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The human spirit is elevated to a broader understanding
of itself and its place in the world through the study of and
participation in choral music. Singing in a choir produces
more active and involved citizens. It affects self-worth
in youth and adults. It builds connectivity throughout
communities. Society benefits from the aesthetic beauty
and community of singers created by choral programs
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organizations through involved citizenry, connectivity
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From the
Executive Director

Cue the Data
In our profession, it is easy to be drawn to what
is most visible. The concert performance. The
honor choir. The mind-blowing rehearsal tech-
nique you saw and will use as soon as your next

Robyn Hilger

rehearsal. Much of our work naturally centers on
performance and professional learning. That is where our members
gather. That is where energy is immediate and tangible. And that mat-
ters deeply.

But I want to pause and draw your attention to something that is
just as essential to the future of our field: research.

We have an extraordinarily robust body of scholarship in choral
music. Thoughtful, careful, peer-reviewed work is happening in all ar-
eas of the profession. We often operate as if research is somehow dis-
tant from daily practice. It can seem removed or “for someone else.” 1
would argue the opposite.

Research gives language to what we intuit. It tests what we assume.
It challenges what we have always done. It helps us prepare the next
generation of singers and leaders, not just with techniques, but with
frameworks for decision making. It ensures that our pursuit of excel-
lence is informed, reflective, and responsive.

Evidence matters. Data matters. Scholarship matters. When asked
by your school leadership about why choir matters, you don’t need to
justify your work through reading and math scores. Our researchers
have provided us such depth of content on the impact of this work
that you need to look no further than the work your colleagues are
pursuing and publishing steadily. Trying to choose which technique
might solve a problem you have? I bet there’s an article on it already!

The International Journal of Research in Choral Singing abstracts featured
in this issue represent the intellectual rigor and forward-thinking lead-
ership present in our field. Behind each study is a colleague asking
hard questions, gathering meaningful data, and contributing insight
that strengthens all of us. Performance may be the public expression
of who we are. Professional development may be where we gather and
grow. But research is what ensures that our artistry remains grounded,
effective, and future-focused.

If we want to shape the future of choral music intentionally, re-
search must be an important part of the conversation. Curious about
what you may have been missing? Log in to your ACDA account and
look under Publications for the International Journal of Research in Choral
Singing! It’s at your fingertips.
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From the
President

A choral giant left this world to share his musi-
cal gifts in another realm. Helmuth Rilling passed
away at the age of ninety-two on February 11,
2026. I had the opportunity to watch him rehearse,
lead conducting masterclasses, present the Discov-
ery Series on Bach’s B Minor Mass, and conduct

from memory a performance of Verdi’s Requiem
at the Oregon Bach Festival. Rilling’s musicianship, knowledge of the
score, passion, and humanity were ever present. He was an inspiration-
al teacher who influenced hundreds of conductors and singers from
around the world. Ruht wohl, Maestro Rilling,

Rilling’s passing made me reflect on other mentors who influenced
me and so many other choral musicians. Many of my teachers have
now passed away, but the lessons they shared continue to inform my
teaching. If your influential mentors are still with us, reach out with a
text, a phone call, or a handwritten note of thanks. It will mean the
world to them.

This issue contains R&R columns by Jenny Bent, Elizabeth Swan-
son, and Jami Lercher on mentorship as it relates to collegiate student
chapters. Student members are the future of our organization, and stu-
dent chapters provide meaningful professional development. Becom-
ing a faculty advisor and organizing a student chapter provides oppor-
tunities for students to attend conferences, present reading sessions for
one another, assist with on-campus choral events, and organize regular
meetings that feature guest speakers. A student chapter builds students’
leadership skills and helps them prepare to enter our profession. Every-
thing needed to start a student chapter as well as ways to revitalize an
existing chapter can be found on our ACDA website at: http://acda.
org/resources-for-student-members

In this issue, you will also find application information for next year’s
International Choral Exchange Program (ICEP). ICEP began in 2010
and promotes cultural exchange and musical collaboration among
choirs worldwide. The 2027 program will give six US choral conduc-
tors the opportunity to travel to New Zealand! Please consider apply-
ing for this exciting opportunity.

Along with the other content in this month’s issue, be sure to take
a look at the listing of workshops and festivals happening throughout
the country this summer. I hope your schedule will allow you to attend
one or more of these professional development opportunities to learn
from and reconnect with choral colleagues, discover new repertoire,
and recharge for the coming year.

Happy spring and best wishes!
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Amanda Bumgarner
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This issue completes our three-part series, “A Bigger
Table,” guest edited by Elizabeth Schauer. Part one ap-
peared in November/December 2025, part two in Feb-
ruary 2026, and now part three in March/April. Each
section features two articles, three choral reviews, and
one recorded sound review. In addition, this last install-
ment includes a special resources column. I encourage
you to explore these pieces and composers and, as Dr. Schauer’s introduc-
tion invites us, “pull a chair up to the table and try something new.”

I'want to call special attention to the article by James Higgs on Marianna
Martines’s Terza Messa. This article is based off James’s dissertation, which
won ACDAs Julius Herford Dissertation Prize. That prize was awarded at
the 2026 Western ACDA Region Conference. Nominations for the next
Herford Prize are due June 10, 2026. Information is available on page 57
of this issue.

Our cover this month shines the spotlight on Mexican choral history and
repertoire. The author, Raul Dominguez, presented an interest session on
this topic at the 2024 Northwestern ACDA Region Conference. We have
been working on this article for some time and are excited to be sharing it
on the cover of this issue.

Those working in collegiate choral spaces will be interested in our R&R
section, featuring content related to collegiate choral engagement and col-
legiate student chapters. Next month we will continue with two more arti-
cles from the collegiate R&R area.

We are interested in expanding our list of reviewers for the Book Review
Column, so please visit the link on page 35 to submit information to the
book review editor. I am also collecting information from those interest-
ed in writing recorded sound reviews; email me at abumgarner@acda.org
with any questions related to Choral Journal reviews.

Finally, we are sharing the abstracts from all articles published as part
of the International Journal of Research in Choral Singing in 2025. The IJRCS
editorial board is now accepting applications, and you can find more infor-
mation about that on page 30.

There are a lot of news and events, so along with notices in the pages of
Choral Journal, make sure to open (and read!) the weekly ACDA newsletters.
Those come via email on Wednesdays and are full of information related
to conferences, leadership positions, state votes, music educator surveys,
and much more. Email membership@acda.org if you need to update your

Suolfge
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Call for Submissions for ACDA Publications

The ACDA publications staff and editorial boards are interested in receiving articles
of interest to the choral profession. Submission highlights are below for the 3 ACDA
publications. Email Amanda Bumgarner, ACDA Publications Editor, with questions
abumgarner@acda.org.

Choral Journal - practical and scholarly information related to choral music,
composition, and performance. Published 9 times per year.

https://acda.org/choraljournal

ChorTeach - regular section published as part of Choral Journal offering practical
strategies for the classroom and community choirs, specifically those working with
grades K-12.

https://acda.org/chorteach

International Journal of Research in Choral Singing - rigorous, systematically
grounded methodologies to investigate phenomena of potential interest to all who sing
in, work with, or are otherwise interested in choral ensembles. Published as individual
articles by volume year.

https://acda.org/ijrcs

yumuumunuu
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NOSOTRES EXISTIMOS:

MEXICAN CHORAL HISTORY
& REPERTOIRE

Raul Dominguez

exican choral repertoire has a rich history yet is largely absent in the choral
literature. A few publishers have acknowledged repertoire from Central and
South American countries, but the repertoire of México remains largely un-
derrepresented and unknown. In the United States, the percentage of those with Mex-
ican heritage is growing at a significant rate' during a time when students long to see
themselves represented in the repertoire they perform. This article is an introduction to
Mexican choral music history and repertoire. After a brief overview, readers will learn
about the compositional styles of this music through categorized time periods; the arti-

cle concludes with a discussion of resources and a repertoire list suitable for all voicings.

Scan the QR code below for a listening list of compositions referenced in this article. In
addition, corresponding YouTube links are listed in the end notes.

Raul Dominguez

Associate Director of Choral Studies
Assistant Professor of Music

Pacific Lutheran University

domingr@plu.edu
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History: Of Conquest and Cathedrals

The primary event that led to the creation of Nueva
Espaiia (New Spain) was the fall of the Mexica (Aztec
Empire) in 1521 at the hands of the Spanish conquer-
or Hernan Cortés and his conquistadores (explorer-con-
querors).? Like other cultures, music was an integral
part of Mexica life prior to the conquest. In her chapter,
“Music, Conquest, and Colonialism,” in Musics of Latin
America, Dr. Susan Thomas explained:

In Mexica society, musicians enjoyed high social
status. They trained in special schools, known
as cuicacallis, dedicated to the performing arts.
As in modern Western conservatories, expert
faculty taught specific instruments and, while
students received general training in all aspects
of the performing arts, advanced students
would specialize in a chosen instrument. In
Mexica culture, musicians were an important
part of public and ritual life. They accompa-
nied most sacred rituals, performed for dances,
celebrated births and mourned deaths, and ac-
companied soldiers into battle.®

Because there are no extant recordings from this peri-
od, it is impossible to know how Mexica’s music sound-
ed; however, “Archeological evidence and descriptions
written by early Spanish explorers stress an enormous
diversity of musical expressions.”*

Post-conquest, the Roman Catholic Church sought
to convert the indigenous population through musi-
cal evangelism and coercion. Capitalizing on the in-
habitants’ musical abilities, the Spanish established
Western European music schools in the Americas,
which trained students to perform Western European
compositions and to construct European instruments.
Spanish composers appealed to indigenous peoples by
writing music in their language, Nahuat! (one of many
indigenous languages in this corner of the world). Con-
versely, Spanish composers mocked those of African
descent by writing music in kabla de negro, a Creole lan-
guage spoken by the enslaved people brought into Nue-
va Espafia by the Spaniards. Genres like the sacred vil-
lancico de negro, which utilized habla de negro, deliberately
mock African people, portraying them as unintelligent,
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comedic relief characters within the Spanish Catholic
Church.”

Tyrone A. Clinton Jr’s dissertation surveyed this
subgenre’s performance practice, and he stated:

This music promotes racism in a way that is re-
flective of other racist art forms in the Global
North. Although a paraliturgical genre, the vi/-
lancico de negro resonates more with secular mu-
sic that uses poor imagery of black people, as
observed in minstrelsy. Performing the villancico
de negro specifically in the Global North ignores
a brutal past of white supremacy... Therefore,
I cannot condone performing it regardless of
a performer’s contribution or geographical lo-

cation.®

It should be noted that some may feel this historic rep-
ertoire should not be dismissed but rather a way to un-
derstand secular music that existed outside the church.
Regardless, it is imperative that conductors understand
Nueva Espaiia’s choral music through an evangelical lens
in order to contextualize these events for their ensem-
ble and take great care when encountering composi-
tions written in habla de negro.

Tracing Composition Styles

Readers can use the QR code on page 7 to access
a listening list that will follow this article. Noting the
musical examples and their correlative years, stylistic
properties of earlier musical works do not exactly align
with European style periods from this same time. In his
dissertation, “Manuel de Sumaya: A Musical Analysis
of Two Masses by the Baroque Mexican Composer,”
Stephen Stanziano explained why Nueva Espafia de-
layed in embracing compositional practices simultane-
ously with Europe:

While [Nueva Espana] was experiencing its
musical Renaissance, Europe was well into
the Baroque era and undergoing major re-
forms characterized by progressive works that
emphasized tonality instead of modality, ho-
mophony instead of counterpoint, and more
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sophisticated dissonances than in the past. The
development of new forms such as the concer-
to and opera began to take hold in Europe.’

Stanziano continued, describing how the Council of
Trent, led by Pope Paul III, reacted to Martin Luther
and the Protestant Reformation. The Council con-
cluded that music resembling secular compositions was
forbidden, music that pleased the listener was prohib-
ited, and text within polyphony (which should be sung
in Latin and not the vernacular) must be intelligible.
Another goal was uniformity in the celebration of the
Mass and the Divine Office throughout the church.?
Tor these reasons, Stanziano outlined the following ar-
guments for why European compositional trends ar-
rived “late” to Nueva Espana:

* The geographical isolation of Espaia to its colo-
nies versus the rest of Europe

¢ A Catholic Church that was resistant to the Ref-
ormation

* A resistance of the Catholic Church to adopt new-
er styles that challenged the established order

* The prohibition of solo and operatic singing in the
Spanish Liturgy”

Resisting the reformation, in conjunction with Nue-
va Espana’s distance, meant this country embraced
newer compositional trends later than Europe. For this
reason, there are more composers who represent Re-
naissance and baroque styles, as deemed acceptable by
the Council of Trent, than those who represent classi-
cal tendencies, seen as a shift toward secularism. As not-
ed below, Nueva Espafia gained independence when
they began to embrace classical styles, which caused a
major shift in choral music’s relevancy and existence.
Since the music period designations of Renaissance,
Baroque, Classical, and Romantic align with Europe-
an musical development, this author suggests using the
following periods when describing the development of
Mexican choral music:

CHORAL JOURNAL March/April 2026

e Colonial Period, 1521-1821

o Renaissance
o Baroque

o Classical

¢ Nineteenth and Twentieth Centuries
o Opera
o Neoclassicism and Nationalism

o Avant-garde

» Contemporary
o Intertextuality
o Stories and Social Justice

o Arrangements

History:
Colonial Period (1521-1821)

The colonial period encompasses Nueva Espana’s
viceroyalty period beginning in 1521, with 1821 mark-
ing its independence from Espana. European styles
condensed within these three hundred years include
the Renaissance and baroque, with classical trends
overlapping in the 1820s. Scholars are primarily aware
of sacred genres during this period, including masses,
motets, psalms, cantatas, and villancicos. Cathedral
archives have protected these compositions despite
war, flooding, and other disasters. Unfortunately, lit-
tle is known about contemporary secular composition
among the indigenous population at this time.

Based on the records at the cathedral in Mexico
City, Catedral Metropolitana de la Asuncion de la Bienaventura-
da Virgen Maria a los cielos, typical coros (choirs) comprised
fifteen to twenty altos, tenors, and basses (all men), as
well as six to eight choirboys or the coro de seises, who
sang the fiple (soprano) parts.'” Though early Nueva
Espana repertoire did not contain instrumental parts,
cathedral orchestras often reflected contemporary Eu-
ropean orchestras and doubled the choral parts before
gaining their own independent parts in the eighteenth
century. The most common forms of accompaniment
were the harpsichord, organ, and harp as basso continuo,
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though it is hard to know how a harp realized a bass
line."! The compositions of the early maestro de capillas
were often plainchant, polyphonic, polychoral, or con-
certed works, reflecting their dutiful adherence to the
Council of Trent’s conservative polyphony.

Hernando Franco (1532-1585) was one of the ear-
liest notable maestro de capillas. Born in Espana, he
studied with Tomas Luis de Victoria’s teacher, Gerémi-
no de Espinar, before immigrating to Guatemala to as-
sume the position as chapelmaster at their cathedral
in 1573. Two years later, he was appointed maestro de
capilla of the cathedral in Mexico City. Though only a
handful of his works survive, his Magnificat settings are
considered significant; there were eight settings, one
for each tone, but the third tone Magnificat has been
lost. Each setting alternates verses between plainchant
and polyphony.'? Scan the QR code on page 7 or see
the link in the end note to hear this alternation and
restrained polyphonic texture in Horacio Franco’s en-
semble performance of Magnificat del 5 Tono."

Also Spanish born, Juan Gutiérrez de Padilla (1590—
1664) served as Puebla’s maestro de capilla from 1629
until his death. His choral works, often composed for
double chorus, included various masses, motets, and
villancicos in the vernacular and are indicative of Eu-
rope’s Renaissance styles. The style of the Venetian
school (whose trends had migrated to Espana) not only
influenced Nueva Espafia’s composers but also its ar-
chitects."* Like the cathedrals of Europe, two separate
choir stalls allowed the choirs to face each other to fa-
cilitate polyphonic and antiphonal compositions. Pa-
dilla’s Deus in adiutorium honors this Renaissance double
chorus tradition, beginning with the cipit, a tutti cho-
ral statement, followed by antiphonal statements from
both choirs as heard in The Sixteen’s recording on the
listening list."”

Born in Mexico City, Manuel de Sumaya (or Zu-
maya; 1678-1755), was the first native-born person to
become the maestro de capilla in Mexico City and was
responsible for bringing the Italian baroque style to
Nueva Espafia. Michael Dean’s dissertation on Suma-
ya’s villancicos hypothesized that Sumaya must have
traveled to Europe between 1700 and 1708, where
he learned the Italian baroque style, while Nueva Es-
pana’s output continued to match Renaissance styles:
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Modernization would finally come with Man-
uel de Sumaya, who, after drastically revolu-
tionizing the Mexico City chapel in the carly
eighteenth century, proceeded to do it all over
again in Oaxaca a few decades later.'®

The genre villancico feels separate from the Euro-
pean canon though relevant to early Mexican choral
repertoire; it is worth a note on this genre before lis-
tening to Celebren Publiquen. The villancico genre used
an ABA ternary form where A represented the term
estribillo or refrain, and coplas or verses represented the
B section. This style contained contrasting solos, cho-
rus, and instrumental parts in the vernacular.'” Celebren
Publiquen 1s a concerted villancico for double chorus,
trumpets, and strings on the subject of the assumption
of Mary. Comparing the recording of Celebren Publiquen
to the Magnificat by Franco, listeners will hear a stark
contrast between the restrained polyphonic Renais-
sance and the florid concerted baroque styles from
Nueva Espaiia.'®

European liturgical music became more and more
secular as the musical trends of Europe and Nueva
Espana continued to, as Thomas phrased it, “dia-
logue™:

Latin American musical culture did not de-
velop 1in isolation, nor did it merely borrow
from sources elsewhere. Rather it developed
in dialogue with Europe and, by the end of
the Colonial period, with the United States
as well. The latest musical trends from France
and Italy, as well as Spanish and Portuguese
styles, sounded in Latin American cathedrals,

theaters, and ballrooms."

The Italian-born composer Ignacio Jerusalem
(1710-1769) was considered Mexico City’s e/ milagro
musical (the musical miracle). While working as a violin-
ist in a theater in Espafia, he was recruited to a theater
in Nueva Espana, where his talents were labeled “mi-
raculous.” Eventually, he applied for and became the
new maestro de capilla in Mexico City. Listeners will
hear his use of the galant style, which favored light and
elegant homophony over polyphony. In comparison
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to his predecessors, his harmonic rhythm is
slower, he gives preference to repeated phrases
over sequences, and his counterpoint sounds
light and effortless. He is also known for great-
er rhythmic contrast, shifting between repeat-
ing eighth notes, sustained passages, dotted
rhythms, triplet subdivisions, and Lombardic
rhythms (stressed sixteenth note followed by a
dotted eighth note). Based on his manuscripts,
instruments in his orchestras began receiving
more independent parts, where he also expect-
ed players to double within the woodwinds
and brass (e.g., oboe players were expected to
double on flute).” These traits, and more, can
be heard in the “Gloria” from the Mass in G.*!
As the years moved forward, orchestral
parts gained more independence, segmented
phrases were more prominent, solo singing
became increasingly virtuosic and aria-like
as in opera, and the galant style continued
to pervade.”” These characteristics are nota-
ble in Echenique’s recording of the “Kyrie”
from the Mass in D Major composed by Man-
uel Arenzana (1791-1821).% The instrumen-
tal introduction features different segments of
motives followed by the chorus’s entrance, all
set in homophony. The contrasting middle
“Christe” section highlights soloists with aria-
like music and ornamentation. The final com-
posers in this section, and their stylistic traits,
signal a clear shift toward Europe’s classical
era as Nueva Espana approached indepen-
dence during 1821, the same year Arenzana
died. This classical shift was brief; along with
independence, the population’s musical taste
would soon shift away from choral music.

History:
The Nineteenth
and Twentieth Centuries
The colonial period ended in 1821 with
the creation of the First Mexican Empire as
the Mexicans declared independence from
Espafia. The Mexican War of Independence
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Repertoire List:

Mixed Chorus

* Dios itlagonantzine, Hernando don Franco,
arr. Ahmed Anzaldua

o SATB, unaccompanied
o Marian motet in Nahuatl (Indigenous language)

o Publisher: Border CrosSing

» Christus factus est, Antonio Juanas,
ed. Raul Dominguez

o SATB, violins, flutes, cello, continuo, or piano
reduction

o Publisher: La Voz

* Tres Epitafios, Rodolfo Halffter

o SATB (div.), unaccompanied

o Sets the text from the tombs of Don Quixote,
Dulcinea, and Sancho Panza

o Publisher: Presser

« El Angel Gabriel
arr. David Garcia Saldana

o SATB, cajon (opt.)
o Up-tempo villancico de navidad

o Self-published on davidgarciasaldana.com

* Adiés bien amado, Julio Morales

o SATB (div.), unaccompanied
o Hope and healing after loss
o Publisher: La Voz

* Tipitin, Maria Grever
arr. Raul Dominguez

o SATB and SSAA, unaccompanied,
T'TBB version coming in 2026

o Vals mexicano, love song

o Publisher: Alfred Music (Lawson-Gould Series)
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(1810-1821), led by José¢ Maria Morelos—a priest of
African, Indigenous, and European descent—not only
called for independence but also the abolition of slav-
ery and the end of oppression against the Indigenous
population. Morelos’s ideals of racial equity and civil
rights made their way into choral compositions in the
twentieth century.

