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ADVOCACY STATEMENT

Whereas the human spirit is elevated to
a broader understanding of itself through
study and performance in the aesthetic
arts; and

Whereas serious cutbacks in funding
and support have steadily eroded state in-
stitutions and their programs throughout
the country;

Be it resolved that all citizens of the
United States of America actively voice
affirmative and collective support for nec-
essary funding at the local, state, and na-
tional levels of education and government
to ensure the survival of arts programs for
this and future generations.

From the
EXECUTIVE DIRECTOR

2020 World Choral Music Symposium
Auckland, New Zealand

This summer an amazing opportunity awaits
choral enthusiasts throughout the world in the
form of the 2020 World Choral Music Sympo-
sium, the signature conference for the Interna-
tional Federation for Choral Music (IFCM). The
New Zealand Choral Federation will host the triennial WCMS in Auck-
land, New Zealand, and it is promising to be one of the best events of
its kind 1in the history of IFCM.

For years I have heard about the amazing choral environment of

Tim Sharp

New Zealand, and recently I had the opportunity to experience it per-
sonally. It was my honor to conduct and adjudicate for New Zealand’s
The Big Sing, specifically for their “Cadenza” and “Finale” events for
high school choruses. I envy New Zealand’s ability to have a nationwide
event of this scale, and I wish this were possible for us here in the United
States. It was an amazing and significant choral moment for me, and I
brought back several lessons from the two-week experience.

It was clear that the planning and work of NZCI has succeeded in
building a great choral culture throughout the country, and there is no
doubt that New Zealand stands among the best in the world at choral
education and performance. To my mind and ears, New Zealand makes
great choral music, and nothing could demonstrate this to me more
clearly than “Cadenza” and “Finale” of The Big Sing. Every detail of

12

w S (4 M
World Symposium
w on Choral Music
~D
AUCKLAND

NEW ZEALAND

You can still register!

Register now for advance pricing and save. Remember IFCM Members
get NZD80 off full Symposium registrations and NZD55 off half
Symposium registrations.

To receive your IFCM member discount, contact nrobin@ifcm.net
Registration is open at www.wscm2020.com/register
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planning displayed excellence of
thinking, and the actual execution
of the event was perfection. It was
clear that the pedagogy, the choice
of literature, the professional stan-
dard, and the impressive amount
of collaboration that occurred to
pull off an event of this scale was
expertly handled. I learned so very
much from these events that I have
now brought back to ACDA to in-
form my thinking for possible fu-
ture implementation.

I'was impressed with the singers,
their performances, their teachers,
the administrators, and the families
that came to hear the performanc-
es. It was clear to me that this lev-
el of enthusiasm and engagement
was not casual but came after a
great deal of planning and inter-
action with the schools and their
students and leaders. It was also
clear to me that the young people
involved in The Big Sing are go-
ing to be the emerging leaders and
model citizens in their community.
They learn aspects of empathy as
they channel their emotions into
the beauty of their art, and as they
learn to blend with other individu-
als and singers.

As a member of the Artistic
Committee for this year’s World
Choral Music Symposium, I can
promise you that our hosts in New
Zealand are preparing a choral
feast for us in Auckland this July.
I will be there for the entire event,
and I hope to welcome many
ACDA members as I celebrate
with the North American choirs
that will represent us so well.

/F:f?w Db

sharp@acda.org
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* To foster and promote choral
singing, which will provide
artistic, cultural, and spiritual
experiences for the participants.

* To foster and promote the finest
types of choral music to make
these experiences possible.

* To foster and encourage
rehearsal procedures conducive
to attaining the highest possible
level of musicianship and artistic
performance.

* To foster and promote the
organization and development
of choral groups of all types in
schools and colleges.

* To foster and promote the
development of choral music in
the church and synagogue.

* To foster and promote the
organization and development
of choral societies in cities and
communities.

* To foster and promote the
understanding of choral music
as an important medium of
contemporary artistic expression.

*To foster and promote significant
research in the field of choral
music.

*To foster and encourage choral
composition of superior quality.

* To cooperate with all
organizations dedicated to the
development of musical culture
in America.

* To foster and promote
international exchange programs
involving performing groups,
conductors, and composers.

* To disseminate professional news
and information about choral

music.

—ACDA Constitution
and Bylaws
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From the
PRESIDENT

March 2020 is a very exciting time for all of us
because the Regional ACDA Conferences are either
about to begin or are just ending. Additionally, many
of our colleagues are making plans to attend the 12th
World Symposium on Choral Music in Auckland,
New Zealand July 11-18th. Within this volume of the
Choral Journal, you will find wonderfully interesting in-

Lynne Gackle

formation about New Zealand and their choral music.

It was my distinct privilege to travel to New Zealand this past summer
to spend time with choral colleagues in Christchurch. There is such a love
of choral music in New Zealand and the hospitality and warmth of the
people is truly special. I found the same camaraderic among our New
Zealand colleagues as I do here in the United States. Each conductor/
educator that I met, whether making music with children, youth, or adults,
was each secking to learn from each other—sharing ideas and techniques
which would allow them to serve their singers better.

Throughout our brief time together, I observed these colleagues en-
couraging, helping one another; laughing, commiserating and basically,
enjoying the friendships that they found in simply being colleagues. Ac-
tually, what I observed was no different than what I have witnessed and
personally experienced very often as I have attended state, regional and
national conferences of ACDA. As I watched and interacted with these
colleagues, I was reminded that we are truly ONE community of people.
Though divided by literally thousands of miles and vast, deep oceans, we
are united in the common cause of making music. This common cause is
galvanized by the belief that what we do each day—day in and day out—
truly makes a difference in the lives of others. This difference manifests
itself in the relationships built within the rehearsal room, classroom and
concert hall through the powerful medium of choral music. Indeed, ours
1s a profession that results in colleagues who become friends for life, having
common interests and goals; becoming soulmates through the art of music
making,

This is OUR community—it is not limited to our city, district, state, or
even country, but indeed, ours is the epitome of the “global community.”
Henry W. Longfellow wrote that “Music is the universal language.” These
words ring especially true as our awareness of others increases and we find
that we are not so different from one another. It is my hope that during
this busy March, you will find your “community” at one of the ACDA
conferences and will once again be revitalized through these very special

el
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From the
P The 12th World Symposium on Choral Music
(WSCM2020) is a project sponsored by the Internation-

al Federation for Choral Music (IFCM) and will feature
over twenty-four choirs, thirty presenters, and addition-

al concerts, workshops, and master classes in the stun-
ning landscape of New Zealand. ACDA is a founding
member of IFCM, and this triennial symposium is the
Amanda Bumgarner ~ world” version of our association’s signature national
conference event. Many choral conductors, composers,
and choirs from the United States will be in attendance, including local and
international ensembles that have performed for past ACDA conferences. I am
pleased to present this special issue of Choral Journal, which highlights themes

and background on some of the events taking place this coming summer.

From the Guest Editor

New Zealand is young. Even the indigenous Maori
arrived only 750 years ago, at the very end of the great
Polynesian migration across the Pacific, while Europeans

didn’t settle in significant numbers until the mid-nine-
teenth century. But of course the land itself is—and

James Rosser

feels—old, and New Zealanders quickly developed a
close connection with its soaring mountains, unspoilt rivers, and deep, brood-
ing “bush,” a connection that in later times has become more active guard-
ianship. Since this is a bond that shapes our identity and our music, we have
chosen “People and the Land | He tangata, He whenua” as the theme with
which to present ourselves to the world at WSCM2020 and for this special issue
of the Choral Journal.

New Zealand is bicultural. Although many races now live together in our
land, the country was founded by a treaty in 1840 between Maori and the
British Crown (on behalf of its settlers), which purported to establish an equal
partnership between two peoples. Our 180-year struggle to honour that agree-
ment has been challenging and sometimes very painful, but the fact that more
and more Kiwis are now willing to embrace it is cause for cautious celebration.
In their respective articles, Peter Walls travels from Vienna to colonial New
Zecaland and finishes with an environmental twist; Robert Wiremu examines a
musical solution to the problem of Maori language loss; and Karen Grylls tries
to build a bridge between two choral worlds. Keriata Royal-Taeao describes
Te Matatini, the hugely popular, biennial Maori performing arts festival, and
Peter Watts writes about our celebrated schools’ choral phenomenon, The Big
Sing,

New Zealand is attractive. At least we assume so, as nearly 400 international
choirs and presenters applied to perform at WSCM2020 or its fringe festival.
Christine Argyle summarises the exciting and creative ways in which the se-
lected choirs have responded to our theme. I hope you will enjoy these articles
and perhaps even recall snippets from them as you soak up the delights of our
Symposium in July.
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AUCKLAND

12TH

World Symposium
w: ’ on Choral Music
JULY 11-18 2020

NEW ZEALAND

Choosing the theme for a world symposium on
choral music must typically involve lengthy debate
over a multitude of possible topics. But for John Ross-
er (artistic director of the twelfth World Symposium
on Choral Music) and the New Zealand Choral Fed-
eration, the choice for WSCM2020 was not a difficult
one. You might say it came naturally.

“He tangata / He whenua - People and the Land”
1s derived from ftangata whenua (literally “people of the
land”), the name the indigenous Maori of Aotearoa
New Zealand use to refer to themselves. The term
tangata whenua is widely used and understood by New
Zealanders of all cultures, and implicit in it is the con-
cept of kaitiakitanga—the guardianship and protection
of sky, sea, and land. In the Maori worldview, land
gives birth to all things, including humankind, and
provides the physical and spiritual basis for life.

A statement on the Symposium website reads, “In
WSCM2020 we want to explore through choral mu-
sic the relationship humans have with the land that
supports them: the sense of identity they derive from
it and the tensions that arise out of it. We believe this
is a theme that touches all of us in some way, call-
ing to mind such notions as family, nurture, identity,
place, community, culture, celebration, nationalism,
colonialism, dispossession, alienation, partnership,
freedom, development, interconnectedness, environ-
mentalism, urban living, the natural world, the sea-
sons, stress and healing, beauty, nostalgia, utopia...”

One need look no further than the great Romantic
composers to find a rich repertoire of choral works in-
spired by nature and the human condition, and there
are numerous examples from the eras before and since.
But many of the choirs traveling to New Zealand for
WSCM2020 have chosen to commission new works
exploring the relationship between people and land,
while others have delved into the traditional music
of their country’s indigenous cultures for inspiration.
The rich and varied responses to the theme have re-
sulted in innovative and thought-provoking programs
that cannot fail to engage and delight delegates and
audiences of all backgrounds and tastes.

A newly commissioned work to be performed by
the Stuttgart Chamber Choir under Frieder Bernius

CHORAL JOURNAL March 2020

People and the Land: A Theme of Our Time

by Christine Argyle

1s The Silent City by Michael Ostrzyga, one of the fea-
tured presenters at WSCM2020. This a cappella piece
evokes the awe-inspiring landscape of Bryce Canyon
and explores the human response to this unique envi-
ronment, including a reference to the creation myth
of an indigenous Paiute tribe. Ostrzyga employs a
text-collage ranging from words in Paiute to contem-
porary poetry and incorporates overtone singing by
Anna-Maria Hefele (also presenting at WSCM2020).

Dominick DiOrio, director of NOTUS Contem-
porary Vocal Ensemble, has responded to the theme
with two very different works of his own. He writes,
“When I began to think about ‘People and the Land,’
I could not help but consider that so many people at
this time in our world history are being displaced from
the lands that they have long called home. Refugees
across the world are in crisis, fleeing persecution in
their ancestral home to seek out new homes elsewhere.
It is impossible to sing about the land without consid-
ering this plight.” He describes his piece Tou Do Not
Walk Alone (2014) as “a reassuring balm for those that
flee.” In A Dome of Many-Coloured Glass (2010), DiOrio
says “the vast expanses of nature are front and center,
with the poetry of Amy Lowell evoking images of the
sea, the stars, and the mountains as representatives of
our great Gaia carth.”

The concept of Gaia—the ancestral mother of all
life—is a recurring theme in WSCM2020 programs.
My Mother the Earth by Frank Harvey (presenting at
WSCM2020) brings a Nordic perspective to the no-
tion of Mother Nature in the program of the Norwe-
gian National Youth Choir and Nordic Voices, while
Mexican ensemble Voz en Punto will open their full-
length concert with Xochipitzahuatl, a song to Mother
Earth in the language of the Aztecs. Ensemble Voca-
pella Limburg’s program will include Papatianuku by
New Zealand/English composer Chris Artley. In the
Maori creation myth, Papataanuku, the earth mother,
had many children with the sky father Ranginui, but
they loved each other so much that earth and sky re-
mained locked in an embrace that kept all light out.
Eventually their children forced them apart so that
light and air could allow forests, seas, birds, fish, and
animals to flourish.
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The New Zealand Youth Choir looks not to Maori
legend but to Maori history and battles over land in
a moving choral arrangement by Robert Wiremu (a
WSCM2020 presenter) of Tuirina Wehi’s Waeren-
ga-a-Hika. The piece commemorates an episode in
New Zealand’s land wars: the 1865 siege by colonial
forces of a fortified Maori settlement, which resulted
in significant loss of life and the capture and deporta-
tion of those who survived.

Similar events across the sea in Australia inspired
Paul Stanhope’s jandamarra: Sing for the Country. The
work honors an Aboriginal resistance hero from the
1890s who fought white settlers and police in order
to protect his native Bunuba people and their country
from invasion. The final movement of the work, “This
is our Home,” features in the program of Australia’s
Gondwana children’s choir, along with Songs of the Tor-
res Strait Islands, traditional songs of the inhabitants of
the archipelago that lies between the northernmost
peninsula of Australia and New Guinea.

Africa and its people are represented in concerts
by the Nairobi Chamber Chorus—from song of the
Luo, Digo, and Giriama communities in Kenya, to
traditional songs from Namibia, Nigeria, and Libe-
ria—while the Miiller Chamber Choir of Taiwan
has a diverse program that ranges from Seppo Paak-
kunainen’s Dalvi duoddar luohti, based on a Yoik melo-
dy from Finland and incorporating traditional throat
singing, through to a hunting song of the indigenous
Bunun tribe in Taiwan, known for their improvised
polyphonic vocal music.

The Houston Chamber Choir’s director Robert
Simpson says, “People and the Land is a theme that
has deep meaning for those in Texas. Rich in Na-
tive American and Hispanic culture, Texas identifies
strongly with the heritage of its many German, Czech
and Polish settlers who came to establish ranches and
farms. The land is part of the people of Texas.” The
choir will sing a work dedicated to them by American
composer Pierre Jalbert called Desert Places, featuring
texts by Robert Itost, Sappho, and Walt Whitman
that speak of the human soul’s interaction with forces
from the outside world.

Ethan Sperry, director of Portland State Chamber
Choir, has used the Symposium theme as the inspira-
tion for two quite different concerts. The first, titled
“Legends of Rebirth,” features his own choral ar-
rangements of pieces inspired by the cycle of seasons

CHORAL JOURNAL March 2020

and the cycle of life from Native American, Hindu,
and Haitian Voudo traditions, as well as a work by
Eriks Efenvalds based on a Hindu creation myth. In
their second concert, the choir will present a major
work: The Consolation of Apollo by Kile Smith. Sperry
says, “In 1968 the world watched in awe as the Apol-
lo 8 spacecraft broadcast the first images of the earth
rising over the moon. This new choral piece combines
the words of the Apollo 8 astronauts, as they rounded
the moon and saw earth rise for the first time, with
text by the medieval scholar Boethius contemplating
humanity’s place in the universe. The work culminates
in the Genesis creation text, which the astronauts read
to the world as humanity gazed at the earth for the first
time via a television transmission.”

German vocal ensemble Pop-Up Detmold will
present a concert of jazz, pop, and ethno-styled mu-
sic titled “It’s all about Nature,”
from Kerry Marsh’s choral arrangement of Woods by

with songs ranging

Bon Iver to the wordless Gota by Peder Karlsson. They
will also include the Take Six arrangement of Man-
uel Grunden’s Noah. Pop-Up’s director Anne Kohler
suggests that the story of a giant flood threatening the
extinction of people and animals may resonate deeply
with audiences today.

Humankind’s treatment of our precious environ-
ment is considered in a performance by the Hamilton
Children Choir of Kasar mie la gaji — The earth is tired, a
work Venezuelan composer Alberto Grau wrote “for
an international mobilization to save the Farth and
a conscientious effort regarding the problems of the
environment.” The theme of People and the Land is
perhaps best summed up in the words of a song that
appears on the program of the Cantabile Youth Sing-
ers of Silicon Valley: This We Know, by Joan Szymko:

This we know, the earth does not belong to us.
We belong to the earth.

All things are connected

Like the blood that unites one family.
Whatever befalls the earth,

befalls the children of the earth.

Christine Argyle is chief executive of the New Zea-
land Choral Federation. She is a choral director, cli-
nician, and adjudicator, and the founder-director of
two prominent Wellington choirs: Nota Bene chamber
choir and Wellington Young Voices children’s choir.
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'WITH VERDURE CLAD'
THE CREATION IN
COLONIAL NEW ZEALAND

PETER WALLS

aydn’s Creation marks end of the eigh-
Hteenth century, the end of the Enlight-

enment. The first public performance
(following a private hearing at the Schwarzenberg
Palace a year earlier) took place on March 19,
1799, at Vienna’s Burgtheater. Immediately it was
recognized as heralding a new era in music, cap-
turing a Romantic ethos that set it apart from what

came to be known as the Classical period. In 1800,
Carl Friedrich Zelter wrote:

The overture [‘Chaos’] bespeaks a master
of the first rank... With almost all possi-
ble instruments available as raw materials,
a gigantic, almost incalculable web of ar-
tistic splendour is woven and formed. The
objection that Chaos cannot be depicted
by means of harmony, melody and rhythm
now falls to the ground...

Almost all discords that occur are deliber-
ately treated with complete freedom. The
unusual combination of figures and note
values, which include semibreves, minims,
crotchets, quavers and semiquavers, trip-
lets, roulades, trills and grace-notes, gives
the score a peculiar and mysterious look.

Peter Walls

Orchestral and Choral Conductor
Consultant Specializing in the

Performing Arts and Advanced Education

CHORAL JOURNAL March 2020

One is astonished at the multitude of small,
playful figures that swarm around huge,
dark masses, like clouds of insects against
the great horizon. All these things in com-
bination, in the dark imagery of Chaos,
make up an endlessly harmonious fabric,
in which the succession of modulations is
indescribably beautiful and in many places
so sublime and lofty as to evoke awe.

Note those words sublime and awe. ‘They resonate
with E. T. A. Hoffman’s celebrated summation of
Beethoven’s Symphony No. 5 as the herald of the Ro-
mantic era, a work that he said set in motion “the
lever of fear, of awe, of horror, suffering.”? Haydn
was pleased with Zelter’s analysis. As a harbinger
of the Romantic period, The Creation also reflects
a heightened responsiveness to nature. Janus-like,
it both sums up the achievement of the Classical
era and sets the agenda for the Romantic age. It
is also a work that participates in an intertextual
dialogue with Handel’s oratorio and Messiah in par-
ticular. The sense of The Creation as simultaneously
revisiting Messiah and announcing Romantic ideals
are both central to understanding the special place
that Haydn’s work held in nineteenth-century New
Zealand colonial society.

Volume 60 Number 8
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The history of The Creation is well known, but we re-
visit it briefly here to underline why audiences in an En-
glish colonial society should regard it as somehow their
cultural property. Thanks largely to Baron Gottfried
van Swieten (who sponsored performances of Handel’s
oratorio in Vienna and commissioned Mozart’s re-or-
chestration of Messiah), Haydn was already very familiar
with Handel’s oratorio before his first visit to England in
1791. Once there, he experienced the centrality of these
works in the English imagination. He almost certainly
attended the 1791 Handel commemoration in Westmin-
ster Abbey, where he would have heard the Handel ora-
torio delivered by massive forces—the forerunner of so
many large choral society Messiahs (and a far cry from
any performances that Handel himself had presided
over).”

In August 1795, Haydn returned from his second
visit to England with a libretto based on Milton’s Par-
adise Lost and purportedly written for Handel. This he
gave to van Swieten, who translated it into German for
Haydn to set, providing copious notes to the compos-
er on how he thought it should be treated (Haydn ig-
nored most of these). In June 1799, Haydn announced:
“the success which my oratorio The Creation has been
fortunate enough to enjoy has induced me to arrange
for its dissemination myself.” He published an edition

with German and English texts, for which van Swieten
shochorned the original English libretto into the musical
setting. 'Two competing English-language performances
of The Creation were mounted within weeks of the bilin-
gual score reaching London. This English version is thus
linked both to the pre-history of Haydn’s oratorio and its
early performances. Considering that it is a sometimes
bizarre manipulation of an eighteenth-century English
text by a German-speaking intellectual, it has a charm
of its own.

The parallels between Messiah and The Creation extend
beyond the general concept. The overall structure of The
Creation mirrors that of Messiah. Both are in three parts,
with the third part just half the length of each of Parts
I and II (see Table 1). Part II of The Creation ends with
a Hallelujah chorus (“Achieved is the Glorious Work...
Allelluia”) and the textual echoes are striking. Messiah’s
“LFor the Lord God Omnipotent reigneth... forever and
ever” is answered by van Swieten’s ungainly “Glory to
his name forever/ He sole on high exalted reigns.” It is
hardly surprising that 7he Creation came to be regard-
ed as a companion piece to Messiah. Numerous nine-
teenth-century concert reviews in New Zealand reflect,
sometimes at length, on the parallels between these two
works.

The Creation enjoyed enormous popularity in New

Table 1. Summary Comparison of the Structure of Messiah and The Creation

Handel’s Messiah

Haydn’s The Creation

Part the First

Part 1

1-21 Prophecy of Christ’s coming; the Birth of Christ

1-14 God creates the heaven and earth (Days 1-4)

Part the Second

Part 2

22-44 Christ redeeming humanity through his suffering

—Halleluyjah

15-26 God creates all living things, including man and woman
(Days 5-6)
—Alleluja

Part the Third

Part 3

45-54 Post-resurrection humanity living in the
confidence of redemption

27-32 Post-creation humanity (Adam and Eve) living in
happiness

12 CHORAL JOURNAL March 2020
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Zealand during the nineteenth century. Part of this was
undoubtedly because it was regarded almost as an En-
glish work. Alongside Messiah and The Creation, Mendels-
sohn’s Elyah was also embraced by New Zealand colo-
nial society. Like The Creation, Eljah entered the world
(at its premiere in Birmingham in 1846) with an English
version of its German libretto, and it too derives from a
Handelian model of the oratorio. It was first performed
in New Zealand in Auckland in 1859.* Table 2 shows
references to Messiah, The Creation, and Elyah, with Bach’s
St Matthew Passion included to put them in perspective.
Note that these references do not all relate to actual
performances (some are advertisements for scores, oth-
ers are included in more general musical articles) but,
broadly speaking, they follow the same curve. They are,
in any case, an indication of interest.

In the early years of the colony, excerpts from 7%e Cre-
ation featured strongly in concert programs. The scene 1s
set by a concert “before a numerous audience” late in

AUCKLAND

nnnnnnnnnn

1853 in a schoolroom in Lyttleton (the busy port suburb
of Christchurch). The program followed what was then
a standard template: a first half of sacred music (dom-
inated by numbers from Messiah, The Creation, and El-
jah) followed by a selection of secular items. 7he Lyttleton
Times reported:

The Concert commenced with the solo and
recitative from Handel, beginning “There were
Shepherds,” sung by Miss King; the chorus be-
ing spiritedly taken up by the whole body. This
was followed by Mr. Packer playing on the Cor-
net the air “With Verdure clad,” from Haydn’s
Creation in a style of intonation enabling the
hearers to follow the words of the air through-
out. The chorus from the Messiah, “Their sound
is gone out” succeeded this and was rendered
with great accuracy. An alto solo from Mendell-
sohn’s [sic] “Eljjah” was then sung by Mr. Mc-

Table 2. References to Handel’s Messiah, Haydn’s The Creation, Mendelssohn’s Elyah, and Bach’s St Maithew Passion

in New Zealand Newspapers 1840-1950
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Cardell after which the chorus, “The last day,”
composed by Whitaker, was given in full choir...
Mzr. Smeaton’s solo on the violin, from Mozart,
followed—then a trio from the “Elijah,” which
from the unequal voices of the singers appeared
one of the least successful efforts of the evening
The “Hallelujah” chorus completed the ar-
rangement of the sacred pieces.

The secular portion of the music commenced
with a piece on the piano-forte by Mr. Bilton...
The concluding piece, “God save the Queen,”
was joined in most heartily by the greater part
of the audience.’

