soprano and tenor, mezzo-soprano 

and baritone, and alto and bass.64 Another important characteristic of this work is the baritone 

solo, which Sandstršm returns to in later works. Etyd nr. 4 was SandstršmÕs last unaccompanied 

choral work until 1992. 

 

 
Figure 3.5 - Etyd Nr 4, som i e-moll, mm. 161-164. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
 
 
1990s 

The majority of SandstršmÕs unaccompanied choral music from the 1990s has common 

traits. Most are for six-part chorus with divisi, about eight minutes long, and sacred. Works that 

share most or all of these characteristics include Laudamus Te (1993), Veni Sancte Spiritus 
                                                 
64 Nelson, ÒAn Introduction,Ó 31. 
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(1993), Ave Maria (1994), Ave Maris Stella (1994), Ultreia (1995), April och Tystnad (1996), 

and In Dulci Jubilo (1997). The primary unifying attribute amongst these pieces, however, is 

SandstršmÕs extensive use of minimalism. The harmonic content remains neo-romantic, but the 

focus on expansion and working out of small motivic cells predominates. In addition, in these 

works Sandstršm first uses vocal tremolo on sustained pitches to create aural haze. Ave Maria is 

an exception, in that it is for double choir, a configuration that Sandstršm would also return to 

extensively. 

Ave Maris Stella contains a chord that occurs in many of SandstršmÕs works. The chord, 

which the author has labeled as the Sandstršm chord or ÒS-chord,Ó comprises an open fifth on 

the bottom and minor second on top. The S-chord can function in multiple ways, such as a 

revoicing of a major or minor chord, a non-chord tone, or as word painting in moments of high 

tension. The primary roles of the S-chord however, are decidedly non-functional. Most often it 

serves either in an intermediary capacity, interrupting functional progressions with dissonance 

 

Figure 3.6 - Ave Maris Stella, mm. 1-6. S-chord shown in inversion. 
© Gehrmans Musikfšrlag AB. Printed with permission. 
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and tonal ambiguity, or, as in example 3.6, as a collection of pitches that act as a static diatonic 

cell. The indistinct quality of the S-chord can act as a means to leading tone resolution, as 

mentioned above; however, more often the qualities of ambiguity and tension operate as ends 

unto themselves. In particular, Sandstršm also uses the tension of the S-chordÕs minor second in 

word painting. Nelson, in his discussion of Laudamus Te, identifies leading tone motives in 

melodic material that appear related to the S-chord.65 

April och Tystnad (1996) differs somewhat from the heavily minimalist works of the 

middle part of the decade. Although there is still repetition, it is used primarily in ostinati under 

the melody or as a colorative device, and functions less as a device for development. In many 

ways, April och Tystnad has more in common with Etyd nr. 4. Melody predominates in April, as 

does the neo-romantic harmonic content. Although later Sandstršm works would employ more 

complex rhythmic characteristics, April och Tystnad is a marker for SandstršmÕs late, mature 

style. 

 

 

Figure 3.7 - April och Tystnad, mm. 19-21. Melody over ostinati. 
 
 

                                                 
65 Ibid., 103. 
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2000s 

Between 1998 and 2002 Sandstršm only composed one work for mixed unaccompanied 

choir, Credo (2000). In 2003 he composed Lobet den herrn and Singet dem Herrn, the first of his 

works based on BachÕs famous motets.66 Later he completed the Komm, Jesu, Komm (2005), 

FŸrchte dich nicht (2007), Jesu Meine Freude (2008), and Der Geist Hilft unser Schwachheit auf 

(2008).67 Sandstršm scored the motets for SATB double choir, and they generally reflect 

SandstršmÕs mature, neo-romantic style. Many of the characteristics mentioned previously that 

carried on into his later work are contained within these pieces. In the motets, and others from 

the 2000s, Sandstršm displays a Baroque motor rhythm highly reminiscent of Bach. The 

Baroque part writing spins out rhythmically over his characteristic neo-romantic harmonies. 

There is a close similarity between the motets and O sanna because of the double choir setting, 

                                                 
66 Broman, ÒBach to the future,Ó 3-4. 
67 Broman, ÒSix Motets,Ó 5. 

 

 
Figure 3.8 - Singet dem Herrn, mm. 24-27. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
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as well as Baroque influence. Sandstršm does not utilize his more avant-garde techniques in 

these works, although he still uses diatonic and chromatic pitch collections, unprepared 

dissonance, and aural haze effects. FŸrchte dich nicht, is the exception, with unpitched syllables, 

agitated rhythms, and a high degree of dissonance.68 

Two other works from this decade, Credo (2000) and Psalm 139 (2004) are especially 

relevant. Both pieces, unlike the motets, are for six-part chorus. There are a number of patterns, 

techniques, and gestures that appear in these pieces that also appear in another major work of the 

decade, Five Pictures from the Bible (2005). Sandstršm divided the Credo into nine short 

movements. It has a rhythmic language that is similar to his earlier O sanna. SandstršmÕs word 

paining is clearly apparent. One particular device Sandstršm uses is a repeated motivic cell, each 

time chromatically moving the figure higher and higher in step-wise motion, to create the feeling 

of tension, anger, or chaos (in this case he utilizes the figure in the Crucifixus movement, Figure 

3.9). SandstršmÕs aural haze effects abound as well, serving a literal function as a sort of prayer 

                                                 
68 Ibid., 6. 

 

Figure 3.9 - Credo, movement V, mm. 1-13. Stepwise imitation and repetition in soprano. 
© Gehrmans Musikfšrlag AB. Printed with permission. 
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or mumbling assent from the congregation. As in many of his later works, Sandstršm uses 

humming at high and low registers, and tremolo. Though largely homophonic, Sandstršm also 

uses imitation. Et Resurrexit contains a technique in which the choir enters in a rising staircase 

pattern from lowest to highest voice in a short imitative canon. This also occurs in reverse from 

highest to lowest voice, however the upper voices typically do not sustain all the way through the 

end of the pattern. 

Psalm 139 contains many of the same techniques found in the Credo, but Sandstršm 

writes a bit more conservatively in this work, especially in terms of rhythmic complexity, divisi 

and harmonic content. Though many of SandstršmÕs compositions, especially his instrumental 

works, have their titles in English, the majority of SandstršmÕs English language choral music 

has been set to the poetry of William Blake. Psalm 139 is important both because it is one of the 

few times that Sandstršm writes in sacred music in English, and because it bears a striking 

resemblance to another of SandstršmÕs works, Five Pictures from the Bible.69 

 

Figure 3.10 - Credo, movement VI, mm. 6-7. 
© Gehrmans Musikfšrlag AB. Printed with permission. 

 

 

                                                 
69 Aside from his adaptation of PurcellÕs Hear My Prayer O Lord. 
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General Traits in Unaccompanied Choral Music 

Although SandstršmÕs choral music spans five decades and numerous styles, many traits 

remain consistent from his earliest works to his most recent. In many of SandstršmÕs 

compositions one can see a tendency toward complexity. This penchant for complexity is 

apparent in many of the common stylistic traits listed below.  

Diatonic Harmony 

SandstršmÕs most recent works display a number of significant traits harmonically. While 

his music is securely rooted in diatonicism, Sandstršm approaches harmony in a uniquely 

modern and personal way. The vast majority of his harmonic content is diatonic. This 

diatonicism takes the form of modal and tonal progressions, as well as diatonic collections. 

Another defining characteristic of his harmonic content is his extensive use of the S-chord as a 

functional and colorative device. By using all of these devices, Sandstršm is able to compose in 

an accessible and open manner that is easy for audiences to associate with, yet is without 

anachronistic or clichŽd harmonic ideas. 

Texture 

With a few exceptions, SandstršmÕs choral music displays a rich, dense, largely 

homophonic texture. He rarely composes in only four parts, often writing for twelve or more 

parts in his most difficult unaccompanied works. Although in the 1990s and 2000s instances of 

imitation and polyphonic writing increase in frequency, Sandstršm consistently returns to the 

thick, homophonic textures that are a hallmark of his sound. 

Explicit Expression 

From SandstršmÕs earliest works to the present day, the composer frequently marks 

crescendo/decrescendo and accelerando/ritardando to specify phrasing ideas with exactitude 

and precision. Often, he will indicate a small phrase with a messa di voce marking over a single 

note or string of notes, each time indicating a swell. While the explicit marking of phrasing is 

common, it is striking that Sandstršm notates phrasing ideas so consistently, in such detail, and 

over such a long period.  

Sandstršm also finely controls tempo changes. He marks frequent accelerandos and 

ritardandos over, for example, sixteen bars, that only alter the tempo by a few beats per minute. 
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The exactitude and precision of these markings appear linked to SandstršmÕs ideas about 

phrasing, in particular to a Romantic and expressive rubato. 

These markings reinforce the position of Sandstršm as a Romantic and/or neo-romantic 

composer. SandstršmÕs markings indicate a subjective interpretation of the musicality necessary 

to accurately express a piece; in many instances, he does not leave this phrasing up to the 

performer. He marks what he truly intends for the music, and thus there is directness, honesty 

and an openly expressive quality to his works.  

ÒAural HazeÓ  

Starting with SandstršmÕs earliest works, he utilizes a variety of techniques to indicate an 

atmospheric, undetermined wash of sound. This sound often has a concrete, literal purpose, such 

as replicating rustling in trees or the rumbling of GodÕs voice. SandstršmÕs aural haze techniques 

tend not to have harmonic function, or begin without harmonic intention and then drift to 

relationships that are more functional. In SandstršmÕs earliest works the aural haze effect was 

created with dense pitch clusters using both specifically notated and aleatoric pitches. In his later 

works he utilizes a vocal tremolo, often marked with a ÒZÓ above the note, to indicate the effect. 

He often directs the singer to produce the sound, especially when using aleatoric clusters, at the 

lowest end of his or her register. In a few pieces he indicates a hum at very high pitches, often in 

close harmony, to create a similar effect. There is a strong relationship between SandstršmÕs 

tendency for dense vertical sonorities and his use of aural haze techniques. 

Virtuosity  

With the exception of a few hymns written in recent years, most of SandstršmÕs choral 

music is difficult. In addition to the textural density mentioned above, every voice part regularly 

moves into high and low extremes, and often for extended periods. Most of SandstršmÕs 

unaccompanied music is longer that six minutes, and he has quite a few pieces that exceed 

twelve minutes in length. Even in his more tonal compositions, Sandstršm uses dissonance 

extensively, especially in sections where the text reflects negative emotions or discordant 

actions. In SandstršmÕs earlier works he regularly asks for quarter tone singing, and in his later 

works the imitative and contrapuntal writing becomes more complex.  

Word Painting 

Beginning in the 1970s, Sandstršm began to compose in a literal fashion. The texts of 

William Blake and Tobias Berggren in particular were early sources of inspiration for 
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Sandstršm, and as a result, he adapted his writing to reflect directly the ideas expressed in the 

text. This most often took the form of word painting, but also as Òmood painting.Ó SandstršmÕs 

word painting could be literal, such as spinning, chromatic sixteenth notes on the word Òtwist,Ó 

or implied, as in a murmuring sound that resembles the ascent of the congregation to a sermon. 

As discussed above, SandstršmÕs work in the 1990s, in particular his High Mass, was decried as 

too accessible and Òaudience flattering.Ó Word painting is an example of an effect that one could 

label as such.  
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CHAPTER FOUR 
 
 

ORIGINS, EVOLUTION, AND RECEPTION OF FIVE PICTURES FROM THE BIBLE 
 
 

Introduction 

 The story of how FPFTB came to be is a uniquely interesting tale of inspiration and 

collaboration in the arts world. This chapter will examine the circumstances by which the 

Minnesota Commissioning Club, together with HŒkan HagegŒrd, Sven-David Sandstršm, and 

Philip Brunelle, collaborated in a unique way to facilitate the creation of FPFTB. The process by 

which the piece evolved should be considered a model for how composers, commissioners and 

performers can collaborate successfully and in a meaningful way. 

 

Minnesota Commissioning Club 

 Jack and Linda Hoeschler founded the Minnesota Commissioning Club (MCC) in 1990 

with the goal of commissioning emerging American composers.1 The Hoeschlers are very active 

patrons of the arts, and have been commissioning since the 1970s.2 Over the years other people 

in their acquaintance expressed interest in commissioning as well, but these inclinations were not 

particularly successful.3  

 In 1991, the Hoeschlers organized a group of six families, based on the model of an 

investment club, who gathered quarterly to commission new and emerging composers. The 

initial commitment for each couple was $2,000 per year for five years.4 This model proved very 

successful, and over the years the group commissioned works by Paul Schoenfeld, Steve Heitzig, 

Stephen Paulus, William Banfield, Augusta Read Thomas, Eric Whitacre, Judith Lang Zaimont, 

Stanislas Skrowaczewski, Aaron Jay Kernis, Libby Larson, and Jennifer Higdon.5 Premiering 

organizations include the Minnesota Orchestra, KingÕs College Choir, the Chamber Music 

Society of Lincoln Center, the James Sewell Ballet, the St. Paul Chamber Orchestra, Bergen 

Wind Quintet, and the St. LukeÕs Orchestra.6  

                                                 
1 Hoeschler, ÒOverview,Ó 1. 
2 Ibid. 
3 Ibid. 
4 MCC Minutes, April 21, 1991. 
5 ÒMinnesota Commissioning Club Commissions,Ó 1-3. 
6 Ibid. 
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The major point is that we maintain a role as initiator and champion, not just blind 
funder. We try to promote the piece and the composer in ways that are not 
possible for the composer alone. In the process, we learn and enjoy the music 
more fully.7 

An important part of the clubÕs mission involves the role that the club itself plays in the 

commissioning process.8 The members of the MCC are well connected, in both the arts and 

business worlds, and have a particular skill set that allows them to be highly successful advocates 

for the music they commission. One of their stated aims is to use these connections to promote, 

facilitate the performance of, and ensure an extended life for the works they commission.9 They 

want to be involved in the commissioning process, the premiere, and beyond. It is the desire for 

this type of role that helped shape FPFTB. 

In addition to the Hoeschlers, the founding couples include Charlie Boon and Carol 

Heen, Sam and Thelma Hunter, Nick Nash and Karen Lundholm, David and Judy Ranheim, and 

Fred and Gloria Sewell.10 At the time of the commission, the makeup of the club had changed to 

include the Hunters, the Ranheims, the Sewells, and the Hoeschlers, with Hella Mears and Bill 

Hueg, who the MCC added in 1999, and Cathy and Jerry Fischer, who began in January of 

2005.11 

 

The Commission 

The groundwork for the commission of FPFTB lies in the relationship between members 

of the MCC and world-renowned Swedish baritone, HŒkan HagegŒrd (b. 1945). HagegŒrd had a 

long relationship with founding MCC member Nick Nash, as well as other members of the 

MCC.12 As early as the second meeting of the club in August of 1991, Nash mentioned HagegŒrd 

as a potential collaborator with the MCC.13 HagegŒrd also had interactions with Linda Hoeschler 

through her role as Executive Director of the American Composers Forum.14 Through 

HagegŒrdÕs many visits to the Twin Cities area, the relationship between HagegŒrd and the 

various members of the MCC grew throughout the 1980s, 1990s and 2000s. 

                                                 
7 Hoeschler, ÒOverview,Ó 4. 
8 Jack and Linda Hoeschler, interview, November 11, 2006. 
9 Ibid. 
10 ÒMinnesota Commissioning Club Commissions,Ó 3. 
11 Ibid.; MCC Minutes, January 3, 2005. 
12 Linda Hoeschler interview, June 20, 2006. 
13 MCC Minutes, August 7, 1991. 
14 Linda Hoeschler interview, June 20, 2006. 
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In September of 2004, the Hunters and the Hoeschlers traveled to Sweden.15 At the 

invitation of HagegŒrd, they stayed at HagegŒrden, the singerÕs countryside home and artist 

retreat, located thirty-seven miles outside of Karlstadt.16 During that stay, Thelma and Linda 

discussed ideas for a commission with HagegŒrd.17 Out of these discussions came a proposal for 

a commission with a peace theme for a Swedish choir to premiere at the Nobel Prize ceremony 

in Stockholm.18 HagegŒrd suggested two composers for the commission: John Corigliano and 

Sven-David Sandstršm.19  

At the MCC quarterly meeting in November of 2004, Thelma and Linda presented the 

proposal for the commission.20 The response from the rest of the committee was positive, and 

Thelma and Linda accepted the task of researching the music of the two composers.21 Between 

November 2004 and January 2005, Linda and Thelma met at the Hunter residence and listened to 

SandstršmÕs High Mass. Both were very impressed with the High Mass and became highly 

motivated to use Sandstršm for the commission.22 Thelma made an initial contact with 

Sandstršm and he indicated that he was interested in the project.23 

Not much else happened with what Jack Hoeschler initially labeled as the ÒNobel 

ProjectÓ until later that year.24 In April of 2005, HagegŒrd was staying with the Hoeschlers in 

their remote cabin, taking respite from his heavy performing schedule.25 While staying at the 

cabin, Linda Hoeschler took HagegŒrd to the opening of the St. JohnÕs Bible exhibit.26 

Commissioned by St. JohnÕs Abbey and University, the St. JohnÕs Bible is an ornate, hand 

written, hand illuminated Bible.27 According to Hoeschler, HagegŒrd was in awe of the St. 

JohnÕs Bible, and suggested that it might serve as inspiration for the proposed collaboration and 

                                                 
15 Ibid. 
16 Ellison, ÒA Swedish Opera Star.Ó 
17 Linda Hoeschler interview, June 20, 2006. 
18 MCC Minutes, November 8, 2004. 
19 Linda Hoeschler interview, June 20, 2006. 
20 MCC Minutes, November 8, 2004. 
21 Ibid. 
22 Linda Hoeschler interview, June 20, 2006. 
23 MCC Minutes, January 3, 2005. 
24 MCC Minutes, November 8, 2004. 
25 Linda Hoeschler interview, June 20, 2006. 
26 Ibid. 
27 Calderhead, Illuminating the Word. 
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commission.28 Within a week the basic details of the commission, and what would go on to be 

FPFTB, were firmly established. 

On April 3, 2005, the MCC held their quarterly meeting. The meeting included former 

member couples Nick Nash and Karen Lundholm, who, as previously noted, had a close 

relationship with HagegŒrd that predated the project, and Charlie Boon and Carol Heen. Also in 

attendance were Libby Larsen, who was presenting her new commission to the MCC, and 

HagegŒrd. In the discussion at this meeting, HagegŒrd revealed that commissioning a piece for 

the Nobel Prize ceremony was unlikely, for a variety of reasons.29 Nevertheless, the club was 

still agreeable to a commission with HagegŒrd, and the details began to fall into place. HagegŒrd 

was also in talks with Philip Brunelle, artistic director of the Minneapolis-based choir 

VocalEssence, about a concert in June of 2006 to celebrate HagegŒrdÕs semi-retirement. 

HagegŒrd inquired if the commission could become a part of that project.30 The club agreed, 

although they expressed concern that they were not interested in being Òa group that just writes 

checks.Ó31 In particular, they wanted to be a part of the conception and production of the piece, 

and not have it taken completely out of their hands.32 The club agreed, and after some discussion, 

decided to fly Sandstršm in for a meeting with the MCC to finalize the details of the project.33 

The committee contacted Sandstršm via phone and agreed to fly in from Indiana at the last 

minute to meet with the club. That meeting occurred just five days later, on April 9, 2005.34 

David and Judy Ranheim hosted the meeting at their home with HagegŒrd, Sandstršm, 

and the MCC.35 At this meeting, the committee discussed many of the specific details of the 

nature of the piece. HagegŒrd felt strongly that the length of the piece should be around twenty-

five minutes and scored for unaccompanied chorus and baritone solo.36 In addition, he wanted it 

to be accessible to more than just the highest level of music professionals, and to consist of 

discrete movements that choirs could perform separately.37 

                                                 
28 Linda Hoeschler interview, June 20, 2006. 
29 MCC Minutes, April 4, 2005. 
30 Ibid. 
31 Ibid. 
32 Jack and Linda Hoeschler, interview, November 11, 2006. 
33 Linda Hoeschler interview, June 20, 2006. 
34 MCC Minutes, April 4, 2005, addendum. 
35 Jack and Linda Hoeschler, interview, November 11, 2006. 
36 MCC Minutes, April 9, 2005. 
37 Ibid. 
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Sandstršm suggested that the piece have five to seven discrete movements, and that he 

found sacred texts particularly inspiring.38 The club made it clear to Sandstršm that they were 

not just benefactors, and that they found participation in the creation and life of the works they 

commission an important goal for them.39 SandstromÕs response was to invite the MCC to 

choose the texts for the piece for him.40 Jack Hoeschler brought up the possibility of linking the 

texts to the St. JohnÕs Bible project, which, as previously mentioned, was of particular interest to 

HagegŒrd.41 Sandstršm and HagegŒrd left the meeting for a time and each group discussed the 

ramifications of the collaboration.42 After they deliberated, the two groups came back together 

and finalized the basic plans for the commission.43 Immediately after the meeting, Sandstršm 

and HagegŒrd went to the view the illuminations of the St. JohnÕs Bible. The illuminated Bible 

also quite moved and inspired Sandstršm.44 

ÉÔyou guys pick out the story.Õ That turned out to be a challenge. More of a 
challenge than we had first recognized.45 

By all accounts, the selection of the texts for FPFTB was a much more difficult prospect 

than anyone had anticipated.46 First, most of the members of the MCC knew comparatively little 

about the different stories in the bible, and therefore needed to spend a considerable amount of 

time researching meaningful texts. Second, the MCCÕs initial attempts to find thematically 

related materials proved difficult. Eventually, they abandoned any themes, in favor of stories that 

resonated personally for each couple.47 Lastly, the process of artistic collaboration between 

twelve relatively high-powered and influential individuals was bound to inflame passions and 

strong opinions. 

After much discussion and passionate, yet amicable, debate, the MCC settled on the texts 

that would become part of FPFTB. Throughout the deliberations on the text, the illuminated 

images of the St. JohnÕs Bible continued to be a source of inspiration and influence. A number of 

MCC members went to see the exhibit, and they discussed the idea to tying the performance 

                                                 
38 Ibid. 
39 Jack and Linda Hoeschler, interview, November 11, 2006. 
40 Linda Hoeschler interview, June 20, 2006. 
41 Jack and Linda Hoeschler, interview, November 11, 2006. 
42 MCC Minutes, April 9, 2005. 
43 Ibid. 
44 Linda Hoeschler interview, June 20, 2006. 
45 Jack and Linda Hoeschler, interview, November 11, 2006. 
46 Ibid. 
47 Ibid. 
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visually to some of the illuminations.48 Ultimately, this effort would not come to fruition, 

however the St. JohnÕs Bible remained an integral part of the concept behind FPFTB. 

The text recommendations from the MCC were as follows: the Fischers chose the story of 

the Good Samaritan; the Huegs chose the Prodigal Son; the Hunters suggested both JacobÕs 

Ladder and the story of Noah; the Hoeschlers chose the story of the Waters of Meribah; the 

Ranheims offered Daniel and the LionsÕ Den, the story of doubting Thomas, and the story of St. 

Paul; and the Sewells elected not to nominate their own story, and instead seconded the Fischers 

selection.49 The couples of the MCC put much time and thought into the selection of the stories 

for FPFTB, and for many of the members the stories held deep personal and emotional 

significance.50  

Sandstršm ultimately selected five stories for the work. As will be discussed further in 

Chapter Five, he elected to take the stories largely verbatim from the New Revised Standard 

version of the Bible, which is the same version of the Bible from which the text of the St. JohnÕs 

Bible is based. Though Sandstršm is an experienced and prolific composer, he struggled with 

parts of the composition.51 At one point, he considered abandoning the piece, however his wife 

convinced him to continue on, and he was ultimately successful.52 

 

Premier and Critical Reception 

On June 20, 2006, Philip Brunelle and the VocalEssence Ensemble Singers premiered 

Five Pictures from the Bible at Bethel College in Arden Hills, MN.53 HŒkan HagegŒrd was the 

featured soloist, and, in addition to FPFTB, there were works by Eskil Hemberg, Otto Olsson, 

Ola Gjello, and Edvard Grieg on the program.54 Linda Hoeschler said of the premiere, ÒI thought 

it was an excellent piece musicallyÉfor the club, itÕs probably the best weÕve commissioned.Ó55 

Bruce Hodges, in his review for the website Seen and Heard International, said, ÒSandstršm, 

HagegŒrd, Brunelle and his wonderful group can only be congratulated for illuminating a major 

                                                 
48 MCC Minutes, May 25, 2005. 
49 Hoeschler, ÒMemo.Ó  
50 Ibid. 
51 Sandstršm, interview June 17, 2006. 
52 MCC Minutes, May 13, 2006. 
53 VocalEssence, ÒHŒkan HagegŒrd.Ó 
54 Ibid. 
55 Linda Hoeschler interview, June 20, 2006. For a number of years Linda Hoeschler was an arts critic for various 
newspapers in the Twin Cities area. 
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new addition to the a cappella repertoire.Ó56 Michael Anthony of the Star Tribune wrote, 

ÒBrunelle paced the work sensitively, showing great care for dynamics. HagegŒrd made vivid 

work of each of the five sections, and BrunelleÕs expert chorusÉproduced rich sounds from start 

to finish.Ó57 Rob Hubbard of the Pioneer Press also noted that, ÒitÕs a piece that deserves to be 

heard frequently in the future.Ó58 On July 7, 2006, the GŸstav Sjšqvist Chamber Choir sang the 

Swedish premiere of FPFTB at the Dalarne Festival, with a number of members of the MCC in 

attendance.59 At the Swedish premiere, Linda Hoeschler in her pre-concert speech said of 

FPFTB: 

And we hope that todayÕs piece, which is truly a bit of history, because it is the 
premiere in this country, we hope it is the first of many performances, in this 
country, in America, and around the world. Because we think we have not only a 
great singer and a great composer, but a great piece of music.60 

Five Pictures from the Bible is an intricately conceived and highly personal composition. 

Many of the choices made by HagegŒrd, the MCC, and Sandstršm had significant ramifications 

for the way in which Sandstršm approached the process of composition. Ultimately, these 

restraints contributed positively to the final product and gave FPFTB its unique structure, sound, 

and message. 

                                                 
56 Hodges, ÒScandinavian Song.Ó 
57 Anthony, ÒHagegŒrdÕs Voice.Ó 
58 Hubbard, ÒVocalEssence.Ó 
59 Jack and Linda Hoeschler, interview, November 11, 2006. 
60 Hoeschler, Pre-concert speech. 
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CHAPTER FIVE 
 
 

ANALYSIS OF FIVE PICTURES FROM THE BIBLE 
 
 

General Structural and Stylistic Traits 

Five Pictures from the Bible is an unaccompanied work set for soprano, mezzo-soprano, 

alto, tenor, baritone, and bass with a baritone solo that runs throughout. The work has a running 

time of about thirty minutes, and is entirely unaccompanied. The form of FPFTB is through 

composed. This is more than likely dictated by the text, which contains no repeating material. 

The work is unified by its treatment of text, harmonic content, texture, and approach to word 

painting, rather than functional key relationships, motives or other large scale structural 

elements.  

Text 

The text for FPFTB is taken from the New Revised Standard version of the Bible, and is 

made up of five well known biblical stories; three from the Old Testament and two from the New 

Testament (see Table 5.1).1 Sandstršm chose to present the texts selected by the Minnesota 

Commissioning Club in the order that they appear in the bible. The texts are prosaic rather than 

poetic, predominantly narrative, and contain a significant amount of dialogue. The prose texts 

lack the color and imagery of poetry, and contain a considerable number of words. Jack and 

Linda Hoeschler noted the potential difficulty these texts presented for Sandstršm in the 

composition process: 

Jack: We knew when we sent these things off that this was going to be tough, ÔI 
donÕt know what the hell heÕs gonna do with this but IÕll be really interested [to 
find out]Õ And this whole business ofÉ 
 
Linda:  He didnÕt say he was going to take the whole text right out of the bible 
either, I think we thoughtÉ 
 
Jack:  ÉWe viewed ourselves as providing such inspiration as he may choose to 
take from it. If he didnÕt, fine. We were perfectly prepared to have him say, ÔI 
canÕt do much with thatÕÉ.changing it, in a material way. So we would not have 
been offended, it had been fun doing this, a little frustrating ourselves because, it 
wasnÕt as if we had come up with something that as you said, Ônow hereÕs a 
natural, I can see how somebody can really set this. ItÕs got a nice beginning, 

                                                 
1 Jackson, The St. JohnÕs Bible. 
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middle and an end. This will knock them dead and weÕve got a great solo part 
here.Õ And these things were intellectual stories with philosophical content, Ôwhat 
are you going to do with this damn stuff.Õ It was an admitted challenge.2 

As noted above, Sandstršm elected to set the texts largely verbatim from the New Revised 

Standard Bible. As an example of the amount of text that Sandstršm set, it is helpful to consider 

the Credo of the Catholic Mass. The Latin version of the Credo contains approximately 163 

words. This quantity of text often results in composers setting the Credo syllabically in order to 

include all the text. As a result, settings of the Credo tend to be much longer than the other parts 

of the Mass.3 In contrast, the shortest text in FPFTB is The Waters of Meribah, which contains 

approximately 180 words. The longest is The Parable of the Prodigal and his Brother, with 

about 516 words. The amount of text Sandstršm chose to set had major ramifications for how he 

would structure the work. 

Table 5.1 - Summary of texts. 

 

Sandstršm deals with the challenge of the text by composing syllabically and minimizing 

the amount of repetition. There are a few instances in which snippets of text are echoed between 

solo and choir, or an important word is repeated, but otherwise the text is presented line-by-line 

and in a syllabic manner. Conversely, the repetition of melodic or motivic material occurs with 

new text. There are instances where Sandstršm treats the text for the choir more melismatically, 

but these tend to be brief. Often the soloist syllabically echoes the melismatic text sung by the 

choir, or the melismatic passages contain neutral syllables rather than actual text (e.g. ÒmmÓ or 

ÒahÓ). 

When choosing how much of the text to set, Sandstršm often elected to trim either the 

beginning or ending lines, while maintaining the clarity of the story. Sandstršm removed full 

lines from the beginning and the end of both The Waters of Meribah and Daniel in the LionÕs 

                                                 
2 Hoeschlers, interview November 11, 2006. 
3 Krzysztof Penderecki set an entire choral-orchestral masterwork to the Credo text alone. 