Sacred choral music experienced a decline during
this period that began in the eighteenth century due to
several factors. The musical taste of the people grad-
ually shifted toward opera, and funding for cathedral
musicians declined, forcing reductions in the size of ca-
thedral ensembles. The arrival of European musicians
also declined, and the ones who came were primarily
trained in opera. Likewise, cathedrals could not afford
to send Mexican musicians to study with liturgical mu-
sicians in Europe.**

The following section will highlight two opera-cho-
ruses from two composers who represented different
sides of the political-favor spectrum. Cenobio Pani-
agua (1821-1882) was raised in Tlalpujahua, Micho-
acan, and studied at la Academia de Armonia y Composicion.
His musical archive was only discovered in 2002, and
as of this writing, no recordings exist of his full body
of works. While his chorus, “La independencia,” is fea-
tured on the listening list,” he is perhaps best remem-
bered for his opera, Pietro d’Abano, which commemo-
rated the Mexican liberal’s victory in the war against
France.

As music history progressed in the Mexican Em-
pire, Toscano and Gruzinski, in their Historia Mexicana
article, explained that the relationship between music
and politics was difficult for composers to navigate.
Composers had to “gain” permission from authority
figures to have their works performed, or at least main-
tain good relations with them. In Paniagua’s case, con-
servatives and supporters of the French intervention
stopped attending his concerts and ended all support
for his work. Paniagua’s life became so difficult that he
fled Mexico City and spent the remainder of his life in

Coérdoba, Veracruz.?

Melesio Morales (1838—1908) was born in Mexi-
co City and wrote his first Italian opera at the age of
twelve without much formal training. His second op-
era, lldegonda, also in Italian, was such a triumph that
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the Mexican society elite paid for Morales to travel and
study in Europe. Overseas, lldegonda had a successful
performance in Florence, and he returned home to
Mexico City a hero, where he would teach music for
the remainder of his life. Though some critics referred

»?7 he remained in

to his works as “European-izing,
good political favor throughout his career. The listen-
ing list features the “Coro Introduzione” (Chorus In-
troduction) from lldegonda.*

In further dialogue with European trends, national-
istic tendencies began to appear in the repertoire as a
reaction to a variety of elements built around the idea
of identity and societal elements. These trends became
more mainstream with the Mexican Revolution (1910)
but was distinguishable as early as 1871, with the opera
Guatimotzin by Ancieto Ortega de Villlar (1823-1875).
In this opera, Ortega orchestrates indigenous pieces
including the tzotzopizahuac, a national dance, and the
Mexican tune, “El Perico.” There is a soldier’s chorus
march, “Marcha y Danza Tlaxcalteca,” where soldiers
sing above repeated musical material sourced from
Mexican folk songs and indigenous elements.” Un-
fortunately, a recording does not yet exist. This form
of hybridity, incorporating indigenous or popular ele-
ments into compositions, continued into the twentieth
century as choral repertoire came back into popular
favor.”

Nationalism continued within the realm of neoclas-
sicism as the twentieth century approached, mostly by
composers who lived between the two world wars. A
neoclassical composition is likely to exhibit traits such
as extended tonality, modes, or atonality, balanced com-
position forms, and exert an element of restraint when
it comes to emotion—all in reaction to the fleeting Ro-
mantic era. It is not a revival of classical era properties
but rather a reaction to the decadent Romantic era,
where composers exercised emotional restraint to con-
vey their nationalism.*!

Named “the Creator of the Modern Mexican Song,”
Manuel Ponce (1882—1948) is known for setting mesti-
zo folk styles and concertizing popular music through
the lens of nationalism. He showed musical promise
from an early age and was a student of Martin Krause
in Berlin. Ponce taught at the Conservatorio Nacional
de Musica in Mexico City.*® His piece “Pasas por el
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abismo de mis tristezas” (“You pass through the
abyss of my sadness”) is on the listening list. His
unaccompanied piece is mostly tonal, homopho-
nic, and nationalistic with text from a Mexican
poet.”

Carlos Chavez (1899-1978) is another com-
poser who concertized indigenous sounds and
popular styles. He was born in Mexico City and,
like Ponce, studied at the Conservatorio Nacion-
al de Musica. The nationalistic composition on
the listening list i his “Corrido del Sol” for cho-
rus and orchestra.** A corrido is a “narrative bal-
lad genre that arose in association with the Mex-
ican Revolution of 1910.” According to Amber
Waseen’s thesis:

For a majority of Mexicans during the
[Mexican] revolution, the most import-
ant form of media for spreading news
about agrarian reform and other pri-
mary issues and events was the corrido.
Historically, the corrido has treated an
array of subjects from love to war, com-
edy to tragedy, and history to current
events... Most corridos were transmitted
through an oral tradition...[and] en-
couraged solidarity, one of the genre’s
most powerful attributes.*

“Corrido de el Sol” premiered in 1934 in
a concert memorializing the late President
Obregdn on the anniversary of his assassination.
To assemble this work, Chéavez pulled from his
previous compositions, referenced the music of
other composers, and used melodies and rhythms
indicative of indigenous and corrido styles.™

Spanish-born composer Rodolfo Halffter
(1900-1987) became a professor of musical
analysis at Conservatorio Nacional de Musica.
During his thirty years at the conservatory, he in-
structed several significant composers, including
Mario Lavista, who is featured in the next sec-
tion. Halffter’s use of harmony extended from
tonal into polytonal, and he used asymmetrical
rhythm to convey his texts in a manner that fa-
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Treble Chorus

° SA, piano

o Has “opener energy”

° SA + Small group, guitar

o For Dia de Muertos

(Colombian)

o Mexican danzoén

o Publisher: Carus

* Xicochi, Gaspar Fernandes,
arr. Ahmed Anzaldua

o SSA, continuo, percussion

o Publisher: Border CrosSing

o SSAA, unaccompanied

o Extended techniques

o Publisher: PH Publishers
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* Cantate Domino, Jests Lopez Moreno

o Publisher: VocalEssence Music Press

* La Ofrenda, Sabina Covarrubias

o Publisher: VocalEssence Music Press

* Mariposa candorosa, José¢ Antonio Rincon

o SSA, flute, guitar, and percussion

o Christmas lullaby in Nahuatl

» Alli habia una nifia, Jorge Cordoba Valencia
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vors syllabic stress. His three-movement work for un-
accompanied mixed chorus, Tres Epitafios, sets the
epitaphs of the three main characters of Don Quixote
by Miguel Cervante using strophic forms, homopho-
ny, mixed meters, and extended harmony at cadential
points. Despite his exile to Mexico in 1939, his Spanish
nationalism endured through this composition (on the
listening list), while some of his contemporaries looked
for musical inspiration outside their home country.*’

Alongside nationalistic trends, composers began ex-
perimenting with new sounds for their compositions—
what might be referred to as “twentieth-century ten-
dencies.” Well before Josef Matthias Hauer and Arnold
Schoenberg developed twelve-tone techniques around
the 1920s, Julian Carrillo (1875-1965), a musician
from Ahualuco, developed sonido trece, or the “thirteenth
sound,” in 1895. Sonido trece is a microtonal theory
utilizing sounds smaller than twelve semitones, which
paved the way for new musical systems, instruments,
and compositions.”® The listening list features Carril-
lo’s microtone style in the “Gloria” from his tenor-bass
chorus mass, Misa a S. Juan XXIII, where singers bend
the dictated pitches to access the sounds between each
semitone.”’

Manuel Enriquez (1926-1994) was born in Ocot-
lan, Jalisco, and studied composition at the Juilliard
School. His composition periods began and ended with
nationalistic styles, and in between he composed using
techniques such as dodecaphony, minimalism, aleato-
ry, and graphic notation.*” He also experimented with
electroacoustic sounds in a variety of compositions like
Contravox, written for mixed chorus, percussion ensem-
ble, and tape in 1976. To date, a recording of this work
does not exist (or cannot be found) but is worth men-
tioning here to highlight the experimental nature of
choral music in this period.*! The listening list features
his cantata, “A Juarez,” a work for chorus, baritone,
and orchestra commissioned by the State of Oaxaca
honoring the former president Benito Juérez.*” His use
of twentieth-century sounds with a nationalist subject
combines two of the largest compositional trends of
the nineteenth and twentieth centuries.
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History:
Contemporary

Mexican choral repertoire takes on a variety of
forms in contemporary choral literature. Compositions
can feature the sounds of the past and the present to
create something new, communicate a social justice
message, tell a story, or take the form of arrangements
of traditional and popular tunes. In a market saturated
by the “choral European canon,” the contribution of
choral arrangements of traditional and popular tunes
are viewed as a culture continuing to endure, adapt,
and thrive.

Mario Lavista (1943—2021) was born in Mexico City.
He studied with notable composers Carlos Chavez,
Nadia Boulanger, and Karlheinz Stockhausen, and
received multiple accolades for his compositions, in-
cluding a Guggenheim Fellowship and the Tomas Luis
de Victoria Gomposition Price in 2013. Dr. Ana Ruth
Alonso Minutti describes Lavista’s output as “intertex-

”# meaning Lavista includes musical borrow-

tuality,
ings or references to other styles within his composi-
tions. His Stabat Mater (on the listening list) represents
this style with the merging of Renaissance plainchant
and twentieth-century techniques for chamber choir
and cello octet playing natural harmonics.**

Jorge Cozatl (b. 1973) 1s a well-known singer, con-
ductor, and composer who has been recognized for his
work with choirs, in opera, and for his arrangements
of Latin American folk songs.” Significant within his
output is his arrangement of £/ Cascabel (the Rattle) on
the listening list. The original folk tune fuses musical el-
ements from the indigenous, Spanish, and African pop-
ulations.*® Cézatl’s arrangement is significant because
the original recording was included on the Interstellar
Golden Record. This record was launched into space
on both Voyager ships in 1977, making Mexico one of
two Latin American countries included in this interstel-
lar time capsule.*’

While Mexican choral repertoire is traditionally ex-
cluded from the larger narrative of choral literature,
more so are the compositions of women of color. The
following are some of the first Mexican female com-
posers. Though not all have composed choral music
and some may be lost to time, including the music of
convents from the colonial period, it is worth men-
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tioning their names for readers curious about
their solo voice or instrumental works: Sofia
Cancino (1897-1982), Consuclo Velazquez
(1916-2005), Gloria Tapia (1927-2009), Rosa
Guraieb (1931-2014), and Graciela Agudelo
(1945-2018). Those listed below have noted
choral compositions.

Gabriela Ortiz (b. 1964) is a Grammy
Award-winning composer who engages in
works combining traditional and avant-garde
sounds with both popular and folk elements.
Originally from Mexico City, she received
her education from the University of London
and now teaches composition at the Mexican
University of Mexico City.* Her composition
Yanga, for orchestra, mixed chorus, and percus-
sion ensemble, tells the story of Gaspar Yanga,
a freedom fighter who was forcibly brought to
Nueva Espafia and made a slave. To highlight
the origins of this story’s protagonist, the per-
cussion ensemble plays African percussion in-
struments. In Ortiz’s words, “Yanga is a work
of immense expressive force that speaks of
the greatness of humanity when in search of
equality and the universal right to enjoy free-
dom to the fullest.”*

Composer and singer Diana Syrse (b. 1984)
studied voice and composition at Universidad
Nacional Auténoma de México. As a per-
former-composer, “her sonic language often
incorporates voice, electronics, and traditional
instruments from Latin America to evoke pow-
erful, theatrical images...[and] deals with so-
cially relevant issues and makes an artistic con-
tribution to the discourses of our time.” For
the VocalEssence jCantaré! program, which
connects selected composers from Mexico
with schools and organizations in Minneapo-
lis, Minnesota, Syrse offered “Mar de Suenos,”
a hauntingly beautiful piece for mixed chorus
and piano, evoking imagery of a sea, dreaming
of reaching the moon but never touching it.”!

Mari Esabel Valverde (b. 1987) was born in
north Texas but comes from Mexican roots.
She holds degrees from St. Olaf College, the
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Tenor-Bass Chorus

¢ Cielito Lindo, arr. Juan Tony Guzman
(Dominican Republic)

o Unison, optional 3 parts, and piano
o Mexican folk song

o Publisher: Boosey & Hawkes

* De Colores, arr. Mari Esable Valverde

o 'TB, T solo (or T'T'B, treble version also
available), and piano

o Mexican folk song

o Publisher: La Voz

* Guadalajara, arr. Raul Dominguez
o T'TBB and piano or mariachi ensemble

o An up-tempo, spirited arrangement with pride for
Guadalajara

o Publisher: La Voz

* Yo ya me voy a morir a los desiertos,

arr. Ahmed Anzaldaa

o T'TB, unaccompanied, treble version also available
o Cardenche singing; ripped out of the body
o Extreme emotion and vocal range required

o Publisher: Border CrosSing

» Aleluya, Jorge Cordoba Valencia
o T'I'BB, unaccompanied
o Up-tempo and rhythmically complex

o Publisher: VocalEssence Music Press
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European American Musical Alliance, and the San
Francisco Conservatory of Music. Valverde’s choral
offerings range from lush and beautiful to social com-
mentary pieces.” “Border Lines” is on the listening list
and 13 scored for mixed chorus and guitar or cello. The
composer sets the text of Harlem-based Afro-Latina
poet Yesenia Montilla, which calls for empathy for im-
migrants who have been separated from their families.
Simultancously, Yesenia’s text highlights the idea of
imaginary borderlines on a map while imploring the lis-
tener to recognize our collective humanity.”® Valverde
also arranged the popular Mexican folk tune “De Col-
ores” for two- or three-part treble or tenor-bass choir,
an optional solo (if performed in two parts), and piano.
The adaptable voicing makes this arrangement avail-
able to a wide variety of ensembles at multiple ability
levels. This setting is another example of an arrange-
ment that seeks to give voice to a relevant—though of-
ten, unheard—culture.

Lastly is this article author’s choral arrangement
of Maria Grever’s (1885-19351) love song, “Tipitin.”
Grever is the first well-known Mexican female com-
poser who made a career as a composer at a time
when the compositional field was dominated by men.
She 1s known for her song “What a Difference a Day
Makes,” popularized by Dinah Washington, originally
a Mexican tune titled “Cuando vuelva a tu lado.” The
vals mexicano (Mexican waltz), “Tipitin,” was written in
1938 as a solo song. Raymond Leveen wrote new En-
glish lyrics for her tune, and Big Band leader, Horace
Heidt, debuted Leveen’s version in the United States.
The Andrews Sisters released a version in 1957 but
negated the feel of the waltz by adding a beat to the
melody. This author’s arrangement for unaccompa-
nied mixed and treble chorus (tenor-bass arrangement
coming in 2026) restores both the original Spanish text
and vals mexicano style.”*

The history outlined here is only a glimpse into the
full depth of what Mexican choral repertoire has to
offer. Knowing the history is only part of the work, and
conductors must know where they can find this rep-
ertoire and carefully consider how they present these
works to their singers and communities. The following
section provides an overview of repertoire sources for
the conductor. In addition, there is a listing of suggest-
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ed repertoire for all voicings distributed throughout the
pages of this article.

Repertoire Sources

The Seminario de Misica en la Nueva Espafia y México
Independiente within UNAM 1is a website that contains
scans of manuscripts from composers in the colonial
period and the nineteenth century. To access this web-
site, which is in Espafol, visit www.musicat.unam.mx/
and peruse the following databases: Catdlogos de misica,
Red Digital Musicat, and Coleccién Estrata. From here,
with the consultation of UNAM, users can assemble
industry-standard editions of each individual part to
facilitate modern-day performances.

The Latin American Music Center at Indiana Uni-
versity Bloomington contains a variety of resources
pertaining to the music of Latin America. Founded in
1961, they have one of the largest collections of phys-
ical and digital repertoire and resources in the United
States and offer a minor in Latin American and Carib-
bean Music. To access their collections, visit https://
lamc.indiana.edu/index.html to search through their
database through Interlibrary Loan (ILL) or visit them
in person.

The Tesoro de la Misica Polifénica en México are fifteen
volumes that contain a good portion of the polyphonic
music from the colonial period. The volumes are writ-
ten in Espanol and contain literature for mixed chorus,
double chorus, and solo voice with genres ranging from
masses, motets, magnificats, lamentations, villancicos,
psalms, and more. Each volume can be accessed online
for free at https://raulconducts.com/repertoire/ or
requested through ILL. The resources below are pub-
lishers with websites where users can directly purchase
copies of repertoire.

Mapa Mundi is a publishing company founded in
1977 that specializes in Latin church music from the
sixteenth century to present day. Of their two catalogs,
Mapa Mundi (same name as the company) has Series
F, which contains mixed chorus and double chorus
Mexican church music.”

Graphite Publishing is a publisher of digital scores
founded by composers Jocelyn Hagen and Timothy C.
Takach. Within their marketplace, they have two series
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of note: the Border CrosSing and VocalEssence Music
Press. Border CrosSing is a Minnesota-based organiza-
tion that provides performances and school programs
that reflect the multiracial identities of their surround-
ing community. Founder Ahmed Fernando Anzaldaa El
Samkary, a Mexican conductor and pianist of Egyptian
descent, has a concert series called Puentes that focus-
es on Latinx music through their community chorus,
Heritage Choir. The repertoire from their series comes
with detailed performance notes and translations and is
available for purchase through Graphite for a variety of
voicings and difficulty levels.*

The aforementioned VocalEssence jCantaré! pro-
gram also publishes their offerings through Graph-
ite. Their selections, like Border CrosSing, come with
translations and resource guides. VocalEssence’s reper-
toire is available for a variety of voicings with a special
empbhasis on treble repertoire for children’s choirs.””

La Voz Music Publishing is a platform that seeks
to elevate the unique sounds and composers of Latin
American choral repertoire. Founded in 2022 by José
Rivera, Angel M. Vézquez-Ramos, and Carlos E. Ri-
vera-Aponte, their growing catalog contains sacred and
secular repertoire for a variety of voicings in a variety
of languages. Each piece is also equipped with transla-
tions and performance notes.”

Pockets of Mexican choral music can be found with-
in other publisher’s catalogs as well. Readers searching
for a more immediate list should consult the suggested
repertoire lists in this article for mixed, treble, and ten-
or-bass choir.

Mexican Music Research

The author’s website, raulconducts.com, shares the
latest information and sources on this topic in the Mex-
ican Music Research section, which includes a side-by-
side history timeline—Mexican history on the left and
Mexican music history on the right—in an effort to
make sense of the development of Mexican choral mu-
sic. There is a more extensive choral repertoire list that
provides links to all fifteen Zesoro volumes and links to
other notable repertoire categorized by mixed, treble,
and tenor-bass repertoire.

Inspired by Dr. Marques L. A. Garrett’s playlist,
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“Beyond Elijjah Rock: The Non-Idiomatic Choral Mu-
sic of Black Composers,” there is a YouTube playlist
of repertoire ranging from the colonial period to con-
temporary. “The Spanish Diction Resource” and “Per-
formance Practice Resource” are excerpted chapters
from this author’s dissertation.”® For those who strug-
gle with Spanish diction, this resource goes through all
vowels, consonants, and possible elisions with correla-
tive IPA distinctions and explanations. For anyone who
encounters works from Nueva Espana with older forms
of Espafiol, Drew Edward Davies’s guide to moderniz-
ing Spanish letters is also available. The performance
practice guide mainly concentrates on music from the
colonial period, surveying literature about Nueva Es-

paia’s cathedrals, accompaniment, genres, and more.*

Conclusion

This article served as an introduction to Mexican
choral history and repertoire. There is, however, far
more work to do, voices to include, and music to share.
For conductors who ascribe to principles of diversi-
ty, equity, and inclusion, this is not an endpoint but a
beginning. In an effort to promote inclusion and be-
longing amongst our ensembles and communities with
growing populations of Mexican heritage, this author
hopes Mexican choral repertoire will one day become
famaliar in our rehearsal rooms and on our concert
stages.
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Meeting the Moment:
Reimagining Collegiate Choral Engagement
in a Time of Change

by Jenny Bent

After over fifteen years in academia, I have finally
taken a sabbatical, a rare chance to step outside my
usual rhythms, see our profession from a wider vantage
point, and reconnect with the curiosity and creativi-
ty that first brought me into this field. I even started
taking cello lessons, something I had hoped to take up
for years but never found the time to pursue. Stepping
back into the role of beginner has reminded me how
vulnerable, exhilarating, and deeply human learning
can be. This experience has also helped me notice how
quickly self-doubt can rise, how much courage it takes
to try something new, and how meaningful it is when
someone creates a space where mistakes are not only
allowed but expected. It has enabled me to view my
students with a fresh perspective and renewed aware-
ness, especially those who feel unsure and whose musi-
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cal foundations differ from what used to be considered
“standard preparation.” As I fumble through shifts and
bowings, I am reminded that our singers are navigating
their own versions of this every day and that they need
us to teach with patience, listen with empathy, and de-
sign learning environments where curiosity is met with
support rather than fear.