The audience participation in a closing “God Save
the Queen” makes it startlingly clear that this was an En-
glish expatriate event. Tracking such concerts through
the nineteenth century reinforces the sense of a commu-
nity determined to hang on to a culture they had grown
up with on the other side of the world.

The fourth and last concert for 1856 presented by the
Auckland Choral Society was in three parts: first, ex-
cerpts from Elyah, then excerpts from Mendelssohn’s St
Paul, and finally excerpts from 7#e Creation (see Photo 1).
A review in the Daily Southern Cross was critical not just
of performance standards but of the work itself. This
repeated the all-too-familiar complaints about Haydn’s
animal imitations (for which Handel’s Israel in Egypt must
take some responsibility) but went beyond this to com-
pare The Creation unfavorably with Messiah:

At the risk of being charged with musical her-
esy, we must confess that it is not one of those
compositions over the score of which we most
delight to linger. It is a great work, beyond a
doubt; nothing less could be expected from its
author; but if tried after the severely beautiful
“Messiah,” it falls by contrast into a second class
place among oratorios. Haydn himself was of
too playful a temperament to rise to the level of
such a subject. This is only too clearly shown by
one of the recitatives, in which he descends to
imitative trivialities.®
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PATRON—HIS EXCELLEXCY COLONEL GORE BROWNE.

Coxpucroik—>x. Joseru DBrows,

Accosramist—Mr, J. Frzawoon,

'i‘l”‘) Committee of this Sneiety have muck plenzure in wnnouneing the Fawith and last
Coneers of the eenwse ending Ostober 1, 1836, t toke place on THURSDAY, the
23cd instant, in the ODD PELLOWS HALL.

PROGR

WP W 53
SRE Lo

PART 1.
SeLecrions rron Muspiissoun's Oratorio of “Eroan”

Leeitation—1Ye projie ead your bearts,
Air—II with all your licasts,
Qunrtett—Cnst thy burden.
Chorus—The Loz is God.
PAR

Sererions ron Mexp
Charale—= To €lad an kigh.
Reeit.—And they stoned him,
Chorale—To Ther, O Lowd,
Reeit.—~And the witnesses,
Chorus—1Tappy and blest ave they.

TRevit.—See how he sleepeth.

Trio—TLalk thine cves,

Air—ON, rest in the Lord.

Chorus—Ie that shull endure.

! T

rrssonn's “Sr. Pave.”
Choms--Sleepers, wake !

Duett—Naw we ave ambassadors,
Charas—11Inw lovely are the messengers.
Chorale—0, Thow, the true and oxly God.
Chorus—Not only unto hin.

PART 11

Seveerions rrodt )l

Reeito—Tn the beginning.
Chortis—Ani the Spirit.

Ree And God saw the lizht.

Ais—Now vanish.

Chorus—Despairing, cursing.

Recit—And God winde the fimmament,
Soln & Chorus—The marvellous work.
Recit. & Air—And God said “ Lt there be

wnN’s “« Creamiox.”

Air—1In splendens bright.

Chorus—"The hawens arve telling.

Reeit. & Air—And God said “Let the
carth bring forth.”

Recito—Straight openinz.

Air—Now heaven in fullest glory,

Recit,—And Gol ereated man,

Air—In native worth.

light.”

Chiorus—Achieved 3s the glorious worl,

Books of words will bs solil at the duoy, price Gd.
Doors apen at Seven; to commence at hell-past Seven, pm.

Honovarr mewmbers are requested 1o produee their cards at the door.

The cauls for the next cowrre, 10 end October 1, 1857, will be issued :nlu'r_fhe' 23ril
instang, when persons wishing o hecome members are requested to make application to
the Seeretary or a mewder of the Committee, )

J. L. BATES, Hon. Sve.
&5 P. S.—The muatenr members are requested to meet on Wednesday, the 220d inst.,
i the Odd Fellows' Hail, for practiee.

Photo 1. Advertisement for an Auckland Choral Society concert
on 23 October 1856 (from The New Lealander 12 (October 18,
1856)

The writer appeals here to a stereotype—the “play-
ful Haydn”—that is at odds with the sublimity and awe
detected by Zelter. But it accords with a nineteenth-cen-
tury narrative that sees Haydn as personifying an eigh-
teenth-century detachment from serious matters. E. T.
A. Hofflmann, in the article on “Beethoven’s Instru-
mental Music” referred to earlier, writes of Haydn’s
“serene and childlike personality” whose symphonies
evoke “laughing children, peering out from behind the
trees” who “pelt one another playfully with flowers.”’
Not deterred, a year later the Auckland Choral Society
was again rehearsing the first two parts of The Creation
(with the program rounded out with sections of Resur-
rection and Ascension by George Elvey®). Orchestral parts
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had been ordered for this performance, but they failed
to arrive in time. (The Society was later gifted a set of
parts by Sir George Arney.”) These reviews, incidental-
ly, are rich in information about the standard of choral
singing in New Zealand at this time, much of it judged
wanting in comparison to what they had left behind.
A reviewer for the Daily Southern Cross, commenting in
1857 on the deficiencies in the Auckland Choral Soci-
ety, wrote of “our anxiety to see grand compositions
produced near to the style of the old country.”!’

Performances of the entire work seem to have begun
in the 1860s. In March 1864, the Dunedin Philharmon-
ic Society announced that it would follow up a success-
ful performance of Messiah with one of The Creation. A
month or so later, the Auckland Philharmonic Society
was busy rehearsing the oratorio. And in August of that
year, the work was presented complete by the Nelson
Harmonic Society. A review of this performance began
with a complaint about van Swieten’s translation:

In 1798 Haydn gave the world his oratorio
“The Creation,” the noblest of his works, al-
though composed in his sixty-fifth year, and
which ranks with the greatest musical works of
our age. It is a pity that the text, which was
originally written in German, is so badly trans-
lated. That at present in use is the first trans-
lation undertaken by Baron von Sweeten [sic],
and it is surprising that to this day no improve-
ment has been attempted. ..

That was just the first of the reviewer’s complaints
(though, typically for the time, these are couched in pa-
tronizing language):

The Harmonic Society is at present the only
mstitute in Nelson whose aim is to cultivate the
fine arts. A sharp critique of last night’s perfor-
mance of the “Creation” must therefore not
be expected from us. Taking into consideration
the very limited means at the command of the
Society, we do not hesitate to call this concert a
successtul one, although it has fully convinced
us that the Harmonic Society over-estimates
its powers by choosing such a difficult master-
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piece as the “Creation” for their concert. It
1s impossible that seven or eight instruments
can do justice to Haydn’s splendid orchestral
music, in which the greatest beauties lie in the
particularly nice balancing of the instrumen-
tal powers. This instrumental deficiency we
chiefly observed in the strikingly beautiful rec-
itative which serves as an introduction to the
first part, and in the Hallelujah finale of the
second part. The deficiency was unfortunately
increased by one of the violins being out of
tune. The choruses, without exception, were
rendered very effectively; but we regret we
cannot say the same of the solos. The gentle-
man in whose hands chiefly the bass parts were
placed is gifted with a fine melodious voice,
but, unfortunately, he spoils it by choking the
notes to such a degree that it becomes painful
to the audience...

The review concludes by more or less dismissing
altogether the Society’s brave venture: “The audience
was very large and fashionable, and we believe would
have been better satisfied had the Society been less am-
bitious and made up its programme of popular glees
and judicious operatic selections.”!! We should perhaps
be alert to the fact that a “fashionable” audience was
unlikely to be a diverse audience. These performances
existed for the colonial elite. At this distance it would
be difficult to document, but it would be surprising if
Maori, or even working-class Irish immigrants, were
anywhere to be seen. Perhaps the taste of Christchurch
audiences was more sophisticated. In August 1869, The
Press reported:

The Town Hall was not only crowded last
night, but densely packed, indeed hundreds
had to go away unable to obtain admission
to hear the performance by the Christchurch
Musical Society of Haydn’s magnificent ora-
torio, ““The Creation,” which was rendered
most creditably. In consequence of the large
number of persons unable to gain admission
the oratorio will be repeated on Monday eve-
ning.'
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A year later The Auckland Star; apparently oblivious to
what was happening elsewhere in the country, reported:

It is gratifying to all lovers of music in the city
to learn that preparations are in progress for
the rendering of this magnificent creation [si]
of Haydn by the Choral Society. This is the first
time that this has been attempted in Auckland,
and if we do not mistake the first time in the

Australasian colonies.'®

The transition from “miscellany programmes” fea-
turing numbers from The Creation alongside others from
Elyah and Messiah to full performances of the work co-
incides with the first debates about Charles Darwin’s
Origin of the Species (1859) in New Zealand. The Angli-
can Bishop of Wellington, C. J. Abraham, denounced
Darwin in terms that indicate he had completely failed
to understand the principles of natural selection: “Were
it not for their supposed effect upon religion, no-one
would waste his time in reading about the possibility
of polar bears swimming about and catching flies so
long that they at last get the fins they wish for.”'* Could
the enthusiasm for Haydn’s Creation in the mid-nine-
teenth century be related to its apparent endorsement
of a creationist perspective? There is no evidence for
this, although the apparent rise of interest—against
the trend—in 7he Creation in the 1920s shown in Table
2 coincides with a period of vigorous debate between
evolutionists and creationists."

More interesting is the coexistence of enthusiasm for
The Creation with activities that seem diametrically op-
posed to the profound respect for nature at the heart
of the oratorio. Whaling in New Zealand pre-dates
by some decades the signing in 1840 of the Treaty of
Waitangi (the founding document of New Zealand
as a British colony). Maori, who were typically skilled
seamen, became heavily involved in the industry (Que-
equeg in Melville’s Moby Dick 1s Polynesian). In the first
half of the nineteenth century nearly 100 whaling sta-
tions were established in New Zealand. How, one won-
ders, did audience members reconcile this very visible
and cruel industry with the warmth (indeed, the loving
attitude) conveyed in Raphael’s beautiful accompanied
recitative?

16  CHORALJOURNAL March 2020

Photo 2: A view of the Whale Fishery. In: A Collection of Voyages
round the World ... Captain Cook's Furst, Second, Third and Last
Voyages ... Volume V] London, 1790. Page 1910. Call Num-
berG160.C64 1790 v. 5

And God created great whales

And every living creature that moveth

And God blessed them, saying

Be fruitful all, and multiply!

Ye winged tribes be multiplied and sing on every tree!
Multiply, ye finny tribes, and fill each wat’ry deep!
Be fruitful, grow and multiply!

And in your God and Lord rejoice!'®

Worse even than the ravages of whaling, a land
completely “clad with verdure” was stripped to create
farmland or sometimes simply to make it more straight-
forward to extract timber being felled further inland
(see Table 2). The first full performances of 7he Cre-
ation in the late 1860s took place against a backdrop of
accelerating deforestation. As Catherine Knight points
out, “In the decades following 1870, a renewed assault
on the forest began. Settlers pressed into uncolonised
regions further inland, which were at that time largely
forested. For these settlers, the priority was the clear-
ing of land for conversion to pasture, and they did this
not by milling, but by fire.”!” The audience that over-
flowed the Christchurch Town Hall in 1869 could not
have been unaware of this brutal devastation of the
landscape. According to Thomas Potts MP (speaking in
1868), Banks Peninsula (just to the south of the city) had
been “covered, for weeks together, with thick and lurid

smoke.”!®
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Photo 3: Williams, Waillham, 1858-1949. View of an area at
Matamau, which has been cleared of nearly all forestation. Ref:
1/1-025788-G. Alexander Turnbull Library, Wellington, New
Lealand

This observation was made during the first of two
significant parliamentary debates about this destruc-
tion. Potts had presented a motion “That it is desirable
Government should take steps to ascertain the present
condition of the forests of the Colony, with a view to
their better conservation.” In introducing this, he point-
ed to the ecological damage inflicted by deforestation in
other countries:

The mischievous results from the cutting down
of forests in a wholesale manner had called for
the attention of the Legislature of Victoria;
and in America, where the settlers had been
exceedingly wasteful of the wood, it had been
suggested to the Government that they should
make some reserves in perpetuity. Marsh, an
American writer on physical geography as
modified by human action, citing the effects
of disforesting [si] on the French slopes of the
Alps, and other localities, carefully points out
the varied influence of the forests, as shelter,
on temperature, on humidity, on floods, on the
flow of springs and his arrangement of facts
proves the removal of forests to be the primary

cause of excessive inundations.!”
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This seems prophetic. It is not about the Amazon;
it is prompted by the treatment of New Zealand indig-
enous forests. The debate in Parliament, like climate
change debates today, was turbulent, with one member
threatening to move an amendment that would have
replaced “a view to their better conservation” with
view to their better destruction.”

Potts also quoted the Austrian geologist Ferdinand
von Hochstetter (1829-1884), who had visited New
Zealand from 1858-1860 on a research expedition:

[E]xtensive districts within that range which
formerly had been covered with Kauri woods,
are now totally destitute of such; and the ex-
termination of that noble tree progresses from
year to year at such a rate that its final extinc-
tion 1s as certain as that of the natives of New
Zealand. The European colonisation t[h]reat-
ens the existence of both, and with the last of
the Maoris the last of the Kauris will also dis-
appear from the earth.?

Parliament picked up the debate in 1873 again when
the member for Thames, Charles O’Neill pleaded with
his colleagues to act “so that history might not be able
to relate that they received a fertile country, but, by a
criminal want of foresight, transmitted to posterity a
desert.”!

In twenty-first-century Aotearoa New Zealand, Mes-
siah still gets at least annual performances in most major
towns and cities (‘For we like sheep’), Elyah has virtually
fallen from view, and presentations of The Creation are
intermittent. How apt that WSCM2020 in Auckland
will conclude with this masterpiece. It fits perfectly
with the Symposium’s theme of People and the Land: He
tangata/He whenua. 1t is, of course, a celebration of the
natural world that implicitly underlines humanity’s re-
sponsibility for its preservation. In the concluding rec-
itative, Urlel voices a caution that our well-being will be
threatened if Adam and Eve (us!) “misled by false con-
ceits... strive at more than granted is.” As performers
and audience members, we know that is precisely what
happened. And we also understand the urgency of re-

medial action, action that includes reforestation in New
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Zealand but that has implications for every commu-
nity sending delegates to the Symposium. The text of
the United Nations’ Paris Agreement (2015) describes
climate change as “a common concern of mankind.”
Haydn’s Creation is an excellent way to reflect on the
gap between a prelapsarian (pre-colonial, pre-industri-
al) world and the one in which we live, struggling to
control and reverse anthropogenic climate change.

NOTES

v Allgemeine musikalische Zeitung TV (1801-2): 390fF. Quoted in
Heinrich Schenker, The Masterwork in Music: A Yearbook,
vol. 2 (1926), ed. William Drabkin (Cambridge: CUP,
1996), p. 103.

2 E. T. A. Hoffmann, “Beethoven’s Instrumental Music”
(1813); translation from Source Readings in Musiwc History
ed. Oliver Strunk, rev. Leo Treitler (New York &
London: Norton, 1998): 1195.

% John A. Rice, “Did Haydn attend the Handel
Commemoration in Westminster Abbey?,” FEarly
Music 40 (2012): 73-80. This debunks some of the
myths surrounding Haydn’s attendance at the 1791
commemoration (including the claim, first advanced by
Carl Ferdinand Pohl, that, on hearing the “Hallelujah”
Chorus, Haydn wept and exclaimed, “He is the master
of us all.”

Y New Zealander XV (issue 1411) October 26, 1859; this,
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Introduction

When the founding document of New Zealand,
the Treaty of Waitangi, was signed by the British
Crown and Maori chiefs in 1840, the bicultural rela-
tionship between Maori (the indigenous people) and
the Pakeha (the fair-skinned settlers) came sharply
into focus. Most colonists in the nineteenth century
were from Britain, and the music! and traditions that
the English, Welsh, Scottish, Irish, and German im-
migrants brought with them significantly influenced
the musical life of cities and towns in New Zealand.

The impact of this European influence upon the
indigenous music was wrought through hymns* and
folk songs and, as a result, Maori music was heavily
missionized. The tragedy was that it came at a price:
Maori singing and dancing traditions suffered as a
result “[since] anything relating to ‘heathen’ religion
or ceremony was resolutely opposed [by the mission-
aries].”® From the 1830s onwards, the trend was for
indigenous choirs to sing more and more music in-
fluenced by European forms.

According to John Mansfield Thompson,* “New
Zealand’s diffused and slight folk song inheritance
was due not to lack of invention but to historical cir-
cumstance.” The impact of the industrial revolution
in Britain had seen folk music relegated to the more
remote regions of England, later to be recorded by
Cecil Sharp and others. As a result, most New Zea-
land folk songs embraced the familiar local themes
of sealing and whaling, of life on the goldfields and
digging for kauri gum in the north. The tunes were
derivative and the stories reflected the events and
activities of the day. This was made strikingly clear
in the late twentieth century, when composer Doug-
las Mews produced his settings of New Zealand folk
songs about whalers and sealers, taken from the col-
lections Shanties by the Way (1967)° and New Zealand
Folksongs (1972), with lyrics very similar to those of
the songs of Newfoundland, where he was born.

In 1946, in the first of a series of manifestos® de-
livered at the Cambridge Summer Music School,
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Douglas Lilburn, New Zealand’s pre-eminent com-
poser at the time, considered that “radio and the vi-
tal American popular music it disseminates”” had di-
minished the impact that British folk songs had had
up to about twenty years before. He went on to speak
about the Maori music used by some composers. His
early impressions of it were that it was foreign, and
that attempts to use it “for the founding of a national
music... have been based more on a wish to practise
nineteenth-century theories on the subject than on
an ability to fuse a Polynesian culture with our own.”
The Maori, it was observed, absorbed the cultural
heritage of the immigrants much more readily than
the other way round.

As someone who spent much of his time in the
South Island of New Zealand (where fewer Maori
traditionally live), Lilburn had heard very little
Maori music and considered himself to be on “dan-
gerous ground,” as he felt lacking in knowledge and
experience of it. Lilburn’s manifestos are still largely
unknown outside New Zealand, but they remain “a
compelling description of the particular uncertain-
ties of being an artist in this country and speak to
the humanity that is at the heart of all artistic en-
deavour.””

Regarded as one of New Zealand’s first profes-
sional musicians, Alfred Hill was fascinated with
Maori waiata (songs) and wrote numerous composi-
tions; Waiata poi (1904), the cantata Hinemoa (1896)
and his opera Zapu (1902-3) attracted much atten-
tion and critical acclaim. For Hill, it was a bold move
to compose with indigenous song; it worked for him
perhaps because the melodies of the Maori waia-
la-a-ringa resonated well enough with the lilting, ro-
mantic melodies of the late nineteenth century.'” In-
spired by his instinctive love of Maori music,'' Hill’s
Hinemoa, with words by journalist and author Arthur
Adams, was performed at the Wellington Industrial
Exhibition in 1896. Hill believed that the country
was capable of producing a distinctive music. Lil-
burn strongly disagreed with him.
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Peter Godfrey (1922-2017), one of the most eminent
and influential figures in New Zealand’s choral history,
was also concerned with the question of whether New
Zealand had its own identifiable style of choral music.
Godfrey stated in his speech at the 1975 International
Society for Music Education conference in Perth that
he considered New Zealand to be “a country without a

?12 3 view reminiscent of Lilburn’s some

choral tradition,
fifty years earlier. However, he did consider Douglas
Mews’s Lovesong of Rangipouri of that year to be “nearest
to a New Zealand choral idiom so far.”"?

Lilburn argued that, more than by idiom or style,
composers became known by their individuality, by their
own musical language, and often wrote seminal works to
celebrate historic occasions. While Lilburn’s own output
contained few choral works, his views on the search for
a language and sound were critical to all New Zealand
composers. In an open lecture at the University of Ota-
go in 1969, he expressed that “[composers’] works con-
tinue to gain individual recognition [and] each success is
an individual occasion.”'*

One such example is David Hamilton’s Mussa Pacifi-
ca (2005), commissioned by the oldest choral society in
New Zealand. Using the Latin Mass as the basis of his
text, the composer was also aspired to include elements
that would firmly place it in the Asia-Pacific area. He
writes, “New Zealand is uniquely placed between these
two areas of the world, and increasingly looks in both
directions for its cultural identity. The additional texts
are drawn from New Zealand, Pacific and Asian sourc-
es... [although] I also wanted to avoid writing a work
that became a catalogue of “trendy effects” and ethnic/
cultural associations.”

Stylistically, Missa Pacifica identifies Hamilton the com-
poser rather than New Zealand the country. Similarly,
Anthony Ritchie’s specific connection with i (tribes) in
the South Island has resulted in a choral/orchestral work
Owheo (2019), with text by Sue Wootten and using taon-
go puoro (traditional Maori musical instruments), and a
two-act opera This Other Eden (2014), which uses Maori
text to tell part of the story about historical figures Hon-
g1 Hika and Thomas Kendall.

New Zealand composers have continued to write
works that responded to defining moments in New Zea-
land history, or to national landmarks, or to the com-
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memoration of historic events, such as the centenary and
sesquicentennial of the signing of the Treaty of Waitan-
gi, the remembrance of New Zealand’s harrowing par-
ticipation in World War I, and the establishment of uni-
versities and choirs. Such compositions have marked our
continuing search for identity and the progress of our
journey as New Zealanders.

Lovesong of Rangipour
1974
Dorian Choir European Tour'"

1 te Timatanga

1986

Te Matatini, Otautahi,'®
Te Waka Huia

He Iwi Kotahi “Tatou
1993
Sing Aotearoa Festival, Ohakune

Tetz Kura

2000

Youth Arts Festival, Wellington,
The New Millennium

Taiohi Taiao

2004

Commission

Voices NZ, koauau'’

Requiem for the Fallen

2014

Commission Voices NZ,

NZ String Quartet, taonga puoro

A discussion of the above works offers a forty-year,
chronological perspective on compositions that mark
important moments in New Zealand’s choral history.
They might be considered signposts on our, sometimes
bicultural, journey and may even denote turning points
in that voyage.
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Lovesong of Rangipouri (1974)
Douglas Mews

In 1974, three university academics—musicologist
Mervyn McLean, composer Douglas Mews, and con-
ductor Peter Godfrey—collaborated to produce a signif-
icant choral composition. Mews took a moteatea'® that
had earlier been recorded “in the field” by McLean as
the basis for his composition'? and dedicated it to the
Auckland Dorian Choir and Peter Godfrey for their Eu-
ropean Tour in 1977. It was one of the first examples
of choral music to contain an extract of pure Maori
chant.” (Figure 1)

AUCKLAND new zeatano

The harsh winds blow upon the uplands.
Once I held my loved one of Tireni.?!
Now my heart is filled with sorrow.

At Pirongia are the people from whom I am sepa-

rated;
Tiki and Nukupouri are parted,
Taputeuru and Ripiroaiti.?
I, Te Rangipouri would be most joyful
At possessing her, the first of her race.

Indeed, I dared all dangers when I boldly entered
The house of Ruarangi, to caress her human skin.

Covered in mist is the ridge at Puawhe,

The barrier that hides my loved one from the
world.

(translation of the chant)
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Figure 1. Douglas Mews, Lovesong of Rangipouri.
SOUNZ Centre for Music 1974.
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Mews used the chant (‘He Waiata Patupaiarehe’) in
its original form, as recorded and notated by Mervyn
McLean in Makara, north of Wellington in 1963. The
composition begins with the word “aroha” (love) sung
by the lower voices, with a baritone soloist (Te Ran-
gipouri) chanting the text above them. Later, the chant
is taken up by the women, mainly in English, and fused
through the composer’s typically stylised musical lan-
guage. While the composition uses both moteatea and
Mews’s own Western, twentieth-century idiom, the two
worlds remain parallel; they are musically intertwined
yet somehow separate.

Although the Wehi Whanau’s Te Waka Huia® was
performing [ te Timatanga in Christchurch at the na-
tional Te Matatini Competition in 1986, it was anoth-
er twelve years before a European choir, Voices New
Zealand, performed it in 1998. There had until then
been little intersection between the two worlds from a
choral point of view. However, in the 1990s there was
increased sensitivity around using Maori language and
Maori music in Western composition; composers were
recognizing that collaboration was needed, along with
an understanding of “ownership.” The days of mis-
sionising and appropriation had to change, and prop-
er relationships had to be established. Indeed, Ngapo
Wehi** addressed the same issues of copyright and col-
laboration with respect to his own composition.