Biblical Story Book Verse Verses 
Used 

Word 
Count 

I. JacobÕs Dream at Bethel Genesis 28:10-22 28:10-17 244 
II. The Waters of Meribah Numbers 20:2-13 20:7-13 180 
III. Daniel in the LionÕs Den Daniel 6:1-28 6:13-24 379 
IV. The Parable of the Good Samaritan Luke 10:25-37 10:25-37 289 
V. The Parable of the Prodigal and his Brother Luke 15:11-32 15:11-32 516 
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Den, and from the end of JacobÕs Dream at Bethel. Both stories from the Gospel of Luke, The 

Parable of the Prodigal and his Brother and The Parable of the Good Samaritan, contain the 

entire set of lines from the story.  

Sandstršm also cut small portions of lines from Daniel, The Samaritan, and The 

Prodigal. These cuts largely entailed the removal of narrative lines preceding dialogue, e.g. ÒBut 

when he came to himself he said,Ó and ÒThen the conspirators came to the king and said to 

him.Ó4 These cuts tend to occur in places where it is clear who is speaking, and for the most part 

do not affect the audienceÕs understanding of who is speaking. This quote illustrates SandstršmÕs 

judicious and conservative editing of the text:  

Then he became angry and refused to go in. His father came out and began to 
plead with him.  
 
But he answered his father, ÒListen! For all these years I have been working like a 
slave for you, and I have never disobeyed your command; yet you have never 
given me even a young goat so that I might celebrate with my friends.5  

Here Sandstršm wisely chose not to remove the words ÒBut he answered his father,Ó because to 

do so would have suggested, based on the preceding line, that the father was speaking and not 

the son. 

Table 5.2 - Major roles taken by choir and soloist. 

 Soloist Chorus 
I Narrator 

 
God 
Jacob 

II  God 
Aaron/Moses 

Narrator  

III  Daniel 
 

Narrator 
King 
Lions 

IV Student Jesus 
Narrator (soloists within the choir) 

V Father Narrator 
Prodigal Son 
Brother 
Slave 

  

Because these stories are narrative, with large sections spoken by God, a narrator, or 

other actors, it is important that the audience understand the text. To that end, Sandstršm set 

                                                 
4 Luke 15:17, Daniel 6:15. 
5 Luke 15:28-29. 
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large portions with either a homophonic (soloist and chorus), monophonic (soloist) or 

homorhythmic (chorus) texture. Sandstršm also composed in a polyphonic style. SandstršmÕs 

imitative writing provides variety and musical interest, however in a number of places the 

imitation obscures a clear understanding of the text. This is, of course, a common problem with 

polyphonic treatment of text, and SandstršmÕs choice to set the text syllabically and to write the 

parts with a number of instances of voice crossing, further obscures the intelligibility of the text.  

The choir and the soloist play the role of either narrator or the various characters in each 

story. The narrator functions as either the unknown author of the story or as Jesus telling a 

parable to his followers. The characters in the stories include God, Jesus, Daniel, Jacob, Aaron 

and Moses, the prodigal son, the den of lions, and others. The chorus recites a large percentage 

of the narrative text, in addition to taking a number of spoken parts, while the soloist primarily 

sings dialogue and occasionally narrates. Despite these tendencies, the chorus and the soloist 

perform as both narrator and character, often changing these roles within a single individual 

movement. Although both choir and soloist share roles, in each movement there is a clear 

delineation of which group is the primary agent and which group is in a supporting position.  

In Jacob, both the choir and the soloist sing dialogue associated with Jacob, however the 

chorus initiates each line of text, and the soloist responds afterwards. The solo part becomes an 

echo of the sentiments expressed by the choir rather than actually ÒplayingÓ the part of Jacob. 

The chorus clearly acts in the role of God, singing all of his lines. The baritone operates as the 

narrator, with the chorus echoing some of the narratorÕs lines. Sandstršm constructs JacobÕs lines 

in a call-and-response format, with small sections of repeated text sung by the choir and then 

echoed by the soloist. While not every movement follows this exact arrangement, Sandstršm 

often shares duties between the choir and the soloist in creative and unusual ways. Jack 

Hoeschler reflected on the relationship between the chorus and the soloist: 

But the end result was, there was this other aspect of this thing that we talked 
about, technically, OK, how does a baritone relate to the chorus, is the baritone 
always going to be God and is the chorus always going to be the people or what? 
And so Sven-DavidÕs very interesting I think, atypical use of the voice and the 
chorus back and forth as God or the major actors, I find to be an interesting aspect 
and a refreshing look at the problem.6  

The call-and-response arrangement is particularly moving and effective in Jacob when 

the chorus, acting as Jacob, sings: 
                                                 
6 Hoeschlers, interview November 11, 2006. 
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How awesome is this place!  
This is none other than the house of God,  
And this is the gate of heaven.7 

In this passage (Figure 5.1), the baritone echoes each line, mirroring the upward leap of a sixth in 

the soprano part, which then puts the soloist up to G-sharp4. Sandstršm marks this note falsetto, 

and in concert with the rich texture of the chorus parts on the initial statement, the effect created 

is one of astonishment, reverence, and supplication.  

 

Figure 5.1 - Jacob, mm. 67-69. Call-and-response. 
© Gehrmans Musikfšrlag AB. Printed with permission. 

 

In Meribah there is an instance where Sandstršm momentarily modifies which group is 

the primary agent of a character, thus creating variety, interest, and dramatic intensity. God 

commands Moses and Aaron to go to the Israelites and give them water, saying: 

Take the staff, and assemble the congregation, you and your brother Aaron, 
And command the rock before their eyes, to yield its water. 
Thus, you shall bring water out of the rock for them; 
Thus, you shall provide drink for the congregation and their livestock.8 

                                                 
7 Five Pictures, 8-9. 
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At the beginning of this section (measure 4), the soloist initiates each phrase and the chorus 

echoes his statement, as a congregation might echo a minister. At measure 11, Sandstršm 

reverses roles, shifting the statement of the new text to the choir, with the soloist now echoing. 

Finally, when God speaks to Moses and Aaron to tell them that they will not bring the Israelites 

into the holy land, the soloist sings all of the lines, with the choir singing ÒahÓ underneath. 

Sandstršm makes up for the occasional ambiguity that occurs by switching a single role between 

parts, and by the expressive variety that he provides by not forcing the soloist to adhere to one 

role per movement. In Meribah, by starting the character of God in the solo voice, and then 

switching to the chorus midway through, Sandstršm adds intensity and urgency to GodÕs 

command to Moses and Aaron. 

 The stories told in each movement contain a number of differences. The three stories 

from the Old Testament, Jacob, Meribah, and Daniel, are compact tales that contain specific 

colorful events with richer imagery such as Jacob Õs ladder ascending to heaven, God 

commanding Moses and Aaron, and the lions from Daniel. The two parables, on the other hand, 

contain less vivid imagery and the storylines are more expansive. The Samaritan is essentially a 

story within a story; Jesus has a conversation with one of his disciples concerning the nature of 

salvation, and in that conversation recounts the story of the Good Samaritan. The Prodigal is a 

longer tale, again about salvation, concerning the son who strays from the path of good. He 

realizes his error and returns home, asking for forgiveness. His father calls for a celebration in 

his honor. The father then must explain the nature of salvation to the good son, who has done no 

wrong, yet never received a celebration as the prodigal son did. 

 Little unifies these works regarding the themes and messages contained within the texts. 

One could make a case that salvation plays a role in all the works, however that thread is thin, at 

best, in the first two movements. The MCC initially attempted to find a common theme when 

searching for biblical stories to submit to Sandstršm, but eventually found that task too difficult.9 

In the end, they selected stories that resonated to them personally, eschewing any unifying theme 

or message. The primary unifying theme in FPFTB is the biblical nature of the texts. Aside from 

that, it is the musical and expressive qualities of SandstršmÕs writing that bind the disparate 

movements together. 

                                                 
8 Numbers 20:8. 
9 Hoeschlers, interview November 11, 2006. 
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Harmonic Content 

 The harmonic language that Sandstršm uses throughout FPFTB is diatonic. The 

dominant harmonic traits include major and modal chord progressions, diatonic pitch collections, 

and extensive utilization of the S-chord. All of these techniques are closely related to traditional 

tonality, yet are somewhat ambiguous and lacking in the strong functional properties contained 

in true major/minor keys. By composing in this ambiguously diatonic nature, Sandstršm creates 

a harmonic language that is at once familiar and unique. When Sandstršm does finally compose 

in true major keys, the musical effect is more pronounced and dramatic.  

Tillman discussed some of these uniquely ambiguous tendencies in SandstršmÕs 

harmonic language in an investigation of SandstršmÕs works from the late 1980s and early 

1990s. In his analysis of SandstršmÕs String Quartet #2 (1985), he notes:  

Éone can say that A minor is indicated as central, but not that the music is in A 
minor in a traditional major/minor senseÉAlthough SandstršmÕs neoromantic 
harmony can sound pastiche-like on the first impression, it is hard to find any 
prototypes. In the case of both chord progressions and in a larger harmonic 
context, Sandstršm deviates far too much from a typical romantic style for one to 
be able to believe the music was composed in the 1800s or the beginning of the 
1900s. Even though he composes with recognizable elements, one can say that he 
puts them together in a new and personal way.10 

Modal harmony, in this case closely related to minor key, predominates in FPFTB. The 

most frequently occurring modes are Aeolian and Dorian. Sandstršm typically uses modes that 

are closely related to the C Aeolian/E-flat Major collection, including F and G Aeolian. One of 

the many examples of modal harmony occurs in The Samaritan (Figure 5.2), where Sandstršm 

uses the F Aeolian mode. Though unambiguously Aeolian, Sandstršm highlights the dominant 

function of the E-flat seventh chord, which temporarily draws the listenerÕs ear toward a major 

                                                 
10 Tillman, ÒFrŒn De ur alla minnen fallna,Ó 52-53. 

 
Figure 5.2 - The Samaritan, mm 46-49. Piano reduction. 
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tonality, yet never quite resolves cleanly to a major tonic chord. Additionally, Sandstršm does 

not use the common Aeolian progression VII Ð I, which further keeps the diatonic center 

somewhat unclear. Thus, this example suggests a number of closely related keys and modes, all 

of which share the common pitch of E-flat, yet do not yield a true center.  

SandstršmÕs approach to diatonic harmony with ambiguous modal and tonal suggestions 

is clear in Jacob (Figure 5.3). The movement opens on an A-flat pitch in the mezzo-sopranos and 

baritones, which then expands to an E-flat diatonic collection. This collection migrates to a B-flat 

ninth chord with a strong dominant function. Sandstršm resolves this not to E-flat major, but to a 

G minor chord, and continues alternating C minor and G minor chords, reinforcing the feeling of 

 
Figure 5.3 - Jacob, mm. 4-16. Piano reduction. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
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C Aeolian. After two measures of this alteration, Sandstršm briefly modifies the A-flat to A-

natural through the introduction of an F dominant seventh chord. This would suggest the key of 

B-flat major, however the new dominant chord resolves to a C minor triad, and never actually 

arrives at B-flat. Thus, to the listener it would appear that we are in either C Dorian or B-flat 

major, though neither is clearly established. After passing through an E-flat major chord and 

another C minor chord, the F seventh chord reestablishes its dominant function. This time it 

resolves to a B-flat chord, however, as in the first three measures, the B-flat chord is a dominant 

ninth chord, which resolves to G minor. The music again cycles through G minor and C minor 

chords, finally cadencing through the progression G minor, B-flat seventh, and E-flat major. This 

establishes a clear tonal center for the first time and leads directly into the images of JacobÕs 

dream. 

Throughout FPFTB, Sandstršm writes with a suggestion of a Òkey,Ó however he reserves 

the use of a true major harmonic progression to reflect moments of joy, revelation and resolution 

in the text. For example, he wrote The Prodigal with mostly modal harmony and some diatonic 

collections, similar to the examples listed above. The net feeling for the listener is clearly tonal, 

however the avoidance of leading tones and functional chord progressions leaves a unique 

instability and ambiguity. SandstršmÕs harmonic language shifts dramatically at the closing lines 

of the story, in which the father relates the true meaning of the parable: 

ÔSon, you are always with me, and all that is mine is yours. But we had to 
celebrate and rejoice, because this brother of yours was dead and has come to life; 
he was lost and has been found.Õ11 

With these words Sandstršm brings the piece to E-flat major. The writing is lush, dense, and 

quite beautiful.  

The harmonic language here becomes fully tonal, with repeated V Ð I progressions. 

Nevertheless, the final cadence of the movement Ð and the entire work Ð is not a bold authentic 

cadence as might be expected. In many ways, this would be out of character for the work. 

Instead, Sandstršm uses the chord progression C minor, G minor, E-flat major. Perhaps the most 

interesting aspect of this is that these three chords are most closely related to S-chord! (G, D, E-

flat), which is the most commonly occurring S-chord in FPFTB. The final two chords contain all 

three pitches of the S-chord!, and C minor is the most common chord to which S-chord! typically 

                                                 
11 Luke 15:31-32. 
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resolves. The return to E-flat major provides harmonic continuity between the separate 

movements, and gives the entire work a sense of closure.  

 

Figure 5.4 - The Prodigal, mm. 175-179. 
© Gehrmans Musikfšrlag AB. Printed with permission. 
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example, the bass entrance starts on the pitches F and C, and returns repeatedly to each pitch. 

The next entrances by the baritones and the tenors repeat this basic pattern on the pitches C and 

G, and G and D, respectively. Thus, each entrance seems to feel in its own Òkey.Ó Alternately, 

this collection of starting pitches might suggest the I, IV, and V chords of C major, if it were not 

for the B-flat in the bass (and later alto) parts. Next, there is a clear lack of any leading tone 

functionality. The soprano/tenor part contains the E-natural, however it does not act as a leading 

tone, and is often sounding simultaneously with the F in the mezzo-soprano/baritone part. Lastly, 

the motivic cell consisting of a leap of a fifth or fourth creates a distinctly Òopen fifthÓ sound that 

lacks the major/minor characteristics of the third that would also guide the listenerÕs ear toward a 

true tonality. The result is that the vertical harmonic content consists primarily of major and 

minor seconds, perfect fifths, and their inversions.  

 

 

Figure 5.5 - The Prodigal, mm. 71-76. B-flat collection and imitation. 
© Gehrmans Musikfšrlag AB. Printed with permission. 
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forced him to follow the law and throw Daniel into the den of lions. When Daniel survived this 

ordeal unharmed, the King took this as a sign that Daniel was innocent and turned on DanielÕs 

accusers. He cast them and their families into the lionsÕ den where the lions ate them alive. To 

illustrate this final scene, Sandstršm word paints using a diatonic collection and tremolo to 

represent the growling and snarling of the den of lions. This example, as with so many of 

SandstršmÕs other examples, flirts with several tonalities and modes, and never quite settles. 

 

 

Figure 5.6 - Daniel, mm. 102-109. F Aeolian collection. 
© Gehrmans Musikfšrlag AB. Printed with permission. 
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As introduced in Chapter Three, the S-chord is a sonority that Sandstršm uses regularly 

in much of his music. The most common voicing of the S-chord consists of a perfect fifth on the 

bottom and a minor second on top (Example 5.7). In FPFTB, the most common type of S-chord 

(S-chord!) consists of G, D, and E-flat. The next most prevalent S-chords are D, A, B-flat (S-

chord!! ), and C, G, A-flat (S-chord!!! ), though these occur less frequently than S-chord!. 

Occasionally, there are other S-chords and modified versions of the S-chord (e.g. chords based 

on smaller intervals in the lower part of the chord with a minor second on top) that occur 

throughout the work, however the three S-chords listed below represent the majority of 

instances. Together, these three chords comprise six of the seven pitches in the E-flat major/C 

Aeolian collection that much of FPFTB is based upon.  

 

 

Figure 5.7 - Primary S-chords in FPFTB. 

 
The S-chordÕs dominant sonority is that of the minor second. Based on the number of 

occurrences in different inversions, it is clear that Sandstršm treats the version of the S-chord in 

example 5.7 as ÒrootÓ position, which highlights the minor second. Harmonically, the S-chord 

functions in a number of ways, including: 

¥ Both accented and unaccented non-chord tones that resolve to major or minor triads 

or to other S-chords. In this case, the S-chord has a strong resolutory tendency. 

¥ Re-voicing of a major or minor chord to highlight a more modern sonority within a 

tonal or modal progression. It can also prolong or extend harmonic material within a 

functional progression. In practical terms, Sandstršm effectively normalizes the non-

chord tone into a chord tone, and it does not resolve as a non-chord tone might. 

¥ A static, non-functional chord and/or dissonant cadence. 

¥ In word painting to create tension. 

In figure 5.8, Sandstršm uses S-chord! (chords 2, 4, 5, 7, 9) and S-chord!!  (chords 1, 3, 6, 

8, 10) in multiple ways. Chord 1 is a re-voicing and prolongation of the D minor triad before and 
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after it. In this case, one could argue that the B-flat in the soprano voice is functioning as a 

leading tone to the A, however this functional relationship is not immediately apparent to the 

listener. Instead, there is a clear sense of D minor, despite the B-flat. This is quite different from 

chord 2, which sounds as if it contains a passing tone, leading to the E-flat of the dominant F 

chord. Chord 3 clearly behaves as if it contains a functional non-chord tone, as well. In this case, 

the A to G in the alto part sounds like a 9-8 suspension to a G minor triad. Rounding out this 

measure, chord 4 sounds as a prolongation of G minor. 

S-chords 1-4 either all precede or follow the chord that the S-chord implies aurally. 

Chord 5 is different from the other chords in that it is the first instance in which the implied 

chord is not a direct re-voicing of the previous or subsequent chords. Here, the implied sonority 

is G minor, however there is no completed G minor chord. It is clear, however, that a G minor 

 
Figure 5.8 - Prodigal, mm 55-63. S-chords. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
 

&

&

&

44

44

44

î ú

How

î ú

How

î Ï Ïb

d Bb

F

F

.Ï
J
Ï Ïb Ï Ï Ïb

man y of my fa therÕs

Ï Ïb Ï
Ï Ï Ï Ï

man y of my fa therÕs

Ïb Ï Ï
Ï Ï Ïb Ï

g (F7) F7 c d c (Bb)

Ï .Ï
J
Ïb Ï Ï

hired hands have bread e

Ïb Ï Ï Ï Ï Ï

hired hands have bread e

Ï Ï Ï Ï Ï Ï Ï

(c7) g d (d) d g

Ï Ï Ïb .Ï J
Ï

nough and to spare, but

Ï Ï Ï .Ïb J
Ï

nough and to spare, but

Ïb Ï Ï
j

Ï Ï
j

Ï

c (c) F7 (g) g (g)

- -

- -

-

-

&

&

&

Ï Ï Ïb Ï Ï Ï

here I am dy ing of

Ï Ïb Ï Ï Ï Ï Ï

here I am dy ing of

Ï Ï Ï Ï Ï Ïb

d (g) d F7

Ïb Ï ä Ï Ï Ï

hun ger! I will get

Ï Ï ä Ï Ï Ï

hun ger! I will get

Ï Ï
ä

Ï Ï Ïb

(g) g d g c

.Ï J
Ïb Ï Ï Ï

up and go to my

j
Ï Ï

j
Ï Ï Ï Ï

up and go to my

j
Ïb Ï

j
Ï Ï Ï Ï

(c) d F7 (F7) c

Ï Ï
J
Ïb Ï J

Ïb

fa ther, and I will

Ï Ïb j
Ï Ï J

Ï

fa ther, and I will

Ï Ïb Ï Ï j
Ï Ïb

j
Ï

d Bb(g) g F7 g

.Ï J
Ï ú

say to him,

.Ïb J
Ï ú

say to him,

j
Ï Ï

j
Ï ú

(g) d

f

f

f

-

-

-

-

-

-

1 2 3 4 

5 6 7 8 9 10 5a 



 74 

triad is implied. The next three chords contain non-chord tones. Chord 6 contains another 9-8 

suspension, chord 7 has an anticipation in the soprano voice, and chord 8 has a passing tone in 

the alto. 

Chord 9 is particularly interesting. Here, as with chord 5, we see an implied sonority that 

is not a direct re-voicing of the chords before and after it. Both chords are S-chord!, thus 

comprised of the pitches G, D, and E-flat, and chord 5a and chord 9 are identical. Chord 9 

however, clearly sounds as a C minor triad, rather than the G minor of chords 5 and 5a, despite 

the fact that Chord 9 and 5a are the same. This more than likely is related to the chords that 

frame each S-chord within the progression, particularly the F seventh chord that comes before 

chord 9. Chord 10 contains an anticipation to the D minor triad at the cadence. 

The flexible nature of the S-chord belies the genius of SandstršmÕs use of it as a core 

harmonic element. The S-chord implies and interacts with so many different sonorities that it is 

an ideal central organizing device for everything from small-scale progressions to large-scale key 

 
Figure 5.9 - Daniel, mm. 32-34. S-chord as full harmonic content. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
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relationships. Additionally, the S-chordÕs highly dissonant nature helps to maintain a modern 

sound without relying upon clichŽd or commonplace harmonic elements. 

An interesting use of the S-chord occurs in Daniel (Figure 5.9). For nine measures, 

Sandstršm uses chords that are directly related to S-chord!. Of the three additional chords, G 

minor, C minor, and E-flat major, all contain two of the three pitches in S-chord!. At this point, 

the women have the text and the men are undulating on Òmm,Ó playing the part of the growling 

lions. It does seem reasonable to assume that the S-chord functions here as an intensifying 

device, heightening the tension of the moment when the king seals David into the den of lions. 

The men, moving in half note figures, recreate the ominous breathing of the resting but alert 

lions, with the minor second between D and E-flat creating much of the tension. Here the S-

chord is less functional, and more colorative, despite containing some of the same properties 

listed in the discussion above.  

 Regardless of how the S-chord functions within a chord progression, its sound is 

pervasive throughout FPFTB. Coupled with SandstršmÕs unique use of modal and tonal chord 

progressions and diatonic collections, the S-chord surrounds and binds the expressive 

characteristics of the five stories to a unique harmonic language that flows from the beginning of 

the piece to the end.  

Word Painting 

An interesting contrast to SandstršmÕs indefinite and ambiguous harmonic content is his 

extensive use of word painting. It seems at times that no opportunity for literal expression goes 

undeveloped. Within FPFTB there are myriad instances of word painting in all manner of forms. 

Daniel contains some of the more obvious instances of word painting. The aural haze 

created by diatonic pitch collections, humming, and tremolos create the distinct impression of 

growling (Figure 5.6) or heavy breathing (Figure 5.9) of the lions in their den.12 Sandstršm 

particularly employs humming throughout FPFTB, both as word painting to express specific 

non-musical images, and simply as a musical device for variety and expression without explicit 

meaning. As word painting, the humming can take many forms, such as a crowd murmuring or 

saying Òmm-hmmÓ in assent, or the ÒhmmÓ sounded by someone deep in thought. Sandstršm 

particularly uses the tremolo effect to suggest agitation, most often when the chorus is playing 

                                                 
12 In reference to the tremolo effect in Daniel, the author overheard Sandstršm say to Philip Brunelle during 
rehearsals for the premiere of FPFTB, ÒIt is the lions!Ó 
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the character of Òthe people.Ó A related instance of word painting, though in unpitched form, 

occurs in the last measure of Daniel, when Sandstršm calls for ÒchÓ to create the sound of bones 

being broken into pieces by the lions (Figure 5.10).13    

 

 

Figure 5.10 - Daniel, mm. 109-111. Unpitched vocal effect. 
© Gehrmans Musikfšrlag AB. Printed with permission. 

 

At the close of The Samaritan, Sandstršm uses the hum in an unusual way. At this point, 

Jesus has just finished relaying the story of the Good Samaritan, and how he, not the priest or the 

Levite, was the one who stopped and helped the wounded man. Jesus then asks the original 

questioner, which man was a true neighbor to the wounded man. The questioner replies that the 

neighbor was the one who showed the man mercy. Jesus then says, ÒGo and do likewise.Ó The 

harmonic content turns dissonant, and in fact the final cadence lands on S-chord!. In this case, 

the hum functions as the murmuring of the disciples, perhaps negatively responding to the 

pointed questioning of Jesus. 

                                                 
13 In the published score the sound is labeled as ÒsÓ which is an error. See Appendix B for a complete list of 
corrections and revisions. 
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Figure 5.11. Jacob, mm. 16-25. Word painting. 
© Gehrmans Musikfšrlag AB. Printed with permission. 
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become the home to Jacob and his offspring. When God speaks to Jacob in his dream, Sandstršm 

uses the idea of the ladder reaching up to heaven to structure the musical ideas. In the first 

example (Figure 5.11), the rising melodic line coincides with the first two words, briefly 

dropping down on ÒearthÓ before rising again for ÒheavenÓ and finally falling on Òdescending.Ó 

Then God speaks to Jacob, which Sandstršm interprets as a loud command (Figure 5.12). With 

each phrase, the register raises, both to indicate the growing intensity of GodÕs words to Jacob, 

but also as a metaphor for the ladder reaching up to heaven and to salvation. Notice also that 

Sandstršm uses the S-chord extensively in this section, with the dissonance of the minor second 

adding even more passion to GodÕs words. 

Sandstršm seems to rarely pass up an opportunity to word paint. He frequently adds an 

accent to words such as ÒrockÓ or Òbeat.Ó In Daniel when the chorus sings about the sun setting, 

the lines rise to the word ÒsunÓ and quickly fall on Òwent down.Ó Later in the same movement, 

 

Figure 5.12 - Jacob, mm 27-28, 39, 48-49, and 54-55. Ascending stepwise motion 
of melody as word painting. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
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Sandstršm places sixteenth notes under the word Òhurried.Ó When the king finds Daniel alive 

after spending the night in the den of lions, the meter turns to a brisk 6/8 that calls to mind 

dancing and skipping for joy. At the beginning of The Samaritan, when the lawyer is questioning 

Jesus on how to achieve eternal life, the chorus alternately recites the text and hums. The 

humming invokes the thoughtful ÒhmmmÓ of someone pondering a question, or a group of 

people murmuring in quiet discussion. During JesusÕ telling of the parable of the Good 

Samaritan, when the priest and the Levite pass by the wounded man, the women of the chorus 

quickly and repeatedly chant Òpassed by on the other side.Ó Here, SandstršmÕs writing clearly 

indicates a metaphoric passing by. In the last movement, whenever the prodigal son or his 

brother plead with their father, the tessitura rises and the dissonance increases, unmistakably 

indicating agitation and intensity. 

This focus on accessible musical ideas and literal interpretation is rooted in SandstršmÕs 

move away from modernism in the 1970s toward a more direct, available and emotional style.  

Éthe modernistic era is totally academicÉif you donÕt listen ÒrightÓ, itÕs 
nothingÉ.ItÕs very much aesthetic emotions, which I donÕt like at all today. I am 
totally against thatÉI want the result to be very obvious, and clearÉ14 

Texture 

SandstršmÕs approach to texture is relatively straightforward. As mentioned previously, 

FPFTB is set for unaccompanied six-part chorus and baritone solo. For most of the work 

Sandstršm divides the voices into three distinct groups Ð men, women, and solo. With a few 

exceptions, these three groups define his approach to texture in FPFTB. A typical passage might 

look something like this: the women singing the text in three parts with occasional divisi, 

alternating with both the men singing ÒmmÓ and the soloist, who is also singing the text. The 

chorus might then join together homorhythmically, and might accompany the soloist 

homophonically. The predominant texture for most choral parts, whether in full six parts or 

divided into men and women, is homorhythmic. There is a strong feeling throughout the work of 

call-and-response, perhaps referencing the interaction between congregation, cantor and minister. 

The rhythmic texture is also not particularly complex. Almost the entire work is in 

common time. The predominant rhythms are relatively simple combinations of eighth, quarter, 

dotted quarter and half note values, with occasional sixteenth note figures and eighth note 

triplets. As mentioned previously, the chorus moves predominantly homorhythmically, with 
                                                 
14 Sandstršm, interview June 17, 2006. 
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occasional imitative sections. Syncopation occurs relatively often, mostly in the form of eight-

quarter-eighth figures, and often determined by word stress. 

In Figure 5.13, we can see a good snapshot of many of the various textures and how they 

typically interact within FPFTB. This passage starts with true six-part homorhythmic structure. 

The soprano carries the melody, yet it does not predominate quite as it might in homophony. 

SandstršmÕs call-and-response structure comes in with the echo of Òtake care of himÓ in the solo 

part. At measure 63 the voices separate into women and men, with the women humming and the 

men singing the part of Jesus. When singing in the role of a character, it is very common for 

either the women or the men to take a homorhythmic configuration. Later, the parts switch roles, 

with the soloist initiating the text (Òthe one who showed him mercyÓ), the women echoing as a 

congregation might, and the men humming. The rhythms contained in this example are 

representative of the rest of the work. Lastly, there is some relatively simple divisi in the parts. 

 Sandstršm also uses imitation, most often in the final movement The Prodigal, though 

there are instances in every movement. As mentioned in the discussion of SandstršmÕs harmonic 

content, the imitative sections typically contain a collection of diatonic pitches that remain 

constant throughout the passage. Similarly, the rhythmic/motivic cells in the imitative sections 

change little, and when they do, it is mostly in response to the text/syllabic stress rather than any 

sort of traditional motivic development. Figure 5.5 shows SandstršmÕs use of static imitation. 

When compared to SandstršmÕs unaccompanied choral works from the 1990s and earlier, 

the amount of divisi in FPFTB is relatively limited. Nevertheless, Sandstršm starts from a basic 

six part voicing, rather than the more common four parts, therefore any splitting within the voice 

parts adds to an already denser sound than normal. When divisi does occur, it is brief, and the 

split parts move together rhythmically, often in stepwise motion. The exception to this is with 

instances of aural haze, when the predominant vertical density is twelve parts (figure 5.6).  

Another typical characteristic of SandstršmÕs choral writing is his extensive doubling of parts, 

both at the octave and in true unison. Sandstršm often avails himself of the extremes of the vocal 

register in all parts (explored further in this chapter under Performance Considerations). As a 

result there is considerable unison doubling of parts, especially between the tenors and altos, but 

occasionally involving the baritones and mezzo-sopranos, when each is at the extreme upper and 

lower registers, respectively. In addition, Sandstršm often will have the sopranos double the 
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Figure 5.13 Ð The Samaritan, mm. 57-75. Texture. 
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Figure 5. 13 (continued) 
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tenors, the mezzo-sopranos double the baritones, and the altos double the basses at the octave. 

The result is that, though the score is marked in six parts, there are often instances when only as 

few as three parts are sounding, up to as many as twelve. Coupled with dense divisi, this allows 

Sandstršm a wide vertical palette with which to work, yet it does not compromise the 

accessibility or openness of the work.  

 

The Waters of Meribah 

 While a systematic analysis of the general stylistic characteristics of FPFTB is quite 

informative, we may shed further light on SandstršmÕs vocal writing by closely examining at 

least one individual movement. The Waters of Meribah contains perhaps the fullest expression of 

the stylistic traits and compositional tendencies throughout the entire work.  