To say that collegiate choral programs are navi-
gating a period of rapid change feels, in many ways,
like an understatement. Shifting student demograph-
ics, evolving academic priorities, increased financial
pressures, and uneven levels of pre-college musical
preparation have reshaped the landscape dramatically.
Layered on top of these challenges are the lingering
aftereffects of the COVID-19 pandemic, which ac-
celerated trends in student disengagement, workload
intensification, and the need for flexible participation
structures. At the same time, emerging technologies, in-
cluding artificial intelligence, are beginning to reshape
how students learn, practice, and imagine their profes-
sional futures. In this context, many choral directors
are asking a central question: What should a collegiate
choral program look like in the twenty-first century?
How do we prepare our students for careers in choral
music when the world they are entering is evolving fast-
er than we can predict, shaped by accelerating technol-
ogy, changing professional pathways, and pressures we
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are only beginning to understand? In this environment,
the challenge facing collegiate choral programs is no
longer simply how to preserve familiar models, but how
to build cultures and structures that can adapt thought-
tully and responsibly in the face of ongoing change.
Importantly, adaptability is not a departure from our
values as choral musicians; it is embedded in the work
we already do. Every rehearsal requires listening and
the quiet recalibration that happens when something
simply is not working yet. In this sense, choir offers a
powerful rehearsal for the very skills students will need
beyond the ensemble, including flexibility, communica-
tion, persistence, and the ability to contribute meaning-
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fully to a collective endeavor. If we cannot fully predict
the professional landscapes our students will enter, we
can still prepare them to navigate change with confi-
dence and curiosity.

For many of us, this represents a subtle but signifi-
cant shift in perspective. Traditional collegiate choral
models were often built around assumptions of uni-
form preparation, predictable pathways, and stable in-
stitutional structures. Today’s students arrive with far
more varied musical backgrounds, competing demands
on their time, and understandable hesitation shaped
by years of disruption. At the same time, they bring
creativity and a desire for meaningful engagement that
challenges us to reconsider how our ensembles func-
tion. The question, then, is not how to preserve existing
structures at all costs, but how to design ensemble cul-
tures that are responsive, inclusive, and resilient.

This moment has also surfaced a familiar tension
within the field: how to maintain artistic rigor while ex-
panding access and belonging. For some, this tension
can feel like a zero-sum equation, as though meeting
students where they are requires sacrificing musical
excellence. Yet many directors are discovering that the
opposite may be true. Ensembles that prioritize clarity
of expectations, intentional scaffolding, and supportive
learning environments often cultivate deeper musical
investment over time. When students experience early
success, feel trusted in the rehearsal process, and un-
derstand that growth is expected rather than perfec-
tion, they are more willing to take risks both musically
and personally.

Across the country, directors are already respond-
ing to these realities by experimenting with approaches
that reflect an evolving understanding of what students
need. Collaborative models, shared resources, and
regional partnerships are emerging as thoughtful re-
sponses to institutional constraints and student realities.
These efforts recognize that no single program operates
in isolation and that collective investment can expand
opportunities for students while easing the growing de-
mands on faculty.

One such approach being piloted in ACDA’s Western
Region is the Collegiate Consortium. First envisioned
by Western Region President Julie Dana, the Consor-
tium is an honor choir-style experience designed to
bring together collegiate ensembles from institutions
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within a 200-mile radius of the regional conference site.
Participation does not require a competitive audition,
extensive travel, or substantial funding, making the ex-
perience accessible to programs of varying sizes and

Ensembles that prioritize clarity of
expectations, intentional scaffolding,
and supportive learning environments
often cultivate deeper musical

investment over time.

resources. Together, these choirs perform under the ba-
ton of a nationally recognized guest conductor in the
conference’s opening concert. Additionally, since 2022,
the ACDA Northwest Region’s Combined Collegiate
Chotir, an event conceived by Dr. Timothy Westerhaus,
has brought together existing choirs, selected through
an application process that considers both geographic
and institutional diversity, for a similar regional confer-
ence performance experience. By convening students
who would not otherwise sing together, these efforts
foster large-ensemble collaboration and meaningful
professional connection across a wide geographic re-
gion. Importantly, they also reflect the values of today’s
students, who increasingly prioritize belonging, rele-
vance, and flexible participation.

Alongside ensemble-based collaborations, some
regions are also reimagining student engagement
through shared or consolidated ACDA student chap-
ters. By combining efforts across multiple campuses,
these chapters create sustainable leadership structures,
broaden participation, and ensure that students from
smaller programs can engage fully in workshops, ser-
vice projects, and ACDA events. These shared models
encourage peer-to-peer mentorship, cross-institutional
connection, and a sense of belonging that extends be-
yond a single campus.

What unites these varied approaches is not a single
blueprint but a shared commitment to adaptability,
access, and human connection. Rather than asking
students to conform to fixed structures, these models
invite structures to evolve in response to student needs.
They acknowledge the realities of today’s collegiate
landscape while affirming the enduring power of cho-
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ral music to build community, foster growth, and sus-
tain artistic engagement.

ACDAs Collegiate Repertoire and Resources lead-
ership is also meeting this moment with clarity, collabo-
ration, and purpose. Dr. Garolina Flores joins our pillar
as Two-Year College Choirs Representative, bringing
an invaluable perspective on access, transfer pathways,
and community college engagement. Look for an ar-
ticle on this in next month’s issue. Student Activities
co-chairs, Dr. Jami Lercher and Dr. Elizabeth Swan-
son, are leading efforts focused on student access and
engagement, leadership development, and sustainable
chapter growth.

In one of several exciting initiatives, Dr. Dean Lu-
ethi, R&R Four-Year College and University Chair, is
leading the “Lunch Break Video Series” (https://acda.
org/lunch-break), a growing collection of short, prac-
tical videos featuring the expertise of choral directors
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from around the country. Designed to be immediately
usable and grounded in the day-to-day realities of colle-
giate teaching, the series offers concrete starting points
for directors navigating change in real time. Through
practical resources and intentional connection, we aim
to help directors and students feel supported and to
know their work is valued.

As we continue to navigate this period of transfor-
mation, the work before us is both practical and phil-
osophical. It asks us to reflect and to reach beyond
our own campuses, to share resources, to participate
in regional and national conversations, and to exper-
iment thoughtfully with new models of engagement.
For directors wondering where to begin, the first step
does not need to be a complete redesign of their pro-

Repertoire & Resources - Collegiate Choirs

gram but perhaps a willingness to try one small change,
such as piloting one new collaboration, rethinking one
access barrier, or building one new connection be-
yond their own campus. Adaptability does not require
abandoning what works. It asks us to listen carefully to
our students, colleagues, and the changing contexts in
which we teach and to respond with creativity rather
than fear. If the future of collegiate choral music is un-
certain, it is also rich with possibility. By centering our
work on connection, adaptability, and shared purpose,
we can ensure that choir remains relevant and vital in
the lives of the students we serve.

Jenny Bent is the director of choral activities and
voice program at Sonoma State University.
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Writing Your Next Chapter:

Tips and Tricks for
ACDA Collegiate Student Chapters

by Jami Lercher and Elizabeth Swanson

For many aspiring choral conductors, ACDAs col-
legiate chapters provide the first point of contact with
the professional organization and its many benefits. It
is during these formative collegiate years where many
members learn about the importance of the profes-
sional development, networking, and performance op-
portunities that ACDA offers. Student chapters play a
critical role in fostering a deep and meaningful connec-
tion with the organization and often lay the foundation
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for a lifetime of engagement. With this in mind, the
national R&R team for student activities has suggest-
ed best practices and has collected recommendations
for building and maintaining an effective and vibrant
ACDA student chapter.

On November 18, 2025, National ACDA hosted
a free webinar for faculty advisors to meet and offer
strategies for building and sustaining successful student
chapters. With support from regional R&R chairs and
attendees representing both new and established chap-
ters, participants discussed their experiences with ad-
vising collegiate ACDA chapters and came away with
new ideas and resources to support chapter develop-
ment and programming. The following summarizes
the webinar content and supplies new ideas for engage-
ment and operations.

ACDA.org

The best resource for ACDA student chapters, fac-
ulty advisors, and student leadership is on the acda.org
website. Go to the “Resources” dropdown tab, choose
“Students,” and you will find a page titled “Student
Activities & Resources.” This page includes an easy
guide for starting, restarting, and/or maintaining an
ACDA chapter as well as an alphabetical list of current
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chapters. The linked Student Chapter Manual is the
definitive and robust guide to all aspects of operating
a compliant chapter and is an invaluable resource for
collegiate organizations. The website also offers an idea
bank for chapter activities, social media templates, and
branding information to assist with all aspects of main-
taining a student chapter. A recording of the aforemen-
tioned webinar is also available.

Helpful Guidelines for Student Chapters

Breakout rooms were a beneficial feature of the we-
binar, and several popular discussion topics emerged.
Faculty advisors wanted to know guidelines for how of-
ten a chapter should meet, what types of activities and
fundraisers are successful, and how to avoid conflicts
and competition with other collegiate professional or-
ganizations.

Meeting Times

When scheduling ACDA student chapter events, it
is important to set expectations for frequency and con-
tent. Consistency is key, so having a recurring meeting
time such as the second Tuesday of the month will offer
a sense of stability and allow members to plan around
an established calendar. A good target for engagement
1s meeting at least once per month, and some chapters
like to balance business meetings with social activities.
For example, attend a local choir concert and have a
post-performance discussion over ice cream or sched-
ule a karaoke night at a nearby establishment.

Activities

Finding a signature activity for your chapter can also
be an important step in integrating ACDA within your
campus community. Offer singing Valentines, sponsor
a high school a cappella festival, or hold a bake sale
during finals week. Chapters that are associated with
a specific event or fundraiser typically have a stronger
public profile, which attracts new members.

Music education majors are often the most repre-
sented student group in collegiate chapters, but there
are many others who would benefit from the ACDA
professional network. Work to expand the membership
base with programming that engages other interests.
Offer a composition contest to appeal to songwriters
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and composers. Host informal sing-alongs of major
choral works and invite performance majors, both vo-
cal and instrumental, to perform solos and interludes.
Partner with religious groups to learn about musical
traditions from a variety of faith backgrounds. Ask
media and design students to create logos, t-shirts, or
programs for the organization. There are opportuni-
ties to collaborate with choral enthusiasts from many
backgrounds, resulting in a more enriching experience
for all.

Another rewarding aspect of an ACDA student
chapter is programming with a service-minded focus.
Allow students to get behind-the-scenes experience by
volunteering at local events. Connect with your state
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and regional leadership team to see if collegiate mem-
bers are needed to work as ushers, stage crew, or admin-
istrators for conferences, honor choirs, or workshops.
This is sometimes done in exchange for a reduced cost
of registration for an event. Another idea is to sched-
ule a “School of Music Clean-Up” day where ACDA
members could partner with another professional or-
ganization to spruce up rehearsal spaces or organize
storage facilities.

Conflicts with Choral Organizations

Speaking of other professional organizations, sev-
eral faculty advisors expressed concern with trying to
compete with other groups such as NAfME, ASTA,
or NATS. With limited time and resources, students
can feel like they must choose one group over another,
resulting in lack of participation or membership. Ex-
plore opportunities to work smarter, not harder, and
combine the efforts of student organizations. Commu-
nicate with other faculty advisors to see about having
breakout affinity groups during their meetings and en-
couraging membership in multiple organizations.

Inspiring Lifelong Involvement

One of the best ways to boost a student chapter is
by attending an ACDA event together. National con-
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ferences are unforgettable, but they may not always be
a viable option. There are plenty of additional oppor-
tunities with a lower price tag and just as much impact.
Take a retreat to your state ACDA conference or attend
the regional conference that offers the most economic
benefit (hint: it may not be in your assigned region).
You might also check out the listing of summer events
in this issue on pages 95—103 for other ideas.

If travel is not an option, bring the benefits to you.
Combine with a few other student chapters in the area
to host a one-day collegiate workshop. Invite a featured
choir or two to perform, have a local legend share ideas
and insights on repertoire or rehearsal techniques, and
sing together with a reading session of the greatest hits
from public domain choral music. The simple act of
being together with a community of fellow choral mu-
sicians will make a significant impact and lead to deep-
er learning and greater love for the choral arts.

Investing in the health and well-being of ACDA stu-
dent chapters is a critical part of our mission to inspire
excellence and lifelong involvement for everyone. If
your institution does not yet have a chapter, or perhaps
it needs a jump start, there is no better time than the
present. Visit the ACDA website today for all the infor-
mation and ideas needed to get your student chapters
up and running. The future of ACDA will be written
by these eager developing musicians, and we can’t wait
to see their story unfold.

Jami Lercher, DMA, is the associate professor of
choral music education at Baldwin Wallace University.
jlercher@bw.edu.

Elizabeth Swanson, DMA, is the associate professor
of conducting and associate director of choral activi-
ties at the University of Colorado Boulder.
Elizabeth.Swanson-1@colorado.edu

Volume 66 Number 7



FIREBIRD

FINE ARTS TOURS

Explore the World Singinﬁ

Create Lifetime Memories

w M

e

Firebird Fine Arts Tours designs custom performance tours for choirs who
want more than just travel. We create experiences where music meets
culture, connection, and unforgettable stages around the world.

DISCOVER OUR 2027 FESTIVALS!

Rl S 2 d e ﬁ»; |
Riga, Latvia Rocamadour, France Athens, Greece
Chris Maunu & Laura JEkabsone Jonas Rasmussen Irene Messoloras

Want more?

Explore more of our upcoming
festivals & custom tours!

. g | T g ! I!.-:
Athens, Greece ky P &'7 ke
Michael J. Barrett Ola Gjeilo & Irene Messoloras el iy

Bring Your Vision to Life! Contact Us
Let's start designing your unique & firebirdfineartstours.com
choral experience! ¥ stephen@firebird-tours.com

CHORAL JOURNAL March/April 2026 Volume 66 Number 7

27



ACCENTS

SPRING SPECIAL
$99 TUXEDO
ENSEMBLE

)
aa

stageaccents.com



|JRCS International Journal of Research in Choral Singing

The Scientific Research Journal of the American Choral Directors Association

Volume 13 Abstracts (Published in 2025)
edited by Bryan Nichols

The International Journal of Research in Choral Singing 13
a publication of the American Choral Directors Asso-
ciation. This journal welcomes studies that apply rig-
orous, systematically-grounded methodologies, either
quantitative or qualitative, to investigate phenomena
of potential interest to all who sing in, work with, or are
otherwise interested in choral ensembles. The [7RCS
was founded in 2002 by editor James Daugherty and
an international interest group composed of choral
conductor-teachers and voice scientists, each of whom
was an established researcher and an active choral
musician. The Journal publishes one volume annually,
with articles added as they are accepted throughout the
year. The editorial board welcomes manuscripts that
reflect well executed research employing quantitative,
philosophical, historical, or qualitative methodologies.
Reviews of empirical research, meta-analyses, etc. will
also be considered for publication. Score studies, choral
literature reviews, composer biographies, or purely an-
ecdotal speculations will not be considered.

View submission guidelines and the full archives
at acda.orgl/ijrcs. For more information or

to submit an article, email ijrcs@acda.org.
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Melodic Recall: Qualitative Insights on
Singers’ Strategies for Memorizing Scores of
Simple Songs

Maria Timoshenko-Nilsson

Volume 13, pages 1-30

In a choral setting, memorizing multiple choral
scores and maintaining the stability of recall can be a
challenge. This study investigates strategies for mem-
orizing scores of simple songs. Music college students
with extensive choral experience memorized three un-
familiar songs and recalled them after brief one minute
practice. A mixed-methods research design facilitated
the integration of multiple types of data, including
performance accuracy, self-ratings of sight-singing
strategies, and descriptive statistics of eye movements.
Results, based on Mishra’s (2005) theoretical model of
memorization, indicated that students employed Ho-
listic (singing the whole song) and Segmented (singing
phrases) memorization approaches more frequently
than Additive or Serial approaches. During memoriza-
tion, students relied on the conceptual, visual, auditory,
and kinesthetic components of memory. Good skills in
sight-reading, chunking, and the use of structural cues
played a key role in facilitating successful melodic re-
call. The pedagogical implications of the findings and
directions for future research are discussed.
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Sacred Concert and Spirituals Selections in a
2021-2022 School Choral Catalog

Andrew Trites

Volume 13, pages 31-53

Sacred music from Christian perspectives has been
sung in public schools since the inception of music pro-
grams, but students would benefit from singing sacred
music from a broad spectrum of religious traditions.
Music vendors, key stakeholders in marketing and sell-

Volume 13 Abstracts (Published in 2025)

ing music selections to United States music educators
and their students, commonly use the term sacred in
categorizing music to promote sales. The purpose of
this content analysis was to investigate the language ed-
itors of a prominent choral-music retailer used to mar-
ket sacred music selections to school choral educators.
Four questions guided my research of the 2021-2022 J.
W. Pepper school choral catalog: (1) how did editors use
religious language, (2) how did editors describe styles,
periods, and the printed language(s) of the text, (3) how

International Journal of Research in Choral Singing
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Do you know someone who has contributions to make to choral research and to ACDA publications? See
below for how you can formally nominate them...or you can simply request that we reach out to someone
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The editor of the International Journal of Research in Choral Singing requests nominations for 6-year
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did editors indicate educational use, and (4) what might
be learned from editors’ descriptions? I coded all 356
selections and descriptions categorized by the editors
in the subcategory Sacred Concert & Spirituals. Across
non-exhaustive categories, editors used religious lan-
guage in 90 descriptions, specified style in 183, speci-
fied a historical period in 46, specified the language(s)
of the text in 84, and invoked educational language in
112. Findings reinforced Christianity as a dominant
religion in United States public school choral music.
Choral educators and music vendors should reflect on
whose religious beliefs are reflected in school concerts
and published sacred music categories, broadening sa-
cred music to be more inclusive.

Online Social Comparison and Impostor
Phenomenon Among Choral Music Educators
Thomas J. Rinn

Volume 13, pages 54—74

The purpose of this study was to examine the de-
gree to which selected demographic variables and on-
line social comparison predict Impostor Phenomenon
(IP) among choral music educators. Participants (N =
143) provided demographic information and complet-
ed an adapted version of the Iowa Netherlands Social
Comparison Orientation Measure (INCOM) and the
Clance Impostor Scale (CIPS). IP was prevalent among
participants with 62.3% experiencing frequent to in-
tense IP symptoms. Participants reported engaging in
online social comparison on multiple social media
platforms and most frequently experienced upward
comparison. Upward and non-directional online social
comparison were significant predictors of IP and ac-
counted for 30.8% of the variance in IP scores. There
was a significant, negative correlation (r = -.36, p <
.001) between downward social comparison and CIPS
scores. Implications for music educators are discussed,
emphasizing the need for strategies to mitigate the neg-
ative impacts of online social comparison and foster
supportive, authentic interactions among colleagues.
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Essence of Joy: Empathy in an Afrocentric
Collegiate Choral Ensemble at a
Predominately White Institution

Austin Norrid

Volume 13, pages 75-100

Researchers (e.g, Watts & Pina, 2023)
demonstrated that World Music Pedagogy might

have

promote students’ empathy towards members of other
cultures. In choral ensembles, however, researchers have
yet to study whether or how transcultural musicking, or
engaging with music and/or musicians from cultures
other than one’s own (Sanchez-Gatt et al.,, 2025,
pp. 56-57), promotes experiences of empathy. The
purpose of this phenomenological study (Moustakas,
1994) was to explore the oft repeated claim in World
Music Pedagogy that transcultural musicking supports
students’ experiences of empathy by examining the
experiences of participants in Essence of Joy, an
Afrocentric choir at The Pennsylvania State University,
a Predominately White Institution (i.e.,, a post-
secondary institution in the U.S. with a majority of
white students). Additional goals of this research were
to examine how participants’ experiences of empathy
were mediated by whether they belonged to the
cultural or racial group whose music was performed by
the ensemble and to examine in what ways experiences
of empathy were supported by the choir’s repertoire,
the conductor’s pedagogical choices, or both. Data
included eight semi-structured interviews, field notes,
and participant-observation. I identified three textural
themes, “connections to others,” “connections to
self;” and “multifaceted definitions of empathy.” I also
developed a structural analysis represented in a graphic
model of the participants’ experiences and synthesized
the textural themes and structural analysis into a
phenomenological essence statement. The essence of
participants’ experiences of empathy in Essence of
Joy was transformational connections to others and to
themselves. For Black participants, singing in Essence of
Joy also provided an opportunity to explore their ethnic
identity. Based on the findings, I suggest implications
for practice and future research.
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The Effects of Computerized Feedback on
Sight-Singing Achievement

Adam G. White

Volume 13, pages 101-124

The purpose of this quantitative study was to ex-
amine the effects of computerized visual feedback pro-
vided by the SmartMusic interface on the sight-singing
achievement of choristers (n = 77) from two suburban
high schools. Using a matched group design, partic-
ipants were assigned one of three groups: those who
viewed feedback following their initial attempt, those
who viewed feedback following their follow-up at-
tempt, and those who did not view any feedback. Over
a period of five weeks, choristers engaged in weekly
sight-singing assessment sessions where they sight-sang
a melody, reviewed that melody for 90 seconds, then

Volume 13 Abstracts (Published in 2025)

sang that melody again. Results determined that while
students made significant improvements on a melody
following a sight-singing attempt, those improvements
were not affected by feedback condition. These find-
ings suggest that though feedback may be an important
component in the development of sight-singing skills,
the computerized feedback provided in this study was
no more effective than receiving no feedback at improv-
ing sight singing achievement. Furthermore, students
were unable to transfer learning from practice with a
click track and note indicator to performance without
these features so teachers should design summative as-
sessments to match the task presented during formative
assessments. This technology may be best utilized to
supplement sight-singing instruction but is unlikely to
supplant the work of a quality teacher.