Well before this, New Zealand composers had real-
ized they could set texts to celebrate historic occasions;
and what better than for the centennial of a young
country. However, many of the works written in 1940, a
hundred years after the Treaty signing, still looked back
to Britain, “the homeland.”® Texts might well have
been made relevant, but folk and hymn melodies still
abounded. In 1990, the sesquicentennial year, Chris-
topher Marshall was commissioned to write a work for
the Auckland Dorian Choir, titled 7o the Horizon. The
cycle consists of texts by eight New Zealand poets, each
suggesting a different aspect of “horizon”: physical—
where sea, plains, or mountains meet the sky, or meta-
phorical—a glimpse at the past or into the future or to-
ward the limits of our experience and comprehension.
At least this was more about the land of Aotearoa. For
the first performance, a series of interpolated narra-
tives was read by Beryl Te Wiata,?® who, though born
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in Christchurch, had a very English-sounding voice.
Radio producers deemed this to be at odds with the
celebration of such an important New Zealand event,
and the narratives never made it to air.

I te Timatanga (1986)
Ngapo and Pimia Wehi

Just as Newfoundland composer Douglas Mews
looked to moteatea chant as the basic musical materi-
al of his composition to show something of New Zea-
land’s choral music to the world, so Maori composer
Ngapo Wehi looked to the European musical tradition
for ideas that would give a more contemporary focus
for his composition [ te Timatanga, written for the 1986
Te Matatini competition in Christchurch. Waka Huia,
his whanau’s kapa haka” team, had relocated from
Waihirere to Auckland, and the opening of Orff’s Car-
mina Burana worked perfectly for the occasion.

I Te Timatanga describes the progress of Creation
from a state of nothingness/the void (Te Kore) to dark-
ness (Te Po) and into light/the world (Te Ao). The
movement between these states is described in each
part of the story. “Often the movement is represented
by a genealogical chart (whakapapa): like a descent line,
one state is born from another... Ranginui, the sky fa-
ther, and Papattanuku, the earth mother, emerge.””
The transition from darkness to light is achieved by
the separation of the parents by the children. “Finally,
the story explains how the children of earth and sky
become key figures or deities of various domains of
the natural world. For example, Tane becomes the di-
vine presence, atua, of the forests, Tangaroa of the sea,
Ruaumoko of earthquakes, and Tawhirimatea of the
winds and weather. The weaving together of these dei-
ties in a vast genealogy is the traditional Maori method
for explaining the natural world and its creation.”*

This composition, which won Waka Huia top hon-
ors, required skills in moteatea, haka, and waiata-pot
performance: all specifically the domain of kapa haka
ensembles. While the missionaries had introduced Eu-
ropean hymn singing into the world of Maori church
choirs, to this point the kapa haka and choral worlds
had remained in parallel. However, six years later Nga-
po Wehi recounted this same creation story to spell-
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bound singers from both Voices New Zealand and Te
Waka Huia, and a confluence and collaboration be-
tween these two groups began.

He Iwi Kotahi Tatou (1993)
Jenny McLeod

A year later, an ambitious piece was commissioned
for the New Zealand Choral Federation’s 1993 Sing
Aotearoa Festival in Ohakune. Composed by Jenny Mc-
Leod, the work was titled He lwi Kotahi Tatou (We are
one people), the hugely significant words pronounced
by Governor Hobson at the signing of the Treaty of
Waitangi in 1840. McLeod writes,
that would later echo with lamentations to the shame

“They were words

of a long succession of Pakeha governments and poli-
ticians. This dishonourable history is no news to us.” It
was McLeod’s view that “whilst we ourselves were not
personally responsible and need feel no guilt or shame,
if the Maori are our friends, then we can only feel for
them and lament with them.”

AUCKLAND

nnnnnnnnnn

The purpose of the triennial Sing Aotearoa festi-
vals was to bring together Maori, Pakeha, and Pacific
Islanders from across the country to sing together. The
success of the first Festival in 1990 had created an im-
petus for McLeod to establish a relationship with the
local Maunga-rongo Marae, and in the resulting work
she writes in the introduction to the score: “[I] tried to
provide a vehicle for the members of the New Zealand
Choral Federation and other Pakeha to be able to ex-
press something of their (and [her]Jown) affection for
the Maori people, and also of their own feeling for the
land.”

The seven-movement work was written for large
choir, Maori choir, chamber choir, and two-piano ac-
companiment, with one of the movements, a heartfelt
lament to the beloved, departed ancestors of the Ngati
Rangi people, only able to be sung by the members of
the local marae. The relatively complex harmonic lan-
guage acknowledges Messiaen’s second mode of limited
transposition, with occasional nods to McLeod’s own
development of the Tone-Clock Theory. Figure 2 is the
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start of a haka that represents the exchange in song
between two peoples—facing Mt. Ruapehu, to whose
spirit it is addressed, at times performing together and
at times handing the lines to each other. As with the
Mews work, the musical worlds at times remain distant
and at other times embrace.

E tahi te maunga
He kitenga maunga
He hokinga ngakau
Ko Ruapehu tapu!

How great the mountain!
To see the mountain

Is to stir the heart!

It is sacred Ruapehu!

McLeod saw reasons for optimism as she developed
this piece; it was her hope that it “might mark a sort
of watershed in Maori-Pakeha relations.” In time, it
“might be cause for rejoicing.” Seven years later, Tetz
Kura told a different story.

Tete Kura (2000), Helen Fisher,
Ngapo and Pimia Wehi, John Greally

Conversations between composer Helen Fisher and
Ngapo and Pimia Wehi about the possibility of the two
worlds of Maori and Western European chant coming
together in a new work had taken place for some time,
specifically Fisher’s Pounamu (1989), a work inspired
by the sparkling waters of Tasman Bay in the Nelson
region.”” A decade later, Téte Kura (2000), a collabora-
tion between Helen Fisher (who had Celtic roots and a
great interest in Maori music) the Wehis and cross-cul-
tural specialist John Greally came into being. It was a
creation of a different kind.

The nine-movement work represents a journey of
reconciliation and growth and is dedicated to the youth
of Aotearoa New Zealand. As they weave together, the
Maori karanga and the Gregorian chant Veny, Sancte
Spiritus evoke the mystery of Creation. From here, an
angry confrontation between Maori and Pakeha erupts.
Insidious whispers eventually swamp the prayers of O
lux beatissima and result in a rap-like “corporate beat.”
Soon the sound worlds of the choir and the haka (war

7

other documents.
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dance) are engaged in a loud and heated dispute. The
search for justice and peace continues as a tenor ex-
presses the longing of the individual to have a voice:
“I crave the place where I can be heard.” The chorale
that follows reminds us that through music and dance
we can find the peace and understanding we long for.
As Maori and Pakeha together inhabit spaces hitherto
unknown, hope comes. The guitar begins the song of
the Holy Spirit O wairua tapu in the karakia, and the two
ensembles sing together as one.

The piece deals directly with the idea of reconcil-
1ation between the European scttlers and the Maori
tribes, and the composers’ intention was to embrace
energetically and enthusiastically the questions posed

AUCKLAND

NEW ZEALAND

of our social and cultural values in the new millen-
nium. It must be said that the Youth Choir’s role in
this work was hugely challenging for the singers; they
did not feel responsibility for the attitudes and deeds
of their forebears. The text of the third movement,
“Corporate Beat” (“The client is our property, simply
a commodity/We’re sick of the Treaty, to hell with eq-
uity”) created a sense of discomfort and self-conscious-
ness for the young singers, although it was immediately
counterbalanced by the striking pain expressed by Te
Waka Huia in the haka. The final waiata (Figure 3) af-
firms dignity and hope for our youth.
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Figure 3. Helen Fisher, 7éte Kura, “Nga Porowhita Aroha,” mm. 1-30.
SOUNZ Centre for Music, 2000.
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Taioha taiao (2004)
Gillian Whitehead

Taiohi Taiao was commissioned by chamber choir
Tower Voices New Zealand and first performed at the
Otago Festival in 2004. Gillian (later Dame Gillian)
Whitehead is a féted New Zealand composer and her
credentials for writing works on Maori themes had be-
come well established. Her compositional output in the
decade that began in 2000 comprised works for taon-
ga puoro and the New Zealand String Quartet (Hine-
pu-te-hue of 2002), a commission for the New Zealand
Trio, a piece for Canada’s ERGO ensemble presented
with four of other pieces in two concerts in Toronto,
while several performances of Hine-pu-te-hue took place
in the United States. In 2004, Whitehead was invit-
ed to present a concert of her music in Jakarta, and a
group named Tuhonohono was formed for the occasion.
She was also appointed composer-in-residence at the
School of Music at Victoria University of Wellington
and lived in the house that had belonged to Douglas
Lilburn, where she spent time on various composition
projects, including an opera collaboration with film-
maker Gaylene Preston.

For the Voices commission, Whitehead had specific
requests, as expressed to the conductor: “If you didn’t
have a particular idea in mind, then would you be in-
terested in my writing something for [koauau player]
Richard Nunns and the choir? I could approach Aroha
Yates-Smith for a text in the first instance... Also, you
suggested a two-minute piece, which feels very short—
do you mind if it’s longer?”*" Her suggestions were
warmly welcomed, as the choir had enjoyed Nunns’
playing in its earlier performances of Helen Fisher’s
Pounamu and was very happy to receive a ten-minute
work, setting a specially written text by Yates-Smith.*

Walora WaImarama warua
koropupu ake ana

nga wai o te matapuna

he wai matao

he wai reka ki te korokoro
he wai tohi 1 te punua
wWarroa Walmarama warua
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le puna o le tangata

le putanga mai o nga reanga
het porpot 1 nga taonga tuku tho
pukenga wananga

manaaki tangata

tiaki whenua

lamaiti taioht taiao

water, lifegiving, clear, the spirit
bubbling upwards

rise the waters from the spring
refreshing water

fluid delighting the taste buds
blessing the young

water, lifegiving, clear, the spirit

the springs of humankind

producing generations

who will nurture their inheritance
learning from the storehouse of knowledge
hospitality/generosity to all

guardianship of the land

child, youth, universe

This waiata acknowledges the vital role natural
springs have in providing clean, delicious drinking wa-
ter, which nourishes humankind and the wider environ-
ment. The water is also used in traditional and contem-
porary forms of blessing the young. The line “wairoa
waimarama” refers to the life-giving force of the water,
its clarity and purity, and the spiritual essence that per-
vades it and every other life force (Figure 4).

The second verse focuses on the importance of gen-
eration after generation preserving all that is import-
ant. ““I'e puna o tangata” refers to the fountain of hu-
mankind: that is, the womb that produces our future
progeny. From woman is born humankind—genera-
tions of people who continue to nurture and maintain
those treasures passed through eons of time: knowledge
and wisdom, the importance of caring for others and
looking after the environment. The final line, “tamaiti
taiohi taiao,” creates a link between the (tiny) infant,
youth, and the wider environment, and ultimately the
Universe.

As Whitehead puts it, “there are no corners in this
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piece”; the opening oscillating thirds from the divisi al-
tos capture the spring coming into the lake, and the
musical ideas become themselves the movement of wa-
ter and the source of the life-giving spring. While the
piece is devised to be performed with or without taonga
pioro,™ the message of guardianship is not lost; the
musical textures are at times gentle and at times loud
and rushing, as the voice of the water. In Tawh: Taiao,
Yates-Smith’s words and Whitehead’s music link us to

the land and provide a sense of who we are.

Requiem for the Fallen (2014)
Ross Harris and Vincent O’Sullivan

In 2012, Choirs Aotearoa New Zealand and the
New Zealand String Quartet jointly developed the idea
of developing a powerful, staged work that would pay
homage to the more than 18,000 soldiers who have lost
their lives in global conflicts from the Great War (1914-
1918) to the present day. It was an idea inspired in part

AUCKLAND

NEW ZEALAND

by Britten’s War Requiem, Lang’s The Little Match Girl
Passion, and other contemporary settings of the passion
story such as Pért’s Passiwo, and Golijov’s La Passion segiin
San Marcos.

When war broke out in Europe in 1914, Great Brit-
ain requested the support of New Zealand through its
armed forces. Casualties mounted and the need for
reinforcements grew. Along with the many European
volunteers, a “native contingent” sailed from Welling-
ton aboard the SS Warrimoo in February 1915. It had
a combat role at Gallipoli, before being reformed as a
Pioneer Battalion to serve on the Western Front, be-
coming the first unit of the New Zealand Division to
move onto the Somme battlefield. These New Zealand
troops were employed in trench digging and a range
of other, often unpleasant, roles such as forming a fir-
ing squad for an execution. The Battalion went on to
serve at the Messines offensive and liberation of the

French town of Le Quesnoy** a week before the end of
the War. In all, 2227 Maori and 458 Pacific Islanders
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Figure 4. Gillian Whitehead, Taiohi taiao, mm. 1-7.
SOUNZ Centre for Music, Harwood, June 12, 2004.

CHORAL JOURNAL March 2020 Volume 60 Number 8 29



THESE WATERSHED TIMES

fought and of these, 336 died and 734 were wounded.
Further Maori enlisted (and died) in other battalions.
The Pioneer Battalion was the only one to return to
New Zealand as a complete unit. Even though little of
benefit came from the devastating conflict, the country
acknowledged that “somewhere between the landing at
Anzac Cove and the end of the Battle of the Somme,
New Zealand very definitely became a nation.”*

The Quartet, Voices, Poet Laureate Vincent O’Sul-
livan, composer Ross Harris, and taonga ptoro artist
Horomona Horo worked together to provide a com-
pelling piece of music drama. From the first rehearsals,
all were caught up in an inexorable journey, through
musical worlds that juxtaposed the melodic, chant-like
features of the “Requiem acternam” with the invasive
and searing semitones of the battlefield, first expressed
in the “Libera nos.” Then came the explosive bass
drum and pukaea (trumpet) at the start of the “Dies
Irae,” with its angular arsenal of musical gunfire and
“lines set in blood.” Later, when “time stands still,” an
old “cobber” reminisces and asks for eternal rest for his
loves, his last remembered. This is a New Zealand re-
quiem that honours lives lost and love shared, one that
is etched deeply in our musical memory.

Both Ross Harris and Vincent O’Sullivan found the
flag-waving of conventional patriotism and the easy
rhetoric “For King and Country” deeply unattractive.
O’Sullivan comments, “What men die for is the love
of those they defend, and the values they share. No
commemoration is just, that does not bear as well the
dreadful physical reality that deprives men finally of all
that ‘Home” entails. The form of the Requiem allows
for that emphasis, as it does of course for traditional
resonances of hope, the refusal to accept that the evil
of war must always be the final dominant note.”*

““You go as boys,” they said. ‘Come back as men.’
The speeches singing our praises, not knowing a thing.
Not knowing the fear of night, the worst fear of day.
Not knowing the thud in one’s chest, the broken prayer.
Not knowing a cobber’s face that’s no longer there”
(Figure 5 on page 31).
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Pax vobis.
Et cum spiritum tuo.

We go where we go, alone. Dropped bayonets
rust.

The machine-guns too have gone, Badges flake to
dust.

Oh my loves, my last remembered...

Pax vobis.
Et cum spiritum tuo.

Requiem in aeternum. Dona nobts pacem.

Reflection

The most significant development for the New Zea-
land Youth Choir has been the relationship it has built
with 7e Waka Huia with Ngapo and Pimia Wehi and
granddaughter Tuirina, and with Aroha Cassidy-Nanai
and Bussy Nanai over twenty-seven years. Our knowl-
edge and understanding of Maori music has been en-
hanced by those we met, and the opportunity to be
taught by and work with special people from the best
of New Zealand’s kapa haka groups has been a very
great gift.”” Kua rongo (written in 1979 and originally a
waiata poi performed by Waihirere) was sung by the
NZ Youth Choir and Waka Huia together on the stage
of the Sydney Opera House at the World Symposium
on Choral Music in 1996, and since then several kapa
haka items and other music have been gifted to us by
Waka Huia.

Some of the first Maori waiata were gifted to and
performed by a European choir when Elise Bradley
and her Auckland school choir Key Cygnetures estab-
lished contact with Aroha Cassidy-Nanai, then a mem-
ber of Te Waka Huia and a staff member at the school.
In a casual conversation in the staff room, Bradley was
asked, “Why don’t you perform Maori music?” She re-
plied, “I am not a Maori.” An agreement was reached:
“I will teach you Maori music, and you teach my stu-
dents how to sing.”

This assessment of a choral journey across forty
years has highlighted respect for and collaboration
with Maori composers and performers, as the search
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Figure 5. Ross Harris, Requiem for the Fallen, “Pax Vobis,” mm. 582-594.

SOUNZ Centre for Music, 2014.
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for the specifically New Zealand musical language that
Lilburn first contemplated in 1946 continues. The two
parallel worlds have started to come together. What
composers did not dare contemplate in the 1970s has
gradually became possible. Helen Fisher and Gillian
Whitehead invited the worlds to embrace each oth-
er, in search of what it means to be a New Zealander,
especially for our young people and our guardianship
of the land, and young Maori composer Tuirina Wehi
has continued this journey. Wehi’s 4w (2009), a young
woman’s search for peace, and Waerenga-a-Hika (2010),
a historic journey to learn about a tragic siege in 1865
during New Zealand’s Land Wars,® are important
waiata, and Robert Wiremu,” who has arranged both
of them for choir, is himself playing a vital role in the
continued relationship between choirs and the perfor-
mance of Maori music.

In Lilburn’s words, the journey “is not yet conclud-
ed.”* Our search for our own musical language and
tradition continues. The important events that have
marked our pioneering, colonial history have given us
the opportunity to reflect on what it is to be a New Zea-
lander, through our choral collaborations, the thoughts
of our poets and composers, our taonga puoro artists,
and our singers.

NOTES

! Matthew W. Leese, “British Influence on New Zealand
Choral Traditions: A Study of The Relationship
Between Choral Festivals and Societies in The United
Kingdom and in New Zealand, With Focus on New
Zealand’s High School Festival “The Big Sing”” Doctoral
Diss. (University of Illinois at Urbana-Champaign,
2012).

? The missionaries found hymn singing was the quickest way
to conversion.

3 K.L. Grylls, “Voices of the Pacific: the (ch)oral traditions
of Oceania” in De Quadros, A. ed. Cambridge Companion
to Choral Music, CUP. (2012): 179.

* John M. Thompson wrote the first comprehensive account
of music in New Zealand since the arrival of the
Europeans in The Oxford History of New ealand Music
(Oxford University Press, 1991), 65.
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? Published by the New Zealand Folklore Society and
edited by Rona Bailey and Herbert Roth, with musical
arrangements by Neil Colquhoun, who also wrote New
Lealand Folksongs (1972).

% A term Lilburn himself coined to describe his reflections
on music in New Zealand, first given as a talk at
the Cambridge Summer Music School in 1946 and
published by the Lilburn Trust in 2011.

7 Douglas Lilburn, A4 Search for Tradition & a Search for a
Language (Lilburn Residence Trust and Victoria
University Press, 2011): 39.

¥ Ibid.

9 Thid., 8.

10 Grylls, “Voices of the Pacific,” 179.

' Hill was born in Melbourne, studied in Leipzig, and lived
in New Zealand in his early years. He recorded Maori
music and for many years tried to establish an institute
of Maori studies at Rotorua and worked for a New
Zealand Conservatorium of Music.

12 Elizabeth Salmon, Peter Godfiey: father of New Zealand Choral
Music; an oral hustory (Eastbourne, New Zealand; Makaro
Press, 2015).

" Ibid.

" Lilburn (2011), 65.

> The years of the Auckland Dorian Choir (1936-2000),
under the directorship of Peter Godfrey from 1960 to
1983, were the hallmark of excellent, a cappella singing
in New Zealand.

16 The Maori name for Christchurch, in the South Island of
New Zealand.

' The most common of Maori traditional flutes.

'8 This is a centuries old tradition of chanted song-poetry.
Moteatea were composed for many purposes and
reasons, and their composers were great poets. Chiefs
and leaders were often composers who used music as an
important way to communicate ideas. Te Ahukaramu
Charles Royal, 'Maori composers—nga kaitito waiata',
Te Ara—the Encyclopedia of New Zealand, http://
www. TeAra.govt.nz/en/maori-composers-nga-kaitito-
waiata (accessed 21 December 2019)

19 Recorded in 1998 on Trust Record’s “Winds that Whisper”
by the Tower New Zealand Youth Choir and baritone
Robert Wiremu.

20 M. McLean, and M. Orbell, Traditional Songs of the Maori
(Auckland University Press, 2013): 284-489.

Volume 60 Number 8



Qm

in the New Zealand Choral Context

World Symposium
w: ’ on Choral Music
JuLy 1\ 18 2020

2! Tireni short version of Niu Tiireni (New Zealand). In an
older version, this is written as Tirangi, the place where
the fairies gather.

*2 Tiki, Nukupouri, Taputeuru, and Ripiroaiti are said to be
fairy chiefs, companions of Te Rangipouri.

2% The team was first established in 1981 by Drs. Ngap6
and Pimia Wehi, when their whanau (family) relocated
from Waihirere in Gisborne to Auckland. The group is
now led by Tapeta and Annette Wehi and has a long-
standing record of excellence, often placing in the top
tier of elite haka groups.

' Brad Haami, narrator, Ka Mau Te Wehi: Taking Haka to the
Waorld, Bub and Nen’s Story, Ngapo and Pimia Whanau
Trust, Waitakere, Auckland (2013): 234.

25 “Britons of the South are we,” in The Centennial Song by E
Rupert Morton, won a first prize of £25 anonymously
given to the Auckland Provincial Centennial Council
for a Centennial Song. The judges regarded the song
as “dignified, of high merit, an effective national song
for the Centennial, and suitable for performance by
large groups of singers on Festival and Commemorative
occasions.

2 Wife of the famous New Zealand bass, Inia Te Wiata
(1915-1971).

27 For a succinct overview of kapa haka, see: Morten K.
Pettersen, Kapa Haka: Traditional Maori Performing Arts in
Contemporary Settings (doctoral thesis, University of Oslo,
2007).

%8 Te Ahukaramii Charles Royal, “Maori creation traditions—
Common threads in creation stories’, Te Ara—the
Encyclopedia of New Zealand, http://www.TeAra.govt.
nz/en/maori-creation-traditions/page-1
December 2019).

2 Ibid., 1.

39 Pounamu was originally composed for orchestral flute

(accessed 14

accompaniment. Later this was substituted in
performances by the Shakuhachi (traditional Japanese
flute) and also the Koauau (traditional Maori flute). Its
text 1s a whakatauki (proverb), from the Waikato region.

31 Personal communication, November 8, 2003

32 Translation and note from Aroha Yates-Smith on page 2
of the score.

% The Maori instruments are flutes: the kdauau ponga ihu
(nose flute) and the koauau koiwi kuri (bone flute). In

the event that it is sung with the taonga puoro, there
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can be considerable flexibility to allow the weaving
of the soloist(s) and the koauau (specifically, the
improvisational sections for the kdauau ponga ihu with
the alto soloist, and koauau koiwi kuri with the tenor
soloist).

3 Voices New Zealand performed Victoria Kelly's work The
Unusual Silence in Le Quesnoy, France, on the day of
the WWI commemorations on 4 November 2018. The
creation of this work was supported by the WW100
Fund and Creative New Zealand, partnered by the
Auckland War Memorial Museum. The performance
in Irance was supported by the New Zealand-Irance
Friendship Fund and The Lilburn Trust. https://www.
youtube.com/watch?v=rlkdewH lInw

% Ormond Burton, ‘A rich old man’ (unpublished
autobiography), p. 138, in https://nzhistory.govt.nz/
war/first-world-war-overview/introduction. Ormond
Burton was a stretcher-bearer in World War I and a
lifelong peace activist.

%% Vincent O’Sullivan, liner notes Atoll acd617 https://atoll.
co.nz/album/requiem-fallen/retrieved 19 December
2019

37 Thanks are due, here, to Graham Hoffman the General
Manager of the New Zealand Choral Federation (1990-
2000) who introduced us

38 Waerenga-a-Hika was inspired by the siege of Waerenga-a-
Hika pa in 1865 by the Crown. Seventy-one occupants
of the pa were killed and 100 wounded, while the
Crown suffered 11 dead and 20 wounded. Most of the
siege survivors were deported to the Chatham Islands,
where they were held without trial until their escape two
years later. This was originally performed at the 2013
Auckland Festival by the New Zealand Youth Choir and
Voices New Zealand.

39 Stephen Rapana and Christopher Marshall have played a
similar, hugely significant role for Samoan Music.

W Lilburn, 4 Search for Tradition, 56.