 Meribah tells the story of Moses and Aaron and the Israelites during the exodus from 

Egypt. In this version of the story, the Israelites complain to Moses and Aaron about a lack of 

food and water. Moses and Aaron go to God and ask for his help, and he instructs them to speak 

to a rock and then God will make water flow out of it for the people to drink. Moses and Aaron 

 
Figure 5.14. Meribah, mm. 1-3. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
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then gather the people together. Moses takes his staff and strikes the rock with it and water flows 

out. God then speaks to Moses and Aaron, telling them that because they did not trust him, he 

would not allow them into Canaan.15 

The movement begins with a large swell from pianissimo to forte through a series of 

imitative entrances that build up from the bass through the soprano (Figure 5.14). The first three 

entrances, taken by the men, outline an E-flat major chord, while entrances for the women 

outline a G minor chord. These combine to sound an E-flat major seventh chord. Contained 

within this set of pitches are the primary building blocks for the entire movement (and indeed the 

entire work). The collection of pitches suggested by the E-flat seventh chord, specifically the E-

flat major/C Aeolian set and the closely related modes and keys, dominates FPFTB. S-chord!, 

the most frequently occurring version of the S-chord, is made up of three of the four pitches in 

the G minor and E-flat major chord. The mediant relationship between the first two chords is a 

common one that Sandstršm uses extensively in modal and tonal chord progressions. Finally, S-

chord! in measure 3 acts as a 9-8 suspension to a C minor chord. 

 

Figure 5.15 - Meribah, mm. 4-8. Call-and-response and phrasing. 
© Gehrmans Musikfšrlag AB. Printed with permission. 

                                                 
15 It is somewhat unclear as to why God punished Moses and Aaron for this. One possible explanation could be 
because Moses struck the rock rather than speaking to it, as God had instructed. 
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The next short section involves God speaking to Moses and Aaron, where he instructs 

them to gather the Israelites together. The structure here is call and response, as detailed at the 

beginning of this chapter. The harmony is modal, centered on C Aeolian. In Figure 5.15, the call 

and response pattern is clear. The melody consists of stepwise motion and basic arpeggiations of 

the underlying harmony. Also, note the specific notation of phrases for Òand assembleÓ and Òthe 

congregationÓ in the choral parts. This type of explicit musicianship, in which Sandstršm 

specifically notates the finer points of dynamics and tempo in phrasing, is a hallmark of his style 

since the early 1970s. As we will see, hardly a phrase goes by that does not have very specific 

indications for dynamics and tempi.   

Figure 5.16 details an example of SandstršmÕs use of word painting. At both iterations of 

Òrock,Ó Sandstršm marks the music with an accent. The harmony before and after each example 

consists of the typical major and minor chords for this piece: C minor, G minor, F minor, B-flat 

 
Figure 5.16 Ð Meribah, mm. 11 and 14. Word painting with S-chord and accent. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
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major, and E-flat major. On both utterances of ÒrockÓ however, Sandstršm utilizes the 

dissonance of the S-chord to further highlight the word.  

 After God instructs Moses and Aaron on what to do about the Israelites, the third person 

narrator says, ÒSo Moses took the staff from before the Lord, as he had commanded him. Moses 

and Aaron gathered the assembly together before the rock and said to them.Ó At this point 

Sandstršm mimics the imitation at the beginning of the movement. This time, however, rather 

than outlining an E-flat seventh chord from bass to soprano, Sandstršm has each part enter in 

stepwise descending motion in the opposite order (Figure 5.17). The result in measures 20-21 is 

a B-flat diatonic collection of pitches with each part moving independently. The first two notes 

of each entrance combine to spell out the complete collection. The stepwise motion in the 

motivic cell ÒSo Moses took the staffÓ is identical in each voice part, though each entrance starts 

 
Figure 5.17 Ð Meribah, mm. 20-21. Stepwise imitation and pan-diatonic collection. 

© Gehrmans Musikfšrlag AB. Printed with permission. 
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on a different pitch. Though there is a clear sense of diatonicism, there is not a central key per se, 

as there is little sense of vertical sonority and functional harmony.  

At measure 22 (Figure 5.18) the sopranos and mezzo-sopranos join in thirds, and two 

beats later this is repeated between the altos and tenors. In measure 23 the baritones and basses 

join as the other parts did. The sopranos, mezzo-sopranos, and altos become a group of three, 

 
Figure 5.18 Ð Meribah, mm. 21-27. Word Painting.   

© Gehrmans Musikfšrlag AB. Printed with permission. 
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moving in parallel, at measure 24. It is at this point that SandstršmÕs modal harmony is more 

clearly established. Two beats later, the men unite as the women did, and by measure 25, all the 

choral parts are singing together homorhythmically. 

The aggregating of parts between measures 20-25 is a clear example of SandstršmÕs 

creative and interesting word painting. By starting each part separately and bringing them 

together, he is Òassembling the congregationÓ as Moses and Aaron do in the biblical story. The 

biblical story is one of many from the IsraelitesÕ wandering in the wilderness that deals with their 

dissatisfaction and misery while in exile. They gathered against Moses and Aaron and were in a 

state of rebellion. Therefore, the portion where the Israelites assemble displays increasing 

agitation and intensity, relaying the dissatisfaction of the crowd. Sandstršm expresses this 

primarily in the form of an accelerando that runs from measure 20 to measure 27, the gradual 

rising of the register in all parts, and the more dense texture when all parts are singing together. 

Additionally, ÒrockÓ receives the usual accent mark and S-chord dissonance. Sandstršm brings 

the effect to a dramatic high point when Moses shouts ÒListenÓ and the crowd, though now with 

mouths closed, murmur sinisterly like the den of lions in Daniel. At this point, the chorus 

becomes the crowd and Sandstršm uses the similar tremolo on hummed pitches that he later 

utilizes for the lions. The harmonic content consists of E-flat major and G minor chords moving 

to S-chord! ostinato, similar to the excerpt shown in Figure 5.9. 

The solo line from measure 28 to 32 is illustrative of SandstršmÕs typical treatment of 

that part. The tessitura lies between F3 and E-flat 4, which is within the standard range for a lyric 

baritone. Throughout FPFTB, Sandstršm keeps the baritone in this approximate range (see 

Figures 5.3 and 5.4), however he does go above and below it, particularly for dramatic effect and 

word painting (see Figures 5.1 and 5.11). The melody in the solo line largely consists of 

 
Figure 5.19 Ð Meribah, mm. 28-32, Baritone solo only. 
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arpeggiations of the underlying triads with some stepwise motion. SandstršmÕs dramatic flair is 

apparent in the solo line. The frequent accent marks, particularly on the words ÒrebelsÓ and 

Òrock,Ó lend the vocal line expressive weight.  

 The word ÒoutÓ in measure 31 is perhaps an error, or Sandstršm inserted it intentionally. 

The word does not occur in the New Revised Standard version of the bible between ÒbringÓ and 

ÒwaterÓ as it does in Figure 5.19, nor does it appear in the errata list provided by Philip 

Brunelle.16 The phrase as written in FPFTB reads ÒListen you rebels, shall we bring out water for 

you out of this rock,Ó which appears somewhat awkward and redundant. The case for intentional 

insertion by the composer is somewhat weak, as the pitch it is coupled with is merely a passing 

note and therefore not as important to the phrase. The included word does not expand the 

listenerÕs understanding or alter the meaning of the phrase; rather, it renders the phrase more 

                                                 
16 The New Oxford Annotated Bible, 215; see Appendix A. 

 
Figure 5.20 Ð Meribah, mm. 33-39, upper voices only.  
© Gehrmans Musikfšrlag AB. Printed with permission. 
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awkward. Due to the number of mistakes in the original score, it seems reasonable to conclude 

that the extra word was included in error. 

In measures 33 through 39, Moses strikes the rock with his staff and water flows out from 

it (Figure 5.20). A number of interesting things happen musically at this point. The baritone solo 

is silent, and the chorus is once again moving homorhythmically. This time however, the men 

and women are doubling each other, as detailed earlier in this chapter. The harmony is modal, 

having shifted to G Aeolian, and there are multiple occurrences of the three major S-chords. The 

doubling continues all the way through this section, and ends on the final beat of measure 39, 

which cadences to a G minor chord. 

 

 

Figure 5.21 Ð Meribah, mm 40-41. S-chord as static seventh chord. 
© Gehrmans Musikfšrlag AB. Printed with permission. 
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emphasizing the flowing of water. The dynamic levels slowly fall from fortissimo to pianissimo 

which, combined with the flowing triplet motion and falling melodic line, provide a moment of 

release as the fears and misery of the Israelites are relieved by the miracle of water. 

At measures 40 and 41 Sandstršm uses S-chord! in an interesting way (Figure 5.21). The 

S-chord serves as a static, resting sonority that is repeated for two measures by the full choir. The 

text is ÒBut the Lord said to Moses and Aaron.Ó The tempo marking slows to 72, the ranges have 

normalized, and the dynamics are softer. The feeling created by the static nature of the chord, in 

combination with the changes in dynamics, tempo and tessitura, is calm with a hint of tension 

from the minor second. Sandstršm is clearly treating this as a turning point in the story, and the 

static chord temporarily wipes clean the agitation of the previous measures and sets up the next, 

very different, section. 

 

 

Figure 5.22 - Meribah, mm. 42-51. Piano reduction. 
© Gehrmans Musikfšrlag AB. Printed with permission. 
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wilderness. The baritone soloist takes the role of God speaking to Moses and Aaron, and the 

chorus sings a wordless Òah.Ó The unusual, perhaps shocking, change from the previous sections 

is that Sandstršm elects to write the entire conclusion of the piece in a warm E-flat major.  

As seen in Figure 5.22, the homophonic texture in this section puts the chorus in a 

secondary role for perhaps the first time in the movement.17 Sandstršm indicates small messe di 

voce over each note, a typical mode of expression for his unaccompanied choral music. The 

baritone solo has the characteristic tessitura of approximately F3 and E-flat4, and moves in a 

lyrical and flowing manner with arpeggios on the underlying harmonic triads, some stepwise 

motion, and the triplet figures of the waterfall. The chorus is in the lower part of its register, 

especially in the upper three parts.  

The treatment of E-flat major is interesting to explore. Sandstršm gives every chord a 

specific voicing that repeats each time the chord appears in the progression. The tonic chord E-

flat is most dense, with the basses split into two parts and no unison doubling between parts. The 

V Ð I progression only arrives at the closing of the section in measure 52. Otherwise, Sandstršm 

uses a slightly more ambiguous progression through the tonic and dominant chords, such as G 

minor, E-flat major, F minor and G minor, E-flat major, B-flat dominant seventh, G minor. 

Despite these progressions, the feeling of E-flat is strong, and finally settles firmly in place in 

measures 50-51 when Sandstršm includes a I-V-I progression.  

One might expect this section to convey somber, angry, or other negative emotions. 

Instead, GodÕs love for Moses and Aaron comes through as the dominant feeling. In this case, 

Sandstršm conveys the feeling of caring, warmth, and love by reserving true major tonality for 

moments of revelation, as he does throughout the entire FPFTB. In the last ten measures the 

women join together in unison for the first time. They gently sing the words of the narrator: 

These are the waters of Meribah, where the people of Israel quarreled with the 
Lord, and by which he showed his holiness.18 

The melody rises and falls gracefully in a wave-like pattern of triplets, following the same basic 

contour and structure first introduced by the baritone. The men split into six parts and hum. The 

harmonic content is similar to measures 42-51, with the exception of the occasional clustering of 

                                                 
17 It could be argued that in measures 28-32 the chorus is secondary in importance, however they are clearly playing 
the part of the Israelites, and the various musical traits that Sandstršm uses to indicate their unrest affirms that they 
are at least an equal character in the scene. 
18 Numbers 20:13. 
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pitches related to the S-chord. The piece ends softly with the entire ensemble humming on an E-

flat major chord.  

 

Performance Considerations 

 There are several important issues to consider when preparing a performance of FPFTB. 

The original score contained a number of errors, and during the premiere Sandstršm made small 

revisions and corrections. The piece has specific difficulties that the conductor must carefully 

weigh, especially in terms of ensemble size, skill level, and vocal maturity. A strong, lyric 

baritone is a necessity. SandstršmÕs philosophy of musicianship and expression is a central 

concern, as it has significant ramifications for interpreting the work. 

Errors and Revisions 

 The publisher corrected many of the errors in the original score in the subsequent edition 

of FPFTB. During the premiere, Sandstršm and Brunelle consulted on a number of markings and 

additional performance notes. Appendix B contains a complete list of these corrections. Philip 

Brunelle compiled this list, in direct consultation with Sandstršm, and sent it to Roland Horovitz 

at Gehrmans Musikfšrlag, who was responsible for overseeing the editing of FPFTB. BrunelleÕs 

list of corrections includes actual errors in the original score, as well as notes given by the 

composer at the premiere that one could consider as either corrections or revisions. Nevertheless, 

the author recommends that a carefully considered performance look closely at the list provided 

by Brunelle, as it represents a thorough investigation of the issues related to the score, and also 

provides a window into the composerÕs intent. However, we must address a few specific 

corrections: 

¥ Daniel, m. 46 Ð ÒAdd D to alto for last note.Ó Ð This was in reference to the original score 

which was missing a D in the mezzo-soprano part. It should read, ÒAdd a D to the last 

note in the mezzo-soprano part.Ó The later edition of FPFTB contains the correction, so it 

is no longer an issue. 

¥ The Samaritan, m. 55 Ð ÒMezzo has an A natural.Ó Ð It is somewhat unclear as to what 

this references. There is no A-flat in the mezzo-soprano part at measure 55. There are 

numerous A-flats in other parts at measure 55, and there are A-flats in the mezzo-soprano 

part measures preceding and following measure 55. Based on the harmonic content 

between measures 53 and 61, however, it seems the best course of action is to ignore this 
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recommendation. 

¥ The Samaritan, m. 58,  ÒDenariiÓ Ð The correct English pronunciation should be Deh-

NAH-ree-ahee; therefore, it is probably correct to follow BrunelleÕs suggestion and apply 

the final three syllables to each note in the triplet.19 

¥ The Prodigal Ð Òm.31 and m. 34 - Second soprano note is D, not C.Ó A more accurate 

reading would be Òm.31 and m. 34 Ð The second note in the soprano part is D, not C.Ó 

¥ The Prodigal, m. 37 Ð ÒSoprano notes should be the same as tenor:  ECGGGDE.Ó 

BrunelleÕs suggestion of three GÕs in the middle of this fragment appears to be correct. In 

the original score the sopranos had G-A-G and the tenors had G-G-G. The parts were 

changed in the second edition, so that both the tenor and soprano parts were written G-A-

G. It is the authorÕs belief that the wrong part was changed, based primarily on the fact 

that there are other, similar G-G-G figures both before and after the erroneous part. For 

all later editions the tenor and soprano parts should probably read G-G-G, not G-A-G. 

¥ The Prodigal, m. 77 Ð ÒLast alto note is C.Ó The error here is the same as in measure 37 

of the same movement. Both the alto and bass should have CÕs on the word ÒandÓ in 

measure 77. 

 

Unaccompanied Choral Singing  

Obviously, singing a thirty-minute, unaccompanied choral work is a major undertaking 

for most choirs. Choruses attempting FPFTB should be comfortable singing unaccompanied for 

extended periods. Issues of blend, balance, and intonation are more sensitive and the chorus and 

conductor must fine-tune them. Unless the chorus is exceptionally good at maintaining pitch over 

time, it would seem prudent to re-pitch the ensemble between movements. Each movement is a 

self contained piece within a larger work, thus the mild interruption of re-pitching would seem to 

have a minimal effect for the listener. Losing pitch over time could cause problems for a number 

of voice parts, depending on the movement, as the ranges are extremely high and low in every 

part.  

Scoring and Divisi 

As previously noted in this chapter, the average density in FPFTB is higher than the 

typical four-part work. SandstršmÕs baseline scoring is six parts, and he calls for divisi within 

                                                 
19 American Heritage Dictionary, 3rd ed., s.v. ÒDanarii.Ó 
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each part frequently. Despite this, the splits within parts are only moderately difficult. They 

frequently occur in major or minor chords, and are often approached by stepwise motion, even 

when there is dissonance. Further decreasing the difficulty is the fact that the predominant 

texture is homorhythmic, thus ensemble members are rhythmically supported by other parts. 

There are a number of instances of parallel seconds and sevenths, which can be difficult for the 

part with the non-chord tone, however the majority of divisions in FPFTB are not as difficult as 

some of the other performance related issues. Compared to many of SandstršmÕs other works 

from this period, especially the motets, FPFTB is more accessible and available for skilled 

choruses, although the divisi and a number of other difficulties make it less accessible for 

moderately skilled or younger mixed choirs. 

Length and Range 

The ranges in FPFTB are consistently at the upper and lower ends of the singersÕ voices, 

and occasionally at the extreme limit. The tenors and sopranos regularly go up to high F and G, 

the altos often sing to low G3 and F3, and the basses frequently sing E -flat2 and occasionally C2. 

Sandstršm generally uses both the high and low parts of each sectionÕs range from the beginning 

of the piece all the way to the end. It is the first movement, however, between measures 27 and 

59, that presents the greatest difficulty. The tessitura for all parts is quite high, and stays that way 

for an extended period, while the dynamic level is fortissimo throughout. At measure 48 the 

sopranos and tenors begin a series of repeated B pitches, and in the last four measures they reach 

a high C-sharp. High registers are not the only concern, of course. For example, the altos in The 

Samaritan must sing all the way down to C3 at measure 18. 

These extreme registers are not the primary difficulty, however. It is the coupling of these 

consistently wide and occasionally severe ranges with the overall length of the work. The 

complete work is thirty minutes long, and the chorus sings for almost the entire duration. There 

are frequent brief instances where either the women or the men are singing by themselves, 

however these moments do not last very long. Combine this with the broad tessitura and 

occasional extreme notes and the demands on the choir are quite high. 

If there are enough voices in the ensemble, it is possible to move singers up or down to 

assist other parts when the ranges become too high or low. Obviously, this does not help the 

sopranos or basses, so a highly skilled chorus is called for. Also, it would seem that doing a work 



 96 

of this type with younger singers who are still learning good vocal technique could put them in 

jeopardy of causing themselves harm. 

Éanother thing that I have to do is encourage the singers to be very careful. ItÕs 
such dramatic music that you can over sing it. So you have to be really careful to 
pace yourselfÉSo I just said to everybody, sing it all down an octave to learn. We 
can always go up there. People have to learn how to sing that high that long and 
they have to learn about, cause I want them to have enough energy for the last 
movement of his piece and you just donÕt want to sort of give it all away in the 
first.20 

As will be discussed later, SandstršmÕs approach to expression is one that cherishes 

drama and overt expression. Combined with the complications of range and length, the potential 

to overextend the chorus is great. As Brunelle notes in the above quote, given the length and 

difficulties with range it is imperative upon the conductor to be mindful of the capabilities and 

limits of the ensemble members. Fatigue, especially in the final movement, which also happens 

to be the longest (ca. 8:30), should be a concern for any director undertaking this piece. 

Text 

The word stress throughout FPFTB is somewhat irregular. In particular, Sandstršm has a 

habit of putting initial weakly stressed syllables on the beat. In Figure 5.23 the words Òand,Ó 

Òto,Ó and ÒtheÓ all fall on the beat, the first two falling on beats one and three, yet are weak 

syllables. Adding to the confusion is the fact that the initial eighth note feels like a pickup note 

for the next measure. The vast majority of words in FPFTB follow normal word stress rules, 

however SandstršmÕs inclination to set some words contrary to spoken stress makes some of the 

relatively simple rhythms more complex for the singer to reproduce accurately. Special attention 

to these word stress matters early on could alleviate issues later in the rehearsal process. In 

Figure 5.23, the high tessitura makes repeated practicing difficult. It would seem then that 

repetition of the text, perhaps either spoken or sung on neutral pitches, is an advisable approach 

to facilitate the internalization of the relationship between the rhythm and the word stress.  

                                                 
20 Brunelle interview June 19, 2006. 

 
Figure 5.23 Ð Jacob, mm. 39-42. 
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 Enunciation is another important consideration in FPFTB.  As discussed earlier, the text 

is narrative, and the five stories have a somewhat complex interaction between the different 

characters and the performers. Thus, ensuring that the text is clearly intelligible would seem to 

be prudent. This is especially true in some of the more complex sections, such as the extensive 

imitative portions of The Prodigal, which carry important storyline information. 

Drama/Explicit Musicianship  

I think heÕs one of these people who is very much wanting his music to reach 
people. HeÕs really wanting his music to speak to people. He is a fiery individual. 
He is not mister milquetoast. That personality comes out in how he wants to reach 
people. I think if he was sitting in an audience during one of his pieces and he 
found someone sitting near him that was dozing, I think if he had any choice heÕd 
get up and shake the person and say, Ôhow can you sit there and doze during my 
music.Õ  So I think everything heÕs trying to do, even in the soft, thereÕs a great 
deal of theatrical intensity going onÉ 
 
ÉIt isnÕt as if youÕre going to end up having a very staid kind of performance, 
heÕs really interested in getting into the blood and guts of it. 21 

This observation by Brunelle is perhaps a key to interpreting SandstršmÕs music, and in 

particular FPFTB. Noticeably, Sandstršm fills the page with expressive markings, swells, 

moments of ebb and flow, and contrast. The idea of building up of tension and releasing it, a 

hallmark of musical interpretation, is fundamental to SandstršmÕs music. This is true both on a 

large scale, as was apparent in The Waters of Meribah when God told Moses and Aaron that they 

would not enter the promised land with their people, and on a small scale, especially in regards 

to SandstršmÕs explicit phrase markings. Any performance that does not embrace the dramatic 

quality in his music runs the risk of missing the composerÕs intent, especially as it relates to his 

desire for directness, accessibility, and meaning in his music. 

Some specific musical indications and traits can help with the understanding of drama in 

SandstršmÕs music. The first is his extensive use of the messe di voce, as well as other finely 

tuned and explicated dynamic instructions. As stated previously, hardly a phrase goes by that 

Sandstršm does not mark with some kind of swell. The same is true of tempi. Throughout the 

work Sandstršm manipulates tempi in minute detail, whether it be in short ritardandos over one 

measure or very long accelerandos over multiple pages. He manipulates texture in a similar 

manner, frequently adjusting the voicing, rhythm, and vertical density over very small periods 

                                                 
21 Brunelle interview June 19, 2006. 
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and for explicit musical intent. One could view the extremes of range as expressions of his desire 

for as full a musical palette as possible. 

Each movement begins and ends softly. There is a large climax in each movement as 

well, corresponding to moments of high tension or agitation. Thus, not only is Sandstršm using 

the messe di voce as a small scale, but also the hairpin structure influences the dramatic form 

within each movement. This is similar to the way in which Sandstršm uses the S-chord, which 

functions on a small scale as a basic harmonic element, and forms the building block for many of 

the large-scale harmonic relationships. 

A sense of drama, or perhaps molto espressivo, would appear to be very important to 

accurately interpreting FPFTB. Although there are many interesting subtleties in SandstršmÕs 

music, it seems that expression, or at least one orientation to it, is best served by a more overt, 

direct and bold approach. Therefore, performers should not take crescendos and decrescendos 

lightly. Tempo changes should be clear, especially the long instances of speeding up and slowing 

down that exist throughout FPFTB. Each opportunity to show clearly the phrasing and musical 

intent would seem to be important. 

It is also important for the singers and conductor to balance the need for maximum 

expression and drama with the vocal health and capabilities of the singers.  As mentioned earlier 

in this section, the length of the work and the ranges in the individual parts present significant 

challenges. The conductor must be aware of all of these issues and strive to find a middle ground 

that promotes expressivity while also allowing the singers to maintain stamina, both physically 

and mentally, through the end of the piece.  

Performers 

FPFTB most likely requires a minimum of about thirty-two to thirty-six singers. As 

stated previously, the chorus divides into six parts, and each part frequently divides, leaving 

twelve parts. With a chorus of thirty-six singers that leaves three people per part when the chorus 

divides fully. Obviously, this requires a highly skilled group of singers who are capable of the 

myriad technical demands of the pieces, as well as the vocal maturity to handle and manage the 

stresses of the high ranges and length. Both choirs that were responsible for the American and 

Swedish premieres of FPFTB, the VocalEssence Ensemble Singers and the Gustav Sjškvist 

Chamber Choir, fall into this approximate ensemble size and skill level. 
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Given that all six parts divide, often all at the same time, one could argue that a larger 

ensemble might be preferred for a work such as FPFTB. While a larger ensemble does provide 

more cover and support for the singers, and allows for the more careful conservation of vocal 

resources, it creates additional difficulties. Particularly, a larger ensemble must address issues of 

clear enunciation more acutely, as an accurate understanding of the text is important to a 

narrative work such as FPFTB. Rhythmic unity, especially in faster sections, can also be an 

issue. Of course, groups of more than thirty-six singers could perform FPFTB successfully, but it 

appears that the demands of the piece are more suited for a smaller and more nimble ensemble. 

Perhaps the single most important key to a successful performance of FPFTB lies with 

the selection of a soloist. As discussed in Chapter Four, the work was written for the Swedish 

baritone HŒkan HagegŒrd, who is an internationally known and respected performer. Despite the 

fact that in FPFTB many of the characters are shared between the chorus and soloist, which 

would seem to dilute the importance of the soloist, the baritoneÕs role is central. When arranging 

for a soloist for a performance of FPFTB, there are a number of factors to consider.  

Of all the issues to consider when selecting a soloist, range and the ability to ÒspeakÓ 

over the chorus, are perhaps the most important. The range is wide, and the soloist must be able 

to consistently negotiate a high baritone tessitura, while being able to dip down to the lower part 

of the bass staff and still be heard over the chorus. Often the chorus and the soloist are singing at 

the same time, and the soloist must be able to articulate the text at a dynamic that makes it 

intelligible to the audience over the chorus, without sounding strained. As with the choral parts, 

the rhythmic and pitch issues are not exceedingly difficult. Dramatically, the soloist must be able 

to negotiate a bold forte, as well as a lyric piano. Another important aspect is that of the 

baritoneÕs timbre. HagegŒrd has a particularly warm and rich color that, while able to convey the 

full range of dynamic possibilities, is not overly bright or focused. Ideally, any soloist selected to 

perform FPFTB would have a similar color to his voice. 

 

Conclusion 

Though a number of authors have identified SandstršmÕs works as exceedingly difficult 

and complex, FPFTB is not quite as complicated. Due to SandstršmÕs accessible and direct 

approaches to composition, it is possible for the listener to appreciate the lyricism, drama, and 

color of FPFTB without necessarily being a ÒtrainedÓ listener. There is significant virtuosity, 
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especially in terms of register and divisi, but the basic structures that comprise the piece are 

easily understood and appreciated by the audience. SandstršmÕs unique blend of sophisticated 

craft, audience-centric philosophic inclinations, and bold expression makes Five Pictures from 

the Bible a truly important work in the canon of unaccompanied choral music. 
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APPENDIX A 
 
 

COMPLETE TEXT OF FIVE PICTURES FROM THE BIBLE 
 
 
JacobÕs Dream at Bethel (Genesis 28:10-22) 
10 Jacob left Beer-sheba and went towards Haran.  
11  He came to a certain place and stayed there for the night, because the sun had set. Taking 

one of the stones of the place, he put it under his head and lay down in that place.  
12  And he dreamed that there was a ladder set up on the earth, the top of it reaching to 

heaven; and the angels of God were ascending and descending on it.  
13  And the Lord stood beside him and said, ÔI am the Lord, the God of Abraham your father 

and the God of Isaac; the land on which you lie I will give to you and to your offspring; 
14  and your offspring shall be like the dust of the earth, and you shall spread abroad to the 

west and to the east and to the north and to the south; and all the families of the earth 
shall be blessed in you and in your offspring.  

15  Know that I am with you and will keep you wherever you go, and will bring you back to 
this land; for I will not leave you until I have done what I have promised you.Õ  

16 Then Jacob woke from his sleep and said, ÔSurely the Lord is in this placeÑand I did not 
know it!Õ  

17 And he was afraid, and said, ÔHow awesome is this place! This is none other than the 
house of God, and this is the gate of heaven.Õ 

 
The Waters of Meribah (Numbers 20:7-13) 
7 The Lord spoke to Moses, saying:  
8 Take the staff, and assemble the congregation, you and your brother Aaron, and 

command the rock before their eyes to yield its water. Thus you shall bring water out of 
the rock for them; thus you shall provide drink for the congregation and their livestock.  

9 So Moses took the staff from before the Lord, as he had commanded him.  
10 Moses and Aaron gathered the assembly together before the rock, and [he] said to them, 

"Listen, you rebels, shall we bring water for you out of this rock?"  
11 Then Moses lifted up his hand and struck the rock twice with his staff; water came out 

abundantly, and the congregation and their livestock drank.  
12 But the Lord said to Moses and Aaron, "Because you did not trust in me, to show my 

holiness before the eyes of the Israelites, therefore you shall not bring this assembly into 
the land that I have given them."  

13 These are the waters of Meribah, where the people of Israel quarreled with the Lord, and 
by which he showed his holiness. 

 
Daniel in the LionÕs Den (Daniel 6:13-24) 
13 [Then they responded to the king,] ÔDaniel, one of the exiles from Judah, pays no 

attention to you, O king, or to the interdict you have signed, but he is saying his prayers 
three times a day.Õ 

14  When the king heard the charge, he was very much distressed. He was determined to save 
Daniel, and until the sun went down he made every effort to rescue him.  
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15 [Then the conspirators came to the king and said to him,] ÔKnow, O king, that it is a law 
of the Medes and Persians that no interdict or ordinance that the king establishes can be 
changed.Õ 

16  Then the king gave the command, and Daniel was brought and thrown into the den of 
lions. [The king said to Daniel,] ÔMay your God, whom you faithfully serve, deliver 
you!Õ  

17 A stone was brought and laid on the mouth of the den, and the king sealed it with his own 
signet and with the signet of his lords, so that nothing might be changed concerning 
Daniel.  

18 Then the king went to his palace and spent the night fasting; no food was brought to him, 
and sleep fled from him. 

19  Then, at break of day, the king got up and hurried to the den of lions. 
20 When he came near the den where Daniel was, he cried out anxiously [to Daniel,] 

ÔO Daniel, servant of the living God, has your God whom you faithfully serve been able 
to deliver you from the lions?Õ  

21 Daniel then said to the king, ÔO king, live for ever!  
22 My God sent his angel and shut the lionsÕ mouths so that they would not hurt me, because 

I was found blameless before him; and also before you, O king, I have done no wrong.Õ  
23 Then the king was exceedingly glad and commanded that Daniel be taken up out of the 

den. So Daniel was taken up out of the den, and no kind of harm was found on him, 
because he had trusted in his God.  