KYLE PEDERSON COMPOSER, ARRANGER

ALL IS MIRACLE

TRANSEPT | TIMOTHY J. CAMPBELL DIRECTOR

ALL IS MIRACLE

THE CHORAL MUSIC OF KYLE PEDERSON

TRANSEPT

TIMOTHY J. CAMPBELL DIRECTOR

Combining re-imagined iconic hymns, genre-bending works, four world premieres, a mix of ancient and
newly crafted texts, and unique instrumentation and textures, ALL IS MIRACLE explores a universe pulsing
with spirit and creativity, inviting listeners into a journey of wonder and gratitude.

“The sonic texture is deep and evocative, giving the compositions an almost
transcendental dimension” — Sonograma

Learn more at www.navonarecords.com/ catalog/nvé6741/

Available now on the GRAMMY™ Award winning lahel imprint NAVONA RECORDS  navonarecords.com
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Singers’ Responses to Congruent and Incon-
gruent Verbal and Nonverbal Instructions
Melissa Grady, Jeremy Manternach, Melissa Brunk-
an, and Jessica Napoles

Volume 13, pages 125-137

The purpose of this study was to examine colle-
glate singers’ sung responses to and perceptions of
congruent and incongruent verbal and nonverbal in-
structions. Research questions included: (1) To what
extent do singers perform dynamics differently when
provided with verbal instructions or conducting ges-
tures?, (2) When presented with incongruent messag-
es, will singers respond better to verbal instructions
or conducting gestures?, and (3) What do participant
comments reveal about their perceptions of the task?
Four choirs sang while watching a stimulus video of a
conductor showing two different conducting gestures
(crescendo for the first four measures followed by a
decrescendo for the last four measures, or the reverse)
while singing a familiar tune (“Long, Long Ago”). In
one condition, videos included written/spoken in-
structions for singers to crescendo then decrescendo
at the same time as the conductor (a congruent mes-
sage). In the other condition, written/spoken instruc-
tions were the opposite (an incongruent message).
We subsequently analyzed the sound pressure level
(dB SPL) at the beginning, in the middle, and at the
end of the sung excerpt. Results indicated that the
choirs tended to follow the verbal instructions, get-
ting louder when instructed to crescendo and getting
quieter when instructed to decrescendo. Addition-
ally, the average dynamic contrast was significantly
greater during the congruent conditions compared to
the incongruent conditions (7.32 dB SPL and 4.71
dB SPL, respectively). This finding provides evidence
that when nonverbal cues (conducting gestures) are
aligned with verbal instructions, choirs show more of
the requested dynamic level.
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Cantabile

Youth Singers of Silicon Valley

30 ears
ELENA SHARKOVA
ARTISTIC DIRECTOR

We are proud to announce
our new Executive Director,
VanNessa Hulme Silbermann

VanNessa is an accomplished arts administrator,
educator, and director with extensive
experience leading student-centered programs,
and is widely recognized for advancing equity,
belonging, and collaborative creative practice.

NOW HIRING

For the 2026-2027 Season:
Full-Time Associate Conductor

Full-Time Assistant Conductor
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INTERNATIONAL CONDUCTORS EXCHANGE PROGRAM
New Zealand 2027

CALL FOR APPLICATIONS

ICEP provides opportunities for the next generation of choral leaders to represent the United
States as ambassadors to the world in the exchange of music, ideas, and cultures. Established
in 2010 and coordinated by ACDA's International Activities Committee, the program has connected choral conductors in the United
States with counterparts in Cuba, China, Sweden, South Korea, Argentina, Brazil, Costa Rica, Guatemala, Mexico, Uruguay, Kenya, South
Africa, Germany, the Philippines, and Portugal. Over 90 American conductors have participated in the exchange program, hosting an
international conductor and traveling abroad to observe and lead rehearsals and performances, present lectures and master classes,
and take partin conferences and other activities.

ACDA is pleased to announce New Zealand as the next partner for the International Conductors Exchange Program. In 2026, six
American and six New Zealand conductors will be selected to participate in a bilateral, mutual exchange to take place in 2027.
Conductors will be paired based on backgrounds and interests, and will visit each other's choral communities, sharing techniques
and learning best practices. Visits by the New Zealand conductors will be centered around the 2027 ACDA National Conference in
Minneapolis, Minnesota, March 7-10, 2027. U.S. conductors will guide their counterparts at the Minneapolis conference, and host
them in their local communities for region visits 3-5 days either before or after the conference.

In turn, American conductors will be hosted for the Big Sing, a nationwide competition and New Zealand's largest choral event held
August 26-28, 2027, in Auckland. While at the competition the U.S. delegation will observe rehearsals and attend seminars with local
choral leaders introducing New Zealand's unique music culture. Following the Big Sing, regional visits across New Zealand will take
place approximately August 28-September 2, 2027 (exact dates TBD). American delegates must commit to attending the Minneapolis
conference (March 7-10,2027) and the New Zealand visit, August 26-September 2, 2027.

ICEP OBJECTIVES

1) To create connections between leaders of the U.S. choral community and colleagues across the globe. 2) To forge stronger
relationships between ACDA and choral associations around the world. 3) To raise the visibility and leadership role of ACDA in the
global choral community.

Application Period: April 5 - May 30, 2026

SELECTION CRITERIA - EMERGING CONDUCTOR

The Standing Committee for International Activities is charged with the selection of emerging leaders of the choral profession to
represent the United States. The Committee has developed the following list of criteria:

1) Is a current member of ACDA, 2) Is an active choral conductor in a professional (remunerative) position, 3) Leads choirs with
a demonstrated level of excellence, 4) Exhibits a high level of human understanding, tact, and cross-cultural sensitivity, 5) Has a

minimum of 3 years and a maximum of 20 years in the profession

Candidates may reflect a wide diversity of interests and accomplishments (church/synagogue, community/professional choir, primary/
secondary/higher education).

For more information and to apply, visit: http://acda.org/resources/ICEP
Application deadline: May 30, 2026
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Choral Journal Editor’s Note: The reviews in this column
conclude Gregory Pysh’s term as Book Review Column
editor. I want to thank Greg for his service to ACDA
through this position. Following is a note from Dennis
Malfatti, our new Book Review editor. We encourage
interested readers to fill out the Google Form at the link
below to join our team of reviewers. You can also email
abumgarner@acda.org for more information.

From the Book Review Editor

I am honored to begin my term as the
new Book Review editor for the Choral
Journal, following Greg Pysh’s many years
of excellent oversight of this column. I

have been a university choral director for
nearly twenty-five years. Throughout my career, the
Book Review Column has opened up a world of op-
portunities for growth and learning. I am grateful to the
contributors who have written reviews over the years,
and I look forward to their future contributions. I also
hope that we can increase the number of book review-
ers. To that end, I invite the Choral jJournal readership
to consider joining the team of reviewers for the Book
Review Column.

CHORAL JOURNAL March/April 2026

Reviewers curate the numerous books relevant to our
field and give us a concise window into those books that
will likely be of greatest benefit to our growth and learn-
ing as choral conductors. Having written reviews for this
column in the past, I found it gratifying to share with col-
leagues the books I found valuable through my reviews.
If you enjoy reading books relevant to our profession,
writing reviews is a way to contribute to the growth of
fellow choral professionals.

If you would like to be considered as a book review
contributor, please complete this short online form at the
following link or scan the QR code.

https://forms.gle/8dYgzK1XPpwZ8FK18

Dennis Malfatti, DMA

Oramay Cluthe Eades Distinguished Professor of Music
Director of Choral Activities

Co-Chair, Music Conservatory

University of Evansville

dml155@evansville.edu
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Choral Reflections: Insights from American
Choral Conductor-Teachers

Edited by Brandon Williams

Hal Leonard, 2022

208 pages

Many choral directors have long viewed our profes-
sion as a means to honor both diversity and common
purpose through song. The COVID-19 pandemic and
racial reckoning of 2020 prompted even more of us to
reimagine our rchearsal spaces as places of welcome,
inclusion, and human-centered music making. Bran-
don Williams’s Choral Reflections: Insights from American
Choral Conductor-"Teachers was published in 2022, and re-
mains a timely and compelling compilation of essays
that amplifies the voices of leading choral directors
from across the United States. The collection offers
both the wisdom of seasoned experts and a bold, opti-
mistic vision for a new era in choral music.

Perhaps most resonant in Williams’s editorial work
is the diversity of perspectives shared. Contributors
such as Anton Armstrong, Sandra Snow, Rollo Dil-
worth, and Pearl Shangkuan offer personal narratives
and pedagogical insights that reflect the intersection of
artistry, advocacy, and servant leadership. What emerg-
es 1s not a singular philosophy but a variety of diverse
perspectives bound by common themes like commu-
nity, belonging, and shared humanity through music
making,

The essays reach beyond technique and speak to
vulnerability, growth, and the human connections that
define our profession. In his essay, Jason Max Ferdi-
nand writes, “The conductor’s heartbeat becomes the
choir’s pulse.” This sentiment seems to encapsulate the
collection: it is not only about /ow we conduct, teach,
and lead, but why.

Williams’s editorial vision affirms and helps define a
new era of choral leadership: an era that is more wel-
coming, collaborative, equitable, and people-centered
than ever before. As the title suggests, the book invites
reflection rather than prescription, encouraging read-
ers to engage, question, and grow. It is both a valuable
resource and source of inspiration for conductor-teach-
ers at all levels. Choral Reflections challenges us to reimag-
ine our rehearsal rooms as places of inclusion and be-
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longing. It reminds us that excellence in music making
is elevated by the relationships we build with those we
lead. In doing so, it becomes not only a reflection of
our evolving profession but a pulse for its future.

Dustin S. Cates
Assistant Professor of Choral Music Education
Temple University, Philadelphia, PA

Rethinking Bach

Edited by Bettina Varwig
Oxford University Press, 2021
399 pages

Rethinking Bach is a collection of essays penned by
some of the leading scholars on the life, music, and in-
fluence of Johann Sebastian Bach. In the introduction,
editor Bettina Varwig writes:

This book reaffirms the attraction of expand-
ing (further) time, thought, and ink on this
single historical actor. And yet, this singular
focus may of course be one of the first things
a proposed “rethinking” exercise may come to
contest or modify. The paradoxical challenge
of “rethinking Bach” thus consists in thinking
about Bach by thinking beyond him: remap-
ping the contours and borders of that island of
Bach research, populating it with different peo-
ple and unexpected objects, launching forays
into that wider ocean of scholarship—all while
keeping at least one eye on its principal site of
attraction, the initial shared object of scholarly

enquiry. (pp. 1-2)

Varwig organizes the information into four major
sections: “Histories,” with writings on “Bach and Ma-
terial Culture” by Stephen Rose, “Rethinking 1829~
by Ellen Exner, and “Post/Colonial Bach” by Yvonne
Liao; “Bodies,” with “Bach and the Soprano Voice”
by Wendy Heller, “Embodied Invention: Bach at the
Keyboard” by the editor, and “Rethinking Affect” by
Isabella van Elferen; “Meanings,” including “Bach and
Theology” by Jeremy Begbie, “Bach the Humorist” by
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David Yearsley, “Rethinking Bach Codes” by Daniel R.
Melamed, and “Bach’s Works and the Listener’s View-
point” by John Butt; and concluding with “Currents,”
which contains the essays “Bach’s Chorale Pedagogy”
by Derck Remes, “Rethinking Editions: Mass, Mis-
sa, and Monument Culture” by Joshua Rifkin, “Bach
against Modernity” by Michael Marissen, and “Bach
Anxiety: A Meditation on the Future of the Past” by
Michael Markham.

Each contributor is an expert in their subject area
and truly take the reader on a “deep dive” into their
topic. A few revelations to this reviewer include: Bach’s
postmortem household inventory showed he owned
items that were markers of social status (p. 14). The
portrayal of Mendelssohn’s performance of the St
Matthew Passion as a hallowed event had been part of a
consciously crafted legend from the beginning (p. 37).
The majority of the studies of Bach’s theology have
come from historical musicologists, not from profes-
sionally trained theologians (p. 169). (The author of
this chapter, Jeremy Begbie, is both a theologian and
a concert pianist). And, among other research, the ten-
dency toward humorlessness in Bach studies finds its
origin in the late-nineteenth-century biographer Phillip
Spitta (p. 194).

Of specific interest to our choral community is the
chapter “Rethinking Editions, Mass, Missa, and Mon-
ument Culture” by Joshua Rifkin. The author relates
in depth the history of the writing of the 1733 Missa,
Bach’s crafting of the entire work, and the history of
performing editions for this masterwork. Rifkin relates
the history of the piece:

Bach created what would eventually become
the first part of the Mass in B Minor as an in-
dependent Missa in 1733 in a bid to win rec-
ognition from his sovereign, the King of Po-
land and Elector of Saxony. As usual with him,
compositional activity did not quite end with
the completion of the score. That document,
although basically a fair copy and hence show-
ing greater detail in many respects than most
comparable manuscripts of Bach, still sought
principally to fix only those components that
he presumably regarded as most essential to
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the definition of his musical text: pitch and
duration above all, with instrumentation and
text placement indicated almost as thorough-
ly... The fleshing out of these details belonged
to the preparation of the materials from which
he intended performers to sing and play... al-
though not, to all indications, one that ever saw
use in actual performance, whether under the
composer or anyone else. (pp. 292-93)

Rethinking Bach contains a wealth of research materi-
al to increase our understanding—and inform our per-
formance—of the music of one of our greatest com-
posers, Johann Sebastian Bach.

Gregory M. Pysh
Van Wert, OH

Music, Religion and Politics at Worcester
Cathedral, 680-1950

Richard Newsholme

Open Book Publishers, 2025

309 pages

In these troubled times, we can lose the long per-
spective of other cultures, musical and otherwise. His-
tory in England and the British Isles is long and deep,
especially the English cathedral tradition. The Worces-
ter Cathedral has a long musical, religious, and politi-
cal history dating from the 600s.

Music, Religion and Politics at Waorcester Cathedral, 680-
1950 by Richard Newsholme has ten chapters: (1) The
Music and Liturgy of the Medieval Mass and Office
(680-1540); (2) Early Polyphony and the Worcester
Lady Chapel Choir (c. 1280-1540); (3) The Refor-
mation and Changes Under Four Tudor Monarchs
(1520-1600); (4) Thomas Tomkins and the Earlier Sev-
enteenth (1596-1646); (5) The Interregnum and Man-
aging the Aftermath of Civil War (1646-60); (6) The
restoration of the Monarchy and Reinstating the An-
glican Church (1660-1700); (7) A New Prosperity and
More Settled Cathedral Liturgy (1700-40); (8) A Mixed
Century: The Later Gregorian Period (1740-1840); (9)
Queen Victoria’s Reign: Changes after the Cathedrals
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Act of 1840 (1840—-1900); and (10) The Earlier Twenti-
eth Century and Two World Wars (1900-1950).

One can readily see longer eras of relative stability
contrasted with shorter bursts of change and instability
in British history and politics even within these chapter
titles, and the division of historical periods within the
history of Worcester Cathedral makes sense indeed. As
one might expect, this scholarly work is extremely well
organized and comprises many footnotes referring to
original sources within the cathedral’s archives. There
is also a table of illustrations, a preface, a postscript,
abbreviations, and an extensive bibliography.

A chapter is devoted to the Renaissance compos-
er Thomas Tomkins (1572-1646), a pupil of William
Byrd, who spent the last fifty years of his long life at the
Cathedral composing anthems, keyboard music, mad-
rigals, and miscellaneous works. The cathedral organ
was expanded at this time, and there was growth in
the choir. Detail is given to these events, as well as the
influence of Queen Elizabeth and the Reformation in
England; this is a time of rapid change.

Throughout the book there are also references to mi-
nor composers. Richard Browne is one such composer
and choirmaster, born in the first half’ of the seven-
teenth century. He became a successor to Tomkins. His
verse anthems are discussed, especially “Unto him that
hath loved me,” which Newsholme has transcribed,
and a portion is given as an example. A description of
the choir is given at this latter half of the century. It
was a family affair, with fathers, sons, and grandfathers
participating, thus giving stability in a time of change.
A new Book of Common Prayer was instituted at this time,
also propelling change in music.

During the Victorian period there was a remodel,
including an extensive rebuild of the organ. In the ear-
ly twentieth century there was a choir school for a time,
as well as a Christmas concert including the music of
Edward Elgar. Other composers included contempo-
raries Peter Cornelius, Pearsall, and C.V. Stanford,
contrasted with Farnaby, Byrd, and Palestina, along
with familiar carols. This concert and others of the pe-
riod 191618 were held as benefits for World War 1
refugees and the Red Cross.

It is impossible to go through all the complexities
of change in liturgy, music, religion, and political sys-
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tems contained in a thousand years of cathedral histo-
ry in this review. From the early developments of chant
to the early twentieth century, Newsholme has given us
the intricacies of how these worked in one cathedral.
Music does not exist in a vacuum. It is much related to
the human, social, religious, and political factors in the
surrounding civilization. Richard Newsholme provides
a thorough yet intimate vision of this through his study
of the Worcester Cathedral that is well worth pursuing.

Donald Callen Freed
Omaha, Nebraska

Music is More than Technique:
A Guide to Why and How
Dennis Shrock

GIA Publications, Inc., 2024

216 pages

Music is More than Technique, the latest publication from au-
thor Dennis Shrock, is a volume divided into four sections,
which are rich in historical, performance, and biograph-
ical information. In the introduction, titled “Argument,”
the author shares the main reason for writing this book:

If music is not shown to be more than tech-
nique—if performance does not go beyond
the conveyance of rhythmic precision, cohesive
blend, and strict adherence to the score mark-
ings as they are understood by modern-day
eyes—the music will seem to be lacking to such
a degree, it will cease to be of any meaningful
interest to performers and audiences and will

fade into obscurity. (p. 12)

The sections in Part One include “Performance Prac-
tice of Notation,” “Form or Function,” and an excerpt
from the author’s book Creating Excellence in Choiwrs and
Orchestras. On musical notation in an historical context,
Shrock writes:

We must comprehend notation of the past not
with modern-day eyes of understanding, but

with historical eyes of understanding. And we
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must also understand and accept that all eras
have their performance practices. All eras have
customs that determine the way notation is in-
terpreted and that affect the way music is per-

formed. (p. 16)

P4 F /&

Conductors,” which concludes with an appeal to a new
generation of performers to create change for the sake
of musical art and the life of classical music in the future:

If you are enlightened—which you must be
since you're reading this book and taking ad-

Among his personal observations, the author
laments the decline of the programming of historical
choral repertoire today and the reasons for this decline:

vantage of the primary sources contained
herein—you are part of this new generation
of musicians who are responsible for changing

The music is not relevant in modern society;
there are too few people who have had any ex-
posure to the music; the music appeals only to
a small elite segment of society; music of the
past is too difficult to appreciate. But these rea-
sons don’t apply to other art forms of the past,
in particular painting, sculpture, and architec-
ture.... [TThe visual arts are different from the
aural arts, you might say, and the two shouldn’t
be compared.... I would counter, however, that
a comparison 1s justified, if only for the fact
that music exists in written form, which 1s to
say that manuscripts or printed copies of the
music are every bit as concrete as a painting,

the unintellectual climate that you face. Armed
with irrefutable information about the inter-
pretation of notation and the importance of
expressive performance, you can forge a new
way of thinking—a more responsible way of
thinking, one that can rescue Classical music
from the dusty archives and make it accessible,
appreciated, and an enjoyable part of our cul-
ture. You can bring Classical music back into
today’s classrooms and performance halls. (p.