Volume 60 Number 8 33



THESE WATERSHED TIMES

Selected composers and examples of their choral compositions

Baldwin, Andrew (1986-) LEvening Service in A (2011), Martha Goose

Bell, Kate (1957-) Te Mea Nui (2010)

Body, Jack (1944-) Carol to St. Stephen (1975), Five Lullabies (1989), Passio (2006), Fibrail (2008)

Buchanan, Dorothy (1945-) The Lord’s My Shepherd (1978), Five Vignettes of Women (1987)

Childs, David (1969-) Salve Regina (1998), O Magnum Mpysterium (1997)

De Castro-Robinson, Eve (1956-)  Chaos of Delight 111 (1998), Hosts (2015), Star of Wonder (2019)

Elmsly, John (1952-) Songs from “The Treehouse” (1992)

Ete, Igelese (1968-) Malaga (2002) Nova Nova (2019)

Farquhar, David (1928-2007) The Islands (1967), Waiata Maor: (1985)

Farr, Gareth (1968-) Tirohia Atu Net (2000), Harakeke (2011)

Fisher, Helen (1942-) Pounamu (1989 rev. 1997), Te Whakaaro Pai ( 1994/7), Tete Kura (2000)

Griffiths, David (1950) Beata Virgo (1974), Lie Deep My Love (1996)

Griffiths, Vernon (1894-1985) Peace and War* (1952) Ode of Thanksgiving (1962), Dominion Songbooks

Harris, Ross (1945-) Requiem for the Fallen (2014) Face ( 2018 )

Hamilton, David (1955-) Missa Pacifica (2005), Rakwra (1993), Lux Aeterna (1979)
The Moon is Silently Singing (1985), Karakia of the Stars (2011)

Holmes, Leonie (1962-) Hodie Christus Natus Est (1989), The Estuary (1993), Through Coiled Stillness (2011).,
This Watershed Time (2018)

Ker, Dorothy (1965-) Close-up of a Daisy (1992)

Lilburn, Douglas (1915-2001) Prodigal Country (1939)

Marshall, Christopher (1956-) Tang: (1999), To The Horizon: Images of New Lealand (1990, rev.1997),
Minoi, Minoi (1984)

Melbourne, Hirini (1949-2003) Tihore mai te rangt (1978)

Mews, Douglas (1918-1993) The May Magnificat (1977) The Lovesong of Rangipour: (1974), Ghosts, Fire, Water (1972),
Pokarekare ana (arr.) (1972) Two New Lealand Folksongs of the Sea (1987)
McLeod, Jenny (1941-) Childhood (1981), He Iwi Kotahi ‘Tatou (1993), The Poet (2007)
Norman, Philip (1953-) Plumsong (2001), Transports of Delight (2009), Pro Patria (2015)
Oswin, Richard (1957-) Sanctus (2002)
Psathas, John (1966-) Baw my Barne (1995)
Puanaki, Richard (1934-) Ka Waiata Ki a Maria (1988)
Rapana, Steven (1984-) Samoa Stlasila (2005), St manu la’itvite (2011)
Rimmer, John (1939-) Visions 1 (1975), Seven Summer Hatku (1970)
Ritchie, Anthony (1960-) As Long as Time (1991), From the Southern Marches (1997), Ahau (2000),
Widow’s Songs (2004), Carving (2009), Olinda (2009), Es ist ein Ros” (2019)
Ritchie, John (1921-) Lord, When the Sense of Thy Sweet Grace (1957)
Wehi, Ngapo (1935-2016) Tete Kura (2000), Warua Tapu (1994), Rua rongo (1979), I te Timatanga (1986)
Wehi, Tuirina (1984-) Aio (2010), Waerenga-a-hika (2018)
Whitehead, Gillian (1941-) Fwe Songs of Hildegard von Bingen (1976), Low Tide Aramoana (1982),
Taiohi taiao (2004)
Wiremu, Robert (1970-) Matariki Waerenga-a-hika Hodze
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MATHIAS
CHORAL MUSIC

St. John's Voices

William

MATHIAS

St John’s Voices
The Gentlemen of St John’s
Graham Walker, Director

William Mathias wrote some of the most imaginative,
communicative, and joyful choral music of the mid to late 20th
century. These qualities are perhaps most clearly represented
in his substantial catalogue of works for choir, notably the
invigorating A Babe is Born and the hauntingly beautiful Ave
verum corpus.

8574162 - 747313416271

GODZIEMBA-TRYTEK
CHORAL WORKS

Polish Radio Choir

SZYMON GODZIEMBA-TRYTEK
CHORAL WORKS'

POLISH RADIO CHOIR

HELENA BREGAR white voice [pux
VACLOVAS AUGUSTINAS conductor -

TTT——

This album is an interesting exemplification of many innovative measures
that Szymon Godziemba Trytek introduces both in terms of integrating and
modernizing numerous compositional techniques, as well as the selection of
sacred texts, adequate to the message of individual pieces. The new album
of the Polish Radio Choir, led by Lithuanian conductor Vaclovas Augustinas, is
dedicated to sacred music, particularly close to the composer.

DUX1565 - 5902547015651

ESENVALDS
THERE WILL COME SOFT RAINS

Pacific Lutheran University Choir of the West

signum

CLASSICS

heran University Choir of the
ichard Nance conductor

This record celebrates the music of Latvian composer Eriks
ESenvalds , one of the most sought after composers of today.
Choir of the West has toured to Europe, Scandinavia, Japan
and China, and has been selected to appear at several regional
and national conferences of the National Association for Music
Education and the American Choral Directors Association.

SIGCD603 - 635212060322

Choir of St. Mary's Cathedral, Edinburgh

KENNETH
LEIGHTON

Released to mark the ninetieth anniversary of the composer's birth, this
programme of Kenneth Leighton’s choral music reflects his outstanding
accomplishments in the genre across his entire composing career: it
includes Leighton's earliest and last pieces for unaccompanied choir,
three Christmas carols, two extended masterpieces, and two works
composed for the Choir of St Mary's Cathedral itself.

DCD34218 - 80191834W2189

AVAILABLE AT: @MUSIC © ArkivMusic
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The Big Sing: New Zealand *
Youth Choral Phenomenon

by Peter Watts

The stage and ground floor of
the Town Hall are packed with
young people in a variety of col-
orful uniforms. The circle is full of
parents and other audience mem-
bers. In the excited moments be-
fore the concert begins, Mexican
waves swirl noisily around the hall.
Fragments of familiar songs can
be heard from different corners of
the auditorium. Suddenly the excit-
ed buzz dies away and a respectful
quiet greets the appearance of the
compere. We are at the final Gala
Concert of The Big Sing 2019 in
Dunedin, New Zealand. Over the
next two hours, twenty-four of New
Zealand’s finest secondary school
choirs present a breathtaking range
of music in an equally breathtaking
range of languages and styles.

The Big Sing is a Kiwi phenome-
non. Almost half of New Zealand’s
secondary schools send choirs to
this annual national choral festival,
and nearly all of the country’s top
singers, solo and choral, from the
past several decades, have emerged
from its crucible. It is the flagship
event of the New Zealand Choral
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Federation, and the generous sup-
port it receives from our national
arts council Creative New Zealand
is testament to its massive success.

My introduction to The Big Sing
began before it even existed. In
1985, I entered my school chapel
choir into the country’s chamber
music competition, which involved
a large number of instrumental en-
sembles and very few choirs. Two
years later, I was engaged to ad-
judicate the choral section of the
competition, and while it was fasci-
nating to traverse the whole coun-
try listening to school choirs, I had
a rather easy time—there was only
one choir for every ten instrumental
groups.

Soon after, the newly formed
New Zealand Choral Federation
took over the choir part of the com-
petition and eventually renamed it
The Big Sing. This heralded a pe-
riod of astounding growth: from
the handful of groups I heard in
1987, to 280 choirs (involving some
10,000 singers) by 2017, and in a
country of just 4.8 million people.
It also brought The Big Sing to in-
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ternational attention and meant
that it could attract a number of
renowned adjudicators, including
Bob Chilcott, Simon Halsey, Ebbe
Munk, and Tim Sharp. Many top
Australian practitioners have also
been judges, and prominent Ade-
laide conductor Carl Crossin com-
mented at one Finale, “If The Big
Sing is anything to go by, New Zea-
land punches far above its weight
internationally. I'm a huge fan!”

I too have had the privilege of
adjudicating both regional festivals
and the

times over the last two decades, and

National Finale several

it has been a great pleasure to watch
The Big Sing’s development. Just as
important as its numerical growth,
the standard of choral singing and
choral direction has also been con-
tinually rising so that today the lev-
el of expertise demonstrated at the
National Finale is of the highest
order.

There have been many refine-
ments and changes to the regu-
lations of The Big Sing over the
years, but the goal of encouraging
choral excellence among young
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people has always been paramount.
These days, choirs compete first at
a regional level, where they sing a
ten-minute program of three piec-
es of their own choice but selected
from three distinct categories. Cat-
egory One recognizes the impor-
tance of performing music from
New Zealand, and here choirs per-
form a NZ art music composition
or folk arrangement, or a piece of
Maori or Pasifika music, often in-
corporating traditional movement.
(Promotion of Maori and Pacific
Island choral music is an import-
ant aim of The Big Sing.) Category
Two covers secular or sacred music
of any period written specifically
for choir, and Category Three is
essentially a “Director’s Choice”
section that encompasses all other
choral music and the first two cat-
egories as well.

If the disadvantage of this simple
system is that it does not give scope
for specialisation—as, say, separate
Renaissance or other historical
categories might—it does encour-
age choirs to examine and try out
a range of genres (healthy from an
educational perspective), as well as
making for clean and transparent
adjudication. Choirs at a regional
level who are not able or willing to
enter all three categories are still en-
couraged to participate and receive
assessment but are not eligible for
the National Finale.

In fact, very few choirs at this
level will make it through to Fina-
le, so there is a strong element of
competition, but one of the most
frequently commented-on features
of The Big Sing is the encourage-
ment choirs offer one another. That
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Wellington East Girls® College Senior Choir in the Wellington Region, The Big Sing

support carries right through to Fi-
nale itself, where choirs frequently
give each other shouts of encour-
agement (usually at appropriate
moments) and standing ovations.
Although the awards are hotly con-
tested, I am always moved by the
camaraderie, enthusiasm, and love
of choral music that is in evidence.

The three days conclude with
a Gala Concert, where each choir
performs one of their competition
picces along with a massed item.
Adjudicators’ comments are giv-
en and awards presented, with the
whole event live-streamed to the
world and recorded for broadcast
by Radio New Zealand. It all ends
with the NZ anthem and, often,
one or more haka performed by
emotional choirs. A student, hav-

ing recently arrived in New Zea-
land, commented in her feedback
report: “Singing the national an-
them at the end with twenty-four
of the top choirs in New Zealand
was magnificent. It felt magical to
be a part of a crowd of people, all
happy and proud of their country.
And as these young people put their
arms around the shoulders of those
around them, I felt so, so connect-
ed. I felt truly part of that gather-
ing. I felt like I belonged in NZ.”
The Big Sing continues to devel-
op. While the relatively small size of
New Zealand enables it to be a tru-
ly national event, and moving the
Finale between main centres each
year allows people from throughout
the country to enjoy this remarkable
display of young choral talent, there
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Christ’s College Chapel Choir in 2008 Finale of The Big Sing

has been a growing feeling that the
level and spirit seen at Finale should
be available to more choirs. Hence,
in 2019 a “second tier” of thirty-six
choirs was invited to participate in
one of three new festivals called
“Cadenza” (the flourish before a fi-
nale!), which were held successfully
in smaller, regional centres around
New Zealand. In many ways, they
mirrored the Finale experience but
also had a more teaching-orient-
ed focus so that choirs could learn
from experts and watch each other
perform.

One of the most rewarding ele-
ments of The Big Sing is its spin-oft
into other areas of New Zealand’s
musical life. The NZCI’s Associa-
tion of Choral Directors has always
offered training in choral direction
but more recently has been able to
target some of this specifically to-
ward conductors taking their choirs
to The Big Sing. A choral compo-
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sition award has been linked to
The Big Sing with a prize offered
by SOUNZ, the Centre for New
Zealand Music. Many members of
school choirs taking part in The Big
Sing audition for the NZ Second-
ary Students Choir and may then
go on to try out for the NZ Youth
Choir. In fact, a significant num-
ber of current directors of The Big
Sing choirs have taken that path
themselves, and their subsequent
experience with top national or city
chamber choirs has informed their
own practice.

The value of choral singing, its
social, academic, and personal im-
pact, has been well researched and
commented on worldwide. A num-
ber of studies in New Zealand also
attest to this fact and to the role
The Big Sing has played in these
areas of our life together. It is con-
firmed by a specific, annual survey
run by one of the event’s funders,

AUCKLAND
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the Ministry of Youth De-
velopment, that quotes a
comment from a school
principal: “Such positive
role-modelling, aimed at
promoting the love and
singing,
embodies for me the es-

enjoyment of

sence of The Big Sing:
the encouragement of
leadership, participation,
collaboration, innovation,
and of course excellence
The
Big Sing is responsible for

in performance.”

much great music mak-
ing, social, and personal
development in Aotearoa
New Zealand. Long may
it continue!

To find out more, visit:
https://www.nzcf.org.nz/ activi-
ties/for-singers/the-big-sing

If you are planning to come to
New Zealand for WSCM2020 in
July, stay for a while and experi-
ence The Big Sing National Finale
in Christchurch August 26-28. Or
find The Big Sing on Facebook and
stay in touch until you can attend
an event: https://www.facebook.

com/thebigsingnz/?fref=ts

Peter Watts is a freelance musi-
cian based in Auckland, New Zea-
land, who has had an extensive ca-
reer working with choirs, teaching
at school and university level, and
performing. In 2005 he was award-
ed Member of the New Zealand
Order of Merit for services to Cho-
ral Music.
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Language Preservation and
Maori: A Musical Perspective

By Robert Wiremu

“Humanity today is facing a
massive extinction: languages
are disappearing at an unprec-
edented pace. And when that
happens, a unique vision of
the world is lost. With every
language that dies we lose an
enormous cultural heritage;
the understanding of how
humans relate to the world
around us; scientific, medical
and botanical knowledge; and
most importantly, we lose the
expression of communities’
humor, love and life. In short,
we lose the testimony of centu-

]

ries of life.

To a young and inexperienced,
the
practice of Maori kai-tito waiata

classically trained musician,

(songwriters) borrowing from west-
ern music seemed illicit, rule-break-
ing, taboo. Appropriation, which
is defined as “the taking or use of
another culture involving a power
differential, in which the powerful
appropriate from the subordinate
people,” is not usually seen in a pos-
itive light; it’s awkward at best and
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at worst can elicit a fierce response.
“Why we
need to pause before claiming
Ash

“The appropriation

However, in her article
cultural  appropriation,”
Sarkar explains:
debate peddles a comforting lie that
there’s such thing as a stable and
authentic connection to culture that
can remain intact after the seismic
interruptions of colonialism and mi-
gration.”

The questions then arise. Can
appropriation be positive? Can the
apparent benefits outweigh the neg-
atives? Western music faces similar
questions. Is it appropriation or ar-
tistic theft? Appropriation or cultur-
al pastiche? Appropriation or valid
arrangement? Appropriation or def-
erential homage? If we extrapolate
from our second quotation at the
start, appropriation is when mem-
bers of a powerful (often first-world)
culture exploit those of a subordi-
nate (often third- or fourth-world)
culture, with negligible benefit to the
latter. According to this definition,
appropriation cannot be commit-
ted by third- or fourth-world parties
against first-world groups, but we

will return to this. In the meantime,
we should look at a highly publicized
example of alleged appropriation,
albeit one that appears to have had
a positive outcome.

Alegal dispute arose over the Ger-
man band Enigma’s use of a song
sample by two aboriginal Taiwan-
ese singers in the band’s (ironically
named) song “Return to Innocence.”
Enigma saw the song reach number
one in four countries and the top ten
in six others. Producer Michael Cre-
tu claimed that he believed the sam-
ple was in the public domain, while
the original singers, Difang and Igay
Duana (Chinese name Kuo), were
initially unaware of this use of their
recording. Enigma denied them any
recompense, forcing them into liti-
gation. Eventually the case was set-
tled out of court for an undisclosed
amount, and all further releases of
the song were credited, with royal-
ties, to the Duanas.

Another example of appropria-
tion, and a very high-profile one in
the New Zealand context, has not
been resolved so cleanly. The All
Blacks, the national rugby team, are
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famous not only for their winning
record but also for the “haka” they
chant before every game. It begins
somewhat ominously with the words
“Ka mate! Ka mate!” (To die! To
die!). It was composed in about 1820
by the great chieftain Te Rauparaha
as part of alonger chant* that makes
the context clearer, but despite its
universal familiarity amongst New
Z.calanders, few would know what it
means or even who wrote it. Worse,
the haka’s popularity has led to
its unsanctioned performance all
around the world, notably by young
expatriates in the UK who use it
during their annual ANZAC (World
War veterans) pub-crawl and by oth-
er international sports teams, often
in parody!

According to the All Blacks web-
site, “Many sports teams and indi-
viduals travelling from New Zealand
overseas tend to have the haka ‘Ka
mate’ as part of their programme.
The sports team that has given the
haka the greatest exposure overseas
has been the All Blacks, who per-
form it before their matches. It has
become a distinctive feature of the
All Blacks.” This may be true, but
it was used by the team for nearly a
century years without the consent of
Te Rauparaha’s Ngati Toa tribe who
owned it or, more correctly, were its
guardians. The All Blacks first per-
formance of the chant was before a
match against Scotland in 1903, but
it was not until the mid-2000s that
Ngati Toa reached out and offered a
formal arrangement between them-
selves and New Zealand Rugby. In-
cidentally, the first attempt by Ngati
Toa to trademark “Ka mate” was
refused in 1988, and the Intellectual
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Property Office has since declined
every application. Ngati Toa says
their aim 1s acknowledgement, not
restriction or commercial gain. This
is appropriation writ large with text,
meaning authorship, “ownership,”
and cultural significance all neglect-
ed or deliberately ignored. Some
Maori composers have contributed
to the preservation of their language
by means of reverse appropriation
through the adaptation of Western
melodies to new Maori texts.

An Endangered Language

The Maori language (known in
New Zealand as “te reo Maori” or
just “te reo”) has had a problemat-
ic history since colonization. Lan-
guage transmits knowledge, history,
and culture. Loss of language means
loss of all these.® This is particularly
true of cultures that are orally trans-
mitted and have no written record.
Maori knowledge, history, and cul-
ture were all transmitted orally; they
were not recorded in writing until
the late 1700s. Maori language pres-
ervation is crucial in preserving all
three of these human constructions,
and music— globally and locally—is
one of the most important vehicles
for their preservation.

The Endangered Languages Proj-
ect (ELP) defines the Maori language
as endangered.” Statistics from the
2013 New Zealand Census show
that most fluent Maori-speakers
are sixty-five or older. Of 600,000
people who identify as Maori, just
127,000 speak te reo either as their
first or second language. For the next
fifteen years or so, the statistics offer
worsening projections. However, the

ELP also identifies a shift from a fo-
cus just on church and marae (the tra-
ditional meeting place for a tribe or
extended family) for language pres-
ervation to educational facilities, and
projections of decline are in stark
contrast to a swing toward revitaliza-
tion in recent times. Adult learning
classes for Pakeha (European New
Zealanders) and Maori have wait-
ing lists for te reo courses,® and news
announcers on radio and television
use Maori greetings regularly. Un-
fortunately, the census will no longer
monitor Maori language proficiency
indicators.

As the
mid-twentieth

the
century  brought

urbanization of

many more Maori and Pakeha into
close proximity, the speaking of te
reo was often discouraged. Policies
to prevent its use in schools were
implemented, and corporal punish-
ment against children who spoke it
(even in the playground) was widely
administered. Maori themselves be-
gan to question the relevance of te
reo in a Pakeha-dominated world;
some Maori leaders even advocat-
ed for the full adoption of western
culture and the English language at
the expense of their own. By 1980,
fluency in their own language, and
the sense of pride that would have
accompanied it, had been denied to
entire generations of Maori people.’

In 1982, Kohanga Reo (language
nests) were introduced, with the pur-
pose of immersing infants in te reo
prior to attending primary school.
Kura Kaupapa Maori (language
immersion schools that included sec-
ondary school programs) appeared
in 1989. This has provided a full
schooling plan for linguistic and cul-
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tural continuity and has brought a
decided improvement in attitudes to
te reo, certainly among Maori and
to an extent in the wider community.
(These initiatives are in stark con-
trast to the native schools of the ear-
ly twentieth century, which can be
regarded as assimilation institutions,
even though they were considered
unduly important by native commu-
nities; often the school principal was
the most politically powerful person
in such places.)

While Pakeha acceptance of te
reo has warmed noticeably, there
are still areas in which the European
majority is tone-deaf. Many places
in New Zealand have retained their
traditional Maori names, while other
names have been lost or memorial-
ized only in historical records. How-
ever, the names that continue to exist
are very often subject to unintention-
al or deliberate mispronunciation
by non-speakers, which can render
them unrecognizable to those who
speak the language. Despite the sta-
tus of te reo as one of the two official
spoken languages of New Zealand, it
is incomprehensible to many Maori
that its pronunciation is problematic
for most New Zealanders, especially
since it was first transcribed phonet-
ically by English speakers and is en-
tirely consistent in the pronunciation
of its vowels and consonants.

Early attempts at transcribing the
Maorilanguage date back to Captain
James Cook’s journals of 1769, but
it wasn’t until 1815 that missionary
Thomas Kendall, with the support
of chiefs Hongi Hika and Titore,
made efforts to discern a vocabulary
and grammar. However, it was the
work of another missionary, Rever-
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end William Williams, that gained
primacy with his Maori Dictionary
of 1844." Williams’s volume was an
impressive achievement for its time,
but it is remarkable that it took 150
years (during which time scholar-
ship had, of course, advanced con-
siderably) for the first such work by
Maori scholars to appear: the 1993
English-Maor: Dictionary by H. M.
Hgata and his son, Whai.

AUCKLAND

NEW ZEALAND

The simplest defence of reverse
appropriation as a method of lan-
guage preservation is survival. Te
reo Maori is not likely to be adopt-
ed globally, or even nationally, and
will therefore remain a marginal
language. With 417 languages on
the verge of extinction (according
to UNESCO?s Atlas of Languages in
Danger of Disappearing), the suprem-
acy of the major languages (Man-

Glossary of Maori Terms

Maorz: Ordinary, normal, plain, usual, common, natural, indigenous

Kai-tito waiata: Composer

-“kai” as a prefix indicates the person doing an action

- “tito” 1s to create, fabricate, and compose

- “waiata” can be used as a verb and/or as a noun for “singing”

or “song”

Marae: the traditional communal space of the family/subtribe/tribe

with buildings for meeting, eating and cooking, food storage, and

sleeping

Kohanga reo: Language nest, pre-school level

FKohanga: nest

Reo: language

Kura Kaupapa Maori: Maori Immersion School

- “Kura” is a transliteration of the English “school”

- “Kaupapa” is agenda, topic, policy

- “Maori” is indigenous

Haka: posture dance

Ngate Maniapoto: a tribe in the Tainui Confederation of Tribes in the
western central region of the North Island

Waikato: a western central region of the North Island
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darin, English, Hindi, Spanish, and
Arabic) increases. The predicament
of te reo 1s unsurprising: language
and culture are organic, the Maori
language is not useful economically,
and there are too few Maori to have
a significant effect on global markers
of success. Consequent rejection of
the language by Maori themselves
because of its perceived lack of rele-
vance is virtually its death knell.
Perhaps the greatest boost to the
health of te reo Maori, at least with-
in the wider New Zealand setting,
came from an unexpected source.
New Zealand has two national an-
“God Queen,”
which is shared throughout the
British Commonwealth, and “God
Defend New Zealand.” The latter
anthem, the only one still regularly

thems: save the

performed, is very much of colonial
origin—it came from a poem by Irish
immigrant Thomas Bracken, with a
hymn-like tune later composed for
it by Australian-born John Joseph
Woods.
Maori was done by English-born

Even 1its translation into

Thomas Henry Smith, a judge in the
Native Land Court.

For most of its life, “God Defend
New Zealand” was sung only in En-
glish, with the Maori verse (not a
direct translation) occasionally ap-
pended. Perhaps the first time this
was reversed in public was when the
NZ National Youth Choir performed
the anthem with its Maori verse first
at their 1982 recital in London’s
Wembley Concert Hall with Kiri Te
Kanawa. For reasons no doubt fa-
miliar to choral readers, this was not
widely publicised. Seventeen years
later, before an All Blacks match
at Twickenham (also in London),
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Maori pop singer Hinewehi Mohi
also swapped the verse order. The
reaction was immediate and intense.
Debate raged in the community and
the media; Mohi was targeted as a
troublemaker and subjected to bully-
ing and threats of physical violence.
Eventually the furore died down,
and today Hinewehi Mohi’s version
has become the norm."!