24 The king gave a command, and those who had accused Daniel were brought and thrown 
into the den of lionsÑthey, their children, and their wives. Before they reached the 
bottom of the den the lions overpowered them and broke all their bones in pieces. 

 
The Parable of the Good Samaritan (Luke 10:25-37) 
25 [Just then a lawyer stood up to test Jesus.] "Teacher," he said, "what must I do to inherit 

eternal life?"    
26 [He said to him,] "What is written in the law? What do you read there?" 
27 [He answered,] "You shall love the Lord your God with all your heart, and with all your 

soul, and with all your strength, and with all your mind; and your neighbor as yourself." 
28 [And he said to him,] "You have given the right answer; do this, and you will live." 
29 But wanting to justify himself, he asked Jesus, "And who is my neighbor?" 
30 Jesus replied, "A man was going down from Jerusalem to Jericho, and fell into the hands 

of robbers, who stripped him, beat him, and went away, leaving him half dead. 
31 Now by chance a priest was going down that road; and when he saw him, he passed by 

on the other side. 
32 So likewise a Levite, when he came to the place and saw him, passed by on the other 

side. 
33 But a Samaritan while traveling came near him; and when he saw him, he was moved 

with pity. 
34 He went to him and bandaged his wounds, having poured oil and wine on them. Then he 

put him on his own animal, brought him to an inn, and took care of him. 
35 The next day he took out two denarii, gave them to the innkeeper, and said, 'Take care of 

him; and when I come back, I will repay you whatever more you spend.' 
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36 Which of these three, do you think, was a neighbor to the man who fell into the hands of 
the robbers?" 

37 [He said,] "The one who showed him mercy." Jesus said to him, "Go and do likewise." 
 

The Parable of the Prodigal and his Brother (Luke 15:11-32) 
11 Then Jesus said, ÒThere was a man who had two sons.  
12 The younger of them said to his father, ÔFather, give me the share of the property that will 

belong to me.Õ So he divided his property between them.  
13 A few days later the younger son gathered all he had and travelled to a distant country, 

and there he squandered his property in dissolute living.  
14 When he had spent everything, a severe famine took place throughout that country, and 

he began to be in need.  
15 So he went and hired himself out to one of the citizens of that country, who sent him to 

his fields to feed the pigs.  
16 He would gladly have filled himself with the pods that the pigs were eating; and no one 

gave him anything.  
17 [But when he came to himself he said,] ÔHow many of my fatherÕs hired hands have 

bread enough and to spare, but here I am dying of hunger!  
18 I will get up and go to my father, and I will say to him, ÔFather, I have sinned against 

heaven and before you;  
19 I am no longer worthy to be called your son; treat me like one of your hired hands.Õ  
20 So he set off and went to his father. But while he was still far off, his father saw him and 

was filled with compassion; he ran and put his arms around him and kissed him.  
21 Then the son said to him, ÔFather, I have sinned against heaven and before you; I am no 

longer worthy to be called your son.Õ  
22 But the father said to his slaves, ÔQuickly, bring out a robeÑthe best oneÑand put it on 

him; put a ring on his finger and sandals on his feet.  
23 And get the fatted calf and kill it, and let us eat and celebrate;  
24 for this son of mine was dead and is alive again; he was lost and is found!Õ And they 

began to celebrate. 
25 ÒNow his elder son was in the field; and when he came and approached the house, he 

heard music and dancing.  
26 He called one of the slaves and asked what was going on.  
27 He replied, ÔYour brother has come, and your father has killed the fatted calf, because he 

has got him back safe and sound.Õ  
28 Then he became angry and refused to go in. His father came out and began to plead with 

him.  
29 But he answered his father, ÔListen! For all these years I have been working like a slave 

for you, and I have never disobeyed your command; yet you have never given me even a 
young goat so that I might celebrate with my friends.  

30 But when this son of yours came back, who has devoured your property with prostitutes, 
you killed the fatted calf for him!Õ  

31 Then the father said to him, ÔSon, you are always with me, and all that is mine is yours.  
32 But we had to celebrate and rejoice, because this brother of yours was dead and has come 

to life; he was lost and has been found.Õ Ó 
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APPENDIX B 
 
 

SUGGESTED CORRECTIONS AND REVISIONS 
 

 
 The corrections below come from Philip Brunelle in an email to the author dated August 
26, 2006. The information was developed by Brunelle, in direct consultation with Sandstršm, 
during the premiere of the piece in July of 2006. The changes were shared with the publisher and 
many, though not all, were applied to subsequent editions of the score. The list has been edited 
for clarity and punctuation. 
 
From:  pbrunelle@vocalessence.org 
Subject: FW: Sandstršm additional corrections 
Date: August 29, 2006 2:47:00 PM CDT 
To:  joshua.bronfman@und.nodak.edu 
 
You ask --- and here it is!  Glad to hear you have landed safely.  Look forward to seeing you 
again. 
 
Philip 
 
I.  JACOB'S DREAM AT BETHEL 

m. 4 - Crescendo should go to f with diminuendo immediately. 
m. 27 - Even quicker than marked. 
m. 29 - Add natural to A in alto and bass. 
m. 60 - Add fermata on quarter rest before baritone begins. 
m. 67 - Tenor should be F-sharp; also, mezzo last note should have both C-sharp and A-

sharp. 
m. 71 - Alto should be E-natural on 'house.' 

 
II. THE WATERS OF MERIBAH 

m. 1 - Emphasis on 'Lord', not 'The.' 
m. 10 - Soprano should be  B-flat on 'mand.' 
m.12 - Chorus should be p by 'yield.' 
m. 19 - Baritone, add A-natural. 
m. 35 - Alto and bass should be A-flat. 
m. 42 - Chorus is 'aw' not 'a.' 
m. 51 - Not so slow, more like 60, a 'water waltz.' 

 
III.  DANIEL IN THE LIONS' DEN (note change in possessive - LIONS', not LION'S 

m. 8 - Change in all women's parts to 'prayers' - one syllable with slur, altos get half note. 
m. 11 - Add A-natural for alto. 
m. 12 - Add B-flat to baritone. 
m. 37 - In all women's parts it should be Dan-iel. 
m. 46 - Add D to alto for last note. 
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m. 55 - Dotted quarter = 72 with no ritard. in m. 56. 
m. 84 - Missing words 'glad glad' in baritone and bass. 
m. 90 - Tempo is quarter note = 60. 
m. 101 - Rubato on 'command.' 
m. 110 - Should be whispered sound of 'ch/ch/ch' - no pitch. 
m. 103 - Baritone solo ad libitum to end. 

 
IV. THE PARABLE OF THE GOOD SAMARITAN 

m. 8 - Quarter note = 60. 
m. 55 - Mezzo has an A natural. 
m. 58 - 2nd beat in all part is three triplet 8th notes, na-ri-i. 
m. 59 - Alto has E flat. 
m. 64 - Tenor is D natural. 

 
V. THE PARABLE OF THE PRODIGAL SON AND HIS BROTHER 

First 1 1/2 measures in slower tempo. 
m. 1 - Mezzo is m___ (not 'who'). 
m. 26 - First word in soprano and tenor is 'and.' 
m. 27, 28 - In all parts: 'coun-try.' 
m. 29 - Second baritone note is F, not G. 
m.31 and m. 34 - Second soprano note is D, not C. 
m. 37 - Soprano notes should be the same as tenor:  ECGGGDE. 
m. 39 - Fourth bass note should be F. 
m.71 - First bass note is F. 
m. 77 - Fourth tenor note is D. 
m. 77 - Last alto note is C. 
m. 81 - Bass is m___. 
m. 90 - Tenor is E-flat. 
m. 92 - Mezzo is m___. 
m. 94 - Mezzo is Quick -  ly. 
m. 136 - Tutti in bass. 
m. 140 - Should have tie in bass on 'and.' 
m. 144 - Both bass notes are D. 
m. 144 - Faster tempo. 
m. 152 - Baritone should be B-flat.  
m. 162 - Long pause before the next measure. 

 
Roland Horovitz, Project Manager for Gehrmans, indicated that at least two of these corrections 
might be better left uncorrected. 
 

From: <Roland.Horovitz@gehrmans.se> 
Date: Fri, 15 Sep 2006 09:28:04 +0200 
To: <gustaf.sjokvist@delta.telenordia.se>, <pbrunelle@vocalessence.org> 
Subject: Two (of Five) Pictures 
 
Friends,  
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Thank you for all your effort with the the score to Sven- DavidÕs Five pictures, and for 
making the world know about the work through your fine performances of it. The 
proofreading seemed to be a neverending story, but now the engraver has finally 
corrected all the places you two have informed me on. But there are actually two things 
that I have deliberately omitted:  
 
III Daniel - measure 101: the original rythm (dotted quaver + semiquaver) has been kept 
according to manuscript.  
 
IV The Parable - measure 58: the two last vowels in "de-na-rii" have been kept together. 
I am not convinced that they should be separated and thus sung on two notes, since one 
would not do so in speech: "de-na-ri-i".  
 
See attached pages.  
 
We will now destroy the copies of the score we have in stock and print the corrected 
version.  
 
Best wishes  

Roland 
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APPENDIX C 
 
 

UNACCOMPANIED CHORAL WORKS 
 
 

 
Mixed Unaccompanied 

Invention (for 16 soli) ........................................................................1969 SMIC 
Herrens nŒd.......................................................................................1972 Verbum 
Tre dikter............................................................................................1972 SMIC 
Dilecte mi...........................................................................................1974 NMS 
A Cradle Song/The Tyger...................................................................1978 WHS 
Spring/Introduction/Earth's answer: Three poems............................1978 WHS 
LŠge januari 1980..............................................................................1980 NMS 
Agnus Dei (Mass - 4) .........................................................................1980 NMS 
En ny himmel och en ny jord (A New Heaven and a New Earth)......1980 NMS 
Three Poems by William Blake..........................................................1980 NMS 
InkrŠktare i paradiset .......................................................................1983 NMS 
Gloria (Mass - 2) ...............................................................................1983 NMS 
Og disse ly fra dette rum....................................................................1983 NMS 
Kyrie (Mass - 1) .................................................................................1984 NMS 
Sanctus (Mass - 3)..............................................................................1984 NMS 
O sanna (Mass - 3:2)..........................................................................1985 NMS 
Den enda stun (co-written with Thomas Jennefelt)...........................1986 SR 
Es ist genug........................................................................................1986 NMS 
Hear My Prayer, O Lord ...................................................................1986 Gehrman 
Etyd nr 4 som i e-moll........................................................................1987 WarnerChappell 
7 digte af Poul Borum .......................................................................1992 NMS 
O Guds lamm (from MŠssordinarium och Psaltarpsalm).................1992 SK 
Laudamus te (Mass - 2:2) ..................................................................1993 NMS 
Veni sancte spiritus............................................................................1993 WarnerChappell 
Ave Maria...........................................................................................1994 SK 
Ave maris stella..................................................................................1994 WarnerChappell 
Ultreia ...............................................................................................1995 WarnerChappell 
April och tystnad  ..............................................................................1996 KMH-fšrlaget 
In dulci jubilo.....................................................................................1997 KMH-fšrlaget 
Birgittas bšn......................................................................................2000 Gehrman 
Credo..................................................................................................2000 SK-Gehrman 
Kyrkan som tecken.............................................................................2003 Gehrman 
Lobet den Herrn (motet no. 1) ...........................................................2003 Gehrman 
Singet dem Herrn (motet no. 2) .........................................................2003 Gehrman 
Stundtals Šr min vŠg sŒ enslig ..........................................................2003 Gehrman 
Psalm 139: Oh Lord, You Have Searched Me...................................2004 Gehrman 
Komm, Jesu, komm (motet no. 3).......................................................2005 Gehrman 
Five Pictures from the Bible .............................................................2006 Gehrman 
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Four Songs of Love............................................................................2007 Gehrman 
FŸrchte dich nicht (motet no. 4) ........................................................2007 Gehrman 
Jesu, meine Freudw (motet no. 5)......................................................2007 Gehrman 
To See a World...................................................................................2007 Gehrman 
Utsnitt ur En Mšlna-elegi..................................................................2007 Gehrman 
Ah! Sun-flower...................................................................................2008 Gehrman 
Der Geist hilft unsrer Schwachheit auf (motet no. 6)........................2008 Gehrman 
A New Song of Love...........................................................................2010 Gehrman 
Pieces of Peace..................................................................................? Composer 
 
 

Male Unaccompanied 
Introduction........................................................................................1981 NMS 
Stenar.................................................................................................1981 NMS 
Tre stycken fšr manskšr.....................................................................1984 NMS 
O me felicem......................................................................................1987 NMS 
Haikudikter IX....................................................................................2005 Gehrman 
 
 

Female Unaccompanied 
Qui tollis, Osanna (from Missa cum jubilo)......................................2003 Gehrman 
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APPENDIX D 
 
 

INTERVIEW TRANSCRIPTS 
 
 

Sven-David Sandstršm, 06/17/2006 
 
Bronfman: The things I would like to talk about in terms of personal is IÕd like to focus on your 
early musical experiences with the Free Church, IÕm not really familiar with the Free Church. 
 
Sandstršm:  The Free Church is, the first that you should know is that in Sweden it has always 
been a state church. ItÕs a little different. 
 
Bronfman: Yes IÕm aware of that and they perform some civic functions. IsnÕt that birth 
registry? 
 
Sandstršm: Yes, everything but for two years now itÕs separated. We have no state church any 
more. So the big choruses that are working in churches they are also free but we have a Swedish 
state church that we call it. ItÕs a Lutheran church. We have a very small Catholic Church in 
Sweden.  So the other free churches are free in all senses: they sing easier music, they easier 
preaching, and they are very Pentecostal, some of them. And I grew up in a very Pentecostal 
church with [unclear] and all those things. So I have a very special childhood in religious 
meaning and the music was very much music at the Church and it had a specific aim to glorify 
God and to bring forward the gospel. And it was never talked about concerts and things it was 
just working.   
 
Bronfman:  Right this is just part of the worship process.  
 
Sandstršm:  Of course BachÕs music was that too, in the beginning. ThatÕs obvious. But today 
itÕs very much the concert thing. Which is beautiful, I love that but itÕs different. So I am brought 
up in the feeling that music has a specific meaning. ThatÕs very obvious for me. Music has an 
inner meaning, a deeper meaning, than just feeling nice which I think is good for me cause I 
believe in music, sort of speak, I believe that music says something. And, I was singing there in 
groups, at this time it was in the 50Õs in the middle of or beginning of the 50Õs cause I was born 
in Ô42 and that a long time ago. I was singing in the church all the time the hymns, of course, are 
one thing, thatÕs normal also different groups, what you call it, you donÕt have it in this 
countryÉitÕs a chorus, but singing two parts with instruments, piano, guitars, violins, all sorts of 
instruments, trumpets, and so onÉa sort of small orchestra singing, very beautiful, very 
smashing, very much march music. [singing] You have this music too, in America. 
 
Bronfman:  But not that set-up. 
 
Sandstršm:  No, you donÕt have that.  ItÕs typical Swedish from the 30Õs, 40Õs, and 50Õs.  
 
Bronfman: Folk-oriented perhaps? 
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Sandstršm:  They sound a little like, if I should say something, the tunes are a little like county 
western music: guitars, these sounds. ItÕs very folk-mindedÉto get normal people coming to 
church. The state church has a higher, academic feeling. More formal. The music was more 
formal and traditional, so to speak. But I was not brought up in that at all, I was brought up with 
free feeling around music, easy hymns, easy songs, four-part, very simple things. And, normally, 
unisono singing. But I like that very much, sort of improvised surrounding sound of course, if 
you play.  
 
Bronfman: Again the freer approach.  
 
Sandstršm: And, I was very much in the church, very much, from the time I was 5 years old. 
Every week, several times a week in worshipsÉand I was there practicing. And then I began to 
play the trumpet.  
 
Bronfman:  Do you remember when you started? 
 
Sandstršm: Yeah, I was 15, 14. And I was interested in that. So I began to play rather much and 
it was good to play, to practice, and do it. That was my big thing in music for many years was to 
play the trumpet. I played very much guitar at the time, accompanying these groups we are 
talking about and singing together. So, that was a popular thing in the 60Õs. 
 
Bronfman: And you did that through high school? 
 
Sandstršm:  Yeah, up to high school and up to the high school period, 16 and 17.  We donÕt call 
it that High School we call later.  HochschuleÉa German word for University studies, music. 
Gymnasium we call high school in Sweden. You get to be a ÒstudentÓ when you finish it.  
ÒStudent examÓ we call when high school is finishedÉbefore University. 
 
Bronfman:  So you played trumpet. 
 
Sandstršm: Yeah, I played trumpet and sang rather I must say and then I begin to sing in 
advanced choruses when I moved to Stockholm in Ô63. Then I made a sort of military dienst 
[service], because I jumped off by being a fireman at the airport. 
 
Bronfman:  You were a fireman at the airport while you were going to school? 
 
Sandstršm:  No before school. Instead of Military dienst [service], I had to do this.  
 
Bronfman:  Was there a requirement to be in the army?  
 
Sandstršm: Yeah, but it [school] could be free if you get a civil dienst [service]. 
 
Bronfman: I understand so that was between school.  
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Sandstršm:  Yeah, between schools, after high school. In the end of the high school I began to 
compose, I would say. I started being very interested in artÉI was a skillful painter, very skillful 
graphicer. So I made many graphic things. And, I began to write rather much poetry and read 
many novels and all this literature, I read much. And was very interested in art in different ways. 
I thought much about that later I thinks it one of the reason its was I wanted to be free person in 
the end I hated the school because I didnÕt want to answer all the questions. I was nervous all the 
time. I wanted to be very good at everything and I wasnÕt. I didnÕt study things I was familiar 
with, I was study special mathematics very high level I was not really in that. I should have 
studied Latin of course. But I didnÕt understand that cause my parents and my Father, which was 
natural, wanted me to be so proud an engineer I think cause he was a watch maker my Father, he 
was also the Dean for the school of watchmakers, thatÕs a big thing about that. 
 
Bronfman:  The Dean for the School of Watchmakers? 
 
Sandstršm:  Yeah, and we had the shop, too, with watches and clocks, and jewelryÕs and things. 
 
Bronfman:  Did you help with all that? 
 
Sandstršm:  Sure. And I was sleeping over the shop where all clocks ticking up and when it was 
7 oÕclock everything on different times cause you couldnÕt have them totallty the same. It rang 
12:00 and I got use to this so I never thought about it. Never. But it was fascinating when I think 
about heard the tick-ta-tick-ta-tick.  That you can hear in my pieces. In a way it has a connection 
with some fantasy, somewhere. 
 
Bronfman:  ItÕs interesting because you studied with LigetiÉthe metronomesÉ Poeme 
Symphonique. ItÕs an interesting parallel. 
 
Sandstršm:  Yeah, itÕs interesting parallel and IÕm joking with it and heÕs joking with that 
pieceÉit wasÉsome people think it was very serious. He wasnÕt so serious as you think. He was 
a big joker. A dangerous man. He was drilling this establishment sometimes in the wrong place. 
They didnÕt really understand.  
 
Bronfman:  He was pushing buttons. 
 
Sandstršm:  Very much. 
 
Bronfman: Well you know I was listening to this piece and I listened to your other piece and it 
has a very spiritual component to all of it. A very expressive inner feeling but I also see levity 
and humor, not so much a joke butÉ 
 
Sandstršm:  But I tried to put it in more and more, I can say, because I think one of the big 
problems of more serious music is that is that it is so terribly serious. No one has the power to 
listen to it. And, if you take older music it has a sweetness, MozartÉBach, too. Especially 
Mozart, thatÕs it. You must listen to it,  and you come back and listen again. ItÕs just as beautiful 
when you come back. When you come further in music history, pieces are more and more 
likeÉin the modernistic era is totally academicÉif you donÕt listen ÒrightÓ, itÕs nothing. You 
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canÕt get out anything. ItÕs very much aesthetic emotions. Which I donÕt like at all today. I am 
totally against that. So thatÕs why I workÉyou notice that very simple things. But if you look at 
this score they are not really simple they are rather tricky and demanding in many ways. So the 
resultÉI want the result to be very obvious, and clear, but the work shouldnÕt be so easy. ItÕs 
difficult to produce this beauty that I want for my scores. I want the beautiful feeling. And thatÕs 
not easy, itÕs not there yet, youÕve noticed that. They [VocalEssence] sing wrong [notes] 
sometimes, and itÕs unrhythmic in places. But I didnÕt say anything about thatÉBut to go on 
with this, this, growing interest for art, art feeling, artistic way of living, it just took me and I 
couldnÕt get away from it. But it wasnÕt so popular to my parents I felt. It was a little dangerous, 
and it is, of course. ItÕs a dangerous life to be composer. A trumpeter you could be, because then 
you could have a job, perhaps, but I wanted something else, I noticed that. ItÕs very obvious, I 
think I was too interested in [thinking about] the stuff I was playing so I didnÕt play it wellÉI 
was thinking all the time. You canÕt think when you play, then you are after everyone else. So 
thatÕs interesting. And if you begin to play to late, itÕs to late because you must do it natural 
when itÕs started, to be skillful enough. 
 
Bronfman:  Well your father being a watchmaker, which is a very concrete hands onÉ 
 
Sandstršm:  He was very concrete and my childhood was very concrete and very lovely and 
very perfect.  Everything was very perfect, very clean, my mother was a very perfection woman 
too.  My father wasnÕt so perfection, I was a little much artistic. He didnÕt care so much about 
this. No, he had to just be clean in the hands. And he learned me some special things. When you 
work, you work. DonÕt listen to the radio, donÕt do anything else. And that has to do with 
working with watches. Think about that, they want to listen to the radio all the time, but he didnÕt 
allow that. You should focus your whole head about what doing it and you do it better. ItÕs 
discipline. Working discipline. CraftmanshipÕs discipline, which I have used very much in my 
life and I think itÕs good. You have your life and you have a gift and you should do the best out 
of it. ThatÕs something you should do otherwise you get unhappy when you are old and you feel 
youÕve missed this hour there, this hour there, this five minutes there, this two weeks there. You 
can destroy your life with shit, or you can try to focus it and try to make other things, too. You 
schedule your life. And I try to learn my students that and I try to tell them all the time, because 
they do so little, in my opinion. ÔOh, my God. I have so much to study.Õ ÔBut canÕt you write 10 
seconds per day on your piece?Õ ÔYes, of course.Õ ÉThatÕs 70 seconds per week and thatÕs a 
piece for 6 minutes a month and then you can do ten, six minute pieces per yearÉÔThis is true,Õ 
they say, but they donÕt realize it. That means that you donÕt do anything. You must work every 
day if you are musician, a writer, otherwise you have to run after it. It disappears for you. A 
focus around what you are doing and I think I give it a moral distinction. This is serious, what I 
am doing. If you want to do it good, be serious for heavenÕs sake. Then you can joke, but be 
serious. You can do it anything, but do it with sincere knowledgeÉyou must be totally aware of 
what you are doing and have it in your hand and put it in the right place. Composing is a very 
strange thing. Suddenly, youÕve written a piece and you donÕt know how itÕs possible, because 
itÕs a very strange and confusing thingÉto see a text, and you begin to set music to it, and after 
two weeks a whole page, and then Ôoh my GodÉÕ 
 
Bronfman:  ÔÉHow did I get here?Õ 
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Sandstršm:  Yeah, as a normally intelligent person, focusing about what you should do and 
knowledge about what you should do, you do it, literally. You can do it when you are sleeping 
and you know that, itÕs working. Your head is helping you. ItÕs processing things for you. ItÕs 
always processing things from your knowledge. ItÕs very seldom you do something youÕve never 
done before, which is the most difficult thing. You must open this extra spot inside your head to 
do things that you decide to do outside your comfort zone, from brain to hand. So thatÕs why, I 
mean, you have to construct things.  Outside these necessary things that you should do. 
Sometimes you have to do things thatÉÔthis is not good. But IÕll do it.Õ And see what happens. 
But thatÕs typical Ligeti, for instance. He constructed things, ÔI should do this and see what it will 
be.Õ And he wrote it up, and he wrote the piece. And itÕs very confusing music. So then in 15 
years it is very normal [laughs].  But thatÕs a new thinking. You must add things to the historic 
fact all the time, as a composer. Add new things that no one has done before. And thatÕs not so 
easy. That you have to think about all the time. But when I was starting, suddenly after many 
years, I was starting at university, studying at university all other music except high school as we 
call it conservatory in Sweden, we donÕt have any music studies at the Universities, itÕs just 
music theory, musicology, so I studied that for many years.  
 
Bronfman:  There wasnÕt a composition program? 
 
Sandstršm: No, not at the University, no instrument, no composition, nothing, just at the 
conservatory.  So thatÕs a little different. Just like in Germany. At the University I studied 
musicology for many years and art history and those sort of things, preparing for, I was 
composing all the time. I didnÕt study so much. I just take the courses and was very lazy. 
 
Bronfman:  And none of those pieces that you wrote thenÉ  
 
Sandstršm:  There are some pieces which are performed that I wrote before studying 
composition. But at that time I didnÕt write anything for chorus. I was just singing in choruses. I 
began to sing in choruses in Ô65 I think. More western art music chorus sound. 
 
Bronfman:  When did you join HŠgerstens? 
 
Sandstršm: I think Ô66 or Ô67 perhaps. It was a totally new world for me.  IÕd never sang these 
things, never, never.  I didnÕt know the pieces even. 
 
Bronfman: Oh really? 
 
Sandstršm:  No. I studied it in the university, but itÕs one thing to read about them, but to sing 
them a different thing. And thatÕs why so many musicologists donÕt know so much about music, 
they just know about it, around it. And that was very important for me, the singing. But since I 
compose at that time and they knew it, they wanted some pieces but not before Ô68 in the fall I 
was applying in the school for composition. They took me there. So that was summer after I 
started singing in chorus. 
 
Bronfman: So you started singing in Ô66? 
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Sandstršm:  I think so yeah.. 
 
Bronfman: And 68Õ in the SpringÉ  
 
Sandstršm:  I applied in Stockholm. But I began in the fall.  But that was a very happy thing for 
me to do because I felt I did it against my parentsÉrealize they didnÕt want me to. But I worked 
slowly with these other things, I was very aware of everything. I took it easy with the studying 
music at the university, of course itÕs OK to study with the university.  So that was OK. 
 
Bronfman:  Do you mean that you rather than suddenly moving to composition you 
graduallyÉand that was because of your parents?  
 
Sandstršm:  Yeah, and I donÕt hate them for that because they didnÕt know that of course. They 
didnÕt know that I wanted to do that, because itÕs so difficult to talk about, because they never 
heard a piece of mine. 
 
Bronfman: So they didnÕt know that you were composing? 
 
Sandstršm: They knew I was composing but they never heard it, so they didnÕt know what it 
was really. I sat at home and played when I was younger but it was just shit so to speak of. It was 
nothing, I didnÕt know how to do it. I just was writing. In the beginning when I was writing 
music I couldnÕt really put it down on the paper because I didnÕt know how it was working. I 
wrote it more or less in collaboration with art drawing, making dotes on the note paper. It was 
very confusing. I donÕt know why.  
 
Bronfman:  You mean it was more of a picture than it wasÉ 
 
Sandstršm:  Yeah, it was in a way, but of course it was trying to make some music. I tried and I 
dreamed about itÉpowerful music, but I had no idea how to put it down! So I had a big wish to 
be a free person, I think. Because I felt that I was bounded somewhere in this religious 
worldÉyou know itÕs not reallyÉthis was not difficult for me. I shouldnÕt say that at all. But 
this other school world, I hated. I wanted to be a free man and do the things I wanted to do. And 
I had, for a long time, for the last in the high school years, I thought people were superior to me, 
they were free guys, they were tough guys, I was a very shy person. Terrifically shy, for 
everything, almost. So I had to work hard with that. As I notice it now, I think I had to do this 
because I wanted to be a free guy, and I had this feeling I should show that, to be something. I 
donÕt have a chance. I had a power somewhere. But I didnÕt know what it was. But I felt I had 
the power somewhere. A big thing to express somewhere. And I do it today. And everyone from 
the students, they admire me because I succeeded with something. They are just teachers or 
normal thingsÉI am normal you understand, but I am a very normal man, because I am very, I 
am very normal. I talk with them. I am good friends with everyone. I have an easy life. But you 
know I have a very clear feeling that many composers are composing to show that they are 
something. ThatÕs a driving force. To express themselves. Express yourself in composing music 
is a very difficult thing because you donÕt really know what you are doing. What are you 
expressing? MusicÉbut what is that? What does it stand for? If you have a text, itÕs more clear. 
But if you donÕt have a text, what is it? You can describe it that this is about Vietnam, or this is 
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about my family, or this is about love. ItÕs the same music, you canÕt hear the difference 
reallyÉif you tell them they believe it. You can make fakes with music.  
 
Bronfman:  The music has a meaning that is simply music in a way. And sometimes it has 
meaning otherwise.  
 
Sandstršm:  Of course it has beauty, you feel good things when you hear good music or happy 
or you feel good. Warm. How about that? As soon as we talk about it we put other words than 
musical words inside to express it, to explain. And that interests me very much when I think 
about it. So that you have to work with it as a composer to. To have to work with these feelings. 
Because people need feelings in the music, they want feelings, they want touching things in 
music that they can refer to in music. But when I started at the school there, they took me as the 
only one from outside [the Royal Conservatory], you know everyone was from the school that 
had started there from other things at the school [the Royal Conservatory], when I entered. For 
composition, thereÕs no schools, you start with other things and go over to composition a little 
later.  
 
Bronfman:  And this was kind of like a masters degree? 
 
Sandstršm:  Yeah, it was rather high up, I should say, if you compare it with here. Because here 
you start from nothing. And do the first four years, and then two and three years more. In 
Sweden the ground level is much higher when you start in the end itÕs the same. We donÕt have 
any doctoral exams in Sweden because we are totally out of the academia. We are rather free 
which is very, very good because we have so much time to compose. But thatÕs another thing. 
We donÕt need to have, to educate professors because if you are good you can live more or less 
like a composer, have a little support, teach a little. You must have these big salaries which gives 
you very little time to do anything else. The first five years you have really to prepare the lessons 
otherwise you are a bad teacher and can never grow, you have to be better and better and write 
papers and write papers and be working inside the school to keep track. 
 
Bronfman:  IÕm facing this right now. ItÕs interesting comparison the state support in Europe 
which is so great, though itÕs becoming less so. 
 
Sandstršm:  OurÕs is great still, anyhow.  
 
Bronfman:  The United States, the states support is the essentially the university support. There 
is so little support from the government. 
 