214)

Music is More Than Technique: A Guide to Why and How
is a title to consider for your bookshelf and the top of
your reading list.

sculpture, or building. (p. 13)

Part Two focuses on individual conductors and on
their expressive performances. Both orchestral, cho-
ral, and early music performers are mentioned, from
Hans von Bulow (late nineteenth century) to Arturo
Toscanini, Leopold Stokowski, Herbert von Karajan,
Georg Solti, and Leonard Berstein; a brief history of
major historical choral ensembles, as well as individual
musicians such as Y Melius Christiansen, John Finley
Williamson, Roger Wagner, Robert Shaw, Sir David
Willcocks, and Margaret Hillis; closing with the history
of early music and its practitioners,” including Noah
Greenberg, Gustav Leonhardt, Nikolaus Harnoncourt,
Christopher Hogwood, and David Munrow.

The third section is full of historical and performance
practice material drawn from the author’s decades of
conducting andresearch experience. The six sections dis-
cuss expression in the Medieval, Renaissance, Baroque,
Classical, Romantic, and Modern eras. The fourth and
final section of the book includes “A Note to Young
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Gregory M. Pysh

Van Wert, OH

Volume 66 Number 7

39



MINNEAPOLIS
MARCH 7-10

2027

MARK YOUR CALENDAR FOR THE NATIONAL CONFERENCE!

Calls for Performing Choirs, Interest Sessions & Insight Choirs open in February 2026.
Full information and deadlines can be found on the following pages.

Honor Choir audition information and deadlines will be released in Summer 2026.

NEW SCHEDULE!

The conference will take place Sunday-Wednesday, opening with a Welcome to
Minneapolis concert in the evening on Sunday, March 7.

Full conference offerings begin in the morning on Monday, March 8.

The conference concludes in the early afternoon with Honor Choir performances
on Wednesday, March 10.

Additional free post-conference offerings will be available in the late afternoon
on Wednesday, March 10, for all who wish to remain in town.

Visit acda.org/conferences for the most up-to-date information.

40 CHORAL JOURNAL March/April 2026 Volume 66 Number 7



Submission Guidelines for Performing Choirs
2027 ACDA National Conference

Minneapolis, MN
March 7-10, 2027

MINNEAPOLIS
MARCH 7+1q, %%

2027

The 2027 National Conference theme is Singing Through the Ages. We will gather in Minneapolis to celebrate our rich
choral heritage, its evolution across time, and our hope for singers to engage in the choral art across their lifespan. We call
upon our membership to share performances that demonstrate excellence and expertise highlighting a broad spectrum
of choral repertoire, including music prior to 1850, historically excluded composers, and newly commissioned works. We
seek applications for performances that will actively engage our ACDA membership. Conductors from all R&R areas are
strongly encouraged to apply. It is an important priority that ensembles from every R&R area be seen and heard on the
concert stage at this national conference.

1. Eligibility

Conductors must be current members of ACDA at the time of application, registration, and performance. For Contemporary
A Cappella Scholastic Ensembles with student conductors, conductors or faculty advisors must be current members of
ACDA at the time of application, registration, and performance. Scholastic ensembles are defined as ensembles affiliated
with an educational institution whose majority membership is made up of students.

Conductors must be employed in the same position with the same organization since fall 2023, excepting student conduc-
tors of Contemporary A Cappella Scholastic Ensembles. No choir or conductor may perform on successive national confer-
ences as a performing choir or insight choir. However, a different choir from the same school or organization can submit
an audition as long as the conductor is different (e.g., a treble choir from University Ais still eligible to audition as a 2027
performing choir if the mixed choir from University A performed at the previous conference, but only if the treble choir con-
ductoris not the same person who conducted the mixed choir and the conductor meets the other eligibility requirements.)

Co-conductors for a particular ensemble will submit ONE application for performance if all of the following conditions
apply:

« Both conductors are ACDA members and have been co-conductors of the ensemble for at least three years (since fall
2023)

* Both conductors share an equal or similar leadership role with the ensemble
Each conductor must submit THREE recordings and programs that represent their own performances with the choir. The
complete submission (six recordings total-three recordings from each conductor) will be assessed as one performance

application. If the application is submitted incorrectly, the ensemble will not be considered. Programs must clearly show
that co-conductors have an equal or similar role in performance with the specific ensemble.

Contemporary A Cappella Ensembles and Show Choirs are exempt from the co-conductor recording requirements and will
submit only three recordings.

Il. Registration and Travel Information

It is understood that ACDA will not assume financial responsibility for travel, food, or lodging for ensembles or directors.
Completing the online application implies that the conductor and the ensemble will obtain the necessary funds to travel
and perform at the conference if accepted.

Conductors are expected to officially register for the conference at the posted registration rates.
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1. Application Process

All materials listed below will be submitted and uploaded through the online platform at www.acda.org. no later than
11:59 pm CST on April 15, 2026. Help desk support is available until 5:00 pm CST on April 15, 2026. After that time, no
support will be provided, even if technical issues are encountered. Applicants are encouraged to plan ahead to ensure they
can complete the submission process. Late submissions will not be accepted for any reason.

The online platform assigns each submission a number, assuring confidentiality until after the National Adjudication Com-
mittee has completed its consideration. At no time will the choir/conductor identity be known to any of the screening
committee members. An incomplete upload of the audition materials listed below will not be considered.

The following is the list of requirements for the application:

For all submissions except Contemporary A Cappella & Show Choir:
1. Alist of your proposed repertoire for the 2027 conference. The proposed program should include the following:

a. The title, composer and/or arranger, poet/lyricist, complete publication information for each piece, and website
link (if available) to publisher/distributor, and;

b. The approximate performance time of each piece. Total program time should not exceed 25 minutes total on
stage, including applause.

2. Accepted choirs are expected to perform the program proposed in the application, as the proposed program is eval-
uated in the final screening rubric.

« The program should reflect the conference theme by presenting a historic program and/or a combination of eras
and styles. Programs highlighting historically excluded and/or twenty-first-century composers are also welcome.
Only one manuscript (not commercially available) piece may be included, and a maximum of two pieces by any
particular composer may be presented.

« The proposed repertoire listing must be accurate. Take care to confirm the spelling of titles and names, correct at-
tributions of composers, arrangers, poets/lyricists, and detailed publisher information. An inaccurate submission
will impact the final score and may be grounds for disqualification.

« In the event of a duplicate selection, preference will be given to the application received first. Impacted conduc-
tors will be notified and required to make a substitution in their program; failure to do so by the deadline will
result in cancellation of the invitation to perform.

« In special circumstances, the Conference Committee may consider petitions to change repertoire after invitations
have been issued, between August 15 and October 1, 2026. Changes impacting more than 20% of the total
performance time will not be considered. Approval of changes are at the discretion of the Conference Committee
Chair.

« The use of photocopies or duplicated music at ACDA conferences is strictly prohibited.

3. Three audio recordings (or six recordings for co-conductors—see Section 1) in digital format are to be submitted. The
combined total duration of the three recordings should be no longer than 15 minutes in length (30 min if co-conduc-
tors are submitting six recordings).
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a. The three audio submissions (six for co-conductors) should include representative examples of the choir's perfor-
mance in each of the last three academic years (September through August), and each submitted recording must
be conducted by the same conductor.

i. One selection from the 2025-2026 academic year or 2026 calendar year
ii. One selection from the 2024-2025 academic year or 2025 calendar year
iii. One selection from the 2023-2024 academic year or 2024 calendar year

b. For each piece included in the recording, include a PDF file of one concert program when that selection was
performed. Each PDF file should display the program page that includes the repertoire. If the date is not shown
on the repertoire page, also include the page that shows the date of the performance. Redact information that
identifies the ensemble and conductor.

¢. The uploaded audio files should contain only complete pieces (each 5 minutes or less). If a multi-movement work
is excerpted, include an entire movement.

d. Submissions must be unedited recordings performed by the same conductor and the same ensemble; live
in-concert performances are preferred and encouraged.

e. Recordings may not be enhanced or engineered in any way.

f. Recordings should reflect repertoire similar in complexity and style to the program proposed for the national
conference performance, but they need not be pieces on your proposed program.

g. Submit files in .mp3 format as three separate audio files.

For Contemporary A Cappella and Show Choirs Only:

1. Alist of your proposed repertoire for the 2027 conference. The proposed program should include the following:

a. The title, composer and/or arranger, poet/lyricist, complete publication information for each piece (if available),
website link (if available) to publisher/distributor, and;

b. The approximate performance time of each piece. Total program time should not exceed 25 minutes total on
stage, including applause.

¢. Itis understood that many ensembles will not have their final sets or arrangements determined at the time of
application. If accepted, a final program including all song titles, songwriter credits, and arranger names is due
to ACDA no later than October 1,2026.This document should also include information about any technical needs
from the venue such as the number of handheld microphones required. A production meeting will be scheduled
with each performing group to consider logistics and other technical details. Proof of copyright compliance may
be requested at any time. This includes proof of licensing for all custom arrangements, which can include: a) a re-
ceipt of purchase showing one copy per ensemble member from a publisher or retailer, or b) a license certificate
from the publisher or copyright owner. Please review the "Additional logistical information if selected” section
for more information.
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2. Three recordings that have both audio and video and should include representative examples of the ensemble’s
performance in each of the last three academic years (September through August).
i. One selection from the 2025-2026 academic year or 2026 calendar year
ii. One selection from the 2024-2025 academic year or 2025 calendar year
iii. One selection from the 2023-2024 academic year or 2024 calendar year

3.The combined total duration of the three recordings should be no longer than 15 minutes in length.
a. Submissions must be unedited videos; live in-concert performances are preferred and encouraged.
b. Videos may not include any effects or enhancement added in post-production (such as tuning, EQ, reverb, com-

pression, additional or re-recorded parts, etc). Effects used in a live, amplified performance are permissible; how-
ever, they must be captured in the live audio rather than added in later.

¢. Files will be uploaded in mp4 format.

4. For show choirs, each of the recordings should show both singing and dancing.

5. For each piece included in the video, include a PDF file of one concert program when that music was performed. Each
PDF file should display the program page that includes the repertoire. If the date is not shown on the repertoire page,
also include the page that shows the date of the performance. Redact information that identifies the ensemble and

conductor. If no program was produced, a PDF statement of the date, time, event, and location of the performance is
sufficient.

6. Additional logistical information for those selected:

e Each performing choir will have 30 minutes total to set up, perform, and strike their show. Additional time for
dress rehearsal will not be available.

o ACDAwill provide the standard set of 4x4 risers 8', 16, 24', 32", Performing choirs may add additional risers or set
pieces but may not remove or rearrange the provided risers.

« The stage is 52" deep and its narrowest point is 40" wide.

o ACDA will provide 4 condenser mics for choir pickup and 5 wireless handheld mics for soloist use. Should addi-

tional mics be needed, this will be negotiated between the choir, ACDA, and the venue and cannot be guaran-
teed.

« For performing choirs executing a costume change there is ample space to do this; however, it is located behind
the main drape at the rear of the stage.

e The auditorium is a union house and will therefore be responsible for loading in and out of the facility. The level
of involvement by student tech crews will be determined at a later date.

For all submissions:

1. Conductor and Ensemble Biographies and Photos
a. The ensemble’s biography (900 characters maximum)
b. The conductor's biography (900 characters maximum)
¢. The conductor(s) headshot in .jpg format, 3" x 5", high-resolution minimum 300 dpi
d. An ensemble photo will only be requested for choirs selected to perform. The deadline is October 1, 2026.
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2. Choirs will be asked to self-categorize as follows:
a.Voicing: Soprano-Alto, Tenor-Bass, Mixed Voicing

b. Ensemble Type (select the ONE R&R area that best describes your ensemble)

» Children and Community Youth
o Singers in this ensemble are in grades 3-5; fill in % of students in the ensemble
o Singers in this ensemble are in grades 5-7; fill in % of students in the ensemble
o Singers in this ensemble are in grades 7-9; fill in % of students in the ensemble
o Singers in this ensemble are in grades 9-12; fill in % of students in the ensemble

« Junior High/Middle School
o Small school (enroliment 799 and below)
o Large school (enrollment 800 and above)

« Senior High School
o Small school (9-12 enrollment 799 and below)
o Large school (9-12 enrollment 800 and above)

» Two-Year College

« Four-Year College or University

« Contemporary A Cappella

o Show Choir

» Vocal Jazz

» Community (unpaid singers, auditioned or nonauditioned)

* Musicin Worship

» Professional (auditioned ensemble of at least 50% paid singers)

6. Ensemble Statement (non-adjudicated) - Applicants are asked to share a narrative about their ensemble, the type of

institution/organization, ensemble history, and mission in 1800 characters or less to help the committee contextual-
ize the ensemble.

7. Director's name, ACDA member number

8. Name of institution and name of choir as it should be listed in the Choral Journal and number of singers in the en-
semble

9. At the National Conference, ACDA has the opportunity to premiere two new works: the Brock Commission and the
Brock Professional Prize. If selected for performance, would you like for your ensemble to be considered to perform
one of these pieces? Additional time is given on the concert to perform the work.

10. Non-refundable application fee of $50 submitted by credit card/debit card only
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IV. Screening Process

1. Allauditions are "blind"; that is, the Adjudication Committee will not know the identity of the choir or conductor, with
the exception of show choirs and contemporary a cappella groups who may be recognizable in videos. There are two
levels of screening:

1. An initial screening level at which finalists will be selected, and
2. Afinal screening level at which only those recommended from the first screening will be considered.
2. Level 1: Led by the national R&R chair, an Adjudication Committee will be formed in each R&R area. The committee
will consist of no fewer than seven members selected from the following: national R&R chair of the area, national &
region R&R coordinator of the area, current and/or former region R&R chairs, choral directors who have previously

presented at an ACDA region or national conference, past region presidents, past national officers, National Standing
Committee members and others appointed by the national R&R chair to ensure a diverse evaluation committee.

3. Level 2: The National Conference Committee will review the top 10 submissions in each R&R area, unless fewer than
ten are submitted in that area, in which case all submissions will be reviewed by the National Conference Committee.
Every effort will be made to represent a broad range of interest sessions for each R&R area.

4. No person submitting performance audition materials for the 2027 National Conference may serve on an Adjudica-
tion Committee. The online submission process automatically tabulates responses from adjudicators and generates a
list indicating the collective top ten submissions in ranked order, plus five alternates.

5.The National Conference Committee will hear the top 10 submissions in each R&R area, unless fewer than ten are sub-
mitted in that area, in which case all submissions will be heard by the National Conference Committee. Final decisions
for accepted performing choirs will be made by the National Conference Committee.

6. Every effort will be made to represent a broad range of excellent performing ensembles from each R&R area and ACDA
region.

7.The rubric showing the performance criteria and rating scales that will be used by the adjudicators, along with all the
information included here, is available at acda.org.
V. Schedule of Dates and Application Link
» Application portal opens: February 2026
o April 15,2026: Audition application, uploads, and payment completed by 11:59 pm CST

« Help desk support is available until 5:00 CST on April 15, 2026. After that time, no support will be provided, even if
technical issues are encountered. Applicants are encouraged to plan ahead to ensure they can complete the submis-
sion process. Late submissions will not be accepted for any reason.

* By June 15, 2026: National auditions review completed

e By June 29, 2026: Applicants notified of results

Application now available through the online platform at acda.org.
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Submission Guidelines for Interest Sessions
2027 ACDA National Conference

Minneapolis, MN
March 7-10, 2027

MINNEAPOLIS
MARCH 7-10

2027

The 2027 National Conference theme is Singing Through the Ages. We will gather in Minneapolis to celebrate our rich
choral heritage, its evolution across time, and our hope for singers to engage in the choral art across their lifespan. We call
upon our membership in all repertoire & resource areas to share their insights and expertise for a 50-minute session that
will actively engage our ACDA membership. Al varieties of session topics related to the choral art are welcome. We are par-
ticularly interested in topics that align with the conference theme and sessions that are relevant and meet the needs of our
diverse choral community. We hope to receive submissions that will expand our knowledge of repertoire and pedagogies
that will contribute to the professional development of our membership.

I Eligibility
Applicants must hold life, paying life, retired, active, or student ACDA membership at the time of application, registration,

and presentation. Membership shall not expire on or before the last day of the conference. All accepted presenters are
expected to meet ALL posted dates and deadlines. No applicant may present at successive national conferences.

Applicants may submit no more than two total proposals: one individual session proposal and another as a mem-
ber and/or moderator of a panel.

Il. Registration and Travel Info

It is understood that ACDA will not assume financial responsibility for registration, travel, food, or lodging for presenters
or interest session/panel participants. Completing the online application implies that the presenter and the ensemble (if
applicable) will obtain the necessary funds to travel and present at the conference if accepted.

Presenters are expected to officially register for the conference at the posted registration rates.

I1l. Application Process

All materials listed below will be submitted and uploaded through the platform at www.acda.org. no later than 11:59pm
CSTon March 11, 2026. Help desk support is available until 5:00pm CST on March 11, 2026. After that time, no support
will be provided, even if technical issues are encountered. Applicants are encouraged to plan ahead to ensure they can
complete the submission process. The online platform assigns each submission a number to ensure confidentiality. An
incomplete upload of the application materials listed below will not be considered. Late submissions will not be accepted
for any reason.

Individual presentations, panel sessions, and sessions featuring a demonstration choir are acceptable.
For panel presentations:
e Panels are limited to no more than four presenters plus a moderator

e No substitutions are allowed if a presenter from the applicant team withdraws

Every presentation room will have a projector and screen for audio and video. All other equipment requests must be listed
on your proposal in order to be considered. Not all rooms will have a piano. If a piano is not requested on your application,
we may not be able to honor this request at a later date.
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The following is the list of requirements for the application:

1. Session Title: The title should be carefully crafted, brief, reflective of the session’s content, and no longer than 10
words.

2. Session Abstract: A succinct thesis that clearly addresses: (1) a topic that will be helpful and/or inspire the member-
ship, (2) a clear description of the session, and (3) learning outcomes. Please submit the following:

a. Session Description: No more than an 1800-character description of the session
b. Choral Journal Description: No more than a 900-character description, which will be used in Choral Journal

c. Abrief outline in bullet points that clarifies the processes and goals of the session (limit 2 pages; single PDF
upload)

« Address the content and key learning outcomes of the session, as well as provide a clearly defined outline.
This document will be used to help evaluate your session and may provide content for the conference app.

3. Within the application portal, presenters will be asked whether their session proposal is primarily a repertoire and
resources specific category or primarily something else. Other categories will include: pedagogy, conducting, com-
position, social justice, community/culture building, classroom management, advocacy, research, international af-
fairs, general music, changing voice, and trauma-informed teaching, to name a few. Presenters will be asked to
select two total categories in order to facilitate the adjudication process.

4. Indicate whether this session would require a demonstration choir. If you choose to bring a demonstration choir,
please clearly highlight how the ensemble would support the session goals and pedagogy in your brief outline (#2c).

a. If you wish to bring your own demonstration choir, submit the following:

i. Three audio submissions as representative examples of the choir's performances in each of the last three
academic years (September through August). Each submitted recording must be conducted by the ap-
plicant conductor. Each recording should be a complete work and should be no more than 5 minutes in
length. File format for uploads is mp3.

1. One selection from the 2025-2026 academic year or 2026 calendar year
2. One selection from the 2024-2025 academic year or 2025 calendar year
3. One selection from the 2023-2024 academic year or 2024 calendar year

5. Headshot(s) of presenter(s) in .jpg format, 3" x 5", high resolution minimum 300 dpi; if a panel, you will need to
submit a headshot for each presenter in the application.
6. Presenter and Ensemble Biographies

a. The presenter's biography (up to 900 characters maximum) as it should appear in the Choral Journal

b. If including a demonstration choir, provide the ensemble’s biography (up to 900 characters maximum) as it
should appear in the Choral Journal. An ensemble photo will only be requested if the session is selected for the
conference. The deadline for ensemble photo submission is October 1, 2026.
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c. If a panel presentation (4 panelists plus a moderator maximum), please ensure the following is in place and on
hand for your application:

i. Each presenter must be a member of ACDA and you will need to provide their membership number
ii. Headshot for each person (see #5 for specs)
iii. 900-character biography for each person (see #6a)

7. Equipment needs: Indicate if your session requires projector/screen, additional microphones, piano

8. If selected, indicate Yes/No whether anyone participating in this session has an accessibility need (i.e., wheelchair
access, visual impairment, etc.) that needs to be accommodated

IV. Selection Process

There are two levels of screening:

1. An initial or first screening level at which finalists will be selected; and
2. Afinal screening level at which only those recommended from the first screening will be considered.

Level 1: Led by the National R&R Chair, an Adjudication Committee will be formed in each R&R area. The committee will
consist of no fewer than seven members selected from the following: National R&R chair of the area, national & region
R&R coordinator of the area, current and/or former region R&R chairs, choral directors who have previously presented atan
ACDA region or national conference, past region presidents, past national officers, National Standing Committee members
and others appointed by the national R&R chair to ensure a diverse evaluation committee.