While this may not quite be an ex-
ample of reverse appropriation, it is
clear evidence of how a tune import-
ant to the colonial majority can be
used as a vehicle to popularise, and
perhaps help preserve, the indigenous
language. Recently, the twentieth an-
niversary of that controversial event
was celebrated with the release of an
album of New Zealand pop classics
performed in the Maori language by
the original bands and singers, some
of whom are not Maori and do not
speak te reo. New Zealand seemed to
have healed that 1999 wound and in-
deed transformed it into something
positive. Most Kiwis now sing the
first verse of the anthem with gusto,
and all under the age of about forty
know it by heart.

In Maori traditional thinking, one
belongs to one’s creative work as
much as the creative work belongs
to its creator; it is like belonging to
a place as opposed to owning it. In
cases where the individual creator
is anonymous or where the creative
work has been made corporately, at-
tribution is assigned to the collective.
Creativity of all sorts is considered
sacred (or “tapu,” from which we get
the English word taboo). Creativity is
rooted in the “divinity” of the per-
son and is therefore considered a de-
ified product. This can include artis-

tic products such as poetry, painting,
and carving, and the act of perform-
Ing, as in singing, playing instru-
ments, and dancing. It also includes
the preparation and sharing of food.
What may be strange to non-Maori
is that this concept of divinity can
also extend to children as the most
sacred creative product of all. Such
products and activities elevate the
mana (dignity) of the producer/per-
former and the recipient/audience,
through sharing and inspiration.
Creativity 1s a corporate concept.

This might be seen as “having it
both ways”: that members of a third-
world culture or colonized people
object to having their culture misap-
propriated and yet are prepared to
justify their own borrowings on the
grounds that art is communal prop-
erty. We can, however, return here to
our original definition of appropria-
tion, which presupposes that any act
of appropriation must happen with-
in the context of a power imbalance.
The use of the term reverse appro-
priation would, therefore, imply that
it confers some benefit on the less
powerful party. Such a context out-
come might generally be perceived
as positive, even in the first world,
given that it is more likely to promote
greater third/fourth-world self-de-
termination, monetisation, creative
ownership, cultural expansion, and
potential for collaboration.

A practice that certainly could
be termed reverse appropriation is
the way Maori composers have con-
tributed to the preservation of their
language through the adaptation
of Western popular songs to new-
ly composed Maori texts. Bradford
Haami defines this process in his
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book Ka mau te wehi: Taking haka to
the world: “The art of adaptation by
kai-tito waiata [composers] was the
skill of knowing how to fit an old
song or tune to new settings to im-
press an audience; there was no such
thing as copyright. Paraire Tomoana,
Kingi Tahiwi, Tuini Ngawai, Ngoi
Pewhairangi, Tommy Taurima, Bill
Kerekere, and various known and
unknown collectives adapted foreign
songs and tunes from their era, ei-
ther translating them into Maori or
rewriting the words to create new
songs which would appeal to the
people.”!?

Compositions

“Swiss  Cradle
(published in Australia by

Clement Scott’s
Song”
W.H. Paling'’ in 1913) was originally
written as a piano solo. It became a
song with words, called “Po atarau,”
when the boys of Te Aute College in
New Zealand’s Hawkes Bay sang it
as a farewell to fellow students and
graduates departing for war in 1914
and 1915, although the source of the
Maori lyrics has been lost. Original-
ly a cradle song in 4/4, it was trans-
formed into a sad waltz in 3/4 and
was given an English translation by
Maewa Kaihau, who also altered
the tune slightly and added another
Maori version. Because of its global
success following the release of re-
cordings by Gracie Fields, Bing Cros-
by and many others in its best-known
version, “Now is the hour (when we
must say goodbye),” “Po atarau” has
enjoyed consistent popularity, partic-
ularly among New Zealanders. It is
worth remembering, however, that
its complex history includes the fact
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that it was reverse-appropriated but
also that it alluded to the sacrifice of
many Maori for a distant war in a
place that had no cultural historical
significance for them.

Another song in similar vein,
though with a less involved backsto-
ry, 13 “Arohaina mai” (“Show com-
passion”). In 1940, composer Tuini
Ngawai was asked by the prominent
New Zealand statesman Sir Apirana
Ngata to write a song for families to
sing at the dock as more young men
sailed off to yet another European
war. As its tune, she chose George
Gershwin’s “Love Walked In” from
The Goldwyn Follies for its familiari-
ty, immediate appeal, and aptness
of mood. Gershwin’s original was
about driving away shadows and
unspoken love; the lyrics here asked
for a blessing of protection over the
young soldiers. The song became the
unofficial anthem of the country’s
28th (Maori) Battalion and remains
popular today.

In her “E te hokowhitu a Tu,” Tu-
ini Ngawai adapted not a film song
this time but a chart-topper, Glenn
Miller’s “In the mood” of 1940. This
song exhorts the young men to brav-
ery when fighting for God, King,
and Country in a war that, again,
may have seemed unconnected to
them. The main section glorifies the
140-strong troupe of the War God,
Tu, and tells them that success relies
heavily on their ability to stay united.
An additional verse commemorates
the fallen hero Moana-nui-a-Kiwa
Ngarimu, whose posthumous award
of the highest military honor, the
Victoria Cross, gave great pride to
all Maori and provided a model of
citizenship to other Maori men. On

AUCKLAND

uuuuuuuuuu

the other hand, “hokowhitu” (the
number 140 in the song) is a relic
of a now archaic numbering system
based on 20. (Hoko means “a score”
or 20, and “whitu” 7, so “hokow-
hitu” is 20x7.) The dominance of the
Western decimal system would have
subsumed this pre-colonial form had
it not been for songs like this.

Conclusion

The more examples we study of
such borrowings, the more it be-
comes clear that there was never
an intention to offend the original
composer or to consider them a
quid pro quo in retaliation for colo-
nization. But whatever a particular
writer’s motives were at the time of
composition, the results have been
mostly positive: the preservation of
certain language patterns and words,
the retention of significant histori-
cal and institutional knowledge, the
promotion of te reo within the wider
community. We will never know how
much of the language had already
been lost and of the knowledge, his-
tory, and culture that went along with
it, but songs undoubtedly helped halt
the slide.

Kai-tito waiata like Ngawai,
Tahiwi
others used familiar pop songs as

Pe-
whairangi, Taurima, and
hooks and film soundtracks to appeal
to younger Maori to keep their per-
formance groups going. They used
the most readily available and plen-
tiful resources, “western” songs—the
music that just happened to be pop-
ular in an increasingly marginalized
minority. Maori culture had been
systematically isolated, the language
was stagnating, and pride in being
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Maori was waning in the face of ag-
gressive modernisation. All these had
to evolve to survive. To date, music
has played its part.

Robert Wiremu is a professional
teaching fellow at the University of
Auckland and highly regarded New
Zealand composer. He studied at
Victoria University, the University
of Auckland, and Queensland Con-
servatory of Music.

Video Resources

gf1001 (June 19, 2010) Gracie
Fields Now Is The Hour 1947 (The
[video file]. Retrieved
https://www.youtube.com/

Original)
from
watch?v=jeVIlapgTOw

Howard Morrison Quartet — Topic
(September 26, 2017) Po Atarau -
Now Is The Hour [video file]. Re-
trieved from https://www.youtube.
com/watch?v=gzQgyBzNi6E

Members of the 28 Maiori Battal-
ion—Topic (March 17, 2015) Aro-
haina Mai [video file]. Retrieved
from  https://www.youtube.com/

watch?v=CCaUpdp2w8Q)

GoldenAgeMovies (May 7, 2011)
Kenny Baker sings Love walked in
(1938) [video file]. Retrieved https://
www.youtube.com/watch?v=7W-

kbul2-cU

Howard Morrison Quartet — Top-
ic (September 26, 2017) E Te Ho-
kowhitu [video file]> Retrieved
from  https://www.youtube.com/
watch?v=XMIknVHerm3
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Opmur Beaues (July 5, 2014) The
Glenn Miller Orchestra -- (1941) In
the Mood [High Quality Enhanced
Sound] file]. Retrieved
from  https://www.youtube.com/
watch?v=6vOUYry_5Nw

[video

Ridpath, Ian (Feb 23, 2019) Wow!!!
te reo Maori rendition of Bohemi-
an Rhapsody [video file]. Retrieved

from  https://www.youtube.com/
watch?v=mKCrrTuYnmU
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Te Matatini:
The Many Faces of Kapa Haka

by Keriata Royal-Taeao

Kapa Haka is the term used for
It literal-
ly means to form a line (kapa) and

Maori performing arts.

dance (haka), and involves a power-
ful, emotional combination of song,
dance, and chanting. The Te Mata-
tini Festival, held every two years, is
essentially the Olympics of Kapa
Haka, a gathering of the sharpest
exponents of the art form from New
Zealand and Australia, who battle
over four days to be crowned Toa
Whakaithuwaka, Te Matatini cham-
pions.

This title
since the festival’s inception in 1972.

has been contested

What began as the Polynesian Fes-
tival at Whakarewarewa in the fa-
mous geothermal town of Rotorua
has grown and changed over near-
ly fifty years, pushing boundaries in
every way—technically, artistically,
musically, and physically. In 2004 a
new name was given to the festival:
Te Matatini,
faces.”

meaning “the many
It refers to the way in which
Kapa Haka touches the vast and
diverse multitudes—performers, tu-
contributors, and

tors, supporters,

audience members alike—attracting
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Nga Tumanako_from ‘I amaki-Makaurau, reigning champions.

many faces to this display of Maori
culture. The heart of Te Matati-
ni’s audience, though, lies with the
whanau (families) from all over the
country who attend expectantly in
their thousands, eager to watch their
favourite groups for days on end, in
sunshine, rain, and hail. These at-
tendees share a real sense of engage-
ment with, and pride in, their Maori
identity and language. It is also a

source of pride to be selected to host
Te Matatini, as well as a serious chal-
lenge. The festival is held each time
in a different region of New Zealand
and hosted by the local iwi (tribe/s),
whose task is to cater for upwards of
forty thousand visitors!

The 2019 festival took place in
the capital, Wellington, on the larg-
est platform the festival had yet seen.
Aptly themed Te Matatini ki te Ao
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(“Te Matatini to the World”), it en-
capsulated the festival’s aspirations
for a larger scope and more interna-
tional reach. Forty-six teams, each
with forty onstage performers, took
part in vigorous competition. They
had already competed at one of
thirteen regions throughout New
Zealand and Australia and prevailed
from among a total pool of 163
teams to move through to the four-
day Te Matatini Iestival itself. The
first three of those days consisted of
performances in three competitive
pools. Only the top three groups in
each pool (nine in total) qualified to
compete on the finals day, Te Matan-
girua.

Six compulsory disciplines make
up a performance bracket and each
group is given twenty-five minutes to
perform. If a group chooses to per-
form an optional seventh discipline,
the waiata tira (a group song), they
are given an additional four minutes.
The items comprising a bracket are:

* Waiata tira: This choral-like piece
1s either newly composed or uses
the tune of a pre-existing song and
is sung with guitar accompaniment
or a cappella. Its main purpose is to
warm up the group’s voices.

* Whakaeke: If no waiata tira is
sung, this 1s where the group takes
the stage for the first time. The wha-
kaeke can consist of waiata (singing),
haka, movement—which includes
the use of traditional weaponry—
and instruments. It is like a haka
pohiri, the traditional welcome cer-
emony, where the visiting party in-
troduces itself’ and tells the audience
of its connection with the host peo-
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Te Whanau @ Apanui_from Mataatua, third place in 2019.

ple through pakiwaitara (stories) and
whakapapa (genealogy).

» Moteatea: This is perhaps the most
traditional item in Kapa Haka and
follows a centuries-old tradition of
chanted song-poetry. It is unlike
other waiata in that the tune does
not adopt Western approaches to
melody and harmony. Moteatea are
monophonic and have a more rhyth-
mic sense to the way in which the
kupu (words) are voiced.

* Waiata-a-ringa: This action song
is embellished with use of the wiri,
a quivering of the hands that is an
integral part of Maori movement.
Lyrics were traditionally chanted but
have over the years transformed into
a song incorporating melody and
harmony.

* Poi: Another form of action song,
typically  lighthearted,
the poi, a small ball on the end of

employs

a string. Poi are for the most part

swung by women and depict the
movement of elements of the envi-
ronment such as water, small birds,
and insects.

* Haka: This well-known, powerful
chant can be performed by both
men and women and is usually ac-
companied by strong body move-
ment. At Te Matatini, the men take
the lead, with their legs apart and
firmly grounded. Groups often use
the haka to speak (chant) about cur-
rent topics of importance.

* Whakawatea: This is the exit song,
or finale, and comprises a number of
elements intended to make a lasting
impression on the audience.

The success of the 2019 win-
ners, Nga Tumanako, represented
the epitome of hard work and com-
mitment to Kapa Haka over many
years. Hailing from West Auckland,
Nga Tumanako had never placed in
the top three prior to this year. Many
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members of the group had practiced
Kapa Haka from school age, having
attended the local kura (Maori-lan-
guage immersion school), and from
there carried the experience into
adulthood. They are now winners
on the most competitive Kapa Haka
stage in the world.

Although the biennial festival
is the primary event on the Kapa
Haka calendar, Te Matatini also has
an ambitious, longer-term plan to
contribute to positive social change
in New Zealand. It has already in-
vested heavily in programs that fos-
ter youth leadership to ensure the
continuation and growth of Kapa
Haka, understanding that the art
form has a crucial role in developing
cultural identity and pride. Promot-
ing the language is also a key aim:

all Kapa Haka is performed in te
reo Maori (one of NZ’s three official
languages, the others being English
and NZ Sign Language), while com-
peres and broadcasters speak around
90 percent in te reo, and audience
members are encouraged to use te
reo wherever possible. The results
of a research project commissioned
to assess the social, economic, and
cultural impact Kapa Haka has on
society will be available in the com-
ing year.

Te Matatini 2019 set a new bar
for the exposure of Kapa Haka and
for the event’s own growing status as
a world-class festival. International
media were in attendance, and an
audience of 1.1 million watched on
television or via live-stream. “We all
know this is New Zealand’s premier
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Maori event,” says Te Matatini’s
Chief Executive, Carl Ross, pointing
to a recent scoping project for NZ’s
Ministry for Culture and Heritage
that highlichted Kapa Haka’s “sig-
nificant contribution to New Zea-
land’s national identity and how we
are represented and viewed interna-
tionally.” Ross notes that Kapa Haka
is routinely used by government de-
partments and private enterprise
when engaging with their overseas
counterparts. “Kapa Haka is one of
this country’s points of difference. It
is unique in the world.”

Keriata Royal-Taeao, Kaitatari
Kaupapa/Business  Advisor, Te
Matatini Iwi (Tribes): Waikato, Nga-
ti Raukawa, Marutaahu, Ngapuhi

Call for Submissions: New ACDA Book and Music Series

The Studies in Choral Music Series helps serve ACDA purposes in fostering and promoting research and

pedagogy of choral music. We invite books from musicological, philosophical, pedagogical, and other disci-

plinary perspectives related to choral music. We especially encourage proposals that may be supplemented

by octavo editions in the companion Historical Works Series.

The Historical Works Series helps serve ACDA purposes in fostering and promoting high quality choral

music informed by significant research. We invite submissions of edited choral works previously unavailable

in modern editions or new editions of works already in print.

Submissions are peer-reviewed by a committee of choral scholars. Accepted proposals will be published

through a partnership with Hinshaw Music. Questions and submissions may be directed to Alan Gumm

(gummlaj@cmich.edu), the Research and Publications Standing Committee liaison to the series.

Book submission guidelines are available at https://acda.org/StudiesInChoralMusicSeries

Music submission guidelines are available at https://acda.org/Historical WorksSeries
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ACDA 2021

March 17-20 Dallas, Texas

Featured Choirs! Honor Choirs! Pre-Conference
Dallas Symphony Orchestra and Chorus  Children "Welcome to Da”as "
Entre Voces, Coro Nacional de Cuba Fernando Malvar-Ruiz Event
GALA Collaboration Concert HS/SATB The Dallas Chamber Choir
Our Song: The Atlanta Gay and Maria Guinand Turtle Creek Chorale

Lesbian Choir (SATB)
Austin Gay Men'’s Chorus (TTBB)
San Diego Women's Chorus (SSAA)

Tenebrae

MS/JH SATB St. John's Baptist Church
Andrea Ramsey

Multicultural HS/Collegiate Great Venues!

Texas All State Mixed Chorus SSAA First United Methodist Church
Texas Collegiate combined Choirs Eugene Rogers Moody Performance Hall
with Simon Halsey Pearl Shangkuan Morton H. Meyerson
Symphony Center
The World Youth Choir . ymphony
Voctave Conference Hote’s Winspear Opera House
And More... Sheraton Dallas Hotel

Hotel Fairmont Dallas




Q\S\TY IN 4 Audition Guidelines
AQ’ ({S‘ for Performance at National Conferences
Q\ /O 2021 ACDA National Conference
Dallas, Texas
ACDA 2021 March 17-20, 2021

March 17-20 Dallas, Texas

‘&6 2 Invitations to choirs for ACDA National Conference performances are based
.0
) & solely on the quality of musical performances as demonstrated in audition
7, A . o e
¥+ Culturals©® recordings (uploaded mp3 submissions).

I. Preparation of MP3 Files

ACDA will consider only mp3 files prepared in compliance with specifications listed below and accompanied by
requested materials in pdf form:

1. Proposed repertoire for the 2021 conference; 2. Scanned copies of three representative programs sung by the
auditioning group, one each from 2019-20, 2018-19, and 2017-2018. (For further information, see Section V.
below.)

The uploaded mp3 files should contain only complete pieces. If' a longer work is excerpted, several minutes should
be included on the file, and the repertoire from all three years’ examples should be essentially the same kind as that
proposed for the conference performance.

II. Audition Procedures

All mp3, pdf, and choir/conductor information will be submitted and uploaded through the link provided at www.
acda.org no later than April 15, 2020. Upon receipt, a National Office staft member will assign each submission a
number to assure confidentiality until after the National Audition Committee has completed its consideration. At
no time will the choir/conductor identity be known to any of the audition committee members.

Submissions must fit into the following Repertoire & Resource committee areas as clarified below:

 Children’s and Community Youth

1. Children’s choirs are defined as unchanged voices and may include school choirs, auditioned community choirs,
boychoirs, and church choirs.

2. Community Youth choirs are defined as community groups including singers ages 12-18, pre-college level, and
may include (a) treble voicing, ( b) mixed voicing (including changed voices); (c) T/B or TTBB voices. Note:
School ensembles need to submit in the Junior High/Middle School or High School categories.

¢ Junior High/Middle School

* Senior High School

* Male Choirs/ TTBB/Lower Voice

* Women’s Choirs/SSAA/Treble

* Two-year College: community college (2-year schools)

* College and University (4 or 4+ year schools)
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Audition Guidelines for Performance at National Conferences continued

* Vocal Jazz
* Show Choir (Show Choirs will need to submit both audio and video uploads.)

* Community Choirs: ages 18 and up, adult mixed groups or single gender choirs, in either category: (a) volunteer
amateur groups with a maximum of one paid leader per section, or (b) semi-professional or professional ensem-
bles with paid members.

*  Music in Worship: ages 18 and up adult choirs (treble, mixed or TB/TTBB/Lower Voice) including gospel
choirs, even those sponsored by a community or school organization. (Note: children’s and youth church choirs
can enter in the children’s choir and youth categories).

* Ethnic and Multi-cultural Perspectives: groups that represent various ethnic backgrounds (excluding gospel choirs
that will be considered under Music in Worship).

III. Screening Process

(Note: All auditions will be handled via the ACDA online system to ensure a fair and unbiased review of all
submissions.)

There are two levels of screening: 1. an initial or first screening level at which finalists will be selected; and 2. a final
screening level at which only those recommended from the first screening will be considered. Each choir will be re-
quested to include a brief description of the group which may include context for the ensemble (school/community,
auditioned/unauditioned, etc., mission statement (if applicable) and demographics). However, it should be noted
that all auditions are “blind,” that is, without specific knowledge of the identity of the choir or conductor.

For Level 1, in consultation with the National R&R Chair, national chairs for each R&R area will appoint two addi-
tional people, representing different divisions, to screen the category. We recommend that auditors be chosen from
among conductors who have performed at divisional or national conferences. The online submisions process auto-
matically tabulates responses from listeners in the respective committees and generates a list indicating the collective
top ten submissions in ranked order, plus five alternates for the National Audition Committee. In any area where
there are fewer than 10 auditions, the National Committee (Level 2) will hear all submissions.

For Level 2, National Audition Committee members will hear only the top 10 in each category, unless fewer than
ten are submitted in that area, as mentioned above. Score results are submitted to the National Audition Commit-
tee Chair and the National Conference Chair, who together with the Conference Steering Committee, will decide
which eligible groups to invite, in consideration of planning the most effective conference. Every effort will be made
to represent a broad range of excellent performing groups, and there is no quota in any area. Audition committee
members will not know the identity of groups until AFTER final decisions are made so as to maintain the integrity
of the blind audition process.

National Audition Committee members will be selected from the following:
* Division Presidents, past-presidents and/or past divisional and national officers

» National and/or division Repertoire & Resource Chairs in the area of audition
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Audition Guidelines for Performance at National Conferences continued

* Outstanding choral directors of groups in the Repertoire and Resource areas being auditioned that performed
at previous national conferences

No person submitting audition materials for the forthcoming conference may serve on either the first screening or
final audition committee.

The ACDA National Performing Choirs Chair will notify all choirs of their audition results no later than June 15,
2020.

IV. Eligibility

Conductors must be current members of ACDA and must have been employed in the same position with the
same organization since the fall of 2017. No choral ensemble or conductor may appear on successive national
conferences. It is understood that ACDA will not assume financial responsibility for travel, food, or lodging for
performance groups. This application implies that the submitted ensemble is prepared to travel and perform at the
conference if accepted.

Co-conductors for a particular ensemble may submit an application for performance together if the following con-
ditions apply: a) Both conductors are members of ACDA and have been conductors of the ensemble for at least
three years. b) Both conductors share an equal or similar role as the shaper of the ensemble, and ¢) Recordings are
equally representative of both conductors’ work with the ensemble.

There will be one application on which both conductors will provide their complete information. Each conductor
must submit recordings and programs from the previous three successive years that represent their own performance
with the ensemble. Programs must clearly show that co-conductors have an equal or similar role in performance
with the specific ensemble. The complete submission (6 selections) will be assessed as one performance application.

V. Items Required for Application Submission:
1. Director’s name, home address, phone, e-mail address, ACDA member number and expiration date.

2. Name of institution, address, name of choir, number of singers, voicing, and age level (See Section II above for
clarification regarding Repertoire & Resources area clarification of choir categories.)

3. PDF #1 — Proposed Program for Performance at the national conference. Please include title, composer, and
approximate performance time in minutes and seconds. The total program time may not exceed 25 minutes
including entrance, exit, and applause. The use of photocopies or duplicated music at ACDA conferences is
strictly prohibited. Accompaniment in the forms of mp3/tape/CD may not be used on the audition recordings
or on ACDA conference programs. ACDA encourages conductors to program a variety of styles from various
eras unless proposing a concert by a single composer or genre. Only one manuscript (unpublished) piece may be
included.

4. PDY #2, #3, #4 — Programs — Applicants must upload one scanned program page as proof of conducting and

programming for each year represented on the recordings, i.e. from 2017-2018; 2018-2019; and 2019-2020. See
item IV above regarding co-conductors, if’ applicable.
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Audition Guidelines for Performance at National Conferences continued
5. PDF #)5 Title, Composer, Recording location (live, studio, rehearsal).
6. Non-refundable application fee of $50 submitted by credit card only.

7. Conductor and choir bios (125 words each) will need to be uploaded at the time of application. You will also be
asked to upload a conductor photo (must be 300 dpi minimum). Choir photos can be submitted at a later time.

8. Recordings in mp3 format based on the following specifications:

The total length of the three audition uploads should be 10 to 15 minutes, one selection each from 2017-2018; 2018-
2019; and 2019-2020. The first upload mp3 must be from the current year, 2019-2020; the second upload mp3
from 2018-2019, and the third upload mp3 from 2017-2018.