Sandstršm:  ItÕs really nothing outside. Especially not for choruses. 
 
Bronfman:  This is incredibly unique. 
 
Sandstršm:  Yeah, itÕs unique and, say what you about Philip, but, itÕs totally because of him. 
HeÕs fantastic. HeÕs fabulous, I should say. With this big organization full of people working for 
him and he has a good like, a good salary and everything, itÕs no problem at all. But its not free 
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for him. HeÕs working so much all the time. And as soon as he heard I should write this piece for 
HŒkan heÕs wasnÕt involved in at that all. It was the commissioned groupÉ  
 
Bronfman:  ThatÕs what HŒkan saidÉ 
 
Sandstršm:  Yep, at once I took it. ÔDonÕt let him come in at once, we have to do the piece 
first.Õ ItÕs like that. But because of him, the piece was sung in a good situation, because of him it 
will be recorded. And because of him it will be good good advertisement around it. Full of 
people. Otherwise itÕs different. ItÕs very good whatÕs heÕs doing. And you have a chorus free, 
for us itÕs free, for the commissioning club free. And so thatÕs very nice. I like it very much. 
ThereÕs a long story behind, how I come to this situation of course and I think we should 
continue with that tomorrow.  
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Philip Brunelle, 06/19/2006 
 
Bronfman: When did you first encounter Sven-DavidÕs music?   
 
Brunelle: Oh back in the 80Õs. 
 
Bronfman:  Was it a particular piece or was it meeting him first? 
 
Brunelle: Well, no, because I knew about him from a guy named Eskil Hemberg. Eskil was a 
very dear friend of mine and you see in 1963 I was pianist for a choir that went over to Europe 
and one of the concerts we did was over in Stockholm and we did it with what was call the 
academic choir, and Eskil was the new director of it.  He and I became friends and thatÕs when 
this whole relationship started. And then Eskil took on other jobs; he became the head of the 
composers union of Sweden. Eskil was always one of those composers whoÉit was very rare 
because he would do a lot to promote other composers not himself.  So that was in the course of 
it when the people youÕve got to get to know the music ofÉAnd so he said youÕve got to know 
Sven-David. And I had to know about other people he mentioned in passing. 
 
Bronfman:  Was there a particular works that you remember as one of your first experiences? 
 
Brunelle:  No I was just remembering that he wanted me to get to know Sven-DavidÕs music.  
But it would have been more in the 80Õs when it was starting to be recorded and when Eric 
Erickson went over well and Eric was recording his music.  ThatÕs really when I began to know 
some of his music.  It was much more a general impression as opposed to a specific piece.   
 
Bronfman:  It kind of came into your sphere? 
 
Brunelle:  Oh, exactly and I knew what it was from seeing the music and I knew the sort of 
density and complexity and theatricality that were all part of what he was doing. But of course 
his music in the 90s really changed.  I mean, he really, he obliviously all of his music you can 
tell that he has a real understanding of the voice. I mean you can just feel that.   
 
Bronfman:  IÕve heard many people say that not just about the voice but about every instrument.  
I think that a lot of the people that he writes the music for, that perform his music, he seems to 
establish a very strong connection with performers.  I think performers love performing his 
music.   
 
Brunelle:  Argento is the same way. I mean Dominic is very much somebodyÕs whoÕs music 
gets performed and when he writes for people, as when he wrote for HŒkan, I mean he wrote 
specifically for that voice, what it does. So I think Sven-David does the same thing. I think that 
his music has become much, itÕs in a way become clearer, it isnÕt quite as dense. HeÕs found that 
heÕs able to achieve all that he likes, as far as mastering, with his great ideas with style, heÕs able 
to do everything he wants in maybe a simpler way and in a way that has made it more 
approachable for people cause they can follow the text moreÉand it can also be extremely 
dramatic. I went to Sweden in March for the premier of his new Passion, The Word.  I mean that 
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was amazing orchestral colors. Just amazing stuff that he did. So that was a very interesting 
experience. 
 
Bronfman: I find that in the 90Õs the transition is definitely a simplification but the 
encroachment of functional harmony seems integral to me right now in my preliminary analysis. 
ItÕs shifting more to functionality to IÕs, IVÕs and VÕs. But there was more kind of a pitch 
collection approach, kind of a scalar relationships rather than that sort of thing. I donÕt know if 
you recognize that or disagree? 
 
Brunelle:  Sure, no I think I would agree with that and I think also he writes great extremes in 
the range and IÕll say, ÔSven-David, youÕre really asking to do that?ÕÉÔOh they can do it.Õ  
 
Bronfman:  He said that many, many times in our conversation. IÕve sung in choir for 30 years, 
they can do it. I think the sopranos have a high F, a closed mouth F, is that right? Or is it a G? 
And he said oh really, a closed mouth, they can do it. 
 
Brunelle:  I got people who can do all that. But we are talking about a professional ensemble 
that can pull this off.   
 
Bronfman:  He tends toÉI find extremes of register. Talk to me about his phrasing notation, the 
crescendo and the decrescendo that heÕs been doing since the beginning. Since Dilecte Mi which 
is one of his more obscure pieces, one of his earliest piece, but even with the great the Cradle 
Song, those sorts of things, the way he marks the phrases, can you speak to that at all? 
 
Brunelle: What you find I think in the really good composers is that they are able to give you, 
they can do longer forms and hold your interest because they know how to pace those longer 
forms. And thatÕs something a lot of composers, I mean, itÕs one thing to write a three minute 
motet, and that has itÕs own challenges. But to write something thatÕs going to have this kind of 
length to it and keep your interest that whole time. ItÕs not easy, itÕs not easy to do and I think 
heÕs really captured being able to make that work all the way through. And heÕs done it partly 
through, these pieces weÕre doing are very structured and you can see directionally how heÕs set 
them up partly through a series of crescendos and diminuendo. Partly just by a series of changing 
tempi and how heÕs calibrated that all the way through to happen.  
 
Bronfman:  That calibration is kind of what IÕm talking about.  How he has the long discrete 
accelerandos and discrete ritardandos and you know where youÕre transitioning from. YouÕre just 
speeding up just a little bit and the long crescendos from piano to mezzo piano and back again to 
piano over nine bars or ten bars and thatÕs a particular function of his music that I find and also 
the notation of the phrase on a held pitch where he mark it sometimes in the center, sometimes 
he marks it on beat three of four beats I just wonder if you have any sense why he does that, that 
that give you. 
 
Brunelle:  HeÕs just trying to achieve a certain kind of momentum by being very, by holding off 
on some kind of crescendos or marking them very specifically as he does. But at the same time 
heÕs so practical and if he hears something he goes Òoh yeah, letÕs change that.Ó It isnÕt like no 
this is music thatÕs been academically written and it cannot move one inch. HeÕs just not like 
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that. So, heÕs much more interested in achieving a performance that will arrest peopleÕs attention, 
than he is in than saying Ôoh no just sing it itÕs there and itÕs correctÕ and go forward.  He would 
also understand if you had a tempo and depending on the building you were inÉor as he said 
yesterday, ÔYou know I donÕt usually have baritones with as big a voice as HŒkan.Õ So he had 
written the dynamics less because it was, he was not thinking that it would be quite that strong of 
a voice. So I think those are the kinds of things, I remember years ago when Aaron Copland said 
to me, Ôyou know all we composers can do is give you an approximation of what we want, we 
canÕt write in every little vibrato and very little thingÉwe can just give you the general idea of 
what we want and then if you are the kind of conductor we hope for, youÕll be able to just sense 
what it is.Õ I mean I go into these projects, especially if the composer is going to be here trying to 
be as respectful of every marking that they have, with ideas that IÕm not sure if this one will 
work and want to talk to the composer about them. But basically, IÕm always willing to start and 
say OK I will take this.  But you know as HŒkan said when we were taking, ÔI really think this is 
to slowÕ well I said, ÔIÕm taking it at the composerÕs speed.Õ [HŒkan said,] ÔWell letÕs talk to him 
about it.Õ And he [Sandstršm] was like, Ôwell yeah, maybe I marked that to slow, sureÕ It isnÕt as 
if youÕre going to end up having a very staid kind of performance, heÕs really interested in 
getting into the blood and guts of it.  
 
Bronfman:  And he spoke to me about his early academic career and how he was very structured 
and their hyper-organized and he had sequences and all these relationships that were fixed and 
mapped out ahead of time. And he said thatÕs all well and good but he said he found it limiting. 
But at the same time he said you know you make mistakes. And you go back in a pattern. 
YouÕve written this whole piece and you go back you realize that that pitch is a mistake. But 
nobody can tell the difference and so thatÕs, he talked about why he got away from that kind of 
structure. He still uses some kind of mapping but itÕs a little freer now, itÕs a little more open to 
experimentation. As a conductor what do you find are some of the challenges or rewards of 
conducting his music, is there anything in particular that sticks to you dealing with it physically, 
sitting down and thinking about it and then preparing and then coming to the choir? 
 
Brunelle:  On a general level I always know thereÕs going to be lots of people there that donÕt 
have a clue who he is. So thereÕs always that wonderful satisfaction that people going, Ôwow, this 
guyÕs really good, who is he?Õ IÕm always trilled when that can happen for a composer like 
Sandstršm. And, I think that studying the piece before the singers got together with me I could 
sense that they could read all these notes. The question was going to be some of the close 
intervals and then itÕs that Òare we on the right pitch?Ó Because of what theyÕre supposed to sing 
in contrast to someone else.   
 
Bronfman:  So your talking about the dissonantÉdealing with the dissonance 
 
Brunelle:  ItÕs just that it you are going to go [singing] and someone else goes [singing]ÉÔI 
must be on the wrong note.Õ I mean you can sit there and practice this at home and suddenly you 
hit this and then people are temporarily overwhelmed I think by what happens to them.   
 
Bronfman:  The pitch relationship, the purely practical pitch issues. 
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Brunelle:  So thatÕs one of the things that I approach when I get to a piece of his music but I also 
I can just see, another thing that I have to do is encourage the singers to be very careful. ItÕs such 
dramatic music that you can over sing it. So you have to be really careful to pace yourself. When 
we did the High Mass, I mean you could just wear yourself out trying to do that.  So I just said to 
everybody sing it all down an octave to learn. We can always go up there. People have to learn 
how to sing that high that long and they have to learn about, cause I want them to have enough 
energy for the last movement of his piece and you just donÕt want to sort of give it all away in 
the first. 
 
Bronfman: And the last movementÕs the hardest.  
 
Brunelle:  So how do you do that? I mean the first movements got the highest notes to sing but 
the last movementÕs the hardest to perform.   
 
Bronfman:  You mentioned drama, can you elaborate on that a little bit. 
 
Brunelle:  I think heÕs one of these people who is very much wanting his music to reach people. 
HeÕs really wanting his music to speak to people. He is a fiery individual. He is not mister 
milquetoast. That personality comes out in how he wants to reach people. I think if he was sitting 
in an audience during one of his pieces and he found someone sitting near him that was dozing, I 
think if he had any choice heÕd get up and shake the person and say, Ôhow can you sit there and 
doze during my music.Õ  So I think everything heÕs trying to do, even in the soft thereÕs a great 
deal of theatrical intensity going on.  
 
Bronfman:  Which is often not something you would expect from an academic composer. 
 
Brunelle:  Absolutely not, but he really pulls it off. 
 
Bronfman: Are there any other pieces that stand out in your mind of his that may be compare or 
contrast or just pieces you like, particularly a cappella? 
 
Brunelle:  Well I love Hear My Prayer. The one thatÕs based on Purcell. How you could take 
that motet and stretch it has he does without losing sight of the original. ThatÕs amazing how he 
did that. 
 
Bronfman:  IÕve heard talk, the Managing director of the Netherlands Chamber Choir talked 
about Sandstršm and he compared them to the renaissance paintings or the baroque paintings 
where they starting experimenting with perspective and they drew the silver metallic ball and a 
landscape and the reflection of the landscape painted, kind of the distortion and the expansion of 
the landscape in the painting and how heÕs somebody who takes materials and repeats them not 
necessarily a minimalist but although he has done a few pieces that have minimalist tendencies, 
but he takes threads and themes and ideas and kind of composes out with them and maximizes 
their potential. I donÕt know if youÕve found that or rings for your or not necessarily?  
 
Brunelle:  I just find a man whoÕs willing to try so many different things. ItÕs not that it just all 
fits in this one frame of reference. I think thatÕs what is part of whatÕs fascinating for me cause 
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thereÕs things, and part of it, especially in a piece like Five Pictures itÕs like trying to decide, 
whatÕs he trying to do here.  And then of course, his whole idea of that muttering kind of sound. 
 
Bronfman:  You mean the tremolo marks?  
 
Brunelle: Yeah. ThereÕs a section that has the part about lionÕs den. Well thatÕs what he wants 
but I could just as easily have seen thatÕs its just about foreboding as opposed to the actual lionÕs. 
Which would be more subdued then the lions are. [roaring] But itÕs amazing the way heÕs done 
it.  
 
Bronfman:  How does his a cappella writing compare to his choral orchestral, or accompanying 
writing?   
 
Brunelle:  The same. The difference is, the demands donÕt change between a cappella and with 
orchestra. 
 
Bronfman:  ItÕs just as difficult youÕre saying? 
 
Brunelle:  Oh yeah. Absolutely. And itÕs just a question of how does he make it work and how 
do you make it balance out when you add an orchestra which was a big challenge on the High 
Mass trying to make that work. We made it work. Every performance dependant on whatÕs the 
size of the chorus and whatÕs the strength do they have and where are you doing it and whatÕs the 
acoustic so you know. 
 
Bronfman:  What are the particular challenges of a 30 minute a cappella choral piece? ThereÕs 
clearly like one butÉ 
 
Brunelle:  Besides stamina? Pacing. I mean thatÕs what we were saying. ItÕs just 
knowingÉthatÕs why yesterday I just wanted to go nonstop. They just need to get use to that. 
How long are you standing?  Of course I donÕt have a problem with standing but you know for 
singers, itÕs like Ôoh 28 minutes of standing.Õ  For some people that can be a long time to stand 
and IÕm going like well Ôya it isÉbut.Õ 
 
Bronfman:  ItÕs interesting but you didnÕt address intonation terribly much and I donÕt think you 
needed to necessarily. 
 
Brunelle:  No  
 
Bronfman:  But you did give pitches in between movements. 
 
Brunelle:  Which we will do Ð before you ever showed up we did a lot of intonation. That all 
would have come up in earlier times. ThereÕs sort of an order, because you sort of from the very 
beginning, the reason that I went back and did the Grieg which had gone flat was because I donÕt 
want them to get it in their head incorrectly I donÕt want them to as they are going home to, they 
do think about these things, it goes through their brain. I donÕt want them to hear it under pitch. 
So I just make sure that we always end with a ÔOK.Õ I see what I was doing. I think in some 
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earlier times we just made sure that everyone was close to the mark with all of that. I donÕt in the 
last couple of rehearsals when itÕs like this but basically they will get from me after every 
rehearsal I will sit down that same evening and write a critique and email it to all of them 
basically saying fix this up, you need to work on that, take this home.  They all kind of expect it, 
that they are going to hear from me so that evening or the next morning to see what Brunelle 
wants us to work on now.  
 
Bronfman:  Anything else you think is worth saying or worth knowing about Sven-David or this 
piece? 
 
Brunelle:  This piece first off you need to, anybody approaching this piece or any new piece of a 
composer should feel free to ask questions and not just accept, because thereÕs a ton of mistakes 
that are in this scoreÉthey kind of rush through it to get it printed. This guy was in Poland that 
proof read it and there is just a lot of errors, and so of them may have been in his manuscript. So 
I not just blaming the guy in Poland.  But some composers their head is way faster than their 
hand and I think Sven-David is one of those, Libby Larson is definitely another one. Mistakes 
just happen, they just havenÕt seen it. TheyÕre thinking way ahead of where their pen is writing 
something. So you have to feel comfortable asking people, Ôis this what you mean, what about 
this?Õ Not saying, ÔIÕm gonna change a note here.Õ Not saying that but, Ôis this what want, whatÕs 
the effect, should we try something different, where do you want to make this go?Õ Some of 
those things help color the picture of what you are trying to do. So you have those things that you 
do. Approaching this piece at this length I knew it was something, you know we talked about 
stamina, I knew it was something this group could pull off.  I think whatever you can do to just 
live with this music as much as you can is really helpful. We did this Aaron Kernis piece which 
was just a wonderful piece, itÕs allegro and every measure a different meter and Ôhere we goÕ and 
itÕs about four minutes and itÕs whatever. Everybody was fine. They did a fabulous job but you 
have to be [singing]  and I think here is the same thing but your concentration level has to be so 
high but at the same time that itÕs high you have to keep saying but I want to make music so it 
isnÕt just about singing the right notes.  
 
Bronfman:  You have to be aware of the technical demands Ð on top of them but they É 
 
Brunelle:  I wrote the ensemble singers a note the other day and said Ôthe only things you have 
to be, you guys are doing a great job thereÕs some work to be done and all I need is to come to 
the next rehearsal prepared with the notes, words and rhythms.Õ As if thereÕs anything else, and 
theyÕre going Ôyeah, thanks!Õ  
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Jack and Linda Hoeschler, 11/11/2006 
 
Hoeschler, J:  So in Ô91, is that right Linda? 
 
Hoeschler, L:  I think thatÕs what it says. ItÕs before I went to the farm and I went to the May of 
Ô91. That winter, Ô90, Ô91. I think it says in there. 
 
Hoeschler, J: The organizing ideas I think were three, 1. That you have a group that is small 
enough you can get into somebodyÕs living room for a meeting. We didnÕt want to have 25 
people in this. We didnÕt have to have a big organizational issues. So that meant 5-6 couples at 
the most. 
 
Hoeschler, L:  A small enough group so you could all get a chance to talk too.  
 
Hoeschler, J:  The second statement was it had these personality features, these background 
features, in terms of their connection with music. And the third one you are looking for 
obviously a compatible group. That you get along together and would enjoy ÒpartyingÓ together. 
The kind of people that you would have over to your house for dinner or a party. The personality 
mix is a meaningful aspect of this whole thing. Then we as a group decided that we wanted to 
focus on emerging composers, younger composers. Now the truth is as weÕve gotten older we 
actually gotten more involved with very well established composers Sven-David being a good 
example of that.  
 
Bronfman:  But some of your younger composers are nowÉ 
 
Hoeschler, L:  WeÕve just had a meeting where we said we want to get back in the more 
emerging thing. 
 
Hoeschler, J:  But Steve Paulus who was young composer, whom I jokingly refer to as the 
house composer cause he does our every five year anniversary pieces. He is now a member of 
the board of ASCAP, a major composer of wide variety of music and very successful for the fact. 
We have any number of others would fit into that category, as they matured and developed a real 
reputation, but, frankly in one of the things we were trying to do and I think frankly succeeded in 
doing, is that our goal was to provide a commission at a certain time in their career that was an 
important help to try to get them a boost. So, we would often talk to the composers and what is it 
they need to write. 
 
Hoeschler, L:  ThatÕs you and me, not the club so much. 
 
Hoeschler, J: The two of us, what is it that the composer needs at this point, have you been 
doing all kinds of one sort of an area and you need to do something else to show your ability in 
another area, so we would talk with them in this role as executive producer about what is, what 
would help your career at this point. Secondly, we would talk about what performing group will 
do this and more particularly what number of performing groups will do this. Can we get 
multiple plays on these things? Because, I think, as you know, with new commissions is not to 
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get the first performance but actually you can get fairly first performances, the trick is to get the 
second and third performances.  
 
Bronfman:  And did you start of with that kind of ideal of really focusing on getting a second 
and a third performance? 
 
Hoeschler, J:  Very much. 
 
Hoeschler, L:  The club did. We didnÕt the first time we started that way. 
 
Bronfman:  Yeah, I guess that was my questions. You two by yourselves, the Club did is that 
what youÕre saying? 
 
Hoeschler, L: Cause Jack wrote a treatise on what it should do. I think we started the club that 
way but I think for us to, our first piece ÒCourtship songsÓ we never thought about that again. 
We began to think about it the next one. 
 
Hoeschler, J: ÒCourtship songs,Ó ironically for this somewhat mixed quartet of flute, oboe, cello 
and piano turned out to have a life of its owe for any number of different instruments. And so a 
number of groups picked it up with different instrumental pairings and that to a certain extent 
after the fact, and unanticipantly, but no doubt people like Steve PaulusÕ music, it developed a 
life of its own, not through help on our part. But, it caused us to think about the fact, in 
conjunction with this problem how do you get the second and third performance, what could or 
should we be doing as commissioners on this, because we really canÕt help the guy, and we donÕt 
pretend to talk to the composer about Òwhy donÕt you use a minor 7th thereÓ or something 
technically in the piece. WeÕll talk about the piece, weÕll talk about, maybe a text or maybe what 
this is intended to do, but generally speaking other than to respond in some ways if asked 
whether we like that part or not or give a comment on how it sounds, but weÕre not getting into 
the technical editing of the piece. But the one thing that we can do, honestly is provide this extra 
umpf, weÕre sort of a little de facto board of directors for this project and we can provide 
contacts through our own set of contacts out it the music world or in the business world or what 
have you, and we can provide a push for a piece that the composer canÕt. Often the composer is, 
number one, is just happy to get the damn work, but two, feels embarrassed to go around and 
flog his own piece that much. For instance to the Minnesota Orchestra, Steve Heitzig, with 
whom we did ÒOn the Day You Were BornÓ this commission of ours, was the orchestra librarian, 
he was just happy to have the piece commissioned, this sort of thing. But we were the ones, 
either board members or peers of board members, or who knew the Orchestra management went 
around saying, Òyou dummyÕs, get on this, this is a good piece. You should really pay attention 
to this.Ó In the long run, the Minnesota Orchestra actually did get on it and did a videotape on the 
piece, the visuals and the making of the piece, which sold 20,000 copies. Which in the orchestra 
world it was quite a coup on their part, to have pulled that off with a video tape of 20,000 copies. 
But it was very much a kind of case where they had to be somewhat kicked into gear to do that, 
and once they got with the program it turned out to be very successful and they were very 
pleased with it. But, it wasnÕt because on the very first day they said Òthis is great weÕll do a 
video tape on this thing.Ó And, so the long and short of it is this ability on our part as quasi 
opinion leaders at the board level of things, our ability to talk to the managing director of either 
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the St. Paul Chamber Orchestra or the Minnesota Chamber Orchestra or our ability to have 
contacts with the director of St. LukeÕs Orchestra in New York or elsewhere around the county. 
Or to have friends who are on the boards of orchestras and that kinda stuff around the country, 
gives us the ability to talk to other ensembles about, Òtake a look at this piece, this is something 
you might be interested in.Ó So we try in the group setting, we try to see multiple premiers of a 
piece. Sven-DavidÕs piece is a good example. We were very much interested in, not only having 
a premier here in Minnesota, but also one in Sweden and see that piece get some immediate legs. 
And so that was part of the discussion we had with Sven-David and HŒkan very early on. ÒOK 
where else can we do this now, what else is gonna happen?Ó So thatÕs a key part, a key insight 
into the role of the commissioners here, that is to say youÕre not just coming up with the money 
but having a more deep relationship with the piece. This came out very much in Sven-DavidÕs 
case, in the case of his piece. 
 
Bronfman: A side questions before you go on there, did you do this kind of promotion when it 
was just the two of you or were you just more commissioners and you and kind of the first time, 
how extensive was your role in promotion? 
 
Hoeschler, J: Two answers to that questions, one was that as we first got started we ourselves 
were unexperienced and so with the passage of time weÕve gotten much more into this role of 
acting as advocates and executive producers of the pieces personally. As Linda pointed out when 
we werenÕt doing as much of that personally but we were starting to feel that that was an area for 
us to play a role in and a need was arising such that when I organized the commissioning club 
that was one of the major points that I made in an early essay to the group, on terms of how we 
could and should relate to this stuff and 
 
Bronfman:  Do you have that essay still? 
 
Hoeschler, L:  Yes itÕs in the book, youÕll get everything. 
 
Bronfman: Wonderful 
 
Hoeschler, J:  So you do see here the evidence of the work in progress, in terms of the 
maturation of our own thinking and the commissioning club as a test bed for some of these ideas 
and what works and what doesnÕt and that sort of thing. And itÕs more convenient to do it in the 
context of the commissioning club because your multiplied by 5 at least the number of contacts 
and the ability to call people up or whatever the case may be and so the end result is that that has 
been an important element of the club. 
 
Hoeschler, L: I was gonna say I think what weÕve been very helpful is personally weÕve talked 
about what happened before was that we could pretty much, I think a huge help, helping 
composers strategically set their career. WeÕve come in as that kind of critic because a lot of 
these composers become friends and say well why are you doing this, how about this, or calling 
somebody and saying would you be interested in commissioning this composer or having a new 
work and I think the other thing that we were doing, so we were very valuable there and Jack 
would also help them with their contracts, I mean he kept saying to composers hold on to your 
own copyright donÕt turn it over to your publishers which a lot of them didnÕt believe and of 
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course now their all trying to get their own copyrights back because the publishers are much 
more order takers than promoters. So we would help them think about things, weÕd try to get 
other performances, I think we were really quite involved and a lot of composers stayed with us. 
What happened then when I went to the The Forum which was supposed to be a 6 month gig, 
was that I ended up with a lot of these, I would say cramped our style personally as to who you 
were commissioning Ôcause I didnÕt want to commission anybody I was meeting through the The 
Forum Ôcause I didnÕt want to politicize my job. So we attempted to stay with a lot of our old 
composer friends like Steve Paulus and Paul Schoenfield and Paul Curtis, do more with them 
now weÕre kind of getting back into the Òok who up and coming and who should we be thinking 
about commissioning?Ó   
 
Hoeschler, J:  The other element on this whole experience besides the sort of advisory role, the 
mentor role that we have been able to play with the composers has been a real, as I said before 
we started this taping session, a real depth of personal enjoyment and personal friendship that we 
have dealt with. These people that we would have described as friends in the beginning when we 
got this commissioning club going who, as a result of working over a period of five years on five 
different projects traveling abroad to premiers, going places working together as in a team kind 
of atmosphere to try to get over road blocks, institutional road blocks that orchestras and that sort 
of thing, has created a bond and a friendship link that is substantial, and has changed 
substantially the definition of friendship. ItÕs a much deeper friendship between the people in the 
club now, than the superficial friendship that we had before. And as I indicated to you this club 
experience is my joking answer to Robert PutnamÕs book Bowling Alone where he both indicts 
and points out the problem of modern American society which is becoming very individualistic 
and insular, even in an information age when the internet allows you to have connections with a 
lot of people, the depth of the connections are usually not very deep, they are quite superficial. 
And so, the depth of the relationship with the friends that we have in the club is a quantum 
difference from what had been the situation before when we knew them from being on the 
boards of local arts organizations or business associates, or in the case of David Ranheim, my 
classmate in law school. So this experience, this club experience, has brought to the part a level 
of texture and enjoyment that would not have been obtained by any of us by going to a standard 
concert performance of the local arts show or whatever the case may be. Conversely, weÕve also 
gotten into knowing a lot more about whoÕs doing what in the music world in ways that just 
reading the program notes of the concert would never have gotten us to. So thatÕs been an 
important personal source of satisfaction, I think, and the sort of thing I would urge other people 
to experience as well by doing this sort of thing on a group basis. I contrast that even with our 
own individual commissioning while Linda and I work, I think, well together, work off each 
other, as mentors for the composers and that kind of stuff, working with five other couple brings 
a whole Ônother level of depth to the experience. So that is, I think, an important distinction in 
this time. When in actual fact as Putnam points out the usual group activities, the RotaryÕs club, 
the Elks Club, the Boy Scouts, you name the group and it has less cohesive membership core 
than it would have had 25 years ago.  
 
Hoeschler, L: The other thing I think you see, too is people are fierce about making the Club 
meetings. We donÕt have low attendance, itÕs always 100%, maybe one person or a couple canÕt 
come or something, like that. Something comes up and someone wants to change the meeting 
that person who changes the meeting, that person has to reset the meeting with the rest, so we try 
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to get these on the calendar and I think itÕs important to people. WeÕre now actually thinking 
about starting a commissioning club to commission artworks, where the difference of friends. 
Nick Nash, who used to be in the commissioning club and dropped out after five yearsÉwho 
else have they thought would be interesting? Fred and Gloria Sewell had done a contest piece for 
their yard and I thought that was such a great idea so letÕs start a club on commissioning public 
works, IÕm not sure FredÕs that much of a group person, but then we could easily get a group 
together. I think that would be fun and in some way more accessible to people than 
commissioning music. We are ourselves, we commissioned this garden [at their home] we 
worked with a very difficult designer out of Cleveland for over 10 years, commissioned the 
furniture youÕre sitting on, the furniture in the living room, the painting, we enjoy working with 
artists of all kinds and have commissioned ballets and so itÕs sort of a habit. We have a lot of 
friends across the United States who are struggling or successful artists and itÕs been probably 
our mark on this world although a very narrow slice. 
 
Bronfman: And your musical background is? 
 
Hoeschler, J: A superb and world famous career as a trombonist. 
 
Bronfman: I would have guessed something along those lines cause you asked me about the 
band.  
 
Hoeschler, J: Nipped in the bud after high school, I played in the pep band at Georgetown but 
Georgetown didnÕt have much of a music program, so it was not what you call a high level music 
ensemble. So the general statement was that I had had musical training, the usually type but in 
this case a trombone, lessons, private lesson in high school. 
 
Bronfman: Before that? 
 
Hoeschler, L: Violin 
 
Hoeschler, J: And played violin as a younger child. My father, I grew up in LaCrosse, 
Wisconsin. My father was originally a drummer, had a dance band and when he was in high 
school and always had a band around that he played with but later became a trumpet player. And, 
in that context he was the volunteer head of the LaCrosse Symphony and as such in the 50Õs was 
the local impresario if you will for bringing visiting artists to town, and because LaCrosse was 
such a one horse town, the people would more often as not stay at hour house rather than stay at 
the hotel and so we had personal friends with the likes of Helen Traubel,, Roberta Peters, Isaac 
SternÉ  
 
Hoeschler, L: Actually many of whom remain friends of your family. 
 
Hoeschler, J: Michael Rabin, there was just a lot of people whoÉmy father was a very 
gregarious guy and he loved to play cards, played gin rummy with Isaac Stern and was 
something of a character and so people would remember him and the experience of going to 
LaCrosse was different from the usual one night stand on a community concert tour. And so, we 
would not uncommonly see these people in New York and have a good time with them and 
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thereÕd be recognition that they knew who we were and it was fun. So I grew up in an 
atmosphere where having professionally level musicians, nationally prominent musicians around 
the joint, was not uncommon.  
 