No person submitting an interest session application for the 2027 National Conference may serve on the Adjudication
Committee. The online submission process automatically tabulates responses from adjudicators and generates a list indi-
cating the collective top ten submissions in ranked order plus five alternates.

Level 2: The National Conference Committee will review the top 10 submissions in each R&R area, unless fewer than ten
are submitted in that area, in which case all submissions will be reviewed by the National Conference Committee. Every
effort will be made to represent a broad range of interest sessions for each R&R area.

Presenters submitting multiple proposals, if selected, will only be allowed to participate in one presentation, including
as a copresenter.

V. Schedule of Dates and Application Link

« Application portal opens: February 2026

« Wednesday, March 11, 2026: Interest session application, uploads, and payment completed by 11:59 pm CST.

« Help desk support is available until 5:00 pm CST on March 11, 2026. After that time, no support will be provided, even
if technical issues are encountered. Applicants are encouraged to plan ahead to ensure they can complete the submis-
sion process. Late submissions will not be accepted for any reason.

* By June 15, 2026: National applications review completed
« By June 29, 2026: Applicants notified of results

Application now available through the online platform at acda.org
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Application Guidelines for Insight Choirs
2027 ACDA National Conference

Minneapolis, MN
March 7-10, 2027

MARCH 7-10

2027

The 2027 National Conference Committee is pleased to continue insight choirs, an initiative launched at the 2023 Nation-
al Conference in Cincinnati. Insight choirs support missions that are social or community related and use choral music as
a tool to reach these goals. Insight choir sessions support and inspire the membership by providing engaging research,
pedagogies, practices, and repertoire. Contrasted with demonstration choirs, we consider insight choirs as inextricably
linked with the presentation, where the choral ensemble is critical to the topic and the presenter is intimately tied to the
ensemble. We seek proposals for a 50-minute session that will actively engage conference participants and contribute to
the professional development of our membership. ACDA members in all repertoire and resource areas are invited to apply.

The 2027 National Conference theme is Singing Through the Ages. All topics are welcome, but the conference committee
is particularly interested in those that celebrate our choral heritage, embody strong pedagogical ideas, scholarly content,
and relevance to our choral community. Topics could include but are not limited to:

« Working with singers with special needs

« Working with aging voices in community and religious settings
« Living composer-conductor collaborations

« Working with students in aTitle 1 school

« Multigenerational singing

« Non-auditioned choirs that operate and rehearse in alternative ways to meet the needs of their membership
and community at large.

I Eligibility
Conductors/presenters must hold life, paying life, retired, active, or student ACDA membership at the time of application,
registration, and performance. Please note that all accepted conductors/presenters are expected to meet ALL posted dates

and deadlines. No choir or conductor may perform at successive national conferences as a performing choir, demonstra-
tion choir, or insight choir.

Il Registration and Travel Info

Itis understood that ACDA will not assume financial responsibility for registration, travel, food, or lodging for presenters or
participants. Insight choir conductors must register for the conference. Completing the online application implies that the
conductor and the ensemble will obtain the necessary funds to travel and present at the conference if accepted.

Presenters are expected to officially register for the conference at the posted registration rates.

I1l. Session Conductor/Ensemble Expectations

The conductor and ensemble will arrive 15 minutes prior to the session to establish standing positions and ensure all
audiovisual equipment is working properly. Insight choirs will not have a dress rehearsal prior to their session. Ensembles
must be under 75 singers and may include a pianist and four additional instrumentalists. It is the responsibility of the
ensemble to set up the chairs and music stands for the instrumentalists as per the submitted application materials.
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1. Application Process

Submit all application materials as listed below by 11:59 pm CST on April 15, 2026, via the online platform at acda.org/
conferences. Help desk support is available until 5:00 pm CST on April 15, 2026. After that time, no support will be pro-
vided, even if technical issues are encountered. Applicants are encouraged to plan ahead to ensure they can complete the
submission process. Late submissions will not be accepted for any reason.

The following is the list of requirements for the application:

1. Session Title: The title should be carefully crafted, brief, reflective of the session’s content, and no longer than 10
words.

2. Session Abstract: Asuccinct thesis that clearly addresses: (1) a topic that will be helpful and/or inspire the member-
ship, (2) a clear description of the session, and (3) learning outcomes. Please submit the following:

a. Session description: No more than an 1800-character description of the session
b. Choral Journal description: No more than a 900-character description, which will be used in Choral Journal
c. A brief outline in bullet points that clarifies the processes and goals of the session (limit 2 pages; single PDF
upload)
« Address the content and key learning outcomes of the session, as well as provide a clearly defined outline.
This document will be used to help evaluate your session and may provide content for the conference app.
« If your session is highlighting rehearsal techniques or something similar, your outline might include
details about but is not limited to discussing:
o Repertoire (if any) you plan to address
o Rehearsal techniques (if any) you plan to address
o Ensemble development
o Community engagement

3. Ensemble Statement (non-adjudicated): Applicants are asked to share information about their ensemble and
type of institution/organization, ensemble history and mission, and how the ensemble meets the needs of a specific
population or does unique work within the choral field. The narrative should be no longer than 1800 characters to
help the committee contextualize your ensemble.

4.Three Recordings from Rehearsals or Performances

a. Up to three audio and/or video recordings totaling between 10 to 30 minutes should be submitted. These
recordings should provide evidence of your ensemble’s ability to clearly demonstrate the mission and/or pro-
cess(es) described in the session's outline.

b. If you wish to submit YouTube videos, you will be able to submit a direct link to your video. Please make sure
there is no identifying information in the video, including announcing the choir name, orin the video file name.

¢. Accepted file formats for uploads include: mp3, mp4
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5. Headshot of conductor in .jpg format, 3" x 5", high-resolution minimum 300 dpi

6. Conductor and Ensemble Biographies
a. The ensemble’s biography (up to 900 characters maximum) as it should appear in the Choral Journal
b. The conductor's biography (up to 900 characters maximum) as it should appear in the Choral Journal

7.An ensemble photo will only be requested if the session is selected for the conference. The deadline for ensemble
photo submission is October 1, 2026.

IV. Selection Process
There are two levels of screening:
1. An initial or first screening level at which finalists will be selected, and

2. Afinal screening level at which only those recommended from the first screening will be considered.

Level 1: Led by the National R&R Chair, an Adjudication Committee will be formed in each R&R area. The committee that
will consist of no fewer than seven members selected from the following: National R&R chair of the area; national and re-
gion R&R coordinator of the area; current and/or former region R&R chairs; choral directors who have previously presented
at an ACDA region or national conference; past region presidents; past national officers; National Standing Committee
members, and others appointed by the national R&R chair to ensure a diverse evaluation committee.

No person submitting an insight choir session application for the 2027 National Conference may serve on the adjudication
committee. The online submission process automatically tabulates responses from adjudicators and generates a list indi-
cating the collective top ten submissions in ranked order plus five alternates.

Level 2: The National Conference Committee will review the top 10 submissions in each R&R area, unless fewer than ten
are submitted in that area, in which case all submissions will be reviewed by the National Conference Committee.

Every effort will be made to represent a broad range of interest sessions for each R&R area.

V. Schedule of Dates and Application Link
« Application portal opens: February 2026
« April 15,2026 Insight choir application, uploads, and payment completed by 11:59 pm CST

« Help desk support is available until 5:00 CSTon April 15, 2026. After that time, no support will be provided, even if
technical issues are encountered. Applicants are encouraged to plan ahead to ensure they can complete the submis-
sion process. Late submissions will not be accepted for any reason.

* June 15, 2026: National applications review completed

e June 29, 2026: Applicants notified of results

Application now available through the online platform at acda.org.
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Music IS Education

Advocacy Webinars
On Demand @

Youtube.com/@MusiclSEducation

Learn what opportunities are
on the horizon, and get prepared
for advocacy in support of
high-quality music and
arts education.

Today a music student, tomorrow a. . .
Chef Attorney Choir Director
Chemist Therapist Nurse
Engineer Web Developer Poet
Physician Veterinarian Electrician
Carpenter Educator Financial Analyst
Hair Stylist Actor Realtor

Ready to be an advocate?

Try out Karl B., your Al advocacy assistant.

musiciseducation.org
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PROJECT : ENCORE™ NEWS

A Catalog of Contemporary Choral Music

ProjectEncore.org

project:
€ncore.

QUARTERLY ENDORSEMENTS

GREG BARTHOLOMEW

Invitation to Love

* SATB; a cappella; English (Paul Laurence Dunbar)

* 3’ 00”. A gentle appeal to love, which is addressed both as a person and a state of being.
Central idea: love belongs naturally in life, not in isolated moments or circumstances. 12 of
the 20 poetic lines begin with “come.” Sweeping, rollicking copound meter lines, in pairs,
trios, tutti. Bright, fun, smile-inspiring; modern madrigal. HS and above.
(ProjectEncore.org/greg-bartholomew)

JOAN JOHNSON DREWES

Tacit

* SATB divisi; a cappella; IPA vowels and consonants

« 3 30”. Lightly based on philosophies suggesting that each vowel and each liquid
consonant has its own unique resonance center in the body. Experiment in compositional
style; intended to be expressive without words. Requires a clarity almost devoid of vibrato
to be effective. Sophistocated soft vocal jazz. Fun!
(ProjectEncore.org/joan-johnson-drewes)

ANTHONY ESLAND
Nowell Sing We

* SATB; organ; English, Latin (15th Century Carol)

* 37 06”. Inventive twist on this well-known carol that leverages hints of hocket, and
modal fluidity even within the recurring refrain that harken back to its roots. Compound
meter dances, and makes excellent, independent use of the organ. Lots of fun for a flexible
choir; worthy of the best liturgical choirs! Great addition to Christmas/Epiphany rep!
(ProjectEncore.org/anthony-esland)

JOSEPH ECKMAN
| Stopping By Woods on a Snowy Evening

* SSAATB; S solo; a cappella; English (Robert Frost)

« 2’ 38”. A fresh new setting of Frost’s beloved expression of the dilemma between the
temptation to withdraw from the world, and the moral necessity of continuing in one’s
responsibilities. Beautiful treatment of text. Unexpected harmonies hold interest yet
are never jarring. Beautiful challenge for an excellent HS choir, and above!
(ProjectEncore.org/joseph-eckman)

PROJECT : ENCORE™ is sponsored by Ember Choral Arts
EmberArts.org



PROJECT : ENCORE™ is an online catalog of post-premiere, new

choral music, reviewed and endorsed by an international panel of @
rominent conductors.

P €mber

choral arts
Four times each year, P:E adds newly accepted scores into its

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

JOSHUA CARTER MAYNARD
The Skipping Stone

* SSAATTBB; brief SAT solos; piano; English (Joshua Carter Maynard)

* 5 00”. Reflection on the meaning of a single human gesture as set against the immensity
of nature; not conquering, but engaging. The music, as a tone poem, travels through
various tonal areas, evoking the call to a Hero’s Journey. Requires excellent pianist and
capable choir. Improv opportunity at end suggest continuation of the journey. Stunning!
(ProjectEncore.org/joshua-carter-maynard)

MASON ROBERT MCCOOL (rew to PROJECT : ENCORE)
Psalm 23

« SSAATTBB, treble solos; a cappella; English (Psalm 23)

e 6’ 38”. Compelling, beautifully unique setting of this best known of Psalms, effectively
weaving elements from traditional Hebrew music and western tonal practice. Imagined as
if sung in the time the Psalm was written. Eight fully independent lines; notated rhythmic
flexibility; some chordal chant. A show stopper in a most compelling, quiet way. Exquisite!
(ProjectEncore.org/mason-robert-mccool)

DONALD M. SKIRVIN

Missa Brevis

¢ SAB; piano; Latin (Mass Ordinary)

* 13’ 30”. Contemporary, lyrical setting, the textual brevity only being the absence of a
Credo. Performance options abound: SAB, TB, or SA; piano or organ; modular construction
allowing each movement to stand alone. This composer always maintains interest—such as
simple meter over flowing triplets in accomp. Lively Glora, largely unison. Many uses!
(ProjectEncore.org/donald-m-skirvin)

THOMAS BOLD (rew to PROJECT : ENCORE)

Magnificat and Nunc dimittis

* SATB; cello; English (Luke 1:46-55; 2:29-32)

e 6’ 04”. Highly usual setting, based on a four-measure descending obligato line to be
played by cello, with option of organ pedal or bass voice. Repeated ascending three-note
motif shared among the voices adds to the meditative quality. Requires the clarity of tone
and linear ease of chant in all voices. Evokes a sense of musical candellight. A quiet gem.
(ProjectEncore.org/thomas-bold)

DEBORAH SIMPKIN KING, PHD.
Conductor

P:E Director and Founder
DeborahSKing.com
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Each year the Julius Herford Prize Subcommittee of the Research and Publications Committee accepts nominations for the outstand-
ing doctoral terminal research project in choral music. Projects are eligible if they comprise the principal research component of the
degree requirements, whether the institution defines the project as a “dissertation," “"document,” “thesis," or "treatise," etc. The sub-
mitted projects are evaluated entirely blind with regard to dissertator, assisting faculty, institution, or any other identifying material,
by an unpaid panel of choral conductor-scholars.

When a dissertation may be nominated: The year 2025 indicates the year in which the relevant doctoral degree was conferred.
Dissertations must be nominated in the calendar year following the year in which the degree was conferred. The prize is awarded in
the calendar year following the year of nomination. Thus, the dissertation of a student with a 2025 degree can be nominated through
June 10, 2026; the prize will be awarded at the 2027 ACDA National Conference.

The award: The winner will receive a $1000 cash prize and a plaque. The committee reserves the right to award two prizes or no prizes
inany given year.

Nomination Requirements and Procedure:

1. An institution may submit only one document for that year's prize. In the event that there are two nominations of equal merit from
one school, the letter from the dean, director, or chair of the music school must justify the additional nomination. The submitting
faculty member, institution, and/or the writer must be currently a member of ACDA in good standing.

2. Links to the nomination form and instructions for uploading the dissertation are found on the prize webpage: visit acda.org; under
"About," select "Award & Competitions.”

The nomination form will require the following uploads:

® PDF abstract of the dissertation WITHOUT any material identifying the student, faculty, or institution. The redacted version should be
carefully tested before being submitted.

® PDF title page of the dissertation WITH identifying information, including the dissertator's name and institution.

® PDF of a signed letter of recommendation from the dean, director, or chair of the music school. Letters from the chair of the choral
area are not acceptable. The letter must include the following: (1) the full name of the student, (2) the year in which that student's
degree was granted, and (3) the full title of the dissertation.

® PDF page with contact information (full name, title, mailing address, email address, telephone number) for (1) the faculty member
making the submission and (2) the dissertation author.

® PDF of the complete dissertation WITHOUT any material identifying the student, faculty, or institution. The information can be
removed or blacked out. The redacted version should be carefully tested before being submitted.

3.The dissertation and all accompanying materials must be uploaded by June 10, 2026, noon CST. If one or more of these
requirements is not met, the dissertation will be eliminated from consideration.

Questions? Amanda Bumgarner, Publications Editor, abumgarner@acda.org



Focus Section

A Bigger Table

(Part 3 of 3)

Opver the course of my twenty-two years in Tucson and at
the University of Arizona, I have had the joy and honor of
learning from many wise and generous people. In prepara-
tion for my first Western ACDA performance with Symphonic
Choir in 2010, I had the opportunity to learn from a member
of the Finnish-American Club of Tucson, who not only taught
us Finnish pronunciation but also shared how happy she was
that we were singing a funny and familiar folk song she learned
in her childhood. A collaboration with Mariachi Arizona in
2016 helped me more fully understand and appreciate the
powerful and fluid qualities of this sophisticated art form that
is prevalent in my community. Numerous graduate students
over the years have educated me about the breadth and depth
of choral history and culture in Korea, and the unique and
beautiful repertoire it has inspired.

Since 2020, Ahmed Anzaldua has been unimaginably pa-
tient and kind in helping me to understand the vast bounty
of choral music that arose out of the fusion of populations
and musical establishments in Mexico and throughout Latin
America. In 2022, local gospel artists coached and were fea-
tured guests with Symphonic Choir for a performance of W.H.
Brewster’s classic “Old Landmark.” The surprising discovery
in 2024 that a friend and collaborator was a member of the
Pascua Yaqui Tribe resulted in the first United States perfor-
mance of a Yaqui choral composition, which came with the
permission and blessing of the Tribal Government, his family.

My life and my journey have been immeasurably enriched
by these and countless other people from throughout the globe
who have blessed my students and me with their music, passion,
pride, and love. For the final installment of this focus series, I'm
grateful to James Higgs, Youngeun Kim, Erik Peregrine, Nicky
Manlove, W. Aaron Rice, He Huang, and Daniel David Black,
who generously share their research in that lineage and tradi-
tion and who, along with many others, have offered me a place
at a bigger table.

Elizabeth Schauer (she/her)
Director of Choral Activities
University of Arizona School of Music
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Terza Messa by Marianna Martines:

Examining Historical Sources of
a Forgotten Masterwork

JAMES HIGGS

Portrait of Marianna Martines by Anton von Maron, dated by Lorenz ca. 1773. Public Domain.

James Higgs

Instructor of Choral Conducting,
University of Arizona

Artistic Director, Desert Voices
jameshiggs@arizona.edu
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arianna Martines (1744—1812) was an
eighteenth-century Viennese composer

who was recognized as a talented and
accomplished composer during her lifetime, but until
recently she mostly existed as a tertiary character in
the biographies of other historical figures like Joseph
Haydn, Charles Burney, and Pietro Metastasio." She
was publicly acknowledged as a composer in ways that
were uncommon for women in the eighteenth century,
and was respected in professional circles and the aris-
tocracy as an influential musical figure in Vienna. The
first major success for Martines was the premiere of
Terza messa at St. Michael’s Church in Vienna on Sep-
tember 29, 1761.2 This performance marked the start-
ing point of her public recognition as a composer at the
age of seventeen. It also led to other accomplishments:
she was the first female invited to be a member of the
Accademia Filarmonica di Bologna in 1773,% and she
was the first woman to premiere an oratorio, Isacco fig-
ura del redentore, with the Tonkiinstler-Societat in 1782.*
Terza messa is one of the few works by Martines to
have a documented performance during her lifetime
and likely was the first work by her to be performed
for a public audience.” A possible reason for Martines’s
minimized historical status as a musical figure is the
lack of a continuous performance history of her works
after her death in 1812. She never held a position as a
Kapellmeister; she did not publish any of her significant
works during her lifetime, and by the time of her death,
changes in musical style and a dismissive attitude to-
ward female composers contributed to her diminished
profile.® Most of Martines’s surviving manuscripts were
posthumously donated to the Gesellschaft der Musik-
freunde in Vienna in 1813 by her friend, Julie Engel-
hart. Among these is the only manuscript of the full
score of Zerza messa that is known to exist. In November
2023, this article’s author created a critical edition of
Marianna Martines’s Zerza messa using all extant man-
uscripts, including manuscripts in Martines’s hand and
partbooks. Zerza messa is a significant work by Martines
and 1s representative of her compositional output and
musical language. This article provides an overview of
Martines’s life; explores how Zerza messa fits within the
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canon of eighteenth-century concerted Viennese mass-
es; and examines the relationship between manuscripts,
the editorial process, and performance.

Biographical Overview

Martines was baptized on May 4, 1744, at the St.
Michael’s Church, an imperial court parish church
located in the Michaelerplatz in Vienna. Her earliest
known teachers were Joseph Haydn, Nicola Porpora,
and Giuseppe Bonno. Bonno, Aapellmeister of the im-
perial court chapel from 1774 to 1788, may have had
the biggest influence on her sacred choral works. It is
likely that she was taught by Bonno using Gradus ad
Parnassum, the standard treatise for counterpoint and
the “learned style.” Written by Johann Joseph Fux in
1725, this treatise was used to train all composers who
hoped to compose “proper” sacred music.” Martines
valued her connection to the Neapolitan school. Her
father, Nicolo Martines, was born in Naples and had
Spanish ancestry. He worked in the Papal Embassy in
Vienna as the Master of Ceremonies. Additionally, her
long-time mentor, Pietro Metastasio, was from Naples;
and her teacher, Bonno, trained in Naples for ten years
before working as a Kapellmeister The Neapolitan style
was popular in Vienna and was sometimes referred to
as the galant style. It came to refer to a style that was
modern and associated with Italian opera and sacred
music.?