All materials must be submitted in full no later than April 15, 2020 via www.acda.org. An incomplete up-
load of all audition materials will not be considered.

VI. Schedule of Dates

Auditions open February 1, 2020. Application available online at www.acda.org.

By April 15, 2020. Audition application, uploads, and payment completed by 11:59 pm CST

By June 15, 2020. National auditions completed

By June 15, 2020. Applicants notified of audition results

VII. Conference Application Statement

In 2017 California instituted a state law banning the use of taxpayer funds to support travel to certain states which,
according to the bill, “authorizes discrimination based on sexual orientation, gender identity, and gender expression, or (2) vouds or
repeals existing state or local protections against such discrimination.” This ban applies to our 2021 national conference state,
Texas.

In light of these circumstances, we will work directly with any choir which is

1) Funded by the state of California and

2) Ultimately invited to perform at the conference

to make such an appearance possible by leveraging the national connections of the ACDA.
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<‘)\S\‘YY IN 1 Call For Interest Session Proposals
\AQ’ 0\9 2021 ACDA National Conference
Q 5 e Dallas, Texas

March 17-20, 2021

ACDA
March 17-20 Dallas, Texas . . . . .
T & We’re looking for your best interest session ideas for ACDAs 2021 National Conference to
K3 o help America’s conductors reach their full potential, be challenged and inspired, and advance
& p p 5 g P )

OG/ I
Cul \ . . o . .
v their art. We encourage sessions of all shapes and sizes that address the diversity of our mem-

bership and that actively engage participation.

In 2019, approximately 28% of Kansas City conference attendees were student members of ACDA, with choral
professionals representing all areas of education and performance making up the remainder. Meeting attendees are
looking for high-level content that opens their minds to new possibilities for how they grow in their profession and how
they connect back to the field.

All topics will receive consideration and will be evaluated for scholarly content, variety, innovation, value, pedagogical
strength, and relativity to current trends in the choral profession. We encourage submissions from ACDA members with
a wide variety of experience. The 2021 conference theme is Diwversity in Music—LEducational, Cultural, Generational. Please
note that all varieties of session topics related to the choral music experience are welcomed.

Registration And Travel Info: It is understood that ACDA will not assume financial responsibility for travel, food, or
lodging for presenters or interest session/panel participants. This online application implies that the above-mentioned
presenter(s) is/are prepared to travel and perform at the conference if accepted.

Session Presenter Expectations: Presenters must be current members of ACDA willing to grant ACDA rights to
record their presentation, and allow ACDA to use such recordings to advance the mission of ACDA. Please note that all
accepted presenters are expected to meet ALL posted dates and deadlines. We reserve the right to make adjustments to
any session that does not meet deadlines.

Demonstration Choirs: Normally, demonstration choirs are chosen from the choirs that audition for conference per-
formance based on the ranking of auditioning choirs and assigned an interest session if’' a demonstration choir is needed
and the choir has indicated an interest in performing as a demonstration choir.

If an interest session presenter prefers to use a particular demonstration choir, this must be stated in the interest
session application and a recording of the choir must ALSO be submitted with the interest session ap-
plication. The submitted recording should demonstrate that the choir will meet the needs of the session and enhance
the presentation. There would be no application fee for demonstration choirs submitted through the interest session
application. These applications will be vetted by the Conference Steering Committee and/or Interest Session sub-com-
mittee.

Selection Process: Submit interest session description along with headshots and bios for all presenters and panelists
by March 31, 2020 through the online application at acda.org.

Once the application is submitted, you will receive an automatic confirmation number. Keep this confirmation in your
files. Each submission will be reviewed by ACDA national Repertoire and Resource chairs and by the Conference Steer-
ing Committee. Applicants are limited to three R&R categories that best represent the topic/submission. You will be
notified in July 2020 of the status of your submission.

Important! We suggest that you first develop your submission proposal in Word to save your work and then copy and
paste the information into the appropriate sections in the online application. The online application does not have spell
check so editing your information in advance and then copying and pasting will ensure greater accuracy. Word count is
no more than 100 words. Please submit no more than two proposals.

Equipment: Wifi will not be provided. Please see online application for Equipment.

Application may be submitted online at acda.org beginning February 1, 2020. Deadline: March 31, 2020 11:59 pm GST
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FERNANDO
MALVAR-RUIZ

Children's
Honor Choir

Grades 5-9

ANDREA
RAMSEY

MS/JH SATB
Honor Choir

Grades 7-9

ACDA NATIONAL

Auditions Accepted

September 1- 30, 2020

GUINAND

HS SATB
Honor Choir

Grades 10-12

PEARL SHANGKUAN &
EUGENE ROGERS

SSAA Multicultural
Honor Choir

Grades 10-12/Collegiate

Audition instructions available at acda.org/honorchoirs onJune 1st, 2020
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EDWIN R. FISSINGER (1920-1990):
100TH BIRTHDAY MEMORIAL TRIBUTE

BY P. BRADLEY LOGAN

As a choral director, one of the
most important and time-consum-
ing responsibilities is the careful
selection of teaching resources and
choral repertoire for our students.
What parameters do we set before
undertaking the search for what we
deem to be quality literature? One
way 1s to examine music composed
by someone who is or has been an
active participant in the art of con-
ducting and educating ensemble
singers; their first-hand experience
can be channeled into their compo-
sitional product.

This article will highlight the life
and compositional style of Dr. Ed-
win Fissinger (1920-1990), a char-
ter member of ACDA and a choral
musician who actively integrated
and practiced his crafts of conduct-
ing, educating, and composing. He
wrote for his choirs, was “in the
trenches” experiencing that music
with the singers as a conductor, and
applied his practical experience to

CHORAL JOURNAL March 2020

his craft as a composer of quali-
ty choral music. Edwin Fissinger’s
musical career spanned forty-five
years as a conductor, composer,
educator, and revered mentor of
countless collegiate minds—minds
that eagerly strove to answer his
subtle call to “live” the music they
were experiencing. Fissinger is re-
membered for his output of artisti-
cally crafted original compositions
and arrangements, totaling 183,
and for his consistent production
of outstanding university choirs. As
a conductor/educator, Fissinger’s
concert programming reflected a
historical progression from renais-
sance through the contemporary.
He championed the new works of
contemporary midwest composers
such as Gordon Binkerd, Robert
Kreutz, Milan Kaderavek, James
Fritschel, Norman Lockwood, and
others. He was a prodigious reader
of poetry and took pride in using
quality artistic texts. He conducted

choirs at five national ACDA and
MENC conventions, three CBS ra-
dio network programs titled “The
Cavalcade of Christmas Music,”
the 1977 American Choral Music
Documentary produced by Zwietes
Deutsches Fernsehen, five demon-
stration albums by Jenson Publica-
tions, and annual recordings dis-
tributed nationally.

Background

Music was an integral part of
Fissinger’s life from an early age in
his hometown of Rockford, Illinois.
He was tutored in piano, organ, and
voice by Olive Fell, who took him
under her wing and provided him
musical insight. He became actively
involved with popular music in high
school, singing, playing the piano,
and writing and arranging for his
band, Eddie Fissinger’s Orches-
tra. In 1938 he entered Marquette
University on a track scholarship.
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During his freshman year he be-
came engrossed in popular music to
such an extent that he opted not to
return to college the following year
in order to concentrate on music. In
1939 he reorganized his band to fo-
cus on writing and piano work. He
also sang and played for his local ra-
dio program at WROK, “The Voice
of Ed Fissinger.” In 1940 he joined
the Charlie Agnew Orchestra oper-
ating out of Chicago. He acquired
practical techniques in orchestra-
tion while traveling throughout the
country for the next two years as a
singer, pianist, and arranger.
Following a tour of duty with the
Seventh Air Force in the Central
Pacific as a navigator-bombardier,
First Lieutenant Fissinger became
the first veteran to enter the Ameri-
can Conservatory of Music in Chi-
cago. Under the private tutelage of
the eminent composer Leo Sower-
by, he studied theory, counterpoint,
form and analysis, composition, and
orchestration. Iissinger described
Sowerby’s teaching style as one of
practicality and that of a “doer”—
rather than talk about something,
he would do it. Upon completion
of his bachelor’s degree, Fissinger
was selected for a faculty position at
the same conservatory to teach har-
mony, counterpoint, form and anal-
ysis, sight singing, and ear training.
He also directed the Conservatory
Choir and assisted Sowerby in his
counterpoint classes. While serv-
ing on the Conservatory faculty, he
completed his master’s in composi-
tion under Sowerby’s mentorship.
Fissinger continued on the Conser-
vatory faculty for three more years
and set out on his compositional
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career. His compositional output at

this time consisted of fifteen cho-
ral compositions, a four-movement
symphonic suite, string quartets,
sonatas, a symphony, and two song
cycles.

In 1953, Fissinger changed di-
rection. Believing the college scene
was where things were happening,
he left his Conservatory position
to pursue a PhD in musicology at
the University of Illinois at Urba-
na-Champaign. The years 1954-57
were spent teaching music theory
and directing the Chapel Choir at
St. John’s Catholic Church on the
University campus. With choral
music being an integral part of his
life for many years, Fissinger ex-
plained why choral music was his
logical career choice:

It was a gradual process. First
of all, I had probably done
more on voice than anything
else: I sang with the Halloran
Choralists from 1951 [to]

EDWIN R. FISSINGER (1920-1990):

1954. This was a semi-pro-
fessional group in Chicago
that in addition to concert
work did a lot of recording
with popular artists. I learned
a lot from Jack (Halloran),
who had a great ear and a
sense of ensemble balance.
I also sang in Leo Sowerby’s
church choir for special per-
formances. As far as learning
choral techniques, I didn’t
learn them directly from
Sowerby, although he was a
terrific musician. With Sow-
erby there was no deviation
from a pitch, either the note
was right on or it wasn’t.!

After completing his third year
of study, Iissinger accepted the po-
siion of Chairman of the Music
Department at the Chicago Un-
dergraduate Division of the Uni-
versity of Illinois. He developed the
program from the grassroots stage
to an eight-faculty department. In
addition to his teaching, he actively
pursued his writing career and de-
veloped a close association first with
Summy-Birchard Publishing Com-
pany of Evanston, Illinois, and then
with World Library Publications in
Cincinnati. In August of 1967, he
began an eighteen-year tenure at
North Dakota State University as
chairman of the music department
and head of the choral area, while
also elevating the department as a
result of a rigorous NASM accred-
itation process. Fissinger’s depart-
mental teaching responsibilities in-
cluded choral arranging, advanced
choral conducting, counterpoint,
and directing the Concert Choir
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and Madrigal Singers. During this
time, he developed the choral pro-
gram into one of national prom-
inence and provided the choral
world with an abundance of choral
compositions and arrangements,
writing seventy-five of his 183 total
choral works.

Compositions

Edwin Fissinger’s choral pieces
are published by Colla Voce Pub-
lications, Pavane Publications (dis-
tributed by Hal Leonard), Walton
Music (distributed by GIA Publi-
cations), Hal Leonard, and Mead-
owlark Music. His choral music
exhibits a style readily recogniz-
able by those who are familiar with
his works. One need only reflect
upon the individual qualities of the
music to understand his import-
ant contribution to the choral art,
though there is not space here to
fully explore the components that
comprise Fissinger’s compositional
style.?

By way of example, however, is a
picce that some consider to be one
of his most significant and creative
works: “To Everything There is a
Season.” It captures the textual
essence in an individual manner,
exhibits a variety of compositional
techniques, and offers its own par-
ticular challenge to the perform-
ers. We observe the juxtaposition
of contrasting tempos, textures,
dynamics, voicings, and rhythmic
activity to portray a sonic embodi-
ment of its textual dichotomy.

“To Everything There is a Sea-

son,” commissioned by the Voices

of Mel Olson in Omaha, Nebraska,
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was written during the summer of
1976.% It is a substantive work with
a performance time of twelve min-
utes. The text is taken from Eccle-
siastes 3:1-8. The author of Eccle-
siastes struggles with the question:
How can life best be lived? Little
by little, he finds clues pointing to
a passageway through life, but even
when he follows that passageway,
fulfillment is tempered with vanity.
Wayne H. Peterson, in his essay on
Ecclesiastes, categorizes the third
chapter as “Life’s Limitations.”
In his search for life’s meaning, the
writer considers “everything that
is done under the sun” (1:11). He
concludes that every human ac-
tivity has its own appropriate time
(3:1-8). Man cannot determine
these events (3:10-11), but his life is
determined by them.

Verses 1-9 of chapter three are
in the form of a brief poem con-
taining seven couplets, each line
exhibiting parallelism that express-
es two opposing actions. These in-
clude the most characteristic activi-
ties of an individual’s life.

1 To everything there is a season,
and a time to every purpose
under the heaven:

2 a time to be born, and a time to
die;
a time to plant, and a time to
take up that which is planted;

3 a time to kill, and a time to heal;
a time to destroy, and a time

to build;

4 a time to weep, and a time to
laugh;

100TH BIRTHDAY MEMORIAL TRIBUTE

a time to mourn, and a time to
dance;

5 atime to cast away stones, and a

time to gather stones together;

a time to embrace, and a time to
refrain from embracing;

6 a time to seek, and a time to
lose;
a time to keep, and a time to
cast away;

7 a time to rend, and a time to
Sew;
a time to keep silence, and a
time to speak;

8 a time for love, and a time for
hate;
a time for war, and a time for
peace;

9 What profit hath he that wor-
keth in that wherein he
laboreth?

A “season” and a “time” refer
not to duration of time but to the
period of time when an action must
take place. According to Peterson,
to be born and to die express the
limits of earthly life. “To take up”
or “to pluck” should be translated
“to harvest,” making a better paral-
lel with “to plant.” “Weep...laugh”
and “mourn...dance” express the
sorrows and joys of life. Dancing
refers to jumping for joy (see Job
21:11). The phrase “to cast away,
and...gather stones” has been in-
terpreted various ways. Peterson
believes two of the best interpreta-
tions are: first, in reference to the
act of marriage and the abstinence

Volume 60 Number 8 59



from it; and second, the scatter-
ing of stones from the ruins of an
old building and gathering stones
to build a new one. Stones were
gathered to build many things in
ancient Israel—walls, buildings, al-
tars, monuments—and it is proba-
ble that the reference is to the gath-
ering of stones for such purposes.
“To seek” and “to lose” may refer
to acquisition and loss in business or
of personal possessions. “To keep”
and “to cast away” alludes to the
guarding of possessions and

187-197).

The other musical pillar com-
bines text with musical texture and
voicing Fissinger depicts the dualis-
tic quality of the text with vocal po-
larity: men versus the women. One
set of voices presents one of life’s
activities, and the other responds
with its antithesis. See Figure 4 on
page 62, where we see overlapping
dualism with the male voices repre-
senting “a time to mourn” through
quarter-note rhythmic movement

EDWIN R. FISSINGER (1920-1990):

in 4/4 time, followed by female
voices presenting the up-beat mo-
tive “a time to dance” in a faster
tempo with eighth-note rhythmic
movement in 6/8 time. He contin-
ues this type of alternating texture
throughout the piece, occasionally
combining voices in a six-part ho-
mophonic texture where textually
appropriate. Figure 5 on page 63
goes a step further with an over-
lapping texture leading to a simul-
taneous homophonic declamation

throwing away of what can no
longer be used. And finally, it
was customary to rend one’s
garment as a sign of mourn- S
ing or deep disgust (2 Samuel
1:11; 2 Kings 5:7, 22:19). Lat-
er, the garment would be sewn
up again.

The poem shows no prog-
ress but only an endless round T
of activity. Basing his theory
on verse nine, Peterson feels
that the lack of progress “ex- B
presses [the writer’s] opinion
that man’s labor brings him
no gain which is substantial
and satisfying,”®

Close examination of the
text provided Fissinger with
the pillars for the musical
structure. Since the polarity of
time stands out, the creative
cell is the phrase “a time,”
which appears twenty-nine
times in the poem. Fissinger
uses the phrase 157 times for
textual emphasis, for rhythmi-
cal impetus, and for overlap-
ping and connecting phrases.
See Figures 1 (mm. 106-112),
2 (mm. 169-180), and 3 (mm.
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Figure 1. Edwin Fissinger, 7o Everything There is a Season, mm. 106—113.
© 1991 Walton Music Corporation. Reprinted with permission.
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Figure 2. Edwin Fissinger, 7o Everything There is a Season, mm. 168 —181.

© 1991 Walton Music Corporation. Reprinted with permission.

P
P 4 T 3 N l 1) ) — — N — T 1) )
T |y ¢ L — % % % e ———
ANV i1 1 7 J I I 3 I 1 1 N1k
[X 4 2 _ —_— 0 -
time; A time, time, a
PI | | @) | | N LA
B |EE= 307t ¢« 13- e e Fe vt - 3
5 3 o I | T o T I s 3
A\ g = ~——
time; A time, time, a
193
() ’ ’
=¥ T =¥
S| 6 3_F =z s |38 s e S 2 s |3
VTSR T | T =7 T T — | T =
[ [ [ [ l I | l I
keep si - lence, keep
= = -—_— = e
A X4 = I = o% | /= o% | D= 72 I = o% 1k
NV o =% et =% * 193 = * =
Y
keep si - lence, keep
———— D ————— p——
) — —~— —
P’ A ) T [ & r J I Y — I T I I [ P r 2 0 Y I )
O | = s 1 i e /e . s A s — 1/ 1 I — (g —
;!jg 3 N z — £ 3 3 N : j— 3 £ 3
time_  to keep si - lence, a time__  to keep si - lence,
———— _— —
e P —
o, = 7 o e O e S, = 7 fe &
A XD ] I = I I =¥ I I ) W T T = T I =¥ I I 1) )
B E' A~ : ] A~ : ) o~
N —
time_  to keep si - lence, = a time__  to keep si - lence,

Figure 3. Edwin Fissinger, 7o Everything There is a Season, mm. 187-197.

© 1991 Walton Music Corporation. Reprinted with permission.
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Figure 5. Edwin Fissinger, To Everything There is a Season, mm. 249-269.
© 1991 Walton Music Corporation. Reprinted with permission.
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of two strong words, “hate” and  seen in the following list: to weep (quarter = 69): to laugh
“war,” in measures 267-268. “lo (shift from eighth to sixteenth-note
build” is characterized by moving  to plant (quarter = 88-92): to take movement)
from unison octaves to a six-part up
texture (Figure 6). to mourn (quarter = 60-63): to
Abrupt tempo changes add an-  to kill (quarter = 108-112): to heal dance (dotted quarter = 76)
other dimension to the musical di-  (quarter = 72)
chotomy. With each couplet comes to cast away stones (quarter = 76):
a change in tempo, and most cou-  to destroy (quarter = 112-116): to to gather stones (ritard)
plets exhibit new tempos for both  build (quarter = 72)
parts of each dualism. This can be to embrace (quarter = 60): to re-
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Figure 6. Edwin Fissinger, 7o Everything There is a Season, mm. 63—74.
© 1991 Walton Music Corporation. Reprinted with permission.
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frain from embracing
to seek (quarter = 58): to lose

to keep (quarter = 66-69): to cast
away (quarter = 72)

to rend (quarter = 132-138): to sew

to keep silence (quarter = 58-60):
to speak

for love (quarter = 60-63): for hate
(quarter = 132-138)

for war (quarter = 132-138): for
peace (quarter = 54)

With the form and content of
the poem being little more than a
listing of life’s activities and limita-
tions, lacking any progressive de-
velopment, a musical setting could
become fragmented and monoto-
nous. By overlapping and integrat-
ing a variety of textures, Iissinger
has managed to achieve continuity
and interest. He stated: “I tried to
depict as much as I could in tonal
terms, the essence of the text, and I
felt that I was successful.””

Both young and established con-
ductors are encouraged to study his
scores and listen to recordings of
his North Dakota State Universi-
ty choirs to audibly experience his
attention to text and phrase devel-
opment. To assist choral music ed-
ucators in their search for quality
choral music, pages 66-67 provides
a varied sampling from Fissinger’s
compositional output of 183 choral
pieces.

Among Edwin Fissinger’s great-
est contributions to the arts was his

CHORAL JOURNAL March 2020

ability to mold the impressionable
minds of future choral conductors.
He challenged them to analyze then
internalize how notes and text are
wedded. His incredible ear allowed
nothing to slip through undetect-
ed; he had an unmatched facility at
the piano and an impressive vocal
ability to demonstrate correct tonal
production. He taught mental dis-
cipline and how to strive for perfec-
tion, noting in each situation how
his singers could always do better.
His mantra, “You can be pleased
but not satisfied,” was one of his
unique motivational tools. Fissinger
had a genuine concern for his stu-
dents and their families, and hab-
it of offering constructive advice
when asked—and even sometimes
when not asked. He mentored the
careers of a generation of choral
conductors who went on to earn
their doctorates in choral conduct-
ing and literature. His compositions

100TH BIRTHDAY MEMORIAL TRIBUTE

have sold tens of thousands of cop-
ies, and his imprint has been left on
national and division ACDA and
MENC/NAIME conventions. He
was a consummate musician who
spoke through his compositions,
choir performances, and the lives
of his students who have followed
in his footsteps.

P. Bradley Logan is a retired pro-
fessor of music from Bemidji State
University in Bemidji, Minnesota,
and lives in Mebane, NC.
Bradlogan56@gmail.com

NOTES

! Interview with the author. Fargo,
North Dakota, May 1-June 15,
1983.

? Readers desiring an in-depth analysis
of Edwin Fissinger’s choral

music, his compositional style and
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influences, and a chronological listing of his compositions
through mid-1986, see: Bradley Logan, “The Choral
Music of Edwin R. Fissinger” (doctoral diss., University
of Illinois, 1986).

57To listen to Fissinger’s premier recording of “To Everything
There is a Season” go to Waltonmusic.com or youtube.
com/watch?v=0XbntFIHSWE.

" During a conversation with Dr. Joseph Testa at the start of
the 1976-77 school year, Fissinger shared that his wife’s

mother passed away during that summer and he was

EDWIN R. FISSINGER (1920-1990):

unable to travel back to Massachusetts with her for the
funeral. Instead, he stayed behind and began work on
this text. Fissinger implied that this piece was his artistic
response while reflecting upon the loss of his mother-in-
law.

> Clifton J. Allen, gen. ed., The Broadman Bible Commentary, vol.
5: Eecleswastes, by Wayne H. Peterson; 12 vols. (Nashville:
Broadman Press, 1971), 5:100-127.

® Ibid.

7 Interview with the author.

Selected Compositions

All of these pieces were written for Fissinger’s collegiate choirs or commissioned for other collegiate or accomplished

community choirs. Presented chronologically and voiced for SATB/divisi/A cappella unless indicated otherwise.

Sets
The Star That I See (1965)

1. The Star That I See
2. Moon Magic

3. Winter Wren

4. Dandelions

5. Will You Remember

Three Portraits of Stephen Foster (1975) w/piano and tenor
solo

1. Laura Lee
2. Oh! Susanna
3. Gentle Annie

Images of the Past
1. Some Folks (1975) w/piano, soprano & tenor solos
2. Go ‘Way From My Window (1984) w/piano
3. Nelly Bly (1975)
4. Black Is the Color of My True Love’s Hair (1984)
5. Skip To My Lou (1984) w/piano

Three Sacred Preces (1982) w/hand percussion
1. Joyfully Let Praises Ring
2. Of the Father’s Love Begotten
3. Adoro Te Devote

On Flowers and Love (1986)
I. To Daffodils
II. Sweet-and-Twenty
III. Tell Me, Where Is Fancy Bred?
IV. Music, When Soft Voices Die
VI. Love Is a Sickness

Set of Three for Treble Chowr and Strings (or Piano) SSA (1988)
1. Reeds of Innocence
2. The Lamb
3. Spring

Prairie Scenes (1989)
1. Passing of Winter
2. Dakota Dawn
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3. A Winter Night The Rarest Gift (1976)
4. Prairie Wind The Holly and the Ivy (1976)
For Now Is the Tume of Christemas (1978)
Dakota Prairies (1989) What Is This Fragrance (1978)
L. The Prairies Love Came Down at Christmas (1978)
2. The Wind In The Wheat Patapan (1980)
3. The Wild Prairie Rose Welcome Yide (1980)
4. The Call of Spring Four Christmas Vignettes (1981)
1. Christmas Festival
Spirituals 2. Recipe
3. Madonna and Child
Witness (1970) w/baritone solo 4. Christmas Greeting
Dudn’t My Lord Deliver Danzel (1971) w/mezzo-soprano
solo Past Three A Clock (1981)
Joshua Fit the Battle of Fericho (1979) w/soprano & alto s0-  On Chyistmas Night (1985)

los

Wade In the Water (1984) w/ soprano & baritone solos
Additional Original Compositions

Christmas O Matke a Joyful Noise (1964)

By the Waters of Babylon (1976) w/soprano solo & speaker
Here We Come A-Caroling (1964)

1. Here We Come A-Caroling

1o Everything There is a Season (1976) w/solo quartet
Something Has Spoken to Me In the Night (1978) w/speaker

2. Christ Was Born On Christmas Day Arise, Shine, For Thy Light Has Come (1981)

3. O Come, O Come, Emanuel Set Me as a Seal (1981) w/soprano solo

1. The COVCI'ltr‘y Garol o Consecrate the Place and Day (1982)

5 Good Chrlst%an Men, Rejoice Lux Aeterna (1982) w/soprano and baritone solos
6. We Three Kings Incline Your Ear and Come Unto Me (1986)

7 Deck the Hall . _ In Paradisum (1988)

8. When Comes This Rush of Wings To Music (1988) w/cello

9. Bring a Torch, Jeannette, Isabella No Man Is An Island (1989)

10. What Child Is This Dover Beach (1990)

The Splendor Falls On Castle Walls (1990
1 Saw Three Ships (1973) ¢ Splendor Fals On Castle Walls (1990)

What Cheer? (1976)
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An Interview with Rosephanye Powell

Rosephanye (roh-
SEH-fuh-nee)
Powell is an ac-
complished singer,
music  educator,
and choral con-
ductor. Dr. Powell
is a Charles W. Barkley Endowed

Professor and Professor of Voice at

Auburn University, where she teach-
es voice, art song repertoire, vocal
pedagogy, conducts Women’s Choir,
and co-conducts the Auburn Uni-
versity Gospel Choir. She is perhaps
best recognized as one of the United
States’ leading contemporary choral
composers. In this Choral Conver-
sation, she discusses her music, the
compositional process, and reflects
on being a prominent African Amer-
ican female composer.