Hoeschler, L: And your parents were guarantors of the Metropolitan Opera and on the national 
board of them so I think that was substantial. Now, did it affect the rest of his siblings? Not at all. 
They were into sports, but it rubbed off on Jack, those Gin Rummy meetings of the Rubenstein 
paid off.  
 
Hoeschler, J: So I was the oldest and most responsible of the children so got into this  
 
Hoeschler, L: Your mother was a great opera lover too. I mean they really genuinely, his mother 
grew up on the farm, the genuinely loved music. You mother was a good amateur musician too.  
 
Hoeschler, J: So that background was helpful among other things it was helpful in not having 
the musicians on a pedestal unreachable, untouchable, kind of thing, they were people that we 
knew, my dad, his would band would be out there rehearsing at the house and that sort of stuff 
and so music in the family was a common occurrence. In certain respects growing up in a small 
town like LaCrosse, was helpful in that regard because you could be a big fish in a small pond or 
have these opportunities to have Arthur Rubenstein out to your house for dinner, which you 
wouldnÕt have if you grew up in New York or you have to have a hell of a lot more money than a 
lot more contacts, so the end result is that it has these certain ironic qualities to it. The other 
aspect of this thing, which is I think notable is the Twin Cities locale, right here. I went to 
Georgetown for college and then NYU, Linda went to Barnard WomenÕs School at Columbia 
and the New School, roomed at Julliard, to we had an east coast education but when we to start 
looking for places to live after school through a process of elimination we ended up here in the 
twin cities because we thought that it would be among other things the arts climate was positive 
and attractive and incidentally we thought that Linda would possibly teach Russian studies in the 
colleges along here but that never came to be. She went off in the music  
 
Hoeschler, L: And made even less money. 
 
Hoeschler, J: Right. So the result is though, that the Twin cities cultural atmosphere which has a 
couple features to it that are important to it that are unique. One of the features is that you get 
two of everything. The Twin Cities itself makes it possible to have a second bite of the apple 
from the fact that youÕve got the in the psyche of the place you have to have these paired twin 
opportunities so we are the only place in the country that has two orchestra these days, but you 
can be on the chamber orchestra board as I was for a while, and Linda was for a while, neither of 
us currently there. Neither of us have been on the Minnesota Orchestra board, but on the other 
hand weÕve been on the Minnesota dance theatre board or in my case IÕm currently on the  
 
Hoeschler, L: Ordway Theatre Board 
 
Hoeschler, J: IÕm currently on the Guthrie Theatre board and LindaÕs been on the XXXX theatre 
boards  
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Hoeschler, L: The only two boards we havenÕt been on are the Walker and the Minnesota 
Orchestra board, weÕve actually been approached by the Minnesota Orchestra but these boards 
are so expensive now.  
 
Hoeschler, J: And they get so damn big that a certain point you say oh the hell with it, IÕd rather 
do my stuff on a different scale and on a more personal level then just being part of the herd in a 
60-65 member board. But the point is the Twin Cities both because of this paired two Òbites of 
the apple phenomenonÓ we just talked about and also because of the inherent leadership of the 
arts community, itÕs the sort of thing where if youÕre going to be involved in the community, 
more often than not youÕll get sucked into serving on these boards at one time or another and so 
the result is that you have a lot of opportunity to kind of get to know people here, and get to be 
involved in these things when other communities might not be as involved as readily evident, 
and I think of other communities of equal size like Cleveland or Pittsburgh or someplace like that 
and youÕd say no not the same thing. So the general statement is that atmosphere around her is 
conducive to this kind of foolishness and that leads us then to the Commissioning Club 
specifically and youÕll see here the list of stuff weÕve done here over the hears which has ranged 
from on the high side I had orchestral works like this one from Minnesota Orchestra, ÒThe Day 
you Were BornÓ the one I was talking about two I donÕt know that we ever did any soul works 
but we did two piece things, we did a bunch of choral stuff. 
 
Hoeschler, J: So the commissioning club is kind of in the third phase of it now, weÕre sort of in 
the third five here, more or less, these things donÕt kind of get going cracking in the first year as 
a lead time and things lag off and then after the first 5 years a couple members opted out but a 
bunch of others stayed in so then we brought in some new people and now weÕre in our third 
generation of bringing in new people but generally the tendency is people donÕt want to get out 
and so it might be healthy to break the group up and say Ok after 15 years of this letÕs stop and 
start over again. 
 
Hoeschler, L: But nobody wants to be asked out.  
 
Hoeschler, J: EverybodyÕs enjoying it. The long and short of it is that now 
 
Bronfman: The 2005 membership is the membership 
 
Hoeschler, L: Your dealing with now 
 
Bronfman: Yeah and thatÕs the same one that, no one from 2004 was involved in, whatÕs the 
difference, the difference is the Fishers. 
 
Hoeschler, L: The Fishers we added in, thatÕs why we put a new group. 
 
Hoeschler, L:  We keep interrupting each other and I think the Fischers bring a their very 
musically knowledgeable and I think they have a good effect. 
 
Hoeschler, J: This project is the first project they were on. 
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Bronfman: Ok it didnÕt start before them, cause them the only difference is the addition of them. 
 
Hoeschler, L: ThatÕs the only difference, yeah 
 
Hoeschler, J: And Jerry Fischer turns out was a religion major in college and then all of aÉ 
 
Hoeschler, L: Éhis brother told me, we thought he was so knowledgeable about the bible and 
we were like god we know nothing  
 
Hoeschler, J: So what happened here is that this whole idea here got started the year before 
Hoeshlers and Hunters had traveled through Sweden in the course of it, it was the year before 
this commission,  
 
Hoeschler, L: 2004, it was the year before the accident. 
 
Hoeschler, J: And so weÕd been traveling through and in the course of which we stopped by to 
see HŒkan Hagegard at his place, weÕd had known him through another former member of the 
commissioning club, Nick Nash, and HŒkan had been over to NickÕs place any number of time 
for social events and we had mentioned to him that we were coming to Sweden the next summer 
and he said that Òoh by all means stop by and see us at HageGŒrden,Ó and so we did. And in the 
course of a delightful two day stay there we had the occasion to talk to HŒkan about what would 
be a fun piece to do with him and we just kind of kicked around some ideas, in fact we were 
thinking is there something we can do with a Nobel prize. 
 
Bronfman: Is this summer of Ô04,  
 
Hoeschler, L: September. 
 
Hoeschler, J: So that and HŒkan was receptive to the ideas he had some thoughts we just sort of 
kicked some things around, nothing had really jelled. We, during the year had reported back to 
the club that weÕd had this discussion with HŒkan and that we had talked about new works or 
other things to do and then came the newsÉ 
 
Hoeschler, L: And that way meeting with HŒkan and asking if we had any ideas is not unusual 
thatÕs the way we usually work with friends, do you have any ideas, especially top performers, 
cause you canÕt come in and say gee I know Joe Blow from Podunck, would you sell a piece. 
 
Bronfman:  It seem like, correct me if I am wrong but youÕre kind of fishing a little bit and your 
talking to people and your not making decisions necessarily with anybody but you say if we ever 
wanted to do something with you what would you be thinking about and maybe that would be 
that idea rings true or maybe it doesnÕt and maybe you move on. 
 
Hoeschler, J: Sometimes you spark and get a fire going and sometimes not. 
 
Bronfman: Right. 
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Hoeschler, L: And HŒkanÕs original idea was to do a piece for the Nobel Prize which we thought 
was what youÕll see in the minutes, which was quite excited about that, we thought thatÕll be 
great to come over to Oslo or Stockholm and then it became that well, they usually donÕt like to 
perform original works, they like to have works that were tested, and then we ended up with this 
farewell piece, the whole thing substantially changed, and he [HŒkan] wanted us to choose John 
Corigliano or Sven-David, he was quite clear about that, for his last farewell, the main stage 
thing. I think he picked out Corigliano because he was close to Versailles, and I know John well 
a lot of his stuff I like, a lot I donÕt love, heÕs a good composer for sure. But then when Thelma 
and I were sitting here we got from Philip a copy of Sven-DavidÕs [High] mass we sat in these 
two seats over there drinking tea one afternoon, we said this guys terrific you know. And so we 
JohnÕs fine but wouldnÕt it be interesting to work with Sven-David.  
 
Hoeschler, J: So here what you see is obviously weÕve moved away from emerging composers 
at this point. HŒkan is suggesting Sven-David, but we were listening to music and kind of 
deciding we like that idea did it strike a fire with us, it did but then the next trick was to keep 
working this idea, we sent Sven-David a ticket to come up here from Indiana with some miles 
that we had from the airlines 
 
Bronfman: And that was after you came back from Sweden, soon after? 
 
Hoeschler, L: That was in April last year cause HŒkan was actually staying with us and so we 
had a meeting set up in April 2005. 
 
Hoeschler, J: HŒkan had just finished his last stick at the Metropolitan Opera and was frankly 
quite tired. He was coming out here to do with the Minnesota Orchestra, what was he doing, he 
was doingÉ? 
 
Hoeschler, L: Oh, it was wonderful, he did the Britten Requiem.  
 
Hoeschler, J: And so he stayed at our cabin as a relief to get away from it all and so it was in the 
course of having him as a house guest, all be it not at our main house but at the cabin that we 
renewed this discussion about what else could we do and this kind of stuff and he here, we talked 
about Sven-David and heÕs down in Bloomington and so what the hell letÕs get him on the phone 
quick send him a ticket and send him up here and letÕs talk about this. So we all met on a 
Saturday afternoon at RanheimÕs house. HŒkan and Sven-David. And the whole club is there and 
we explained to them that what we wanted to do was something other than being the funders of 
an exercise here. 
 
Bronfman: More thanÉ 
 
Hoeschler, J: More than, we saw ourselves as having some ability to get our fingerprints on 
what was going on and to be active participants in this whole exercise. And so I made that little 
speech about, I made that little speech about the fact that we were not just the check writers here 
and the group all joined in, itÕs quite clear that this group had opinions on things. But HŒkan, 
Sven-David, what I thought was a marvelousÉ  
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Hoeschler, L: ÉTournboutÕs fair playÉ 
 
Hoeschler, J: Éhe grabbed that theme immediately and he explained that he had talked about 
what he was doing and what he like to do and he liked to do pieces on a religious text late in his 
life or  
whatever this stage in his life heÕs found himself doing things on religious text. 
 
Hoeschler, L:  Did you ever talk to him about his daughter? 
 
Bronfman: WeÕve talked briefly about it and itÕs an area that IÕm very curious to learn more 
about  
 
Hoeschler, L:  Cause I think thatÕs been one of the more moving things. I talked to him this year 
about the daughter who has DownÕs Syndrome, I think sheÕs 30. 
 
Bronfman: SheÕs in her 30Õs. 
 
Hoeschler, L: And, Ôum cause his first wife died. I asked him about it at lunch when we were all 
together cause he had mentioned to me the day before about her and but I didnÕt know she had 
DownÕs and so I asked about it I said Òdid you ever think of have other childrenÓ and he said ÒI 
couldnÕt cause if I had, my wife got pregnant we found it was Downs, and if we aborted her we 
would be rejecting her and what she stands for, but on the other hand I didnÕt have strength to 
enough to go through raising another child like this again.Ó So I thought it so moving the way he 
said that. 
 
Bronfman: He seems to be very private about it and. 
 
Hoeschler, L: He was very open about it with me 
 
Hoeschler, J: You have to understand, Linda has a way will confess to her...Murders and other 
capital offenses that have never been heard from before, itÕs incredible how people talk to her. 
But the comment is that Sven-David hearing us Òwhy do you folks come up with the story line, 
you think about what stories from the bible.Ó We had talked about this in the context, was this a 
quilt with certain panes in it, what does this piece want to look like, we decided it was for 
baritone and chorus a cappella and we talked about the when it would be done the next year and 
this kind of stuff and so as I said Sven-David left us with the challenge of coming up with the 
story lines. 
 
Bronfman:  Was the St. JohnÕs talked about at that time.  
 
Hoeschler, J: St. JohnÕs Bible was talked about as well 
 
Hoeschler, L: That was the other thing that happened. We took them to that exhibit and they 
were kind of blown away  
 
Bronfman: When he came here they went to that exhibit? 
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Hoeschler, L: Yes, we had taken HŒkan, we had to drag him away 
 
Bronfman: On his first visit 
 
Hoeschler, L: The April visit, and then Sven-David came up that weekend and he insisted Sven-
David see it too cause he was so moved by it. 
 
Hoeschler, J: So the bible, and was there a connection with the bible, was there a connection 
with this new handwritten bible that was going to be written by St. JohnÕs.  
 
Hoeschler, L: And HŒkan and Sven-David urged that connection too. 
 
Bronfman: So it kind of came from their visit. 
 
Hoeschler, L: Right, well they just thought it would be a great way to tie it in locally and 
unfortunately I think that we had the accident I forgot about that part, we both had concussions, I 
didnÕt totally forget about it but it wasnÕt foremost in my mind as we were so sick and Philip had 
forgotten the connection Ôcause I really think that even locally we could have certainly at Bethel, 
even have St. JohnÕs do some sort of exhibit there or do something to tie in or have pictures in 
the program. Something that had symbolism cause all these stories were pretty much illustrated 
by the bible Ôcause I wrote to St. JohnÕs and said what are the illustrationsÉ 
 
Hoeschler, J: But the general statement is this that Sven-David in this kind of stew of ideas with 
the St. JohnÕs bible, all this kind of stuff floating around here, Òyou guys pick out the story.Ó That 
turned out to be a challenge. More of a challenge than we had first recognized. I recognized that 
Òbravo Sven-David youÕre really got into the spirit of this thing and youÕve really thrown the 
gauntlet back at us and now weÕll have to put up or shut up.Ó So then we spent the next couple 
months thinking about what bible stories had been inspirational to us and recognizing that we 
actually knew a lot less about the bible then we ought to for this kind of challenge. So various of 
us were reading the childrenÕs bible story books and this kind of stuff and hereÕs where the 
Fischers came in and Jerry Fischer had superb ideas on things in the bible and he has really a 
wellspring of quality topics. But it ranged through the group from Jerry Fischer on the one side 
to a whole bunch of things to Fred Sewell on the other side saying this is absurd. 
 
Hoeschler, L:  ÒThis plays into BushÕs hands!Ó 
 
Hoeschler, J: As a musician this sort of program music is nonsense, write the music donÕt try to 
hook it together with some kind of cockamamie bible story. It was dumb from a technical music 
point of view he thought that he took a much more agnostic view.  
 
Hoeschler, L: I think since their granddaughter has an eye 
 
Hoeschler, J: She has a tumor on her optic nerve, this is a child of É 
 
Hoeschler, L: She legally blind. 
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Hoeschler, J: And progressively this thing, they have to give her, they canÕt operate on this 
thing, it grows and they zap it, but the whole thing is a mess but I think there is a personal feeling 
of Òwhere is God in this?Ó 
 
Bronfman:  Right a little Job type of thing.  
 
Hoeschler, J:  The point is that we find ourselves as the commissioning club in the throws of 
trying to come up with some kind of a story and at first weÕre trying a through story, a through 
line that whatÕs the theme. WeÕre not clear at this point what is our challenge? 
 
Bronfman:  And youÕve never been this involved before. 
 
Hoeschler, J:  Not on doing the programmatic parts of it.  
 
Hoeschler, L:  Not as a club. 
 
Hoeschler, J:  But, first thing are we trying to talk about an over arching theme about 
redemption or something and what do we fit a bunch of stories into that theme or is this a crazy 
quilt where you can have disparate pictures andÉ 
 
Bronfman:  Had you decided on five, like one for each couple, had that been decided? 
 
Hoeschler, J:  That had sort of been the working hypothesis that each couple was now 
responsible to come up with their ideas in terms of what would be important to them. After a 
couple of meetings and some false starts, in fact in some correspondence with Sven-David he 
said, he ratified the idea of the crazy quilt, it doesnÕt have to be all moving in the same direction, 
we donÕt have to have an overarching theme for this thing, I can kind of fit them togetherÉhe 
said. Though when he finally got our five or six choices, I think we actually had 6, he almost 
despaired, Òhow the hell am I gonna do this,Ó and it was only his wife who said then Òjust do it.Ó 
Because he was gonna go off in another direction cause he was looking for an over arching 
theme, too. And this kind of discollection of goofy stories he didnÕt really know how to get his 
hands around them finally his wife said Òyou told them to do that now you should go and write 
itÓ and so she kind of got him, in fact I think it would be worthwhile for you to probe him a little 
bit on that.  
 
Bronfman: WeÕve talked a little bit about it and IÕm in the follow up stage with that sort of stuff. 
 
Hoeschler, J: But the end result was, there was this other aspect of this thing that we talked 
about, technically, Ok how does a baritone relate to the chorus, is the baritone always going to be 
God and is the chorus always going to be the people or what and so Sven-DavidÕs very 
interesting I think, atypical use of the voice and the chorus back and forth as God or the major 
actors, I find to be an interesting aspect and a refreshing look at the problem.  
 
Bronfman: In my initial analysis, itÕs unique in the way that itÕs set up cause typically the 
narration is done by a soloistÉ 
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[portion of tape missing] 
 
Hoeschler, L:  ÉJerry and Cathy Fischer picked that and the Sewells refused to pick anything 
else so was their movement too. But Sven-David, David Ranheim had suggested two or three 
stories and [unknown] was rejected by everybody but Sven-David said by the time he got to the 
last one he was so exhausted and sort of stopped.  
 
Hoeschler, J:  It was long enough at that point. The other aspect of this thing is Philip BrunelleÕs 
involvement. And this club had been thinking about ways to do something with Philip for some 
time. Because Philip is such a big factor in this market and he himself is such a promoter of new 
music that is always seemed, at least to me somewhat embarrassing that weÕve never done 
anything with him even though weÕve been banging around in this for 10 yearsÉ.However, 
Philip being no fool about these things had already been talking to HŒkan about doing something 
as a farewell piece, the last piece as he retires from active concertizing and shiftsÉ 
 
Bronfman: Philip independently of you guys? 
 
Hoeschler, J: Philip independently of us. And I canÕt remember if Philip had called, or if HŒkan 
had said he was talking to us about something, but the point is fairly early on we call get together 
with Philip and fairly early on the decision is that Philip would do the local premier. And indeed, 
in the context that weÕre talking about before the question was can we get more than one 
performance out of this thingÉcould we get the Swedes in Seattle, or Washington State to 
somehow get interested in this thing? Could it be done down in Chicago? So, Philip was talking 
with the Swedish consulate and he was talking with Bruce Carstad, the head of the Swedish 
Institute here in town, and Philip has a million and one connections with the Swedes, because 
heÕs been doing stuff with them for years. So, there was the whole business of holding multiple 
performances in Chicago, in Seattle, schlepping a whole chorus out to Seattle or down to 
Chicago is no small cost so these were meaningful issues and in fact they never did pan out. But, 
at the same time there was this discussion of ÒOK what about in Sweden?Ó And the original 
thought was that this might be done by the Swedish Radio Choir. But, then Sven-David and 
HŒkan arranged for this premier at the Dalarna festival with the choir and the guys name was 
Gustav Sjškvist, which was a superb choir, fabulous performance. The long and short of it, 
Philip was part of the program but candidly, when you are dealing with Philip if you donÕt watch 
out Philip will take it over and itÕll be gone and so the club was very consciously not wanting to 
let Philip completely dominate the scene. 
 
Hoeschler, L: We took Philip out to lunch to talk about that, he was very good, you just have to 
lay it with Philip. Philip has a million things going and heÕs so use to dealing with people who 
donÕt know what they want that heÕll just take over, which is good. 
 
Hoeschler, J: Philip moves into any vacuum that presents itself and you just have to announce 
that, ÒthereÕs not a vacuum here Philip.Ó  
 
Bronfman: ThatÕs one of the reason why it has been so successful.  
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Hoeschler, J: Oh yeah, and we joke about the fact that I am his lawyer in pectore, he refers to 
me as his council in pectore, in his heart. This is what the Pope will sometime appoint Cardinals 
in pectore, that is to say that only he knows that this guy, for instance some Chinese Bishop that 
he made him into a cardinal would make trouble for him with the communist regime, he will 
appoint this guy Cardinal in pectore and you will only know he was a Cardinal after the guy dies 
and nobody can do anything to him.  
 
Hoeschler, L: YouÕre listed as a lifetime member of the board. 
 
Hoeschler, J: I told Philip I would do this but I didnÕt want to be on the board because I didnÕt 
want to get hit up all the time to go raise some more money. So I want to be your silent general 
counsel but they do list me as a lifetime member or some damn thing like that. The point is, I do 
his legal work when it comes up when something has to be done. So we have a good relationship 
back and forth. So the end result is, we did have a lunch with Philip in which we said ÒhereÕs 
how this thing is coming out and we do want a club role, the club wants to have this role.Ó And 
Philip was very cooperative and is a fabulous promoter. He proceeds to invite the Swedish 
Ambassador who at the last minute couldnÕt come, at the last minute he had to meet with 
Rumsfeld. HeÕs great at making all these connections and heÕs the one who came up with the 
idea of doing it out at the Swedish schoolÉahÉBethel [University]. And so heÕs talking to 
Bruce Carstad and their dreaming up all these waysÉPhilip met with Sven-David and HŒkan in 
Sweden when the manuscript score was available and when through it line by line in fact I think 
pointed out a number of inconsistency and problems here and there.  
 
Hoeschler, L: He didnÕt come up with it, I think he knew about it, but I think the problem 
sopranos was huge. 
 
Bronfman: Which problem was that? 
 
Hoeschler, L: JacobÕs ladder, it gets up so high, itÕs gonna be a very hard movement for 
anybody else to do it. 
 
Hoeschler, J: The comment really is that Philip had meaningful input as the initial conductor on 
aspects of the thing. Sven-David took that, gave it to the copyist, and the copyist proceeded to 
screw it up and have a lot of mistakes in it where Philip had to again go through and had to 
carefully track this thing and straighten out some of these things.  
 
Bronfman: Which I guess they are still finishing right now.  
 
Hoeschler, J: And so the end result is that the premier then in June here I did not attend cause I 
was off sailing in the Mediterranean at that point so Linda will have to talk about that. 
 
Bronfman: I was here for the premier. 
 
Hoeschler, J: So you saw that. 
 
Hoeschler, L: You were barely missed.  
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Hoeschler, J: Then the Swedish performance was at this Dalarna Festival, which is a very 
interesting festival up in Sweden, where the Dalarna horse, the red horses that you see from 
Sweden these painted decorated horse come from. And this festivalÉthis festival is in a region 
around the lake and so itÕs not a one town. But itÕs overÉyou can go 40 miles in between 
concerts on this thing. ItÕs all over the damn place. Church here, concert hall there, a vast variety 
of stuff. 
 
Hoeschler, L: Basically the top to the whole eastern side of the lake, itÕs a big area. I was kind of 
surprised they did it over that big of an area. Because it was tough. I mean we wanted to get to 
Mora, that was a 45 minute trip up for a concert, an evening concert. 
 
Hoeschler, J: I had always envisioned Dalarna as a place, a concert venue in a strip mine where 
there is a famous strip mine over there you makes a natural amphitheatre and they do outdoor 
performances and I had in my mind thought that thatÕs where this was gonna go. But in fact this 
thing was scattered all over the country side. Small churches, HŒkan did a very interesting 
concert out in the lawn at somebodyÕs house. Again itÕs the kind of thing that you only know by 
going there and seeing it and we knew nothing about this chorus butÉ  
 
Hoeschler, L: But they were very good. 
 
Hoeschler, J: One interesting thing that happened at the premier is that 15 minutes before the 
concert, who was it that spoke to you? 
 
Hoeschler, L: HŒkan on the way in, on the way in the door  
 
Hoeschler, J: And he said ÒI hope you can say something before the performance,Ó which tends 
to ruin the first half of the performanceÉ  
 
Hoeschler, L: There wasnÕt a first half either, there wasnÕt an intermission. Remember it was 
like a hour and 10 minute concert or an hour and 20 minute concert. 
 
Hoeschler, J: But they just had you speak before the piece. Our piece. Our point is that youÕre 
thinking about that all through the pieces that are being done. But Linda did a, youÕll hear it, did 
a very nice sort of description of what, how we approach and why we were interested in doing 
this piece and the Swedes loved it. Sven-David loved it. He said this was so not Swedish.  
 
Hoeschler, L: He said no Swede could have made that speech. 
 
Hoeschler, J: The Swede would have stood up there with his arms crossed and say Òwe have this 
new piece of music for you and I hope you like it.Ó Linda as a women stood up there and told the 
story of club and how we so much enjoyed working with Sven-David and HŒkan and all this 
kind of stuff. 
 
Hoeschler, L: And my Swedish ancestory.  
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Hoeschler, J: All this personal interest sort of thing and everybody was pleased and amazed. But 
as I said I thought it was most interesting. I though Sven-DavidÕs comment was, and you could 
believe it from being over there, no Swede could have ever made that comment. We had just 
before that been down in KungŠlv, this little town outside of Gothenberg we had our accident the 
year before and we had this dinner party for the doctors and nurses who had taken care of us and 
they had initially thought that we were gonna have coffee and ice cream at the hospital cafeteria 
or some damn thing and so when they was a dinner party at the local hotel with formal seating 
and all this kind of stuff they were hugely pleased and amazed but it would not be the sort of 
thing that a Swede would do. A Swede would do more of a smorgasbord kind of thing that who 
knows what. 
 
Hoeschler, L:  A Swede wouldnÕt do it is the point. But we wouldnÕt do it either for most 
hospitals here.  
 
Hoeschler, J: But it turned out that in that case for instance, it was a delightful experience. She 
spoke, I spoke, David Ranheim spoke, our friends from Norway who had been concerned about 
us volunteered to come down and help and been needed came down for the party and they spoke 
and so we had this feeling of international bonhomie. 
 
Hoeschler, L:  All AmericanÕs werenÕt so stupid. 
 
Hoeschler, J: They were all so please that we were all anti Busch. 
 
Bronfman: I was in the Netherlands in 05Õ and we were sitting around the table with a bunch of 
conductors and none of them were Americans except for me and another friend and we had the 
exact same experience. They kind of started to go after me about Bush and I said youÕre talking 
to the wrong guy here. 
 
Hoeschler, J: DonÕt blame me for him. So the result is for us the summer and combination of the 
party at the hospital and the enjoyable time with Sven-David and the enjoyable time afterward 
with the Chorus talking to the singers was delightful again element textural aspect of being 
involved in music thatÕs quite a bit deeper and quite a bit different than just going to the concert.  
 
Hoeschler, L: And the club stayed at HageGŒrden which HŒkanÕs selling now, itÕs nice to be 
able to be there. And I donÕt know if Jack told you, one of the things Philip is doing, and heÕs so 
good at, heÕs promoting these pieces to other college choirs cause we told Sven-David it had to 
be singable by college choirs cause we were so concerned that nobody else could perform it 
cause Sven-DavidÕs pieces are tough. But I think as I look at it, IÕd be interested in your 
thoughts, we all think that ÒGood SamaritanÓ is the performed the most. I think ÒThe Prodigal 
SonÓ has a lot of promise, I like our movement of ÒThe Waters of MeribahÓ but I think that 
ÒProdigal SonÓ is issues a soloist there. Too much solo work in fact that was one area I thought 
the Swedish Choir was the weakest. Because they sing so little vibrato which make perfect Choir 
singing. Not that they were good soloist cause I thought that PhilipÕs soloist, as I remember it, 
and I have recordings, his were better for the solo part but not so much for the blend.  
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Bronfman: It tends with choirs in general, more often than not, although not always, if you have 
great choral a cappella sound, your soloists are less good and if you have kind a larger fuller 
choral sound that may not be the most homogeneous youÕve got great soloists and you have more 
of a dynamic choral sound and itÕs a catch-22 that we kind of deal with all the time 
 
Hoeschler, J: The other, Linda was alluding to this before, PhilipÕs role as a music man is not to 
be under estimated. HeÕs ability, historically, to pull together the forces for kind of a festival 
experience is incredible. HeÕs doing this thing with Bolcum this spring. 
 
Hoeschler, L: WeÕre hosting a dinner party here Thursday in fact. I think you have the National 
member of Arts from the White House.  
 
Hoeschler, J: The Bolcum concert is sort of an example of this. HeÕs doing stuff with the Art 
Institute, because of BolcumÕs big piece, based on BlakeÕs picture. So heÕs got the art museum 
doing all kinds of BlakeÕs stuff. HeÕs got with the Minnesota Orchestra, heÕs doing stuff with the 
Chamber Orchestra. GetÕs everybody going and everybodyÕs exhausted at the end of one of these 
things. The only person who isnÕt exhausted is Philip.  
 
Bronfman: Well heÕs got me doing stuff too now. 
 
Hoeschler, L: He can help your career a lot too. HeÕs very generous.  
 
Hoeschler, J: You can learn a lot from hanging around Philip for a while. One critique for Philip 
is that he will be, because heÕs so fast himself, that you can under rehearse things. 
 
Hoeschler, L: I think we actually frightened them on this one. They started on it early and even 
the SwedeÕs thought it was a tough piece. 
 
Bronfman: ItÕs particularly the range. The rhythmÕs not difficult. But the range and the 
harmonic palate is particularly difficult. Not nearly Sven-DavidÕs most difficult choral piece, 
though. 
 
Hoeschler, J: We told Sven-David, you said that. ÒDonÕt make this only singable by only one or 
two choirs in the world.Ó Our hope had been that parts of this could be usable in a church service 
as an anthem of some kind or as a three-minute thing that you could use. As it is itÕs going to be 
tough to find a church choir that can pull it off but parts of it will work. So, long and short is that 
this combination of Philip, of Sven-David and HŒkan, and the Commissioning Club was in this 
case a felicitous one. And it was really a fun project to work on and it will be interesting to see 
how the music goes. Our hope in this, and Philip will be a big help with this, convincing other 
church choirs directors and that sort of stuff, taking a chunk of this, do something with that, or 
college choirs.  
 
Hoeschler, L: Even by the performance in June, heÕd had inquires from 8 other colleges he said. 
He was actually for the clubÕs experience the best in informing us in what was going on. You 
know, sending reviews, sending thank you notes, itÕs an area that he really excels in. I mean Eric 
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Whitaker, weÕve still not gotten the first page of the music. Or copies of the whole music. We 
donÕt even have thatÉ.  
 
Bronfman: ÉSo in Sweden it was at the church, is there any other detail you can tell me, how 
large was the church, or the events surrounding what happened? 
 
Hoeschler, J: I will tell you three things, I always tell things in threes. One is the choral 
conductor there for the pitch had a toy piano, a little eight-key piano that he had on his stand and 
he poked C.  
 
Hoeschler, L: You can hear it in the recording too. 
 
Hoeschler, J: So thatÕs one little funny thing and I donÕt know it might have been,  
 
Hoeschler, L:  There might have been about 200 people in that. 
 