As early as 1770, Metastasio began inviting musi-
cians and music lovers to private gatherings, called
Akademien, where music by Martines and other compos-
ers was performed. After Metastasio’s death on April
12, 1782, Martines began to focus more of her time
on social activities and teaching. She continued to host
events and by the 1790s, her Akademien were among
the most popular in Vienna. Through these Akademien,
Martines gained further acceptance as a prominent
composer and dilettante in Vienna, and was praised as
“one of the most eminent connoisseurs amongst [Vien-
na’s] numerous dilettantes.”® Among others, Wolfgang
Amadeus Mozart regularly attended and was known to
perform four-hand keyboard works with Martines.
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Eighteenth-Century
Viennese Concerted Masses

Martines’s four masses were composed between
1760 and 1765 in a concerted style that was popular
in Vienna from 1740 to 1780.'° Terza messa is a high
solemn mass, or missa longa, composed for the 1761
feast day celebration of the Archangel Michael at St.
Michael’s Church. Today, high solemn masses are re-
ferred to with names like “cantata” or “number” mass
because of the multi-sectional division of text into
arias, ensembles, fugues, and other choral movements.
This style of concerted mass is longer and more elabo-
rate than mussa brevis settings and usually includes brass,
timpani, and an expanded orchestra beyond the typical
Kirchentrio of two violins and continuo.

In eighteenth-century Vienna, both missae longae and
missae breves were settings of the complete mass ordi-
nary text: Kyrie, Gloria, Credo, Sanctus, Benedictus,
and Agnus Dei. The high solemn mass had longer and
more elaborate Kyrie and Gloria sections. Composers
often reprised all or part of the music of the “Kyrie”
movement for the “Dona nobis pacem” movement by
replacing the text “Kyrie eleison” with “Dona nobis
pacem.” Martines chose to compose new music for her
brief “Dona nobis pacem” movement to end the Zerza
messa.

Mid-century composers followed the trends of
late-Baroque composers with regard to multi-move-
ment, number-mass structures, forms, and orchestra-
tion. By the end of the 1780s, Viennese concerted
masses began to feature the developments found in the
symphony related to orchestration and form, and to
resemble the symphonic masses of the Classical era
that are more familiar today.'' The Viennese concert-
ed mass tradition was influenced by the concertato
and sacred styles that originated in Rome, Venice, and
Naples. The use of brass and timpani in festive sacred
works was a long-standing Viennese tradition. The in-
fluence of the concerto that made its way into Vien-
nese concerted masses 1s found in the use of obbligato
instruments, the alternation between ripieno (or tutti)
and concertino (or solo) groups, and the use of homo-
phonic textures.

In his 1725 treatise on counterpoint, Gradus ad Par-
nassum, Fux codifies the sacred style that was associat-
ed with Palestrina and Rome in the late sixteenth and
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early seventeenth centuries. In the final section of this
treatise, Fux gives examples of stylus a cappella as well
as stylus mixtus, both of which were used by composers
of sacred music in eighteenth-century Vienna.'? Stylus
muxtus, or mixed style, 1s referred to by Fux as the most
common mass style of the day.'® The Viennese con-
certed masses popular in the eighteenth century are in
the mixed style that Fux described. Works completely
mn stylus a cappella, or a cappella style, were used for the
penitential seasons of Advent and Lent. Masses in the
mixed style existed in two forms: solemn and ordinary.
The solemn version was used for major feast days, and
the ordinary version (sometimes referred to as “medi-
ocre”) could be used any time of the year except for
penitential seasons and major feast days.'*

Fux describes two different compositional approach-
es to a cappella style music that were common in Vi-
enna. The first is for unaccompanied voices only; the
second is for voices with organ and other instruments.
The first a cappella style is in the contrapuntal tradition
of Palestrina, sometimes referred to as “alla Romana”
or stile antico, and was mainly used during penitential
seasons when instruments were not allowed." The sec-
ond a cappella style of Fux’s ime was used through-
out the church year and retained aspects of stle antico
with its “ecclesiastical dignity.”'® The second a cappella
style allowed for more rhythmic and harmonic free-
dom because of the use of colla parte instruments and
basso continuo to support the vocal lines.!” The colla
parte instruments that Fux includes in his description of
the second a cappella style are strings, two trombones,
and organ. Unison violins commonly double the sopra-
no; alto and tenor trombones double the alto and tenor
voices, respectively; and the bass voice is doubled by
the organ and continuo group.'® Today, the designa-
tions of “antico” and “a cappella” are often associated
with unaccompanied polyphonic vocal writing in the
style of Palestrina, but in eighteenth-century Vienna,
a cappella style also included the use of accompanying
instruments in homophonic writing and fugues. The
defining factors of a cappella style are the leading role
of the voices as the driving force of the texture, with
instruments in a subsidiary role and the use of organ to
provide a vertical realization of harmony.

A cappella style provided the possibility of adding
variety to long, multi-movement works in the mixed
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style. This variety of styles allowed for contrast in how
composers could express Affekt musically. In Terza messa,
Martines shifts among movements of various styles and
types, including the concertato and a cappella styles,
and incorporates arias and solo ensembles.

A cappella style was not limited to use during pen-
itential seasons and was often used in the concerted
mixed style of mass settings intended for use throughout
the year. Most Viennese concerted masses in the mixed
style featured fugues in the second a cappella style, with
the necessary colla parte doubling instruments, contin-
uo, and obbligato instruments. I'ugues often occurred
at the end of the Kyrie, Gloria, and Credo through
the late Baroque era, although this practice was less
common by the 1760s. Zerza messa includes three fugue
movements: one each to end the Kyrie, Gloria, and
Credo sections of the mass, following the tradition of
Fux and late-Baroque composers.

Terza Messa (1761)

Viennese concerted masses trended toward sin-
gle-movement Kyries, and Glorias of one to four
movements in the 1760s."” Martines’s decision to set
Terza messa in the multi-movement format represents
a break with current trends in Vienna: instead of in
a single movement, Martines set the Kyrie in three
movements; and instead of one to four movements, the
Gloria of Terza messa includes nine movements. The
number of movements and the fact that the Kyrie and
Gloria texts are set in cantata-like structures signals the
influence of the Italian style in this mass. 2’ Terza messa
is scored for SATB concertato soloists, SATB ripieno
chorus, two clarini, two flutes, two oboes, two trom-
bones, two violins, and a continuo group consisting of
organ, cello, and two violone. Table | on the next page
shows the sections, movements, style, and scoring for
each part of the mass. Strings and the continuo group
comprise the core of the orchestra for the mass and are
featured in every movement. Flutes are used only in the
“Laudamus te” movement. Trombones are used pri-
marily as colla parte instruments and are obbligato only
in the “Benedictus” movement. The continuo line is
a basso seguente because, with few exceptions, it follows
the lowest-sounding note of the full texture. Martines
also chose not to set the opening text “Credo in unum
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Deum” and began the movement with the text “Pa-
trem omnipotentem,” which would mean that for the
1761 performance, “Credo in unum Deum” was likely
chanted by the celebrant.

Notably absent from Zerza messa are timpani, usually
a feature of solemn masses. The lack of a timpani part
does not mean they were not used in performance.
According to Bruce Mac Intyre, timpani parts are not
always found in extant performing parts, and it was
common practice for timpanists to improvise from the
clarini parts.”!

There are three approaches to instrumental scoring
used in Zerza messa. The first kind is for movements in
concerto style. Movements in the concerto style fea-
ture a variation of the ripieno-concertino effect found in
concerto grosso forms. The second kind of scoring is
for solo arias and ensembles that feature a Kirchentrio
of two violins and continuo, and, in two instances, ob-
bligato instruments that do not appear in other move-
ments. The third kind of scoring is for movements in
a cappella style. These movements are scored for two
violins, continuo, and colla parte trombones doubling
the alto and tenor if they are homophonic, and addi-
tionally include clarini if the movement is a fugue.

Typically, the “Kyrie” and “Credo” movements of
Viennese concerted masses begin with full chorus and
orchestra in concerto style with declamatory state-
ments of the opening text.”? An example of this typical
opening is found in the “Credo” of Terza messa, shown
in Figure 1 on page 65. The “Credo” begins with a
one-and-a-half measure declamatory tutti statement
of choir and orchestra that is immediately followed by
a soli group of soprano and tenor concertists in uni-
son and at the octave with violins I and II, respectively.
The last movement of Zerza messa, “Dona nobis pa-
cem,” also features this style of opening but with full
orchestra and soprano concertist followed by chorus
and orchestra (Figure 2 on page 66).

Terza messa movements in the concerto style—like
“Kyrie I,” “Gloria,” and “Et resurrexit”—begin with
extended orchestral introductions. These movements
begin with the orchestra playing a ritornello of two
contrasting themes that are later restated when the
chorus enters. The “Kyrie I’ ritornello uses full or-
chestra for both themes. As seen in Figure 3 on page
67, the first theme comprises measures 1-8, and the
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Table 1. Terza messa (1761)

Terza Messa by Marianna Martines

Section Movement Style Scoring-in addition to 2 vin and a continuo group
of org, vc, and 2 vine
Kyrie Kyrie | Concerto 2 clni, 2 ob, 2 thn c. p., SATB rip.
Christe eleison Trio violincello & 2 violine obbligato, SAB conc.
Kyrie Il (fugue) Acappella 2 cIni, 2 trombones c.p., SATB rip.
Gloria Gloria Concerto 2 clni, 2 ob, 2 thn c. p., SAT conc., SATB rip.
Etin terra pax™ A cappella 2 tbn c.p., SATB rip.
Laudamus te Duet 2 flutes obbligato, SA conc.
Gratias agimus tibi A cappella 2 tbn c. p., SATB rip.
Domine Rex caelestis Soprano aria S conc.
Quitollis | A cappella 2 tbn c. p., SATB rip.
Qui tollis Il Alto aria A conc.
Qui sedes A cappella 2 tbn c. p., SATB rip.
Quoniam Minuet 2 tbn c. p., SATB conc., SATB rip.
Cum sancto (fugue) A cappella 2 clni, 2 tbn c. p., SATB rip.
Credo Patrem omnipotentem Concerto 2 clni, 2 tbn c. p., SAT conc., SATB rip.
Etincarnatus A cappella 2tbnc.p., S conc., SATB rip.
Et resurrexit Concerto 2 clni, 2 ob, 2 thn c. p., AT conc., SATB rip.
Et vitam (fugue) A cappella 2 clni, 2 tbn c. p., SATB rip.
Sanctus Sanctus Alto aria A conc.
Pleni sunt caeli Concerto 2 clni, 2 tbn c. p., SATB rip.
Hosanna Concerto 2 clni, 2 tbn c. p., SATB rip.
Benedictus | Benedictus Tenor aria 2 clni, 2 thn obbligato, T conc.
Hosanna Concerto 2 cIni, 2 tbn c. p., SATB rip.
Kyrie Kyrie | Concerto 2 clni, 2 ob, 2 thn c. p., SATB rip.
Christe eleison Trio vc. & 2 vine obbligato, SAB conc.
Kyrie Il (fugue) Acappella 2 clni, 2 tbn c. p., SATB rip.

Continued on the next page
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Section Movement Style Scoring”~in addition to 2 violin and a continuo group of
organ, violincello, and 2 violine

Agnus Dei Agnus Dei Acappella 2tbnc.p., S conc., SATB rip.
Dona nobis pacem Concerto 2 clni, 2 ob, 2 thn c. p., S conc., SATB rip.

*clni (clarini), ob (oboe), fl (flute), tbn (trombone), vIn (violin), vc (violoncello), vine (violone), org (organ), rip. (ripieno),
conc. (concertato), tbn c.p. (trombones double the alto and tenor ripieno parts)

“"Etin terra pax” and "Pleni sunt caeli” are not stand-alone movements but have changes in style. "Dona nobis pacem” is a
stand-alone movement.
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Figure 1. Marianna Martines, Terza Messa, “Credo,” mm. 1-5.
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Figure 2. Marianna Martines, Terza Messa, “Dona nobis,” mm 1-7.
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Figure 3. Marianna Martines, Terza Messa, “Kyrie I,” mm. 1-12.
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Critical Edition and
Performance Implications

Starting in the summer of 2021, I began my search
to gather all the manuscripts available for Zerza messa to
create a critical edition of the work. This research cul-
minated in my lecture recital and document, and a per-
formance and recording of the mass by the University
of Arizona Symphonic Choir under the direction of Dr.
Elizabeth Schauer in May 2024. This was the first time
the work had been performed in full in 263 years.

The surviving sources of Terza messa include the au-
tograph manuscript of the full score in Martines’s hand,
the thirty performing parts used for the 1761 premiere
performance, and manuscripts of the two fugue move-
ments that end the Kyrie and Credo. The primary source
that was used in the creation of the critical edition is the
manuscript A-Wgm I 1639, an autograph manuscript
of the full score in Martines’s hand. The title page has
an inscription in her handwriting, Zerza Messa Della Sigra
Mananna Martines a di 10 Agosto del 1761. The primary
source was then compared with the performing parts
from the 1761 performance (St. Michael 83a), which are
in the holdings of St. Michael’s Church in Vienna. The
thirty parts for Zerza messa are in excellent condition and
individually bound in partbooks.

In preparation for the 1761 performance of 7Zerza
messa, parts would have been copied out from the auto-
graph full score. Changes and corrections to parts often
happen in preparation for performance and so are not
necessarily reflected in autograph full scores. These cor-
rections can include changes to notes, rhythms, text un-
derlay, and ornaments. The parts also reveal details not
found in the autograph regarding performance practice.
This information played an important role in creating
a critical edition that represents both the composer’s
intent and how the work would have been performed.
Furthermore, the parts include instruments that are not
labeled or included in the autograph, tempo indications,
realized ornaments, clear text underlay, and more specif-
ic information on which music concertato vocalists and
ripieno chorus members would have sung.

In addition to the obvious differences contained in
the autograph full score and parts, there are also dif-
ferences that require sleuthing and understanding of
performance practice. For example, in the Zerza messa
autograph, music for trombones is only found in the
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“Benedictus” movement. The parts from the 1761 per-
formance, however, indicate that an alto trombone and
a tenor trombone should double the alto and tenor rip-
ieno parts, respectively, in all tutti sections throughout
the mass. This was common practice in the performance
of Viennese concerted masses in the mixed style.”” Even
more interesting is the fact that both obbligato trom-
bone parts in the “Benedictus” movement are for alto
trombone. This means that three trombones were used
during the performance and one of the two trombonists
switched from tenor to alto trombone for the “Benedic-
tus” movement.

In the autograph full score, Martines sometimes writes
con 1 violini in the oboe line to indicate that the oboes
should double the violin parts (Figure 5a). She also used
two shorthand symbols to indicate doubling in shorter
passages. These symbols indicate that the oboes should
double the violins and also that violin II should double
violin I in measure 14 of Figure 5b.

There are also marked differences between the au-
tograph score and the parts in the way ornaments are
notated. In the autograph, Martines uses small grace
notes throughout the mass without any distinction with
regard to the length or execution of the ornaments. This
was common practice from 1710 to 1760 among com-

ST

Vaolama

Figure 5a. “LEt resurrexit,” mm. 1-5 (autograph)

e i

Al S U

Figure 5b.

Shorthand symbols in “Et resurrexit,” mm. 13-18 (autograph). Mea-
sure 14 shows the symbol that appears every time doubling should
start. In measures after the symbol, two diagonal lines are used to

indicate that the doubling continues.
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posers who notated ornaments in the Italianate-German
tradition.?* While her notation in the autograph (Figure
6a) is not specific regarding the type of ornaments, the
parts clarify that most notated grace notes should be ex-
ecuted as appoggiaturas with specified lengths, and the
parts also make clear some instances where a grace note
should be executed. Figures 6a and 6b show the differ-
ence in notation of small grace notes in the autograph
and parts for the same measures of music.

The study of Martines’s life and musical style, as well
as the characteristics of eighteenth-century Viennese
concerted masses, was vital in my creation of a critical
edition that best represents the composer’s intent and
sheds light on how 7erza messa and other mass compo-
sitions by Martines should be performed. Performance
considerations include the size of the choir at the time
of the 1761 performance, the execution of ornaments,
the continuo group, the size of the orchestra, the use of
trombones, the addition of timpani, and the choice of
tempos for movements in a cappella style.”” It is docu-
mented that the size of the St. Michael’s Church was
consistently a double choir of male singers throughout
the eighteenth century and that the standard size of the
orchestra for feast day celebrations matches the thirty
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Figure 6a. Soprano, Domine Deus, mm. 22-31 (autograph)

Figure 6b. Soprano concertato, Domine Deus, mm. 22-31 (part)
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Examining Historical Sources of a Forgotten Masterwork

parts for Terza messa held at the church.”® Because Ter-
za messa 13 the only mass by Martines to include extant
performing materials, it is important to apply the infor-
mation found in the 7erza messa parts to the other three
masses. This examination of Martines’s musical style
helps to contextualize her masses in the tradition of
eighteenth-century Viennese concerted masses and can
lead to more scholarly editions of her other works. Fur-
thermore, as we continue to reshape and redefine the
canon of choral works that are performed and studied,
it is important to give the necessary focused attention to
works by composers like Martines who have been his-
torically overlooked and may not have the same depth
and breadth of scholarly literature available as for other
monumental composers.

NOTES

! Daniel Heartz, Haydn, Mozart and the Viennese School 1740~
1780 (W.W. Norton, 1995), 237.

? Trving Godt, Marianna Martines: A Woman Composer in the Vi-
enna of Mozart and Haydn, ed. John A. Rice (University of
Rochester Press, 2010), 39.

3 Rebecca Cypess, “Composition, Collaboration, and the
Cultivation of Skill in the Salon of Marianna Martines”
from Women and Musical Salons in the Enlightenment (Univer-
sity of Chicago Press, 2022), 150.

* Emily M. Wuchner, “The Tonkiinstler-Societit and the Or-
atorio in Vienna, 1771-1798” (PhD diss., University of
Illinois at Urbana-Champaign, 2017), 246.

> Trving Godt, Marianna Martines, 40.

% Only two of Martines’s keyboard sonatas were published
(1762 and 1765) during her lifetime. Another work
would not be published until 1992, and the first record-
ing of any of her works was released in 1994.

7 Heartz, Haydn, Mozart and the Viennese School, 115—116.

8 Daniel Heartz, Music in European Capitals: The Galant Style,
1720-1780 (W.W. Norton, 2003), 18.

9 David Wyn Jones, Music in Vienna: 1700, 1800, 1900 (Boy-
dell & Brewster, 2016), 96. In Johann Ferdinand von
Schonfeld’s Jahrbuch der Tonkunst von Wien und Prag (1796),
Martines is listed under “illustrious persons” in a chapter
titled “Special Friends, Patrons, and Connoisseurs in Vi-
enna.” Schonfeld calls her “one of the best connoisseurs
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list of composers “worthy of attention.”

10 Bruce C. Mac Intyre, The Viennese Concerted Masses of the Ear-
ly Classic Period (UMI Research Press, 1986). Martines’s
Terza messa and Quarta messa are included in Mac Intyre’s
comprehensive examination of masses composed be-
tween 1740 and 1783. His study includes 72 masses by
28 Viennese composers.

"' Mac Intyre, Viennese Concerted Masses, 565—-69. Mac Intyre
describes six stylistic trends found in Viennese concert-
ed masses composed between 1740 and 1780 that led
to the grander symphonic masses of Haydn, Beethoven,
Schubert, and others: 1. Fewer but longer movements; 2.
Greater unity of key; 3. Greater variety in meter; 4. Vo-
cal solos within movements instead of independent arias;
5. More independent oboe, viola, and cello parts, and a
decrease in solos for the trombone; 6. Forms reflect the
influence of sonata and concerto designs.

12 Johann Joseph Fux, trans. Susan Wollenberg, ““Gradus ad
Parnassum’ (1725): Concluding Chapters,” Music Analy-
sis 11, no. 2 (1992): 209-43.

13 Fux, “Gradus ad Parnassum” 236-7.

" Bruce C. Mac Intyre, Viennese Concerted Masses, 3.

5 Jen-Yen Chen, “The Tradition and Ideal of the Stile Antico
in Viennese Sacred Music, 1740-1800” (PhD diss., Har-
vard University, 2000), 8.

16 Chen, “Traditional and Ideal of the Stile Antico,” 51.

17 Fux, “Gradus ad Parnassum,” 233.

18 Fux, “Gradus ad Parnassum,” 234-6.

19 Mac Intyre, Viennese Concerted Masses, 566. According to Mac
Intyre, by the mid-1750s, composers wrote mostly sin-
gle-movement Kyries. Later on page 137, Mac Intyre
notes that by 1770 Glorias and Credos were rarely more
than four movements each.

20 Mac Intyre, Viennese Concerted Masses, 81. In Jahrbuch der
Tonkunst von Wien und Prag, Schonfeld states that Martines
composed masses and arias in a similar style to those of
Jommelli. Mac Intyre also brings attention to the similar-
ity between Terza messa and Nicolo Porpora’s Grande Messe
i D in distribution of text and movements. Porpora was
one of Martines’s teachers.

2l Mac Intyre, Viennese Concerted Masses, 104 and 710. Mac
Intyre specifically references Martines’s masses as exam-
ples where timpani could be improvised from the clarini
parts.

22 Mac Intyre, Viennese Concerted Masses, 139. “Kyrie” move-

ments often open with a slow introduction for chorus
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and orchestra followed by a faster tempo. An example
can be found in the opening “Kyrie” of Joseph Haydn’s
Missa cellensis, Hob. XXII:5 (1766). Mac Intyre also states
on page 325 that the full chorus nearly always opens the
“Credo.”