As one who studied vocal per-
formance, how did you find
your way to choral composi-
tion?

Choral music has always been

CHORAL JOURNAL March 2020

by Shekela Wanyama

an integral part of my life. In high
school, one of my hobbies was re-
arranging songs that we sang in
choir. As an undergraduate at Ala-
bama State University, an HBCU
(Historically Black College or Uni-
versity), we were required to sing in
the choir every semester. And every
semester we learned and performed
arrangements of African American
spirituals. Those experiences devel-
oped my love and appreciation for
these marvelous works of art.
While working on my master’s
degree in Vocal Performance and
Vocal Pedagogy at Westminster
Choir College, graduate students
were required to sing each semester
in the Symphonic Choir. Singing
under the direction of Joseph Flum-
merfelt and Frauke Haasemann im-
pacted my understanding of Euro-
pean classical music, the beauty of
the choral sound, and the shaping
of vowels to achieve the ideal tone.
When I pursued my doctoral degree
at Florida State, I spent a great deal
of time with the graduate choral
conductors and observed Rodney

Eichenberger and André Thomas
work with their choirs. Once again,
I was impacted by these conductors
and their commitment to the craft of
choral conducting and the develop-
ment of the choral tone.

I became a published composer
after composing The Word Was God
for the Philander Smith Collegiate
Choir in Little Rock, Arkansas. This
choir, conducted by my husband,
William Powell, and for which I
served as associate conductor, need-
ed original songs to be composed for
a CD to be sold at our concerts to
raise funds for the choir. Once we
recorded The Word Was God, 1 was
encouraged by conductor friends to
submit the work to a publisher. After
submitting a previous work to a pub-
lisher and never receiving a reply, 1
decided to send The Word Was God to
ten publishers with the hope that one
would reply. Unfortunately, all ten
replied with acceptance of the work,
after which I received several letters
of reprimand when I had to inform
publishers that I had contracted with
another publisher. I learned a valu-
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able lesson from that experience,
which I share with young compos-
ers: “Submit your work to only one
publisher at a time!”

How would you describe your
style of composition? Has it
changed over time?

I would characterize my style
of composition as African Amer-
ican neo-Romantic. Generally, it
comprises lyrical vocal lines; strong
rhythmic emphasis, including much
use of syncopation; harmonies often
derived from African American pop-
ular music styles that serve to express
the text or the mood of the text; and
varied vocal textures including lay-
ering, interweaving melodies, and
light counterpoint. I am grateful to
have grown up with musical experi-
ences that included African Ameri-
can spirituals, gospel music, hymns,
rhythm and blues, jazz, Caribbean

ASATIONS

music, and African folk songs.

Although they may not be iden-
tifiable in my works, each of these
genres or styles are a part of my mu-
sical vocabulary for composition. I
endeavor to compose melodies that
are healthy for the voice, avoiding
overuse of the extremes of the range.
As a singer, I prefer to employ sing-
able melodies that use the practical
parts of the range, saving the ex-
treme highs and lows for climaxes,
color, emphasis, or text painting. I
would not say that my style of com-
position has changed over time. My
hope is that it has evolved with my
life experiences.

What is more important to you:
the text or the music? (This
question was supplied by the
previous Choral Conversations
Column interviewee.)

In one sense, I consider the text to

»

¢,x’

-

As Mary proclaims in the Magnificat, God has scattered the proud in the imagination of their hearts.

The 2020 conference "Scatter the Imagination of Our Hearts" invites you to explore how the
power of imagination can challenge, change, and inspire. Together we'll reimagine what it means
to be the people God has called in the church, scattered in service throughout the world.

Featuring theologians and preachers
and

With a variety of musical artists, including

and

Registration dates
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Choral
Handbells,
Visual Artist
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be of primary importance since the
text is the message to be communi-
cated. In another sense, the music 1s
of equal importance with the text. In
addition to providing harmonic sup-
port, the music plays an equal role
with the text in communicating the
message and meaning of the text.
I begin composition by immersing
myself in the text, repeating and
memorizing the text in addition to
reading about the poet. Through
this immersion, the music begins
to develop as I seek to express the
sentiment and heart of the message
awakened in me. The rhythm of the
poetry influences the rhythm of the
melody and the shape of the vocal
line. The mood and energy experi-
enced as I recite the poetry deter-
mine the text setting, tempo, form,
rhythms, and harmonies. In contrast
to the spoken word alone, music can
serve to enhance the meaning of the
text, painting mental pictures of it
for the performer and listener. At the
same time, music can detract from
and betray the meaning of the text
if its marriage to the poetry is not
given serious consideration in com-
position.

Who are your biggest influenc-
es as a composer?

During my undergraduate stud-
ies at Alabama State, I experienced
a steady diet of solo and choral ar-
rangements of spirituals by Harry
T. Burleigh, Hall Johnson, and J.
Rosamund Johnson, among others.
Also during this time, I was intro-
duced to African American female
composers, including Undine Smith
Moore, Florence Price, and Lena
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McLin. I was strongly impressed by
the fact that they were black women
who composed and arranged clas-
sical music. In graduate school at
Westminster Choir College, 1 was
deeply influenced by African Amer-
ican composers of art songs such as
Adolphus Hailstork, Julia Perry, Da-
vid Nathaniel Baker, George Walk-
er, and William Grant Still, among
others. I think William Grant Still,
the Dean of African American com-
posers, was my greatest influence as
a classical composer. My research in
graduate school focused on his com-
positional style for the solo voice and
piano. I found myself very much
connected to Stll’s harmonic vo-
cabulary, which included jazz har-
monies, and his lyrical vocal lines,
especially in the song cycle Songs of
Separation. European classical mu-
sic influences included Handel and
Bach for their counterpoint; Mozart
and Haydn for their form and lyri-
cism; and Verdi, Puccini, and Ravel
for their Romantic harmonies and
long vocal phrases.

What inspires you?

I guess I would say “life.” Yes. Life
and life experiences—people and
places, sunny days, rainy days, smil-
ing faces, tears, pain, aloneness, joy,
peace, laughter, acts of love, kind-
ness and service to others, stories of
triumph over struggles, passionate
and tender poetry, the beauty of na-
ture, the quietness of an early morn-
and all that 1s
good that can be experienced in this
brief life.

ing, beautiful music...

CHORAL JOURNAL March 2020

Share a piece with us from your
catalogue that is particularly
meaningful to you. What is the
story behind that piece?

Still I Rise is a song that was com-

missioned by VOX Femina Los An-
geles and Iris S. Levine, music direc-
tor. When Dr. Levine approached
me with her idea for the project,
she shared that the choir wanted a
work that spoke to the experiences
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of women from a perspective of
strength. Immediately, I knew that
I wanted to set Maya Angelou’s
poem Still I Rise. Because of my
love for the poem, I composed fe-
verishly and very quickly, complet-
ing the first draft within a matter of
hours. Unfortunately, I was denied
permission to set the poem by Dr.
Angelou’s representative. So I took
the inspiration received from the
poem and wrote my own lyrics. Stzl/
I Rise is an anthem in salute to the
strength of women who persevere
through life’s many and diverse dif-

INSISA[@E| Lehigh University -+ ACDA
UNIVERSITY Summer

ficulties, including sickness, physi-
cal and emotional abuse, rape, in-
cest, prejudice, abandonment, and
many more. It is a charge to view
life’s setbacks,
and inequalities as opportunities to

disappointments,

become stronger.

This song is especially meaning-
ful to me because of the women’s
choruses that have made it their
choir anthem that is sung yearly.
I have been overwhelmed by the
number of women from around
the world who have sent me photos
or informed me of their Still I Rise

tattoos, while sharing stories of how
the song encouraged or sustained
them at low points in their lives.
These stories include a three-time
cancer survivor who, upon hear-
ing the song, had a Still I Rise t-shirt
made to remind herself that she is a
survivor; and a young lady who was
on the verge of suicide but chose
to live (and 1s doing so victoriously)
after her women’s chorus was intro-
duced to Still I Rise. 1 get emotional
just thinking about it. To compose
a song that empowers sisters in this
way gives great meaning and fulfill-

DIRECTORS

ASSOCIATION
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June 22 - 29, 2020
The Princeton Singers, choir-in-residence

Steven Sametz, director
Lehigh University * Zoellner Arts Center * Bethlehem, PA 18015

Composers are encouraged to apply to this
week-long practicum, workshopping new pieces
with mentor-composers Steven Sametz and
Eriks Esenvalds in a supportive atmosphere.

All works developed at the Composers Forum will
be considered for publication by Notenova.

For more information and registration, go to
www.lehighchoralarts.com/composersforum
Discount applies for early registration.

Eriks Esenvalds
ACDA Brock Commission
Composer

Wiy Steven Sametz
" ACDA Brock Commission

Composer «;Aivars Krastins

Lehigh University offers undergraduate singers, conductors and composers Choral Arts Scholarships.
Study with Steven Sametz and Sun Min Lee. For information, email sul212@lehigh.edu.
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ment to my life!

Share one experience that was
special for you as a composer.

The one that comes to mind
immediately is the dress rehearsal
and premiere of Sing for the Cure: A
Proclamation of Hope in Dallas, Tex-
as. Along with several other choral
composers, I was asked to compose
one of the choral movements for
this multi-movement work that hon-
ors the journeys of those who lost
their battle with cancer; fought the
battle and were victorious; as well
as those loved ones who traveled the
journey with them. My song “The
Promise Lives On” sets tender and
touching lyrics by Pamela Martin
and represents the partner’s voice.

In it, the partner-caregiver as-
sures the one cared for that their
promise of love and life-long com-
mitment will remain and grow
stronger through the struggle and
pain of cancer. To be a part of the
special evening of the performance
with poet-laureate Maya Angelou
as narrator, the Turtle Creek Cho-
rale, The Women’s Chorus of Dal-
las, and the Metropolitan Sympho-
ny Orchestra was nothing short of
exhilarating.

On the day of the premiere, I
was invited to the dress rehearsal for
the performance but missed it due
to a delayed flight out of Atlanta.
Upon my arrival in Dallas, Timothy
Seelig, then-director of the Turtle
Creek Chorale, informed me that at
the dress rehearsal, Maya Angelou,
upon hearing “The Promise Lives
On,” was so overcome with emo-

3

tion that she required time to gather

CHORAL JOURNAL March 2020

herself before speaking the next nar-
ration. Having read and admired Dr.
Angelou through her series of auto-
biographies and poetry collections, 1
received much gratification hearing
that I had touched her heart perhaps
as deeply as she had touched mine.

What advice do you give com-
posers who are entering the
field today?

The advice I offer is to strive to
develop one’s craft and distinct
voice compositionally. The develop-
ment of a career in composition is
one that requires patience and per-
sistence. I caution composers not to
compose for the sake of composing
Rather, compose because one has
a message to share or a story to tell
through music. Then, people “get
it” and connect to it. Irom lessons
learned while a young composer, I
inform composers to submit to one
publisher at a time and wait sever-
al months before submitting to an-
other. They should be sure to get a
poet’s permission before setting their

poem to music.

Also, when arranging someone
else’s music, composers should be
sure to obtain permission from the
composer to do so. Finally, if one is
having difficulty being accepted by
an established publisher, consider
self-publishing through one’s own
website. Or, consider working with
a non-traditional publisher who will
allow the composer to keep owner-
ship while providing online exposure
and distribution for a fee or a small
percentage of the sales.

What do you do when you expe-
rience composer’s block?

I pray and put it away! I have
found that when I try to compose
through a block and force the work,
I don’t like the results of what I com-
posed when I return to it later. This
means that I wasted the time and
energy and must begin again. I find
that when I take a break from the
work, engaging in stimulating or re-
laxing activities, I experience a fresh
creative flow upon my return to it.

Performing Bach’s St. John Passion
with Joshua Rifkin

A workshop for conductors, historical instrumentalists, and singers.

May 22-23, 2020 - Boston, Massachusetts

Study the challenges of performing Bach’s St. John Passion with the leading expert in Bach performance
practice. Fellows will work directly with Joshua Rifkin on issues concerning performance forces, versions
of the St. John Passion, and interpretation. Auditors are also invited to apply.

Applications are due March 23, 2020. Visit www.bu.edu/earlymusic for details or email cems@bu.edu.

Hosted by the Center for Early Music Studies at Boston University.
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The challenge is being wise enough
to take the break, especially when
pressed to meet a commission dead-
line.

What is it like to be an inter-
nationally recognized African
American female composer?

I am grateful for the opportuni-
ty to be a voice that represents the
diversity of the African American
and American choral music cultures.
I consider it a privilege to share a
perspective on our nation’s diversity
with singers around the world. It is
especially fulfilling to hear my works
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performed by singers for whom En-
glish is not their first language. To
work with choirs from other nations
reminds me of just how much we all
have in common regardless of our
culture, nationality, and language.
As a child growing up in a small
southern town on the border of Ala-
bama and Georgia, I could not have
imagined being afforded the oppor-
tunity to share my love of music and
singing to this extent. As an African
American woman, I hope that my
contributions to choral music litera-
ture will serve to encourage African
American female composers to de-
velop their compositional craft and

PFALI
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Preferred Travel Partner

& COmpany
nycgo.com
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leave their distinct imprint upon the
world of choral music.

Please provide a question for
the next interviewee to answer.

What do you find most challeng-
ing when guest conducting?

Shekela Wanyama is a doctoral
student in conducting at the Uni-
versity of Arizona. She is grateful to
Catherine Roma, whose important
research was the genesis of this con-

versation.

www.ArtistTravels.com
(212) 707-8170
Info@ArtistTravels.com
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ACDA ANNOUNCES THE
BROCK COMPETITION FOR PROFESSIONAL COMPOSERS

Competition opens March 1, 2020
Deadline: June 1, 2020

winner will receive
$1000 CASH PRIZE
NATIONAL ACDA CONFERENCE PERFORMANCE
COMPLIMENTARY NATIONAL CONFERENCE REGISTRATION & COMPOSER FAIR TABLE
$500 TOWARD TRAVEL/ACCOMMODATIONS FOR NATIONAL CONFERENCE

Visit the Awards and Competitions area at acda.org for full competition guidelines
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O Magnum Mysterium

e SATB; a cappella; Latin (liturgical)

« 515", A fresh, gently-flowing setting of this timeless liturgical text. Modal
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Concludes with "Alleluia” fugue. Rewarding for university or professional capacity.
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The Message of the Wind

« SSAATTBB; a cappella; English (Harriet Monroe)

¢ 6'. Unabashedly romantic verse of this pioneering literary advocate , patron and
poet is given a fully emotive, lush choral setting. Captures the longing and evocative
imagery of the poem with gentle, undulating patterns that shimmer as they recreate
the feeling of the wind. Stunning! Requires flexible and skilled ensemble.
ProjectEncore.org/kari-cruver-medina

MICHAEL BUSSEWITZ-QUARM

To Avielle on her Fifth, Sixth Birthday

e SATB; S, A, incidental divisi; S, T soli; piano; English (Chantal Sellers)

e 544", One movement from the larger work, The Unarmed Child; a response to
the frustration and feeling of helplessness following two school mass shootings.
Unlike many artistic responses to such events, this particular movement is uplifting
and lively; good in a commemoratory mix. Reasonable for HS and above.
ProjectEncore.org/michael-bussewitz-quarm

KAREN SIEGEL

To be Free
¢ SATB; some S divisi; piano; English (Joseph Brackett and Karen Siegel)
* 4'. Arrangement of the well-known Shaker song, "Simple Gifts,” supplemented by
a new, second verse and chorus by the composer. Focus on gratitude for our
communities and importance of kindness. Very unique, minimalist treatment. Clever
and fun! Requires sharp rhythmic skill. Worth it! Good HS and above.
ProjectEncore.org/karen-siegel

PROJECT : ENCORE™ is sponsored by Schola Cantorum on Hudson home of the Ember Ensemble

ScholaOnHudson.org



PROJECT : ENCORE™ is an online catalog of post-premiere, new choral
music, reviewed and endorsed by an international panel of prominent
conductors.

Four times each year, P:E adds newly accepted scores to its catalog. Score

submission deadlines are the 15th of January, April, July, and October.

Looking for . ..

. a lush, fresh setting of this beautiful text from the
Song of Solomon?

Here it is: “A Seal Upon Your Heart” by Tom Council

This stunning four-minute setting is both a crowd-pleaser and worthy
of your college choir’s warmest tone. The middle section includes a
gentle imitative underpinning in increasing rhythmic expansiveness, to
the words “Many waters cannot quench love.” Be sure to have a clear
soprano soloist for the line shown here.

Hear a complete recording and learn more about it here:
ProjectEncore.org/tom-council-seal-upon-your-heart

Spotlights on compositions that are already part of the PROJECT : ENCORE Catalog are occasionally
included here, in order to suggest very specific programming potential for the selected piece.

Looking for . ..
. a piece celebrating the rebirth of nature in spring?
Here it is: “Daffodils” by Adrienne Albert

This three-minute little gem brightens any group of contemporary
madrigals. It dances in compound meter, with continual interest
and variety maintained through shifts of texture, key center and
unanticipated rhythmic twists.

The composer wrote this Wadsworth setting for Gregg Smith, who
was her long-time mentor. Hear a complete recording and learn
more about it here: ProjectEncore.org/adrienne-albert-daffodils

DEBORAH SIMPKIN KING, PHD.
Conductor

P:E Director and Founder
DeborahSKing.com
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A PROGRAM OF AMERICAN CHORAL DIRECTORS ASSOCIATION
WITH ARTISTIC DIRECTION BY WISCONSIN CHORAL DIRECTORS ASSOCIATION

Inspiring Choral Leadership

Come be ENCOURAGED, INFORMED, and INSPIRED!

» Producing dynamic rehearsals and discussions

» Understanding the conductor’s approach to rehearsal
» Exploring impactful discussions on the power of music
» Realizing the influence of conducting gestures

» Developing leadership in the choral environment

» Collaborating with a master teacher-conductor

» Networking with other enthusiastic choir students

» Experiencing great choral literature

COLLEGIATE CONFERENCE
JULY 6-10, 2020

HIGH SCHOOL CONFERENCE
JULY 8-10, 2020

Registration Deadline:
March 30, 2020

Registration and more information:
www.wischoral.org/NextDirection

WISCONSIN CHORAL DIRECTORS ASSOCIATION
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FEATURED
CONDUCTOR

DR. JEFFERSON JOHNSON
UNIVERSITY OF KENTUCKY

Become part of the
FUTURE of choral music
and choral leadership!

College students and
high school students
completing grades 10-12
who demonstrate
leadership skills should
APPLY NOW!

Scholarships
available!

Check with your
state ACDA
chapter to see if
your state offers
a scholarship for
this event.

AMERICAN
CHORAL

DIRECTORS
ASSOCIATION ;;\\
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A Spectrum of Voices:
Prominent American Voice
Teachers Discuss the
Teaching of Singing
(Second Edition)

Lanham, Maryland:

Rowman and Littlefield (2018)
269 pp.

$52.00 (Kindle)

$55.00 (Softcover)

$75.00 (Hardcover)

Elizabeth L. Blades has given both
choral musicians and voice teachers
an invaluable resource to improve
and enhance their singers. For the
first edition, the author interviewed
twenty master teachers to gain in-
sight and expertise into the myriad
areas of vocal pedagogy. These in-
cluded Edward Baird, Oren Brown,
Barbara Doscher, Bruce Lunkley,
Richard Miller, Dale Moore, and
Helen Swank. For the second edi-
tion, the author added interviews
with six additional master teachers,
including Meribeth Dayme, Robert
Edwin, and Mary Saunders-Bar-
ton, and re-interviewed those from
the first edition who were still living,
Each participant was asked a specif-
ic set of questions about vocal tech-
nique, teaching style, background,
and experience as a singer and ped-
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agogue, how they stay current in the
field, and auxiliary training neces-
sary for their students.

The book is divided into three
parts. Part One, “Vocal Concepts,”
presents observations and strategies
for teaching specific technical con-
cepts such as posture, breath, tone,
registration, evenness through the
range, diction, vowels, tension, and
use of imagery. Each chapter begins
with a list of attributes agreed upon
by consensus that were vital to that
technical aspect of singing, followed
by the text of the interviews with
each teacher. For example, Chapter
One, Posture, lists the following as
“What Constitutes Good Posture”:

The body that is buoyant and elas-
tic.

The body feels tall and elongated.

The body feels centered and solid-
ly rooted.

* The torso is not slumped or col-
lapsed.

e The rib cage feels open and ex-
panded.

* The body alignment involves the
spine, neck, and shoulders, with
weightdistributed to the feet.

* The stance has nobility (p. 3)

Part Two,
Practical, Artistic, and Profession-

“Iraining Singers:

al Development,” has ten chapters
with subjects including the student
audition, the first lesson and a typ-
ical lesson, guiding practice; tech-
nology, voice science and medicine:
impact on the profession; artistry,
expression, communication, and
self-discovery; performance work,
auxiliary training, successful at-
tributes, professional singers, and
American voice stamping. For those
who have a copy of the first edition
on their bookshelves, this section is
greatly expanded from the original
volume, most especially in the ar-
eas of technology, the use of voice
science in the studio, and the fields
of contemporary commercial music
and music theater pedagogy:.

Part Three, “Teachers’ Profes-
sional Training,” addresses issues
that pertain to continued growth for
the vocal professional. In this section,
the master teachers provide guid-

ance, suggest strategies, and clarify
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goals for all vocal pedagogues. The
five sections that close the book in-
clude the topics of schools of sing-
ing, personal voice training, staying
current, objectives and priorities,
and outstanding teacher attributes.
The final pages are given to rec-
ommended references, a glossary
of pedagogical terms, indexes, and
biographies of the author and con-
tributors.

Reading A Spectrum of  Voices 1s
akin to attending master classes giv-
en by twenty-six of the finest teach-
ers in America during the last twen-

Products that Enhance
Music Performance

— Discounted Prices ——

— Highest Quality ——

Friendly, Knowledgeable Service
Satisfaction Guaranteed

.

MUSIC SUPPLY
www.valiantmusic.com

1-800-280-4070
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ty years. It is highly recommended
not only for beginning teachers and
conductors but is also a compelling
resource for those who have been
in the profession for a number of
years, and who need new ideas and
insights to improve the singing of
their students and choristers.

Gregory M. Pysh
Midland, TX

In Their Own Words: Slave Life
and the Power of Spirituals
Eileen Guenther

MorningStar Music Publishers,
2016

492 pages

Paperback $28.00

Having just finished reading
Robin DiAngelo’s White Fragility:
Why It’s So Hard for White People to
Talk about Racism (2018), this work
provides the musical basis for some
key concepts DiAngelo identifies.
It has also helped further to codi-
fy the issues of slavery as related
to the African American spiritual
and its evolution. Eileen Guenther,
professor of worship and music at
Wesley Theological Seminary in
Washington, DC, has done mon-
umental research in preparing this
book. She has gone back to original
sources, including anonymous and
famous slaves and African Ameri-
can writers, as well as current politi-
cal events, to create this framework.