Hoeschler, J: 2-250 somewhere in that. It was a county church cross shape. 
 
Bronfman: How big was the choir? 
 
Hoeschler, L: 20 I think it was. 
 
Bronfman: So smaller than Philips? 
 
Hoeschler, L: Not much. 
 
Bronfman: Mid to upper 30Õs? 
 
Hoeschler, J: No they were 33. Because they took, they have a couple extra sopranos, they were 
about 33 and PhilipÕs about the same size. 32 or 33. About the same size. TheyÕre clearly paid 
less then Philip pays his people.  
 
Hoeschler, L: Much less, IÕm not even sure if they were paid Jack, itÕs so little. They just get 
their expenses covered. They were terrific singers. 
 
Bronfman: Tell me about the discussions you had about the text. Tell me more about that.  
 
Hoeschler, L: I blocked them out of my mind. 
 
Bronfman:  So they were painful for you? 
 
Hoeschler, J: They were not painful they were frustrating in that a couple things came to the 
floor. Except for Fischer, all of us had pathetically weak knowledge of the bible. Ranheim as a 
Protestant has been better view than we did as Catholic had. I at one point suggested that maybe 
Paul represent something and that went over like a lead balloon. So that idea didnÕt come to 
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anything. Topic number one was with the exceptions most of us had a poorer grounding in the 
bible than you would want for this challenge. Topic number two was. 
 
Hoeschler, L: Well we were trying to look for a theme, redemption. The theme we agreed on 
would be redemption, but then Sven-David didnÕt want that, he wanted separate stories.  
 
Hoeschler, J: We were trying to fit this into an over arching theme. On of the stories could have 
a leitmotif that went through them and they would all be part of the fabric. 
 
Bronfman: Trying to make that happenÉ 
 
Hoeschler, J: And that we were not successful in doing. The truth is, here youÕve got an amateur 
bunch doing this in their part time and what it really did take was somebody sitting down and 
doing the hard work and kind of thinking through it and in a concerted way. It was catch as catch 
can. We didnÕt spend a lot of time on it though. So then Sven-David said no, no, no. This crazy 
quilted approach is ok. And that gave us the freedom to say ok, letÕs just each family come up 
with a favorite.  
 
Hoeschler, L: Then we had some research topics I think youÕll see in the minutes, that some 
people were supposed to go see the bible exhibit at the art institute and I called to see if we got 
any inspiration there. I emailed one of the priests up at St. JohnÕs whoÕs been involved in which 
stories are illustrated and got a list of that too and so it was a long process to get these, it took us 
until December I think.  
 
Bronfman: How did you guys come to your story? 
 
Hoeschler, J: Linda can speak to that. 
 
Hoeschler, L: I think when I got the list from Eric HollisÉÕcause IÕm not that knowledgeable 
about the old testament as most Christians arenÕtÉEric Hollis, or whoever it was, on the theme 
of redemption, I think I said what stories would fit into this them, and I think Eric was or the guy 
who was the head of the project, what was the stories that fit in there that are illustrated in the St. 
JohnÕs bible. And one of them that he talked about was ÒThe Waters of Maribah.Ó Just the fact 
that Moses, all his life trying to get into the promised land and then he makes this last minute 
screw up and God says he canÕt get in so, he takes them to the shore and he can see it but heÕll 
never be allowed to get in. And I thought it had meaning for us I thought because it was with the 
accident that weÕll now never be able to do. But things you thought you could do but you 
couldnÕt do and so to me it was somewhat like the story of Moses that, not because weÕd screwed 
up but because your goal, and to me the message is that you better appreciate the journey and 
thegraces that come along the way because you may never reach your final destination.  
 
Bronfman: And did that ring true for you as well? Or were you? 
 
Hoeschler, J: Sold for me. I thought it was an interesting hook on it. I thought this whole idea of 
Moses so near but yet so far, that was fine. Linda had come up with it. But the truth is it did have 
some and she expressed it in the context that of our accident, it did have some definite resonance. 
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Hoeschler, L: We knew it was something that nobody else would pick, too.  
 
Hoeschler, J: Now what our poor composer is supposed to do with that I donÕt know. We 
werenÕt sure when we sent these off to Sven-David, we go well geez, we donÕt know what the 
hell heÕs gonna with this dogÕs breakfast of stories.  
 
Bronfman: Just on the side, itÕs interesting because when I look at them I think some of these 
are really difficult, would be really difficult to set. 
 
Hoeschler, J: We knew when we sent these things off that this was going to be tough, ÒI donÕt 
know what the hell heÕs gonna do with this but IÕll be really interested [to find out]Ó And this 
whole business ofÉ 
 
Hoeschler, L:  He didnÕt say he was going to take the whole text right out of the bible either, I 
think we thought, itÕs in the minutes where we talk about what weÕre doingÉ 
 
Hoeschler, J:  We viewed ourselves as providing such inspiration as he may choose to take from 
it. If he didnÕt, fine. We were perfectly prepared to have him say, I canÕt do much with that.  
 
Bronfman: Or taking, or changing it in some way? 
 
Hoeschler, J: Changing it, in a material way. So we would not have been offended, it had been 
fun doing this, a little frustrating ourselves because, it wasnÕt as if we had come up with 
something that as you said, Ònow hereÕs a natural, I can see how somebody can really set this. 
ItÕs got a nice beginning, middle and an end. This will knock them dead and weÕve got a great 
solo part here.Ó And these things were intellectual stories with philosophical content, Òwhat are 
you going to do with this damn stuff.Ó It was an admitted challenge. 
 
Hoeschler, L: YouÕll enjoy this, Jack includes a Midrash, [reads from MCC minutes] 
Òdiscussing the bitter irony of Moses situation, the moral of the story is sometimes life and God 
is not fair.Ó Jack had some sympathy for the doublee entendre donÕt touch me when doubting 
Thomas comes.  
 
Hoeschler, J: No not doubting Thomas, Mary Magdalena at the time of the resurrection.  
 
Hoeschler, L: ÒHe says donÕt touch me. To be heartlessly rejected, just pushed away by Mary 
Magdalena.Ó  
 
Jack: I had suggested some other New Testament things that were brutally rejected.  
 
Hoeschler, L: [reads from MCC minutes] ÒFred Sewell stands strong as the secular humanist 
that says let the music speak for itself. He declines to nominate any passion, passage that speaks 
to him.Ó ThatÕs the August minutes. 
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Jack: ThatÕs August we had those? Yeah, he had to get those before December, but he had the 
music on December.  
 
 
Hoeschler, L: ThatÕs right he had the music in December. You had a whole longer story too Jack 
that I saw.  
 
Bronfman: Linda can you tell me about your classical music background? 
 
Hoeschler, L: Basically I took piano lessons from the time I was about 7 through high school. 
My early piano teacher always wanted me to go to Julliard and I had the sense, even as a small 
child to realize it was a trade school. I always thought if I couldnÕt do anything else, I could 
always go to the music school. And frankly I realized once I started rooming with Julliard 
people, going to a keyboard school like that is kind of silent unless youÕre really great. But I 
grew up in the typical New York suburb type of, going to community concerts, Columbia 
concerts, Jack is the one who really, I think my mother was on the board. I remember going to 
post-concert receptions and just talking to some of the artists. And mother, realizing that they 
were as timid as sort of I was, this was like a 7 year old going to talk to them, I remember 
holding my sisterÕs hand and walking up to them and mother said you have to go talk to them 
and I was. And that was a real sort of break through to realize they actually like to talk to kids. I 
could ask them any dopey question I had. 
 
Bronfman: They were real people 
 
Hoeschler, L: They were real people, yeah, and very nice about. So I think we both grew up in 
families that liked concerts and did a lot of that. 
 
Bronfman: And you undergraduate degree was in? 
 
Hoeschler, L: Russian studies at Barnard. I started out at Trinity College in Washington and 
moved to  
 
Bronfman: Where Nancy Pelosi went to school but theyÕll never give her credit for it. 
 
Hoeschler, L: It was a very good school too but Jean Kirkpatrick was my advisors and then I 
switched to Barnard and I roomed with Julliard students so. But I spent a lot of time at Barnard 
going to Julliard classes. Jack and I, our first date was the Julliard string quartet and I think 
maybe our second date, and he said Òyou just want to listen to old musicÓ and then heÕs the one 
who introduced me to new music. So after that we really got into I think Xanakis, Stockhausen, 
and Cage premier. We went off to hear those. WeÕre just what I call good audience members. 
Our kids played music, we never had a TV until Ô91 and so I had to come hear the kids at recitals 
and work with them on their music. So I would say a music loverÕs family and a love just of 
artists in general.  
 
Bronfman: And how did you become an art critic then? 
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Hoeschler, L: That was really strange, I didnÕt try to.  
 
Hoeschler, J: The same way all art criticÕs doÉby being a good writer first.  
 
Hoeschler, L: I worked for newspapers in the summer. We were singing with the Bach Society 
when we moved to town, Judy Ranheim got us to audition. ItÕs a good way to meet people when 
we moved here and we started that I think in September Ô69. And Rosalyn XXX was gonna 
perform here and she had no publicity and so I said to the Bach Society well IÕll go talk to the 
newspaper so I went to the head arts critic and I said Rosalyn Tureck is coming, IÕd like you to 
write a feature about it and he said ÒI donÕt have time,Ó and I said Ònonsense I worked at a paper 
youÕll make the time if you want.Ó And he said, Òwell how would you like to be a music critic.Ó 
So I was a freelancer but I was a good writer. 
 
Hoeschler, J: Well you had offered to write the article for him, I sure wasnÕt it? 
 
Hoeschler, L: No I donÕt think so, he just took me off the street, when I said IÕd written for the 
papers, they were short of free lancers, so I did maybe a revue a week, or every other week but I 
did a lot of enormous preparation, I would read the scores, I would listen to various recordings, I 
would read about the pieces. If it was a new piece of music I would get the score ahead and try to 
plunk it out on the piano and as a result I actually developed quite a good reputation and did a 
good job, I was always a nervous wreck about it, I always felt like a charlatan but I do have.. 
 
Hoeschler, J: But people who read her stuff thought, she actually has a natural ability whatÕs 
good, bad or indifferent about somethingÉ 
 
Hoeschler, L: Anything in the arts, IÕm very comfortable about. I was actually more comfortable 
in some ways as an art critic or dance critic IÕm more visual than I am oral. ItÕs harder for me, so 
thereÕs hardly a concert I reviewed that I enjoyed. But two years ago we were at a party and John 
Miller a bassoonist, whoÕs really not a fun person, he never sort of smiled, nice guy but very, and 
he came up to me and he said, Ò are you the Linda Hoeschler who used to be a music critic?Ó 
And I had one guy, whoÕs still mad at a review I did 30 years ago although it was an honest 
review, anyway. I thought, ÒOh, LordÓ and he said, ÒI want to tell you, you gave me hope when I 
moved here.Ó He said when I came here I read the first few reviews in the paper and they werenÕt 
very good and then I seen your right ups and I thought were worthy of Michael Steinberg and I 
canÕt remember who else. He said you were a talented writer. So I said, John, I hugged him, you 
have no idea. I was a nervous wreck with every single review I wrote for $25. I got a raise to 
$35, I think $40 was the most. So thatÕs what I did for 7 years. I really enjoyed the feature stories 
better, because they were easier to do. I worked hard at being a critic.  
 
Bronfman: When did you start with the Composers Forum? 
 
Hoeschler, L: 1991.  
 
Bronfman: And how did that come about? 
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Hoeschler, L: Well because they were going down the tubes and I have a corporate management 
background, an officer at Dayton Hudson, and a VP at National Computer and I was looking for 
a company to buy and Steve Paulus and Randall Davidson came to me and said the Forum was in 
trouble. Would you run it and I said gosh IÕve never run anything this small, it was a $250,000 
budget and I said I like companies with at least 10 million. So I finally agreed as a favor to them, 
I agreed to do it for 6 months. Well you have to say a year, and I said OK but you still have to be 
looking for an executive director cause I will be out of there and then I found it was a real mess 
but IÕm a good fundraiser and a manager and then within about 5-6 years we had turned it into 
the largest composer organization in the United States with these chapters all over and a national 
radio shows, and in five or six years I would say it was really stabilized and real growth mode. 
So it was just another corporate turnaround.  
 
Hoeschler, J: and you were there for 12 years. 
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Linda Hoeschler, 06/20/2006 
 

Hoeschler: With this piece I think at the time we had the in worksÉthis Libby Larson piece was 
startedÉ and we had a Skrowaczewski piece that was premiering in 2003Ébut in 2004 we 
basically went with the Hunters to Norway and we stopped over at HagegŒrden andÉThelma is 
so Norwegian and sheÕd never been to Sweden even though sheÕd been to Norway many times. 
So we stopped at HagegŒrden for a couple of nights and we asked HŒkan if he had any ideas for 
a commission. 
 
Bronfman: And you already had a relationship with him prior because of the commissioning 
club or because of his role in the city, in the region? 
 
Hoeschler: The role in the city and my role in the Forum. He came to meet with me I think to 
talk about promoting HagegŒrden, and this was at the office. I was at the AndrŽe Expedition 
premiere too, and I just love that piece. I think thatÕs probably the first time I heard HŒkan sing.  
 
Bronfman: The AndrŽe Expedition, that was not a Commission thing?  
 
Hoeschler: That was a commission but not by us. It was by Dominic [Argento]. That must have 
been in Õ85 or so. I think it was at least 20 years ago that HŒkan was hereÉit might have been 
here. We heard them at the Schubert Club, but we werenÕt friends and he came and met with me 
at the Forum and, I know about HagegŒrden and he told me it was about something else but I 
canÕt remember. Then Nick was actually a better friend of HŒkanÕs and he in fact had had a party 
for HŒkan to talk about HagegŒrden when he was just starting it, whenever that was, and I think 
that was when we got to know him better. 
 
Bronfman: And that was around, are you saying Õ85?  
 
Hoeschler: That was the AndrŽe Expedition. I think HagegŒrden was started, I think he was here 
in the early Õ90Õs. Maybe around 1990. YouÕd have to look at when he started it but anyway it 
was sort of a growing friendship, but it wasnÕt like we were best buddies by any means. And then 
in fact Nick had a party for them about three years, no it was two years ago this summer because 
HŒkan really liked the meeting with me at the office, which was I confess I can barely remember, 
because I was so busy and I was traveling across the nationÉnot that heÕs not a memorable 
person, but I canÕt remember the content of it, and also a lot of people would come to me with 
things that werenÕt appropriate for the Forum to do. You know we were into supporting 
composers, not art colonies. But I canÕt remember what it was but HŒkan seems to think we had 
tremendous conversations resulting in inviting me to HagegŒrden. So that was how I first stayed 
there. I said we were going to Sweden in September and he said ÔOh you must stay, you must 
come there.Õ So anyway we stayed there for two nights and thatÕs when I really got to know him 
better as you do when youÕre staying at someoneÕs place you talk to them. And through Nick, so 
it was kind of growing but he wasnÕt my best friend by any means.  
 
Bronfman: So, itÕs my understanding that the origin of this piece was inÉ 
 
Hoeschler: Was in 2003É2004. 
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Bronfman: And it starts really with HŒkan, more than Sven David or VocalEssence. 
 
Hoeschler: It didnÕt have anything to do with VocalEssence.  
 
Bronfman: But I mean it was more commissioning of a piece to do with him.  
 
Hoeschler: Exactly. Thelma and I talked to him and we said do you have any idea for 
piecesÉwe were asking what he was doing because, I mean we just commissioned a piece for 
Tom Hampson for instance, and for someone like that youÕre always trying to figure out do they 
really want something, and in this case he did cause the more famous they are they are often 
booked up or they donÕt want a new piece. You know how that goes. So we just talked to him 
about his ideas. Actually the original idea, and it wouldnÕt hurt to talk to Thelma to when your 
here cause sheÕd probably have a good memory, Ôcause we talked about a piece actually for the 
Nobel Prize that would be performed in Olso maybe for the Peace Prizes or in Sweden. That was 
the debate because HŒkan thought he had more leverage to have it preformed in Sweden. So, that 
would have been September, 2004 that we were at HagegŒrden talking about this. In know we 
came back to the club, IÕll find the minutes, we can just go through those when weÕre here and 
make copies of those. We talked to the club about it and they were interested in it cause when 
you get a great performer you should seize that opportunity plus we all liked the idea of coming 
to the Nobel Prizes.  
 
Bronfman: ItÕs interesting that the genesis is a performer not a composer first. ThatÕs just an 
interesting little twist.  
 
Hoeschler: And almost with all of ours, I guess itÕs a mixed bag. We usually have with the club, 
we always have an idea for the type of music we think needs to be written and then we think OK, 
itÕs kind of a tripod, we think who would be the best composer, whatÕs the story, who are the 
performers, and so itÕs an evolvingÉitÕs a fairly complicated process when you hear us sort of 
arguing you sometimes think Ôdoes anything come out of this chaosÕ but actually we always 
come up withÉMy husband writes beautiful minutes that makes it sound like a very sensible 
meeting, so occasionally heÕll have something among the meleeÉthese ideas seem to surface. 
But people by the way never miss the meetings, which is interesting. Which I think shows a level 
of commitment. And we meet four times a year and sometimes more often. Depending on the 
need. So we started with HŒkan with this idea that it would be Nobel Prize material and weÕd all 
come there. Then last April HŒkan stayed with us, now whyÕd he stay with us? He was staying, I 
probably said. 
 
Bronfman: You mean April 2005? 
 
Hoeschler: Yes. He stayed here a week but he stayed at the Cabin. HeÕd just sung at the Met. I 
think I said to him, I probably would have said, come stay with us when you come. I say that to 
everybody. I now try to be a little more careful, I write down who I invite cause people show up 
and I canÕt remember having met them! He called and wanted to stay, and in fact I remember the 
whole thing because we already had Jim Billington, the Librarian of Congress staying with us 
and I thought holy moly this house isnÕt that big theyÕre two big guys and big personalities. And 
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I said to HŒkanÉcause I think, IÕm thinking out loudÉhe may have seen our cabin which is out 
by NickÕs, he must have seen it when he was there that summer before or Nick took him there. 
We would have been living there that summer and he must have been out there. I just donÕt 
remember it, cause he wanted to stay at the cabin, itÕs Swedish, itÕs remote, we werenÕt going to 
be there and he said, IÕm so tired of New York, I just need a break. So he stayed there that time 
and so heÕd come over for dinner every now and then and IÕd take him to exhibits or openings in 
fact there was an exhibit of the Bible, which is, this ties into the commission now. IÕm on the 
board of St. JohnÕs University, which is a Benedictine University that has commissioned the first 
illuminated manuscript Bible to be done in 500 years. ItÕs being done by QueenÕs calligrapher 
and is being done in English. No Bible has ever been done in calligraphy in English. ItÕs a major 
undertaking with an interfaith advisory council, of course RabbiÕs, Protestants, Theologians, the 
BenedictineÕs whoever else, working with the QueenÕs calligrapher from England who happens 
to live in Wales, about what should be illustrated, what was the translation, their using a 
Protestant translation. I told HŒkan, why donÕt you come to this opening, this is why Billington 
was here and I, as being a board member had to go, I think HŒkan went to humor me. Cause 
everybody hears Bible, Ôoh what else can be new, and IÕm not that religiousÕ and it is, the pages 
are I think about 18 x 24 inches per page. TheyÕre huge, they are beautiful. ItÕs a real artwork. 
ItÕs going on exhibit, pages of it are going on exhibit around the world before itÕs bound and then 
will reside in Minnesota. So, HŒkan so that. He was so in love with that Bible that heÉthen we 
started talking about this Nobel Prize piece and HŒkan said that to me ÔI donÕt think itÕs gonna 
work for the Nobel Prize. I never really got an explanation on why it wasnÕt gonna work, but 
something had happened and he also said, maybe he had done a little more checking, he said 
theyÕre kind of a safe group and they donÕt like to deal with new works. They will perform a new 
work but after itÕs already been premiered. So, I think IÕm getting this all right in order. IÕd seen 
him in between cause it was a fairly fast, it was probably 10 days when he was here. Next thing I 
know, while he is still here, Oh, I know, we had talked, I know this is the other thing that had 
happened. In Sweden he had said that if heÕd wanted a major vocal work done, he would like it 
written either by John Corigliano, or Sven-David Sandstršm. Well I know John, and I know his 
work quite well cause he had done ÒGhost of VersaillesÓ with HŒkan. But Sven-David though, I 
really didnÕt know his work, I knew the name and that was about it. I mean if you had told me he 
was a visual artist I was mistaken that he was a composer I would probably have said fine. He 
was not in my orbit or I wasnÕt in his. So during the winter what happened was, we got some 
CDÕs, of Sven-David from Philip. And Thelma came over and we sat in the kitchen and we 
listened to his mass.  
 
Bronfman: Was it the High Mass? 
 
Hoeschler: The High Mass. And we were just blown away by it. And we thought it was so 
fantastic but we thought it was so difficult too, we were a little concerned about that. Then so we 
were sold on Sven-David. IÕd just as soon look at Sven-David, you know to begin to consider 
him. 
 
Bronfman: But it was this meeting where you listened to, was it the entire club? 
 
Hoeschler: No just Thelma and me and then I think we probably then brought it to a meeting 
because thatÕs what we do. And as I said I can check the minutes as what we did butÉ So 
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Thelma and I were blown away. We were kind of promoting Sven-David and then HŒkan comes 
in April, Ôcause we think weÕre Nobel Prize stuff. And that was the other think that HŒkan had 
said too if that was gonna be for the Nobel Prize it really had to be a name brand person plus he 
at this stage in life wanted to work with someone really good and who understood his voice. So 
he came and said Nobel Prize is out and we see the Bible thing and I said Ôgee well, letÕs talkÕÉ 
oh, and he got Sven-David on the phone for some reason to see, we were talking about would he 
want to write a piece. Sven-DavidÕs down in Indiana and the next thing I know IÕm digging out 
some frequent flyer miles. Oh, I knowÉwe had a meeting with the club with just HŒkan.  
 
Bronfman: And this is in April, the meeting? 
 
Hoeschler: In April it would have been. It all came bing, bang, bong. ThatÕs why I wasÉwe 
ended up with a meeting in fact at the Hunters. We talked about a Sven-David piece and then the 
next thing I know IÕm flying Sven-David up here, cause HŒkanÕs up here long enough and Sven-
DavidÕs was willing to come. WeÕre meeting at RanheimÕs the following Saturday, we had a 
meeting probably like Monday, thatÕs usually the night we meet. 
 
Bronfman: So just to clarify, during this 10 day time that HŒkan is here you see the Bible 
exhibit, you talk about Sven-David, you hear some of his CDÕs, you talk to HŒkan about Sven-
David and you fly him out. 
 
Hoeschler: Right. Now the night before the meeting, HŒkan takes Sven-David to the Bible 
exhibit and you could check this out but I believe this is how it happened. So, that the next day, 
we werenÕt thinking Bible at all. But HŒkan did say at the Bible exhibit Ôwe really should do 
something with this,Õ but you know how people will say, these are great trees, we should paint 
these trees. You know if I did something with everything everybody says they liked in my 
garden, 
 
Bronfman: It would be eclectic. 
 
Hoeschler: Right. ThereÕd be all kinds of performances going on. So the next day we had this 
meeting with Sven-David and HŒkan at RanheimÕs, and the one thing we said is weÕre usually 
more involved with the selection of the composer although we love your music, but we as a club 
like to be involved with the helping to shape this and we donÕt know quite what this is. Now, I 
think at the time that HŒkan also mentioned that Philip wanted something. That had to happen at 
the April meeting. As I said IÕll find that in the minutes here because pretty soon weÕre talking 
about VocalEssenceÉSo weÕre saying to Sven-David Ôif you write something we want to be 
involved.Õ So he says Ôfine give me the text.Õ And then he says how about on Bible themes? So 
thatÕs where, I think is was this whole exhibit, and trying to work St. JohnÕs into it and in factÉ 
 
Bronfman: And this is after Sven-David had visited the exhibit.  
 
Hoeschler: Or what had happened HŒkan had talked to him about it cause Sven-David stayed in 
the cabin with him. Actually I think they went to the Bible exhibit after the meeting cause I can 
remember setting up a tour for them. This is all coming to me. I hadnÕt really thought about it 
thisÉ 
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Bronfman: So it was afterward. 
 
Hoeschler: It was after. It was within a hour of the meeting ending and HŒkan kind of pushing 
the BibleÉand Sven-DavidÕs very religious. HŒkan is great, networking and, ÔletÕs tie in the 
Bible exhibitÕ and in fact we though at one point we could do a premiere maybe when the Bible 
comes back to Minnesota, but then Philip wanted the VocalEssence thing. And by the way I do 
think the piece will be premiered at St. JohnÕs when they, not premiered but performed when 
they bring the Bible back because the next thing we know weÕre off on the Bible tangent. Well 
then we go to Sweden, we get hurt, and nothing much happens until the fall.  
 
Bronfman: Can you tell me, IÕve only heard snippets of what exactly happened there? 
 
Hoeschler: In the accident? 
 
Bronfman: It doesnÕt concern me but IÕm just curious but IÕm not sure but it may kind of 
solidify the relationship with HŒkan and yourselvesÉ 
 
Hoeschler: It definitely did and I think HŒkan staying at the cabin did a lot too, cause he was 
really a weary traveler when he came and I had food up there. I mean the cabin is a beautiful 
place, itÕs 20 acres, itÕs a Swedish log built cabin that itÕs in some ways better built than this 
house. ItÕs very comfortable and he just loved it, kept saying how much he loved it and I would 
say that solidified the spiritual tie between the two of us because he was so appreciative and we 
tried to be good hosts without intruding and take him to some things but not sayÉ 
 
Bronfman: Also allowing him to relax. 
 
Hoeschler: Now IÕm trying to think of why he was in Minnesota though. Was he here to talk to 
Philip? YouÕd have to ask him why he was here cause I canÕt remember.  
 
Bronfman: So you went to Europe, when did you go? 
 
Hoeschler: We went June 1st, weÕre picking up a new Volvo, two months after he was was here 
cause he was here the first week of April and we had planned to stay at HagegŒrden, I think, 
becauseÉor weÕre we? IÕm not even sure if we were going to stay there this time. Cause we 
were primarily on our way to Germany. We were going to pick up a new car. I wanted to go to 
part of VŠrmlandÉin fact I know we werenÕt gonna go to HagegŒrden Ôcause I was gonna go to 
VŠrmland where some ancestral homes were that I wanted to research. We were spending like 
five days in Sweden and then driving down to Germany. Jack evidently on the plane over got 
deep vein thrombosis in his pelvic area. When we got up he said his hips hurt a lot, which I had 
never heard before, but the seats in the plane, but we had good exit row seats, was an SAS flight. 
We were going to pick up this car so we werenÕt on Northwest. Anyway we end up in, we have a 
wonderful first day. We sleep twelve hours, we take a nap, we come in for two hours, get up go 
to dinner, sleep late until the next morning so weÕve had twelve hours of sleep, which is pretty 
good. We go out and get our new Volvo, we donÕt go through the whole spiel since we picked 
one up the year before, in fact we were getting this car for our daughter cause she just had a 



 151 

baby. 20 minutes after we picked up the car Jack drove off the side of the road at 60 miles an 
hourÉhe got double pulmonary embolism from the deep vein thrombosis. His blood had pooled 
the clots went to his lungs, a small piece broke off and went through his heart, he had a small 
hole in his heart, went to his brain, he had a small stroke. The embolisms are enough to kill you. 
He drove off at 60 miles an hour, hit this concrete pillar, flipped the car over. I ended up with a 
fractured sternum. It usually kills you immediately, 50% of the cases your dead immediately, the 
other 25% you die within a day, cause it bruises an aorta and bursts and you bleed to death and I 
had a double back fracture, IÕm an inch shorter than I was. I had, what they call an exploded 
vertebra, when you read about these high school kids who but heads in wrestling or football and 
one ends up paralyzed, thatÕs the kind of break I had. ItÕs a miracle, usually those pieces go into 
your spine, I could show you a picture of my spine, now itÕs like Humpty DumptyÕs shell just at 
the base of this one vertebra the other part of the back was cut all the way through. Very unstable 
back and they ended upÉand then Jack lost his spleen. We both almost died, luckily we were 
both in very good health before we went over there but an on no medications.  
 
Bronfman: You were driving a Volvo, probably helped a little bit. 
 
Hoeschler: Well even Volvo was surprised that we survived. When they saw the car they said 
they had never seen one, they were surprised we had both survived. They think the air bags hit 
me just perfectlyÉthey think the airbag must have hit just perfectly to defuse that presser of the 
sternum break fracture. So, I thought my neck was broken. They put a collar, the car on the side, 
IÕm bleeding on my husband, he passing on and off saying ÔLinda IÕm so sorryÕ and IÕm saying, 
ÔdonÕt say youÕre sorry but keep talking.Õ So they pulled me out through the windshield because, 
they put a collar on, I just think my neck is fractured. I walked to the ambulance. I could have cut 
my spine right there. If youÕre ever in a serious accident or even not that serious, make sure you 
donÕt do that.  
 
Bronfman: So you went to the hospital andÉ 
 
Hoeschler: And he was helicoptered in.  
 
Bronfman: And HŒkan was immediately making contact with you? 
 
Hoeschler: Well what happened was Kristen, our daughter, she was there. She decided, first for 
all she had this two month baby, it was kind of a terrible time for herÉonce the hospital called 
them and we could talk to them, the first day was not so bad but the second day was awful. She 
went into high gear and went through my contacts list and wrote every Swede that she could find 
in my contacts what had happened. She actually said to me the person I really wanted to get 
involved was HŒkan cause she knew him, I mean she knew he had just stayed with us and she 
knew that if I needed help he could probably mobilize it cause she didnÕt know who these other 
people were, they could have been distant relatives cause IÕm, my ancestors, thereÕs no notation 
you knowÉbut she did know who HŒkan was and so she contacted him, I think it was a couple 
of days before she found him, because he was probably off traveling, but I know I spoke to him 
at least day three if not day two. And he was wonderful. He called the hospital every day which 
excited them that we knew him. We were in ICU for 5 daysÉwe were in the hospital for almost 
three weeks, a day or two short of three weeks and then and after a week my spine started to slip 
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and I was getting paralyzed, so then they had to rush me to Gothenburg hospital and they put 
rods up my back and so I was in a body brace for 6 months as a result of that. And thatÕs why I 
do so much physical therapy. So HŒkan so did another very sweet thing he had his cousins, he 
knew there were certain ariaÕs that I liked that he had sung before, he had recordings of these, so 
he had his cousin bring me two CDÕs to send to the hospital, he got his niece mobilized to visit 
us once we got of ICU, she lived down in GothenburgÉBut just the calling was so important. As 
I said I donÕt know if we got better care but we got more attention. AmericanÕs have such a lousy 
reputation in the world today it didnÕt hurt that we were friends with one of the Swedish icons of 
todayÉEverybody knew who he was largely because of the Ingrid Bergman movie, I mean 
thatÕs how the populist knew whoe he sort of was.  
 