Guenther’s book is organized
into three main parts. The first is
about the beginnings of spirituals,
including various influences, char-
acteristics and performance prac-

tice, origins and justifications (of
the time) for slavery, slave interviews
and testimonies, Christian religion
and slavery, slave owners’ control of
slave religion, and slave preference
for their own religious practice.
Part Two deals with aspects of slave
life, and is, at times, very emotion-
al to read. Subjects include: the big
house and the master; life in the
slave quarter; the most vulnerable
(women, children, the elderly, fam-
ilies, mulattos); slave work; slave rit-
uals; slaves bought and sold; control
of slaves; rebellion; and escape. Part
Three features spirituals after the
Civil War, including famous early
arrangers Harry T. Burleigh, James
Weldon Johnson and J. Rosamond
Johnson, Nathaniel Dett, Hall John-
son, and William Dawson, as well
as later arrangers including Mo-
ses Hogan, André Thomas, Rollo
Dilworth, and Rosephanye Powell.
Themes of spirituals are discussed,
and a synopsis of slavery and spir-
ituals concludes the formal section
of the book. There follows a Bib-
lical Concordance and a Reverse
Concordance of one hundred spir-
ituals, a bibliography, and an index.
The work also contains many help-
tul illustrations, charts, and maps.
One of the most distinctive and
informative chapters is Chapter
Five, Witness: Slave Testimonies
(Who’ll Be a Witness for My Lord).
This chapter presents fifty well-
known spirituals with testimonies
following, from both well-known
and anonymous former slaves. If
we pick a random title, such as “My
Lord, What a Mornin’,” Guenther
provides a general description of
the theme of the spiritual, followed
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by the text. Then, this testimony:

I’s very old now. I spects I's
most a hunnerd. Dey say
when yere a hunnerd years
old yer see de stars fall, and
de oder night when I went
out I saw all de stars fall,
and de oder night when I
went out I saw all de stars
drop from de sky. I was at a
wonder when I saw it. ‘It’s
like the plantation song,” 1
said, ‘Oh the stars in the el-
ements are falling, And the
moon drips away in blood.’

Dat’s it, dear, dat’s it, and
she sang a few words until
her voice broke. (p. 115)

Imagine the power of those
words when read to your choir in a
rehearsal. I cannot get those words
out of my mind. The choral re-
hearsal can become a vehicle for
change just as this book broadens
one’s outlook.

When T first began to sing spiri-
tuals over fifty years ago, at the age
of fourteen in my all-white, small
Midwestern town, there was no
talk of their hidden meanings as
songs of suffering, escape, despair,

-COA NATIONALS fOR Top CHOIR

A HOIRS OF
D — ERICA
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American Choral Festival
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and many other themes. They were
regarded as gospel songs at best.
Thanks to scholarship, including
that of Guenther, there is a glossary
of terms for the Underground Rail-
road.

From former slave Frederick
Douglass’s commentary, to a pro-
logue of Barak Obama singing
‘Amazing Grace” at the 2015 funer-
al of Clementa Pinckney in South
Carolina, the author has created
a scholarly yet spellbinding work.
Anyone who works with spirituals
should have this volume—well-in-
dexed and with valuable appendi-
ces and concordances—in her or

CARNEGIE HALL
+ NYC

Z. Randall Stroope

Jeffery Redding
and Rosephanye Powell

Rollo Dilworth

VOCALMUSIC.ORG
1.800.284.2177
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his library. In Their Own Words, once
it is opened, 1s difficult to put down.

Donald Callen Freed
Omaha, Nebraska

Innovation in the ensemble
arts: sustaining creativity
Tim Sharp

GIA Publication, 2017

152 pages

Tim Sharp’s latest offering is the
third in a series that includes Collab-
oration i the ensemble arts and Mento-
ring i the ensemble arts. Sharp draws

on his many experiences as an inno-
vator—both as a conductor and ex-
ecutive—supplemented with smart
advice on effective innovation from
leaders living and historical, and
visionaries musical and otherwise.
Key to Sharp’s approach is one of
practical, sustainable creativity; his
is a study of discovering and imple-
menting the “adjacent possible” (p.
1X).

Sharp uses the acronym POET-
IC (People, Optimism, Experimen-
tation, Tension, Idea, and Collabo-
ration) to describe the stages of any
innovation initiative, and takes each
of these in turn. He invokes inno-

“Witte Tours provided the University of South
Dakota with an outstanding travel adventure.

Witte’s knowledgeable staff supplied sound
advice and created educational and musical
experiences that left our students inspired.”

Dr. David Holdhusen, director
University of South Dakota Chamber Singers

GO WITTE.

A

From pre-planning stages through the tour itself,

W/ 'H'e Performance Tours

In Concert Tours

SINCE
1975!

800 GO WITTE
www.wittept.com
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vators such as da Vinci and others
who have been perpetually inter-
ested in the “why” of things. Three
types of innovations are discussed
in order of increasing impact and
risk; namely, core, adjacent, and
transformative. (The term “core
innovation” is at first a little confus-
ing, as it is the core of the group’s
methodology that is preserved rath-
er than altered.) All flow out of
the leader’s innovative mind-set.
To nurture this, the author recom-
mends including deep reading in a
variety of disciplines, daily poetry
reading (especially for choral musi-
cians who work with words in every
rchearsal), asking da Vinci’s “why”
constantly, finding the right time of
day and the right place for creative
work, and the importance of rest
and breaks for exercise (especial-
ly walking, with good examples of
important minds in history having
done so to get their creative juices
flowing).

Sharp insists innovative ideas
naturally come from a place of
tension, reflection, and continual
testing, and are born of expertise,
experience, and even failure. Rare-
ly are these ever “aha!l” moments,
but are influenced from multiple
sources and always “adjacent addi-
tions to pre-existing ideas” (p. 95).
He uses the historical innovations
in music notation as a good analo-
gy for these kinds of necessary, cre-
ative changes.

Besides there being no single
moment or “spark” of creativity,
other misconceptions about inno-
vations are addressed, chief among
them is that creativity is something
only a few people possess or only
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experts can implement. He encour-
ages us that innovative leaps and
the expertise needed to make good
ideas work are attainable for any
one and any group. Risk may be
mitigated by careful consideration
of the scope of the problem, avail-
able resources, negative side effects,
core mission of the group, and sus-
tainability.

Innovation in the ensemble arts is not
a long book and easily readable in a
couple of afternoons. This book uses
examples from the ensemble arts—
predominantly choral, of course—
to illustrate principles of innovation
that may be applied to just about any
business or organization. Of course,
as Sharp points out, it is not wealth
but value and relevance we create,

and how necessary it is for arts or-
ganizations to foster an innovative
mind-set to stay valuable and rele-
vant to their members and audienc-
es.

Tan Loeppky
Florence, Alabama

2020 SYMPOSIUM ON RESEARCH IN CHORAL SINGING

Registration is Open

About the Symposium

The American Choral Directors Association is pleased to announce the second Symposium on Research in Choral Singing, a new
forum for the dissemination of research. Following the packed first symposium in 2018, the second symposium will be held on
Friday and Saturday, May 1-2, 2020, on the campus of Georgia State University in Atlanta. The symposium will combine diverse
presentational formats with opportunities for in-depth conversation, inquiry, and consideration of future research directions.

The intent of the symposium is aligned with the purpose of the International Journal of Research in Choral Singing: to advance
knowledge and practice with respect to choral singing, choir sound, choral pedagogy, and related areas such as equity and inclusion
in choral singing, school community partnerships, adolescent development, vocal development, and singing and well-being.

Housing

The conference venue is located in downtown Atlanta. There are hundreds of hotels in Atlanta, with many in the immediate vicin-
ity of the conference location. We have determined that "conference hotel" rates would be higher than rates found independently.
We will therefore not have an official conference hotel; participants are encouraged to make their own reservations at their favorite
hotel. If you'd like a recommendation, please email pfreer@gsu.edu.

Transportation

Flights will arrive at the Hartsfield-Jackson Atlanta International Airport. Travel to downtown Atlanta is possible directly from
within the airport via MARTA trains; the Peachtree Center station is closest to the conference venue. Taxis from the airport to
downtown cost $30, with rideshare services such as Uber and Lyft costing about half that amount.

Note that if you are heading to downtown Atlanta on Friday afternoon, consider arriving a bit early if you plan to travel by car
(including taxi or rideshare from the airport). Rush hour starts about 3 PM on Friday afternoons.

T F FE. & TS
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Alleluia from Musica Sacra
Pawel Lukaszewski

(b. 1968:2016)

SATB divisi unaccompanied (2:10)
Publisher: Walton Music

HIL00156529, WW1594
$2.10

Soprano Alto

o) o o)

J O J S

Tenor Bass

%@%%

Performance Link: https://www.
jwpepper.com/Alleluia/10593344.
item#/submit

‘Alleluia”
is a lovely addition to the sacred

Pawel Lukaszewski’s
repertoire for mixed voices. Taken
from the prolific composer’s Musica
Sacra, this brief setting consists of
thirty-two iterations of the word A/-
lelwia, a timeless expression of praise
apt across a variety of liturgies and
traditions. The lush harmonies and
subtly shifting rhythms offer an en-
grossing experience to both singer
and listener.

SATB
divisi, the piece is largely in a five-

Though catalogued as

part texture, with only the soprano
part being regularly divided. Phrases

CHORAL JOURNAL March 2020

Kevin Dibble, editor kevin.dibble11@houghton.edu

characteristically begin on a unison,
fanning out into rich harmonies.
The initial phrase exemplifies this
pattern, beginning on a unison D,
moving through major and minor
sevenths chords before coming to
rest on a dominant six-five chord of
E. The subsequent phrase begins on
a unison of E, moving through sim-
pler harmonies than the first and
approaching the final chord of E
major from the major chord a whole
tone below. The middle measures
are similar in harmonic approach
but more vigorous. More restrained
piano music follows, the parts lying
lower in their respective tessituras.
This section comes to rest on a ma-
jor chord of A, suggesting a half ca-
dence to the reprise of the opening
section that follows. In the conclud-
ing section, a sense of timelessness
1s suggested by the repetition of the
final four measures. The work comes
to rest on an E major that is clearly
the overall tonality, though the fact is
never confirmed by means of a key
signature.

Metrically “Alleluia” largely alter-
nates between two/four and three/
four, frequent cascades of triplets im-
parting a sense of lilting compound
time in many measures. In the cho-

CVIEws

ral writing the alto part is often quite
static, with many repeated Es and
As, while the first sopranos gener-
ally sing the tune, the seconds har-
monizing below in consonant thirds.
The bass and tenor voices are often
spread in fifths, the effect sometimes
being multiplied by having bass and
baritone a fifth apart and tenor an
additional fifth above baritone. Tex-
tural variety is achieved by moving
the melodic writing of the upper-
most parts into alto and tenor parts
an octave lower.

That the composer, who is con-
ductor of Musica Sacra, Warsaw
Cathedral Choir, is

church musician can be seen in the

a practical

comfortable compasses of the choral
parts and the way that the rhythms
are varied yet attainable for a good
church or college choir. Melod-
ic leaps of perfect fifths and minor
sevenths appear throughout, adding
only slightly to the degree of difficul-
ty for the choir essaying this piece.
Overall, this is a sumptuous piece of
choral music—well worth the effort
of any choir willing to tackle it.

Jon Thompson
Langley, British Columbia
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Saeya Saeya Parang Saeya
Arr. Young-ah Kim

(b. 1972:2016)

Text: Korean Traditional

SATB, alto solo, unaccompanied
(5:15)

Pavane Publishing, P1562

$2.35

Soprano Alto

= I s fi

Tenor Bass

Performance Demonstration:

https:/ /youtu.be/y50wGKG_aVo

it

Young-ah Kim’s arrangement
of the traditional Korean folk song
“Saeya Saeya Parang Saeya” (Birds,
Birds, Bluebirds) retains the plain-
tive character of the original melo-
dy in a skillfully composed, contem-
porary setting. The text (given only
in a Korean transliterated underlay
with phrases of English translation
above) concerns an unsuccessful
nineteenth-century peasant revolt
against corrupt Korean rulers and
their Japanese confederates but
speaks simply of bluebirds who will
cause the farmers to weep if their
flowers fall to the ground. The sung

syllables are a combination of the

S No other folder holds up like ours. =%

~

-

You can !! the quWwe moent you pick it up — from the sturay

rear hand strap t0the heavy-duty stitching and solid metal coffier. =
protectors. Our folders have been the choice of more than half a million
choir singers, instrumentalists and directors since 1993. How about you?

Toll-free: 1.877.246.7253 + Telephone & Fax: +1 604.733.3995

MUSICFOLDER.com

The world's best music folders. Since 1993.
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on online orders $200+ until March 31,
2020 using order code ACDAZIPSHIP

Free shipping to the U.S. and Canada

words of the Korean original and
choral syllables such as “Huhm”
and “Dum.”

The setting begins with an arrest-
ing alto solo that gives some indica-
tion of the originality of the music
to come. The opening solo, written
by Connie Haeja Byun, derives its
interest from its free and flexible
rhythmic setting, restricting the me-
lodic material to the five pentatonic
notes (D, E, F, G, A) on which the
Korean original is based.

Kim’s choral arrangement be-
gins with a folk-like humming of
offset bass/tenor open fifths, evok-
ing a lilting lullaby. Choral sopra-
nos and altos enter to add harmon-
ic pungency, the divided soprano
part settling on a tritone at the end
of each gesture. The lack of a key
signature that commits to D minor
(the arrangement has no key signa-
ture) allows freedom to choose var-
ious forms of B and C, suggesting
D minor at times and the Dorian
mode at others.

After the choral atmosphere set-
ting, the folk melody is uttered by
the alto soloist in its pure form, ac-
companied by tenor and bass. The
arranger has both parts in frequent
divided major seconds, a notable
feature of the entire setting. The
fuller harmonies heard when the
soprano and alto voices enter em-
phasize D minor and various forms
of E diminished sonorities against
D. The section closes deceptively,
with an A7 chord that resolves to
G7 instead of the expected D mi-
nor. The eight slow, reflective mea-
sures that follow from measure 29
contain contemporary techniques
such as choral glissandi and closing
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to “m” at varied, somewhat inde-
terminate points.

The most challenging choral
writing begins where the male voic-
es are subdivided and treated con-
trapuntally. Bass, baritone, and first
tenor parts carry fragments of pure
folk melody, at times in canonic im-
itation. The second tenor gives the
most rhythmically intricate version
of the tune, offset with the other
parts. Soprano and then alto add to
the counterpoint, building toward
the apparent climax of the com-
position. Though these measures
come at the end of an accelerando,
follow a crescendo, and have the so-
pranos and altos at the high point

EXPLORING BIBLICAL THEMES
WITH THE BEST IN CHORAL

of their ranges, the sense of climax
is lessened by the immediate dimin-
uendo from forte to piano in each of
the measures. Harmonic motion
away from D minor (to C sharp aug-
mented) also serves to undermine
the sense of climax. A new section
featuring a six-voiced texture (with
tenors and basses divided) gives fur-
ther play to the arranger’s variety of
treatment of the folk material. The
last eight measures form a tidy epi-
logue rounding off the composition
with an almost literal recapitulation
of the choral opening.

This fine arrangement is quite
challenging (especially in the con-
trapuntal middle section) but not be-

&

yond the capabilities of a good uni-
versity or community choir. There is
some written pronunciation help for
non-Korean speakers in a download
that might well have been placed on
the inside cover of the octavo with
the background to the piece. The in-
teresting biographical sketch on the
arranger could have been given in
the octavo as well. Overall this is an
effective and engaging setting that
is a worthy addition to John Byun’s
growing series in the Pavane cata-
logue.

Jon Thompson
Langley, British Columbia

Sing For JoyZbrings you the best in sacred
choral music with performances that eloquently
“do the talking,” while the concise and thoughtful
commentary from host Pastor Bruce Benson
illuminates the meaning of the texts.

MUSIC AND COMMENTARY

Visit singforjoy.org to listen online or find your
local radio station.

_

Sing For Joy" is produced by St. Olaf College and proudly

sponsored by the American Choral Directors Association.

singforjoy.org

CHORAL JOURNAL March 2020 Volume 60 Number 8 87



" Choral Reviews

Stabat Mater, Hob. XXbis

Joseph Haydn (1732-1809; 1767)
ed. Clemens Harasim (2017)

SATB, SATB soli, orchestra (ca.
69:00)

Carus Verlag 51.991/03, $18.95 (pi-
ano-vocal score)

Instrumental accompaniment —
oboes and strings $19.95

Full Score: 51.991/00, $79.95

text: sacred, latin: anonymous 13th
century

Soprano Alto
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Performance Links: performance by
The English Concert & Choir, Trev-
or Pinnock, conductor
https://youtu.be/EwDOsrcFgkl

Joseph Haydn’s Stabat Mater is the

e 'n t)b ‘

first sacred work he composed while
in the employ of the Esterhazy court.
Though no definitive sources have
been found describing the premiere
performance, evidence suggests that
this work was first performed on
Good Friday in 1767. Haydn’s Sta-
bat Mater was well regarded by his
contemporaries, most notably by Jo-
hann Adolph Hesse, who, in Haydn’s
words, gave this work “indescribable
praise.” Frequent performances of
this composition resulted in a large
number of extant scores and parts;
editor Clemens Harasim based this
Carus edition on three of these
sources.

The Stabat Mater text is a sequence
in the liturgy comprising twenty
stanzas with three lines each. Sever-
al variations of the text exist, which
accounts for some of the slight de-
viation from the standard Stabat Ma-
ter text in Haydn’s setting. Haydn
spread the twenty stanzas over four-
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teen movements, with most move-
ments consisting of one or two of
the stanzas. Only six of the fourteen
movements (1, 3, 7, 10, 13, and 14)
involve the use of the choir; the so-
loists sing the remaining movements,
either individually or in various
combinations.

The choral parts are, for the most
part, not terribly difficult, either from
the vocal or musical standpoint. The
biggest challenge for the choir is the
final movement, “Paradisi gloria,”
an extended alla breve fugue with
melismatic treatment of the word
“amen.” Other movements call for
slow, sustained vocal lines, but these
are not insurmountable in a choral
context. Most curious in this edi-
tion, however, is the treatment of the
choir in the tenth movement, “Virgo
virginum praeclara.” The singing in
this movement is mostly by the so-
loists, with, according to the Carus
edition, short choral phrases punctu-
ating between solo sections.

Other editions, however, indicate
a slightly more involved role by the
choir, with additional choral sing-
ing underneath the soloists. Though
Harasim has provided extensive
editorial notes for this publication,
he has included no mention of this
discrepancy. The omission of these
extra choral parts lightens the load
of the choir, but only slightly. The
most significant result of the missing
choral parts is the resulting missing
verb fac in several sentences, but giv-
en the frequent text repetition in this
movement with other utterances of
Jac, the omission does not greatly af-
fect the meaning of the text.

Solo parts are rather virtuosic,
with extensive fioritura required in
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several movements. According to
the editorial notes, the original parts
clearly indicate that the soloists
would have been expected to sing the
choral parts as well when the soloist
parts do not overlap, but this edition
makes no suggestion to do likewise.
The orchestral parts do not require
significant numbers in forces. Both
oboists switch to English horn on
two movements, and the continuo
part is indicated for either organ or
cembalo, in reference to the custom-
ary “organ silence” on Good Iriday
in eighteenth-century churches.

Alexa Doebele
Milwaukee, Wisconsin

I Love All Beauteous Things
Judith Weir

Text: Robert Bridges OM
(1844-1930)

Chester Music, CH82038
SATB and organ
https://www.youtube.com/
watch?v=-k1j6dVbx8U
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Commissioned by the Chap-
ter of St. Paul’s Cathedral to mark
the ninetieth birthday of HM The
Queen, this richly harmonized an-
them is both stately and moving
The constantly active and undulat-
ing organ accompaniment of bro-
ken arpeggiations creates a lilting
palette, over which the composer
has painted a perfectly declamatory
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SATB setting of the inspiring words.
This anthem begins with a thrice re-
peated “I love” before the full choir
has entered to finish the first phrase
together. Each section of the poem

is begun by one or more sections of
the choir and built upon until the en-
tire ensemble is exclaiming the text
together.

Treble voices are paired against
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Tenor and Bass, Soprano and Tenor
against Alto and Bass, finally culmi-
nating in the climax of the words at
“I love all beauteous things, I seek
to adore them; God Hath no better
praise, And man in his hasty days is
honoured for them.” The work be-
gins quietly and builds steadily to
this first iteration of the key text,
only relaxing its fervor in the final
phrase that reiterates this text and
closes quietly.

As the piece was written for a
choir of men and boys, the soprano
line requires no stratospheric tessi-
tura and calls for only two instances
of a ‘g’ above the staff, just before
the highpoint of drama is achieved
and then at the pinnacle of the cli-
max of the work. It would translate
beautifully to a mixed choir of men
and women, and the piece is writ-
ten so well that achieving balance
in that situation should present no
obstacles. The lines are gracious and

easily taught, and the work can be
brought to a high polish in a short
order. The text makes the work ap-
propriate for nearly any season, and
any fine organist can produce the or-
gan lines with a reasonable amount
of rehearsal preparation.

Timothy Glasscock
Louisville, Kentucky

Two Seventheen-Century Carols
Jor Easter and Pentecost
Richard Proulx (arr.), 1937-2010
(1991)

SATB, unaccompanied (2°00)

GIA Publications, G-9196, $2

Soprano
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COMPOSER, PIANIST, LYRICIST, EDUCATOR

BLURRING THE LINE BETWEEN
SACRED AND SECULAR

MUSIC AND LYRICS PULSING WITH
ENERGY, GRACE AND HOPE
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AMERICAN PRIZE WINNER
CHORAL COMPOSITION, 2019

"Evocative use of harmony, melody,
rhythm and texture. Incredibly
nuanced variety and balance...with
great sense of pacing and idiomatic
vocal lines. Inspirational, moving,
and spiritual...” The American Prize

Long known as a staple of litur-
gical music, Richard Proulx’s 7wo
Seventeenth-Century Carols for Easter and
Pentecost brings new life to two exist-
ing tunes in a stylish performance
edition. Published through GIA’s
Richard Proulx Legacy Series, these
two carols are part of a sizeable col-
lection of manuscripts, the majority
of which were written for weekly
services at Holy Name Cathedral in
Chicago. Both would be perfect ad-
ditions for service music during their
respective seasons and could be ac-
complished by choirs of many skill
levels.

In the edition presented, both
carols are arranged for unaccom-
panied voices and stand on their
own with ease. Directors of both
religious and non-religious choirs
will gravitate more toward the first
carol, Eastertide Carol, the strength of
which comes from its versatility and
bright character. Presented in A ma-
jor, the melody was first published
in the 1628 edition of the Mainz
Gesangbuch and stands as an example
of post-Reformation German Cath-
olic hymnody. At the marked tempo
the piece takes under a minute and
a half to perform, putting it on the
cusp of being long enough to serve
as a stand-alone anthem or concert
piece, while brief enough to work as
a choral introit, offertory, or similar
bit of service music. Additionally,
the macaronic text—featuring the
oft-used refrain, “In cymablis, bene
sonantibus”—almost begs for the
pairing of instruments, which could
be done in a variety of creative ways.
As a pedagogical tool the Easteriide
Carol presents a wealth of opportu-
nities, from quickly shifting dynam-
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ics to periodic staccato and legato
passages, packaged around a catchy
tune that will quickly become famil-
iar to the ensemble.

Pentecost Carol, the second tune,
1s written as a traditional chorale.
Presented as a performance edition,
there are plenty of editorial mark-
ings in the way of dynamics, breath-
ing instructions, and articulations.

Pilate act in Belfast

In fact, the score leaves little for the
director to intuit and even provides
flexibility of key, stating, “the key
may be lowered by a half-step for
acoustically dry venues.” The mel-
ody, first published in Amsterdam
(1685), is set to an English text by
George Timms (1910-1997), who
wrote the text specifically to pair
with the tune, first appeared in En-
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Peonte should not forget that Partition

Al

glish Praise (1975) as “Song of the
Holy Spirit.”

Lawrence Abernathy
College Station, Texas

LEditor’s note: “Thank you to Sandra Chan-
dler; who contributed Choral Reviews for
the February issue.
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Open to all undergraduate and graduate students and beginning to established choral directors.
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