Bronfman: Now was the commission itself fully underway? 
 
Hoeschler: No, it had been commissioned but we didnÕt have the text. Nothing had happened 
since the meeting with Sven-David, I think. 
 
Bronfman: You were at the stage of weÕre gonna do this, weÕre gonna make it happen, had you 
talked to Sven-David about, youÕd talked about the Bible text, but you hadnÕt actually gone 
andÉ  
 
Hoeschler: No we hadnÕt done nothing cause this was a month and a half later. So the other key 
thing about he hospital stay was that HŒkan invited us to stay at HagegŒrden for three weeks to 
recover cause the doctors said they wanted us, when we got out to spend another four weeks in 
Sweden, two minimum, I couldnÕt fly, it was me, it wasnÕt Jack cause he was, they had saved his 
life and he was getting better and I was still very unstable, I mean, my back was unstable and 
they just had to get stronger. So our son had flown over in the mean time he had spent, until my 
back surgery, we didnÕt want anyone to come cause the hospital care was so superior to ours, 
more nurses, we didnÕt feel the need for someone to be our advocate because we felt thatÉ  
 
Bronfman: ThatÕs so weird. Everyone needs an advocate hereÉ  
 
Hoeschler: Yeah, and over there it was much better plus I was pretty, I took notes every day, I 
was fairly aggressive, I think in a nice way but would follow up on stuff which the Swedes donÕt 
do in general. I mean the problem with socialized medicine patients just sort of say well youÕre 
the doctor you tell me exactly, where IÕd say Ôwell you mentioned this yesterday where are we on 
this.Õ But, because I was the only one in the hospital doing it I got pretty good service, too. So 
there was a little bit of advocacy. So when we went to HagegŒrden we probably talked more 
about the commission, but I canÕt remember much about the discussion because I was in bed 
most of the day, and we saw HŒkan, weÕd see him at dinners, he was off traveling at times, in 
fact he did a wonderful one week workshop that started on Sunday, I think it wasnÕt until 
Wednesday or Thursday, I couldnÕt sit long enough in a chair, fully padded chair to watch it so it 
was tough times. So then we came back, I get the dates, we had a couple meetings with the 
clubÉand it was funnyÉthe Sewells didnÕt want to do the Bible at all. We said Sven-David, 
thereÕd probably been some clarifying emails since then cause my husband would do that, thatÕs 
the kind of thing he would do with Sven-David to say what do you want, how many storiesÉ 
 



 153 

Bronfman: Get some more specifics? 
 
Hoeschler: Right, so there was some clarification that went on to length.  
 
Bronfman: So you had a series of meetings, how quickly were they very couple of weeks, or I 
think it was every other month.  
 
Hoeschler: I think it was every other month, we had two or three meetings, 
 
Bronfman: Starting sometime after you got back in July or August? 
 
Hoeschler: Yes I would think the first one would have been July or September cause I was in 
bed till the end of August, I think September was before I was even getting up. And I think that 
so we had, as I said we had assignments and then we had, everybody had to come and that was a 
really argumentative meeting I think was November cause we said we have to get this text to 
Sven-David cause in October or November, I remember it was late fall and oh I know, cause we 
had a meeting here in early November too. Yeah, this really went onÉthis battle wasÉcause I 
remember we had a guest from Sweden here and weÕre all yakking about this thing and she 
couldnÕt believe the group. I mean itÕs actually a smart group but it sort of like a sitcom com I 
guess IÕd say of a family or something. 
 
Bronfman: Well it sounds like you all had legitimate interests, you also had kind of creative 
ideas and you had to kind of come together as a group and agree on those things and that can be 
a very difficult thing. ThereÕs reason why composers work by themselves most of the time and 
artists paint by themselves and all of those things so it makes a lot of sense. 
 
Hoeschler: And this project particularly because of text weÕve often, when you did On the Day 
You Were Born, you had the text, you had the bookÉ 
 
Bronfman: Right you had all decided on the text already, now you were deciding more 
minutiaÉ  
 
Hoeschler: Exactly, and we also decided, thereÕs a lovely set of memos that Jack wrote to Sven-
David that came out of the meeting that made us sound less argumentative then we were where 
we talked about. Everybody had to talk about why this story was important that they had chosen, 
and I chose the Waters of Meribah because of our accident. Because I felt, IÕve never really liked 
the story, itÕs sort of the frustration of a lot of the old testament, not thereÕs not enough in the 
new, but poor old Moses is trying to get everyone to the promise land, he gets to Meribah and 
then God said Ôwell sorry you used the rod to get the stick or whatever you did, you didnÕt follow 
my stupid orders and so youÕre not gonna go so there you standing there looking at the promised 
land and canÕt get there.Õ And I said I felt that was significant cause of the accident there are a lot 
of things we wonÕt be able to do. And thatÕs kind of the way life is. So Hela chose the Prodigal 
Son cause she was the actress in her family in Germany and went off to America and felt like the 
prodigal son in her family who had come back and been embraced but gone a different way. But 
I canÕt remember why Thelma chose JacobÕs ladder she and Sam. For some reason I think it had 
to do with their son who had died about 10 years ago would be about 40 now an he was rock 
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climbing and had not had enough to eat and collapsed and fell off a ledge and basically broke his 
back but lived for a while but very tragically died. And Jerry and Kathy really liked the Good 
Samaritan for reasons of that story of helping your fellow person who is down. And Fred and 
Gloria said if there was any story we would like it would be that so we assigned the Sewells, too 
as their story since Fred was not gonna come up with a story on his own, we was really pretty 
ornery about it (laughs) Ð to the point of everyone else calling me whatÕs wrong with Fred, 
FredÕs a good guy but he was, just sort of the dynamics, they have a grand daughter who has 
gone blind and I think theyÕve probably, itÕs like my sister who has a profoundly retarded son, 
you question where God is. Why take this whole child and have something happen to them cause 
she has a brain tumor thatÕs in her optic nerve. It would be hard on all of us, I think that they 
question that. ThatÕs my own personal interpretation. Jerry and Kathy had a long exegesis on The 
Good Samaritan that Jack sent to Sven-David. Then Judy and David had Daniel and the LionÕs 
Den, Doubting Thomas, and they had a third but I think we made them choose two. There was a 
third but I canÕt remember what it was. But Judy liked Daniel cause she had read that in some 
childhood book of stories and the GodÕs grace and whatever, you know saving you, I canÕt 
remember what they said but they had some good reasons for choosing theirs. So, we sent all this 
stuff over to Sven-David and hadnÕt heard from him which is typical of Sven-David, now have 
you gotten the materialsÉ 
 
Bronfman: HeÕs not an emailer 
 
Hoeschler: Oh no, when are you coming, did you get our last email, he wrote back on the last 
one of course I did, well we wanted to know when he was coming, PhilipÕs calling us and I 
thinkÉAnyway so we sent these to Sven-David and didnÕt hear and then finally we get a 
message that ÔitÕs all done, whereÕs my payment?Õ so that was the first we knew and he in the 
mean time, Jack and I talked to Philip and, and this is the other thing we gave to Sven-David 
cause we knew his music was so tough. Most of us have sung in semi-professional choruses so 
we said we wanted to be able to be performed by college choirs cause one of the things, and 
churches of course, that level. One of the things thatÕs important to the club is that the piece has 
life after the premier weÕre not interested in the one night stands of new music so Sven-David. 
 
Bronfman: And I think that heÕs talked to me about that being a concern of his already I think  
 
Hoeschler: With this piece or with others? 
 
Bronfman: No with I think with his production in the last 6 years or so, I mean heÕs writing 
some very difficult stuff but made some attempts to write some accessible stuff also. 
 
Hoeschler: I think his stuff is listenable but it just accessible in the terms of performance is how 
I see it. We took Philip out and said thereÕs a couple of things that we wanted him to make sure 
there were enough rehearsals, and he said he was concerned too because Sven-DavidÕs stuff is 
not easy so he wanted the musicÉ 
 
Bronfman: So at this point you had met with Philip after you had heard the piece was done? 
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Hoeschler: No right after, we met with Philip either just before we went to Sweden or right after 
the first meeting we had after we came back cause HŒkan was the one who brought up the 
VocalEssence thing  
 
Bronfman: So this was earlier and just met with Philip and told him that you wanted to involve 
vocal essence but you had a couple of  
 
Hoeschler: Right because HŒkan had really chosen VocalEssence, but we said we would go 
along with this but we have some concerns, and then Jack and I are better friends with Philip so 
we were given the task of talking to Philip. Philip is a responsive guy, heÕs a nice guy and heÕs 
talented but we didnÕt want him to toss it off, especially with HŒkan heÕs a fine soloist.  
 
Bronfman: Was the HŒkan concert already established? I think it was at some point. 
 
Hoeschler: Well not before the commission was done. I mean they were talking about it during 
that April time frame and see HŒkan came with that idea, why not do it hereÉ 
 
Bronfman: It was a little serendipitous. 
 
Hoeschler: Exactly, although we would have considered serendipity to be the Nobel Prize over 
in Sweden but then HŒkan said he would make sure it was done in Sweden too. That all fell 
together, so thatÕs why Jack and I met with Philip before he went to Sweden because the group 
was concerned. I mean they were not totally, I mean this was, you have to kind of nudge people, 
it went very slowly, here weÕre talking about in September 2004 about this and in April nothing 
really happens, we donÕt hear from HŒkan, IÕm saying what happening, IÕm writing these emails 
 
Bronfman: Between April and September, 
 
Hoeschler: No between September of 2004 and April 2005 HŒkanÕs not saying yes, yes IÕm 
gonna come stay with you weÕll talk then, so I donÕt really know whatÕs going on and the club is 
excited about Nobel we werenÕt thing VocalEssence, but when HŒkan came he was talking to 
Philip about doing a piece and this would make a good venue, so we must have met with him in 
about May and then we had the accident but as I said we talked to HŒkan about the piece which 
you probably did, I canÕt remember there was no meaningful development about thatÉ 
 
Bronfman: So you then submitted all, you kind of settled on your text approximately when? 
 
Hoeschler: November I think it was. 
 
Bronfman: November, and you sent it to him. 
 
Hoeschler: Sven-David. Not the text just what the stories were, he did the text. 
 
Bronfman: So he found the text. 
 
Hoeschler: Well he made the text, I think he took the stories, I think he wrote the text. 
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Bronfman: This is an interesting question, I assumed that you gave him the text from a  
particular Bible. 
 
Hoeschler: No we gave him the stories. 
 
Bronfman: You just said the story, this story. 
 
Hoeschler: Yeah, we said the Waters of Meribah, we may have given the Bible chapter 
quotation, you know chapter and verse. 
 
Bronfman: See and I also assumed that it was a text from the St. JohnÕs addition. ItÕs gonna be a 
new translation also correct? 
 
Hoeschler: No itÕs not a new, they chose New Oxford, it will say on their website but it a 
protestant translation of the Bible that I think is not wholly excepted by the Catholic Church for 
some reason but I think heard that now they have accepted it.  
 
Bronfman: Well thatÕs an interesting question that IÕm gonna have to haveÉ 
 
Hoeschler: But the BenedictineÕs didnÕt care frankly. TheyÕre kind of off on their own they 
thought itÕs a good translationÉ 
 
Bronfman: So he cobbled together the text somehow.  
 
Hoeschler: The Waters of MeribahÕs a long story I was shocked when he wrote itÕs gonna be a 
minute and a half long or something Ð itÕs the shortest movement in the piece I canÕt remember 
how long it is. Here itÕs one of the longest stories weÕre adapting and itÕs a very short text cause 
he sort of takes it up to the very end of the story 
 
Bronfman: So the next major development after November was what happened?  
 
Hoeschler: That we find out that heÕs written the piece and that he wants the money. (laughs) 
 
Bronfman: And when was that approximately? 
 
Hoeschler: I think that was in January or February. It was fairly, we knew by the time we went 
to Florida that it was done and I have on my computer when we asked for payment that we got 
that to him cause I know it had to be to Philip by March so that he could begin rehearsals so it 
was sometime in that we were shocked at how quickly he wrote it but he told us he was a fast 
writer once he got into it but you talk to him forÉ 
 
Bronfman: HeÕs pretty prolific; heÕs very prolific so that doesnÕt surprise me... 
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Hoeschler: And I know one of the texts was that Philip said and I still hear it as they sing it, 
some of the emphasis I would do a little bit different, he had some English pronunciations, he 
had someÉ 
 
Bronfman: Words stressÉ 
 
Hoeschler: Yeah, he had some things that had two syllables that werenÕt really, so Philip and 
HŒkan made some corrections when he went through it, I think in April when they were over in 
Sweden for his latest premierÉwhat was the last pieceÉsomething in Stockholm when Philip 
went over and met with him. And then I wrote the dedication to HŒkan cause the next I know is 
that publisher wants to publish it. And then Sven-David came here in June, he was here in early 
May and wtent through the piece with the Commissioning Club members. We thought he was 
gonna play it, thatÕs more traditional part of the club thing, cause weÕre dealing with local 
composers, maybe somebody from New York whoÕs coming through here they will play through 
the piece for us so we can hear how it sounds, how itÕs being developed. And so he didnÕt want 
to do that, but he talked about how he worked on the piece it was really, talked about although he 
emphasized how he was ready to give up on the piece he talked about how hard it was and he 
said this to me several times on this trip cause it was the club he wanted to be really good. But I 
think itÕs also the pressure that Philip announced it was HŒkanÕs farewell concert which HŒkan 
was sort ofÉthe way I translated it, itÕs maybe farewell from, heÕs not gonna do the Met 
anymore, he will still do concerts he doesnÕt want toÉ  
 
Bronfman: Sven-David he was saying last night, when he got up and spoke and he said that he 
was ready to throwÉ 
 
Hoeschler: And I never knew that during the process, he did mention that it was hard when we 
were at the SewellsÉ 
 
Bronfman: It may have been about the longest, the last movement not the entire piece because 
that last movement turned out to be so longÉ 
 
Hoeschler: We sent these text, we didnÕt know how he was going to fit it together, we were all 
very concerned, would this piece make sense that I think that he nicely moved it from old 
testament with the first three movements to the new with The Good Samaritan and then The 
Prodigal Son. We were sort of puzzled; we didnÕt know if he was going to take parts of every 
story and weave it into a theme, I didnÕt necessarily think he was going to tell the story so 
muchÉ.The other thing I was confused by the title with pictures and he said he did that cause he 
was thinking of the St. JohnÕs Bible. We had talked to Philip about tying it into St. JohnÕs, but I 
think Philip said there was a projection problem at Bethel and I think it became sort of too much. 
This piece was difficult, there was a lot to manage without figuring out could we get 
illuminations, and I think if I hadnÕt been so sick all winter I had like, my life revolved around 
physical therapy, 4 hours a day at home, three times a week with the pros and then napping in 
between itÕs something normally I would have said, I probably should have said to Philip, tie into 
the Bible more, I think it got forgotten thereÉIt was a big driver of ours and then Philip got the 
Swedish Institute, it became a different type of performance. We were talking at one point about 
doing it with a mini-St. JohnÕs exhibit and then it became Swedish Institute Bethel College 
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which is sort of a very conservative Lutheran place with a nice hall and then this farewell aspect. 
We had a lot of stuff we were throwing into the stew and it didnÕt all get cooked or got left on the 
counter is more appropriate to say. So I think at some time it will tie into the Bible but I do think 
it was HŒkan seeing that exhibit that got him thinking about it as a text. 
 
Bronfman: So when he came and talked to you about the piece how did you feel then you said 
you were nervous waiting for the piece not really knowing what was going to come of it. But 
then you saw it, what did you all feel, what was the mood of the group or you in particular? 
 
Hoeschler: Well I think you all of a sudden have a published work, we thought Sven-David was 
very nice. None of us played through it. Normally I would sit at the piano and pick away at it and 
I think cause we thought it would happen that night we didnÕt so none of us had an idea of what 
it would be like musically and I follow music but all of my composer friends said that if I trained 
harder I could do it, you know just read a piece of music the way youÉas Steve Paulus 
saidÉyou know you read words and you can hear the sound of the words learn to do that but 
IÕve not learned to do that. 
 
Bronfman: IÕm a conductor and I still havenÕt learned how to do that. 
 
Hoeschler: I think we were glad were with Sven-David and HŒkan we didnÕt know what an 
exquisite piece it would beÉPhilip said it was a great piece. He came to the dinner with Sven-
David; he said itÕs really a wonderful piece. But as Dominic Argento once said Philip hasnÕt met 
a composer he doesnÕt like or canÕt find some merit in, so thereÕs that aspect of Philip thatÉ 
 
Bronfman: So you really didnÕt get the chance to hear it, you can see the structure of it  
 
Hoeschler: I can see how the pieces worked. 
 
Bronfman: And the form so to speak, but really the oral aspect of it. But were you more 
reassured or were you still nervous? 
 
Hoeschler: Oh, I was never really nervous I was concerned about how the piece flowed. And I 
was glad Sven-David, when I actually saw the text lined up and it looked reasonable in length 
and he gave us the length, I thought this is gonna be OK. Cause my concerns were more with 
how are you gonna make sense of all these stories? Are we gonna have a theme that this is GodÕs 
redemption or, I really didnÕt know what he was going to do. It sounded like, my understanding 
from talking to him on this trip was that he worked pretty hard just getting the text, just figuring 
out the stories and I think he did really a very good job of synthesizing the storiesÉas a 
librettistÉI donÕt know how you feel about that but I thought they all read well and make sense. 
 
Bronfman: I think they read very well.  
 
É.  
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Hoeschler: IÕm not even sure how big the church, if itÕs in Lexon church I donÕt think that a big 
church if thatÕs a parish church thatÕs only going to seat 500. Those parish churches in Sweden 
are not big. Not that comfortable, hopefully that ones been remodeled. 
 
Bronfman: Is there anything else we should talk about or that you think is worth mentioning? 
 
Hoeschler: The one thing that I was really trilled at the piece I thought it worked as individual 
movementsÉthat was the other thing we wanted toÉI didnÕt say that before we wanted every 
movement to stand on itÕs own. We knew it was going to be a long work, I meanÉHŒkan 
wanted a 25-30 minute workÉ 
 
Bronfman: Who chose a cappella? 
 
Hoeschler: I think it was probably because of the VocalEssence stuff, or it had to do with the 
Swedish Choir too. It think that was driven more by HŒkan cause Philip certainly does a lot of 
stuff with Orchestra and I think HŒkan probably drove that but you can ask him and I think thatÕs 
what makes a piece interesting too, to have an a cappella pieceÉI was relieved that it worked 
that every movement that I heard was goodÉand I thought because of that it actually worked 
well because it actually worked well as a piece from what I could tell. I was interested in how 
different every movement was from each other and how theÉbut it seemed to have a sense of 
architecture to me. It was interesting to me, the pacing of different things, the fact that Daniel 
was such a contrast to Waters to Meribah I was struck by how tough it was, 6 part singing a 
cappella all the way through, and itÕs not that huge a chorus, and I thought they did very well. I 
thought we were puttingÉyes it would be nice if they had a few more nights to rest too. ThatÕs 
the way Philip will schedule, thatÕs PhilipÕs scheduling. We had to work around HŒkan and his 
NATS, I had never even heard about NATS and he keeps talking about NTAS and he was all 
into that we originally thought the piece would happen later and sort of usually your working, we 
met with Sven David in April and this was a fairly major work and often weÕre in a two year 
cycle, and in a sense itÕs a two year cycle since we found him and talked to him about the piece 
for the Nobel Prizes but not this piece, itÕs moved very quickly compared to most of our 
commissions. I thought it was an excellent piece musically, for the works weÕve commissioned 
at the club itÕs probably the best weÕve commissioned. WeÕve commissioned some very 
desperate stuff, and some really wonderful things but I think, and maybe because I live in 
Minnesota and IÕm originally from New York and here is so choral oriented itÕs a very 
appropriate Minnesota commission. Cause this is probably the best choral state in the Nation.  
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APPENDIX E 
 
 

COMMUNICATIONS AND PERMISSIONS 
 
 

From: Joshua Bronfman <joshua.bronfman@und.edu>  
Date: March 26, 2010 4:19:51 PM CDT  
To: swedmic@mic.se  
Subject: Sven-David Sandstršm   
 
Greetings,  
My name is Joshua Bronfman. I live in the United States, and am  
currently writing a dissertation on the choral music of Swedish  
composer Sven-David Sandstršm. I am looking for a complete list of all  
of Sandstršm's unaccompanied choral music to include as an appendix to  
the paper. Do you have a listing of all his unaccompanied pieces, and  
if so, could you send it to me? If you do not, where might I go to  
find it.  
Thank you for your time.  
 
Joshua Bronfman  
Director of Choral Activities  
University of North Dakota  
(701) 777-2814  
joshua.bronfman@und.edu  
Department of Music  
3350 Campus Road, Stop 7125  
HFAC Room 110  
Grand Forks, ND 58202  
 
---------------------------------------------------------------------------------------------------  
 
From: gustaf.bergel@mic.se  
Date: March 29, 2010 8:46:52 AM CDT  
To: joshua.bronfman@und.edu  
Subject: Vb: Ang. Vb: Sven-David Sandstršm   
 
Dear Joshua Bronfman,  
Thanks for your e-mail and for your interest in the choral music of  
Sven-David Sandstršm.  
I have attached a list of unaccompanied choir works. It would be great to  
be able to say: "This is the complete list". However, the very productive  
composer S-D Sandstršm could have composed other pieces, for instance  
during his long period, living and working in the US, that never have come  
to our knowledge. But if there are pieces lacking in the list I can assure  
you that they are not many, if any ...  
Kind regards  
/Gustaf Bergel  
 
-------------------------------------------------------------  
 
Gustaf Bergel, Chief Librarian  
Svensk Musik Swedmic AB/Swedish Music Information Centre  
Box 27327  
SE-102 54 Stockholm 

 
 

 



 161 

 

 
 
 

REVISED 2010-06-16 
 

!"#$%&'#()$()&
&
 

!"#$%&$$'( )*$(+%",$-&"./(01(23-.*(4563.5((
(

7$1$-$%#$'( 83&*95(:-3%1;5%( ( (
(
<9=>"#5."3%'( ( 4"&&$-.5."3%(3%(?,$%@45,"A(?5%A&.-B;&(#*3-5>(C3-6(DEFG(

<EH)+7G?(D70I()JG(:E:!G(KL(#3M"$&N(
(
+&5O$'( ( <9=>"#5."3%(31(.-5%&#-"M."3%&P$Q#$-M.&(31(&*$$.(;9&"#("%(

5##3-A5%#$(C".*(M-"%.(-$R9$&.(31(I5-#*(STU(VWTW(5%A(*+,-&./&
0121 (
(

(
X3-6&(5%A(Y(%3."#$'( 4E!GH)G(IE(

I9&"#'(?,$%@45,"A(?5%A&.-3;((!/-"#&'()-5A"."3%5>((
Y(Z$*-;5%&(I9&"61B->5O([:\(<-"%.$A(C".*(M$-;"&&"3%\((
(
[(H7[4!G(?02Z((
I9&"#'(?,$%@45,"A(?5%A&.-3;\((!/-"#&'(X">>"5;(:>56$(
Y(Z$*-;5%&(I9&"61B->5O([:\(<-"%.$A(C".*(M$-;"&&"3%\(
(
G2(2](JEIIG!(0HJ(G2(2](8074(
I9&"#'(?,$%@45,"A(?5%A&.-3;\((!/-"#&'()-5A"."3%5>(
Y(23-A"&65(I9&"61B->5O$.PVWW^(Z$*-;5%&(I9&"61B->5O([:\(<-"%.$A(
C".*(M$-;"&&"3%\(
(
0?[22[(
I9&"#'(?,$%@45,"A(?5%A&.-3;((!/-"#&'()-5A"."3%5>((
Y(Z$*-;5%&(I9&"61B->5O([:\(<-"%.$A(C".*(M$-;"&&"3%\((
(
G)]4(27(_(?0I(E(G@I0!!(
I9&"#'(?,$%@45,"A(?5%A&.-3;((!/-"#&'()3="5&(:$-OO-$%((
Y(Z$*-;5%&(I9&"61B->5O([:\(<-"%.$A(C".*(M$-;"&&"3%\((
(
?E2ZG)(4GI(JG772(
I9&"#'(?,$%@45,"A(?5%A&.-3;((!/-"#&'()-5A"."3%5>((
Y(Z$*-;5%&(I9&"61B->5O([:\(<-"%.$A(C".*(M$-;"&&"3%\((
(
!0:G)(4G2(JG772(



 162 

I9&"#'(?,$%@45,"A(?5%A&.-3;((!/-"#&'()-5A"."3%5>((
Y(Z$*-;5%&(I9&"61B->5O([:\(<-"%.$A(C".*(M$-;"&&"3%\(
(
H7G40(
I9&"#'(?,$%@45,"A(?5%A&.-3;((!/-"#&'()-5A"."3%5>((
Y(Z$*-;5%&(I9&"61B->5O([:\(<-"%.$A(C".*(M$-;"&&"3%\(
(
[FG(I[7E?(?)G!![(
I9&"#'(?,$%@45,"A(?5%A&.-3;((!/-"#&'()-5A"."3%5>((
Y(Z$*-;5%&(I9&"61B->5O([:\(<-"%.$A(C".*(M$-;"&&"3%\(
(
3#4)&!#(%5")6&3"78&%9)&:#:')&
8+;<=>&6?-,@AB?<C&6B,C;DEFG&&'HE<=;>&%EBC<D<F,BI&
J&K-LEGB,;&8+;<MNFEIBO&P:Q&!E<,D-C&R<DL&S-EG<;;<F,Q&
(
(
(
(

!"#$%&$A(.$--".3-/'( +?[(
(
0.*$-(.$-;&'( )*$-$(C">>(=$(%3(1$$&(13-(.*"&(9&5O$\((

(
Z$*-;5%&("&(.3(=$("%13-;$A(31(.*$(.3.5>(%9;=$-(31(M-"%.$A(#3M"$&(
5&(&33%(5&(M3&&"=>$((

(
( 0%$(&5;M>$(#3M/(31(.*$(A"&&$-.5."3%("&(.3(=$(&$%.(.3(Z$*-;5%&\((
(
( )*$(#3--$#.(#3M/-"O*.(%3."#$("&(.3(=$(M-"%.$A(%$Q.(.3(.*$(&*$$.(

;9&"#\(
(
(
?.3#6*3>;U([M-">(^U(VWTW(

K)9"8P$6&856#T3U"'PK&P:&

(
?.$15%(G6>9%A(
&.$15%\$6>9%A`O$*-;5%&\&$((

(
)$>$13%'(a_b(c(bTW(Wb(Wd(
D5Q'(a_b(c(bTW(Wb(V^(
(
(
!"#$"%&"'()*+,$")'&
!"#$%%&"'("$%%")*+$,$-+./0)1%"%)..0%234"5*6"4$%"7'..$("$34&0%"89(":/;.)*$()37")"51&3"3'<34&""
:/;.)+&%)53"0&<%"89("89(0'.=3)37")"51&3"3'<34&"%$(()%5()/<>""
!"?+/..$"*5:@()76%/::7)8%"0&+3&0"1)4":/;.)*$()37"/%72("$3"$-%(&"&17)8%"5<"/::"%).."ABBC>""
!"#$%%&"%)..0%234"0+&.."/%3@%%=&0")35<""$%%"DAE"2("8(23"5*6"<$4"51&30%2$34$"4&%/<>""
(



 163 

(
 

Roland.Horovitz@gehrmans.se  Wed, Apr 14, 2010 
at 5:56 AM  

To: Joshua Bronfman <joshua.bronfman@und.edu> 
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Joshua Bronfman <joshua.bronfman@und.edu>  Wed, Apr 14, 2010 at 4:45 
PM 

To: Roland.Horovitz@gehrmans.se 

Roland, 
 
I agree to all of the terms presented in the email above. 
 
My thanks to you and to Stefan and anyone else is responsible for this decision. I 
believe that this will make my work much easier. I am grateful for your cooperation 
and accommodation. 
 
I am off to write! 
 
Best, 
 
Josh 
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Joshua Bronfman <joshua.bronfman@gmail.com>

Oral History Dissertation Review
Julie Haltiwanger <jhaltiwanger@admin.fsu.edu> Mon, May 10, 2010 at 10:57 AM
To: Joshua Bronfman <joshua.bronfman@und.edu>

Upon review, it has been determined that your protocol is an oral history, which in general, does not fit the
definition of "research" pursuant to the federal regulations governing the protection of research subjects. Please
be mindful that there may be other requirements such as releases, copyright issues, etc. that may impact your
oral history endeavor, but are beyond the purview of this office.

 

Julie Haltiwanger

Office of Research

P O Box 3062742

Tallahassee Fl 32306-2742

850-644-7900

Fax 850-644-4392

jth5898@fsu.edu

From:  joshua.bronfman@gmail.com [mailto: joshua.bronfman@gmail.com] On Behalf Of Joshua Bronfman
Sent:  Monday, May 10, 2010 10:05 AM
To:  jth5898@fsu.edu
Subject:  Oral History Dissertation Review

 

Julie,

 

Thanks for speaking with me today. Here is the brief outline for my dissertation. Let me know if this
is enough, or if you need more information. Thanks

 

Joshua Bronfman

701-777-2814

 

Title: Sven-David Sandstršm's Five Pictures from the Bible: Historical Precedents, Development,
and Analysis
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Outline: This study will examine the choral work Five Pictures from the Bible by Swedish composer
Sven-David Sandstršm. Specifically, the study will examine the development of choral music in
Sweden, Sven-David Sandstšm's life and development as a composer, the circumstances
surrounding the creation and premiere of Five Pictures from the Bible, and a detailed analysis of the
musical characteristics of the work.

 

First, the study will examine the history of Swedish choral music from the introduction of
Christianity to the modern era. Next, the study will examine Sandstršm's life and development as a
choral composer, highlighting specific characteristics and tendencies in his choral writing. The
circumstances surrounding the genesis of the piece, the composition process, and the premiere and
critical reception will then be examined. Finally, an analysis of the work will reveal detailed
information about structural, musical, and expressive characteristics of the work, and will include
performance suggestions for conductors.

 

Data collection involve three basic areas: 1) Primary and secondary source documents concerning
Swedish music, the composer and his works, and the commissioning of the work; 2) Oral history
with the composer and others surrounding the specific details of the genesis and premiere of the
work; and 3) The authors analysis of musical works provided by publishers.
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