2% Mac Intyre, Viennese Concerted Masses, 104. Intyre notes that
the importance of trombones in Viennese masses can-
not be overlooked. Trombones are commonly found in
performing materials from the period and were a fea-
ture until the late 1770s. In addition to doubling alto and
tenor choral parts, trombones often had expressive and
virtuosic obbligato parts in the “Benedictus” movements.
Martines’s second and third masses include obbligato
trombone music for the “Benedictus” in the autograph
manuscripts. Masses no. 1 and 4 do not include obbligato
trombones, but that does not mean trombones were not
used during the performances.

2 Frederick Neumann, “Italian One-Note Graces,” in Or-
namentation in Baroque and Post-Baroque Music: With Special
Emphasis on J. S. Bach (Princeton University Press, 1978),
164—77. In the introduction for this chapter, Neumann
makes a distinction between two groups: Italians and
Ttalianate-Germans, and Germans. While the Italians
adopted the Irench style of ornamentation and “little
notes,” the Germans mixed the French and Italian styles.
Caldara’s music is used in examples of the Italian style.
Because Martines’s ornamental practice mirrors the Ital-
1an style, she 1s included under the category of Italianate-
German.

2 Mac Intyre, Viennese Concerted Masses, 118. It was not unusual
to have movements without tempo markings, especially
fugues. Performers would know the tempo based on style
and context and composers only indicated tempos when
a movement deviated from norms.

26 Karl Schiitz, Musikpflege an St. Michael in Wien (Vienna: Ver-
lag der Osterreichischen Akademie der Wissenschaften,
1980), 41 and 43.
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A Bigger Table

Music Reviews

El Cenzontle

Music and Text by Pamela Mayorga
Two-part with piano (4:00)
Self-published by composer*

Parts T and IT

===

Composer Pamela Mayorga was born in Mexico
City and has written extensively for young singers;
her output includes a number of accessible children’s
songs about Mexican culture and life. “El cenzontle”
is an elegantly constructed call-and-response song cel-
ebrating the Mexican mockingbird. This piece begins
with a folk-like opening theme, which is well voiced for
elementary singers; it moves stepwise upward through
the middle voice to support the development of a clear
and free treble production. The repetition of alternat-
ing minor thirds in the soaring second theme can help

CHORAL JOURNAL March/April 2026

build tonal memory in young singers and lends itself to
game-style teaching or teaching by solfege. For small-
er ensembles, or ensembles developing part indepen-
dence, this piece could be sung entirely in unison or in
alternating call-and-response style as notated.

Crotales, claves, and a tambourine are indicated in
the score. These parts are suitable for student players
and could be easily replaced with any available Orff
instruments for an engaging and instructive perfor-
mance. The Spanish text in this piece is accessible,
short, and repetitive, making it attainable and reward-
ing for singers of all levels. While clearly written for
elementary-aged singers, beginning treble choruses at
the middle- and high-school levels would find this piece
rewarding and fun as well. Thematically, this piece of-
fers opportunities to share with singers the diversity of
wildlife outside of the United States, and the relation-
ship between music and the natural world.

Nicky Manlove
Director of Community Engagement
Tucson Girls Chorus

*Pamela Mayorga
https://www.pamelamayorga.com/
pamelamayorgatellez70@gmail.com
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We Shall Overcome

Arr. Robert T. Gibson
Walton Music

SSAATTBB with solo (4:30)

Soprano Alto Tenor Bass
o) o 0 0 o
e H—— —— ———
D) DRTS D) be

Robert T. Gibson’s “We Shall Overcome” is a stirring
and thoughtfully crafted unaccompanied arrangement
of the iconic Civil Rights anthem. Designed to honor
the song’s historical significance, this setting combines
rich choral textures with a prominent solo line, result-
ing in a work that is both intimate and powerful.

Gibson opens this piece in E’ major with the core
harmonic unit on the refrain “We shall, we shall over-
come,” immediately establishing a warm, resonant
foundation. The verses unfold through a sustained cho-
ral hum, allowing the soloist’s expressive line to take
center stage. This structure mirrors the communal
roots of the song, with the choir providing steady har-
monic support while the solo voice delivers the message
with conviction and clarity. The third verse involves the
whole choir singing “We shall live in peace” before
the solo line returns for the final verse’s “We are not
afraid,” powerfully transposed up to G’ major.

The vocal writing is accessible yet deeply expressive,
making it suitable for high school, collegiate, and com-
munity choirs. The harmonic language is grounded in
the traditional simplicity of the original, and dynamic
indications contribute to emotional depth. Though the
score includes a piano part for rehearsal purposes, the
arrangement is designed to be performed unaccompa-
nied, emphasizing the raw power of the voices.

With its historical resonance and well-crafted vocal
setting, “We Shall Overcome” provides singers and au-
diences with a deeply moving and meaningful experi-
ence for any concert setting.

W. Aaron Rice
Director of Music
First Presbyterian Church of Granada Hills
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Pastoral (Mu Ge)

Traditional Mongolian Folk Song
Arr. Qu Xixian

Alliance Music Publications

SATB (2:55)
Soprano Alto Tenor Bass
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“Mu Ge” (Pastoral), arranged in 1954 by Chinese
composer Qu Xixian (1919-2008), is a choral adapta-
tion of a traditional Mongolian folk song. It encapsu-
lates the expansive beauty of the Mongolian grasslands
and the simple yet profound emotions of its people. Qu
Xixian, a graduate of the Shanghai National Conser-
vatory of Music, was widely recognized for her contri-
butions to choral music during her lifetime, particular-
ly for her innovative approach to blending traditional
Chinese musical elements with Western classical tech-
niques. “Mu Ge” is a cornerstone of Chinese choral
repertoire and exemplifies this approach.

“Mu Ge” employs a melody derived from a tradi-
tional Mongolian folk tune. It is characterized by sim-
plicity and features a lyrical quality. The arrangement
introduces rich choral textures, enhancing the emo-
tional depth of the original folk song while preserving
its authentic character. This setting features close vocal
harmonies and occasional contrapuntal passages, add-
ing complexity and depth. The rhythmic patterns are
straightforward, mirroring the natural cadence of the
grasslands. The texture is predominantly homophonic,
with the choir performing in unison or close harmo-
ny, fostering a sense of unity and cohesion. Mongolian
musical elements are integrated into the choral writing.
Among these are traditional vocal techniques, which
contribute to the cultural authenticity of the work. The
text vividly depicts the beauty of the grasslands through
imagery of green grass, blue skies, and free-roaming
horses. The choral writing blends lyrical beauty with
emotional depth, creating a vivid musical landscape.

“Mu Ge” requires technical proficiency and musi-
cal sensitivity. The choral parts are challenging. Con-
ductors must balance the piece’s elements to achieve
a unified performance, emphasizing the emotional
and narrative content of the text. A successful perfor-
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mance relies on the choir’s ability to convey the profound
emotions embedded in the text through their vocal ex-
pression. “Mu Ge” has garnered critical acclaim for its
successful fusion of traditional Mongolian elements with
Western classical techniques. Audiences have responded
positively to its emotional resonance, and the work has
been performed internationally, inspiring composers and
performers to explore cross-cultural musical fusion. As
a significant contribution to the choral repertoire, “Mu
Ge” stands as a testament to the power of cross-cultural
musical synthesis and Qu Xixian’s enduring legacy in the
field of choral music.

Translation:

Emerald green on the pasture, white sheep run,
sheep like pearls spread on green velvet.

The boundless pasture is our homeland, white clouds
and blue sky are our tents.

Morning glow welcomes me, freely singing, life is so

happy and joyful.

An IPA pronunciation guide is included with the octavo.

He Huang (he/his)
Choral Faculty
Nanjing Normal University (China)

Sulpitia Cesis
Motetty Spirituali, 1619
Cappella Artemisia

Candace Smith, director
Tactus TC 570101 (2009; 1:05:18)

Cappella Artemisia—an all-female ensemble dedicat-
ed to performing music from Italian convents in the six-
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teenth and seventeenth centuries—skillfully illuminates
a collection of motets and other pieces by Sulpitia
Lodovica Cesis (1577 ¢.1619). Cesis was a nun at the
convent of San Geminiano in Modena, northern Italy,
an institution well known for its musical excellence. Mo-
tetti Spirituali, Cesis’s collection published in 1619, com-
prises twenty-three motets for diverse vocal forces of
two to twelve voices with Latin texts from Psalms, Luke,
John, Matthew, Revelation, and the Stabat Mater. In
addition, four of the texts are original and in Italian.

This recording features ten singers and nine instru-
mentalists in a variety of combinations. According to
director Candace Smith, we should not assume that
these works were performed without organ, despite the
absence of a basso continuo part. Additionally, two of
the motets call for other instruments. Numerous com-
munications to Italian convents restricting the use of
instruments at the time likely suggest that instruments
were, in fact, regularly being used. In addition, the col-
lection contains tenor and bass parts.

Cappella Artemisia’s recording presents various op-
tions for realizing the music. These include replacing
voices with instruments, juxtaposing solo voices with
tutti choirs, pitting vocal choirs against instruments,
performing the works at the written pitch, and trans-
posing, either the complete motet or individual parts,
to accommodate typical female vocal ranges. The re-
sulting work is a masterful set of performances on a
high-quality recording. Their use of space, clear an-
tiphonal differentiation, ornamentation, ample dynam-
ic range, and varied use of style ranging from playful
and energetic to somber and arresting, all contribute to
a rewarding listening experience.

Daniel David Black (he/him)

Associate Professor of Vocal Music and Conducting
Director of Choral Activities

Houghton University
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Photo copyright Chang-ho Kim

Youngeun Kim (she/her)

DMA Student in Choral Conducting, University of Arizona
Assistant Director, Tucson Masterworks Chorale
Music Director, First United Methodist Church (Tucson)

yekim100612@gmail.com
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The Choral Music

of Hye-Young Cho

YOUNGEUN KIM

ye-Young Cho (b. 1969) is a cel-
ebrated South Korean composer
whose music is widely performed

throughout the world. Her works have gar-
nered international acclaim and have been
commissioned and performed by major
choirs in South Korea, including Incheon
City Chorale, Ansan City Choir, and the
National Chorus of Korea. She has com-
posed over 160 works in a variety of styles
and genres. The large majority of her output
comprises choral works; however, she also
has three solo vocal pieces and three instru-
mental works featuring traditional Korean
instruments. Cho’s choral compositions are
shaped by the natural flow and nuance of
the text, which enhances the clarity and sen-
sitivity of her musical expression, and allows
listeners to connect with the emotional con-
tent, regardless of the language. This close
relationship between words and music cre-
ates a deeply moving experience that is both

personal and universal.

Biography

Born and raised in Seoul, Hye-Young
Cho began studying piano at the age of
six. The church she attended maintained a
strong music program that exposed her to
Western classical choral music. Although she
faced financial hardship and briefly ques-
tioned whether to pursue a career in music,
she ultimately decided to follow her passion
and earned both her bachelor’s and master’s
degrees in composition from Hanyang Uni-
versity. During her time in college, she had
the opportunity to conduct the Hanyang
Glee Club and the adult choir at Mokyang
Church; these experiences played a key role

in shaping her interest in choral music.!
After completing her master’s degree, Cho
composed in a variety of styles including con-
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The Choral Music of Hye-Young Cho

temporary and electronic music.” In 2006 she began
publishing anthems for church choirs, and in 2009 a
commission from the National Chorus of Korea led
her to focus more fully on choral composition. In 2012
she received an award for her setting of “The Lord’s
Prayer” at the Joseph M. Martin Composer Sympo-
sium in Atlanta. Two years later, her large-scale “Te
Deum” for chorus and orchestra was commissioned
and premiered at the opening concert of the 2014
World Symposium on Choral Music in Seoul. Her
piece “Sae-no-ya” also was performed by the National
Chorus of Korea at the 2023 ACDA National Confer-
ence.

Cho has served as composer-in-residence for the
Incheon City Chorale, the Ansan City Choir, and the
National Chorus of Korea. She served as president of
the Korean Choral Composition Association (KCCA)
from 2015 to 2018 and began serving again in that po-
sition in 2024. In this role, she has organized numerous
symposia and concerts to support Korean choral com-
posers. From 1999 to 2018, she served on the music
faculty of three colleges, before making the decision to
focus solely on composition. Her music is published by
Walton Music, Santa Barbara Music Publishing, and
MusicSpoke in the United States; Carus-Verlag in Ger-
many; and J&A Music, KCM Alliance, J&C, and Cho-
ral21 in South Korea.

Korean Choral Culture

Choral music in Korea emerged primarily within
church contexts and was shaped by Protestant tradi-
tions through the introduction of Western hymns by
missionaries in the late nineteenth century. Today,
church music still plays a significant role and remains
important in Korea’s choral scene. In addition, South
Korea has a unique ecosystem of choirs supported by
both the national government and city governments.
The country maintains one national choir and approx-
imately seventy city-funded civic choirs, which are es-
tablished to advance choral music and promote cultural
engagement. The national choir and most of the civic
choirs are professional. These ensembles hold regular
concerts and perform at state and municipal events
throughout the year. Cho has written a wide range of
music for church choirs and for the national and civic
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choirs, including both sacred and secular works.

Choral Works

Hye-Young Cho has composed over 160 choral
works, including extended works; church anthems;
over thirty original compositions; and over eighty cho-
ral arrangements of popular, folk, and art songs. Two
of her extended works are sacred: “Ie Deum” for cho-
rus and orchestra—a single-movement work lasting ap-
proximately twenty minutes—and the unaccompanied
Mass for Double Chotr in five movements, with a duration
of about thirty-five minutes. The other two are suites,
each about fifteen minutes in length. The first, Nocturnes
(2009), 1s a three-movement, unaccompanied choral
setting of secular poetry by Jun-Ho Kwon. The second,
Lamentation (2022)—subtitled “A Mother’s Song for Her
Child Drowned in the West Sea”—reflects a mother’s
sorrow over the loss of her child during the Korean
War. Scored for SATB choir, string ensemble, and pi-
ano, this three-movement work also exists in a version
for organ and piano. Cho has also composed over for-
ty anthems to date, which have been sung in worship
settings across South Korea. Her concert repertoire
for choirs includes over thirty original works, most of
which are settings of Korean poetry. In addition, she
has arranged the following for choir: twenty Korean art
songs, ten Korean folk songs, and fifty Korean popular
songs. She also created a choral adaptation of Robert
Schumann’s song cycle Dichterliebe for SATB choir and
piano. This body of music includes both technically
demanding concert works and arrangements of folk
and popular songs designed to be more accessible to
general audiences, demonstrating her ability to balance
artistic depth with public engagement.

Several consistent features define Cho’s choral
writing. Her textures frequently include antiphonal
exchanges between voices, or between voices and pi-
ano, creating musical dialogue and a sense of spatial
resonance. Melodies are lyrical and emotionally direct.
Her works feature colorful harmonic language, includ-
ing extended tertian chords, suspensions, modal colors,
and cluster-like sonorities. She frequently includes vir-
tuosic solo passages. Cho believes that the human voice
is the most beautiful instrument, which is why many
of her works are unaccompanied.” Even in accompa-
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nied pieces, she often includes unaccompanied sections
and uses textures that resemble unaccompanied writ-
ing, such as sustained chords or single-line instrumen-
tal support. In all of her music, clarity and emotion-
al depth remain central, serving both the expressive
content of the text and the experience of the listener.
Following is an introduction to Cho’s concert works in
three categories: choral settings of Korean poetry, ar-
rangements of Korean folk and art songs, and works in
non-Korean languages.

Choral Settings of Korean Poetry

Cho is perhaps best known for her emotionally reso-
nant settings of both classical and modern Korean po-
etry. She gravitates toward texts marked by emotional
restraint and lyrical subtlety. Much of her inspiration
comes from the poetry, which she sets with great care,
allowing the natural rhythm and emotional tone of the
language to guide the music.* She lets the shape of the
text determine the pacing, and often uses rubato, ri-
tardando, accelerando, and other flexible approaches
to reflect natural speech. Text stress and syllabic flow
are handled with great care. Cho frequently draws on
the poetry of So-wol Kim (1902-1934), a writer of-
ten regarded as having most clearly captured the es-
sence of han—a cultural sentiment of deep, unresolved
sorrow shaped by collective history, loss, and longing:
Cho’s settings bring introspective and metaphor-rich
texts to life, inviting performers and audiences into a
shared emotional experience rooted in Korean cultural
expression.” All of the works in this category are in Ko-
rean. Both titles below are published in transliterated
Korean, and MP3 pronunciation guides are available.

“Evocation” (Mon-Nee-joh) was commissioned by
the National Chorus of Korea in 2013. The Korean
text is a setting of the poem “Mon-Nee-Joh” by So-wol
Kim. Published in 1925 in the Azalea Flower collection,
the poem speaks of painful memories and unresolved
longing that persist despite the passage of time and
efforts to forget. Since its premiere, this piece has be-
come one of the composer’s most beloved and widely
performed works in South Korea. Scored for SATB or
SSA chorus and piano, it is approximately five minutes
in duration. The piano introduction establishes a re-
flective atmosphere through legato phrasing, flexible
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tempo, and rich harmonic language. The texture is
predominantly homophonic, with contrasting passages
employing imitative and antiphonal writing. Although
So-wol Kim’s poem already includes textual repetition,
Cho amplifies this feature through additional musical
repetition, framing the work as a continuous emotion-
al loop. Both the poem and the musical setting begin
with the statement that forgetting is impossible, then
shift in the middle to lines that suggest the possibility of
forgetting. These middle passages are treated as transi-
tional and harmonically unstable and are followed by a
decisive modulation from D" major to G’ major at the
emphatic return of “Mon-nee-joh” (I cannot forget),
which is reinforced by unison choral writing and ex-
panded dynamics (Iigure 1 on the next page). A brief
unaccompanied passage marked “freely” introduces a
moment of intimate reflection, and the work concludes
quietly with a return to fragments of the opening mate-
rial, avoiding full closure and leaving a lingering sense
of reflection. “Evocation” combines emotional depth
with poetic sensitivity, making it an accessible and ef-
fective choice for high school, university, and commu-
nity choirs.

Another of Cho’s works based on a poem by So-
wol Kim is “Golden Field” (Guhm-fan-Dee). Published
in the January 1922 issue of Gaebyeok (a religious maga-
zine), this poem 1s short and simple in form, yet lyrical
and emotional. Its rhythm is shaped through the use
of end rhyme, repeated words, and similar sentence
structures. The poem conveys a deep sense of longing,
contrasting the irrevocable loss of the beloved with the
golden grass that returns each year at their gravesite.

Originally commissioned by the Seongnam City
Chorus in 2017 and revised in 2018, the piece is scored
for SSAATTBB chorus with four-hand piano and fea-
tures optional parts for flute (or traditional Korean dae-
geum) and oboe (or traditional Korean piri). The piece
opens with a tranquil, pastoral introduction by the
flute/daegeum and piano, presented without a time sig-
nature to create a natural and unhurried atmosphere.
Korean ornamentation (stkimsae) 1s employed in both
the woodwinds and vocal lines, evoking the style of tra-
ditional Korean folk songs. While some sections feature
static homophonic textures with subdued accompa-
niment, the piece is generally driven by a steady un-
dercurrent of sixteenth-note piano figures that sustain

Volume 66 Number 7

79



I~ L LN L
Bi.N hVIhV BN hVIhV hVIhV hVIhV
T ERES ERES yllu r.,lu gRES b
gEidl Hall gl [ T [ A
= = = FH ® )
Ay \ i)
" O o ~ A 4 .Y
R a
O |
il i)
= T\
O I AL 1}
v s s ! ks
n iN iN
Q Q 1 i i)
= s L . . L 3 =T .
(@] s 1IN .IM g O RN R 1)
_ |
()
T
= = = =
o[l = ol = ol & 4 =5 VA
G TRWI M ! M I M
0 [ % 8 a8 [ ¥ 8 (s, 8
C 2 N s N2 ™ s
oyl e8I
S k)
= ) -~ _ _ _ _
M < < 5 < o
.ﬂa. , \ . .
] i ] ] i ]
=] =] =] =] —
& 1l = HR = = ] = o KR4 2 K[ 2 Sy S /Y| 2 o Nen
0 &~ 4 ] o~
h < § S <
o] (o]
' ' ' ' Il Il
@) - -
° °
0 2 e
= I IO 1 R I : :
Q Q ) ) = -
ol Q e Q L] Q || Q - - - -
5 5 5 Yl 5 B =
) \ ; ] ° =
5 M| 3 5 Al 3 n 2 2
S ESITY sl 2w 3 B £ | | S ol [E
e\ e\ e SLN BLN Lwhw LWhv |ﬂhv |mhv
N i N N 1O\ | . El.N NN ml.N mi.N
0~ _ILU ~ )IU IIU N _IIU )ID )ID
THa THa e MEGS NEGS & THa “Hean NEGS
SN N N 3 oNEP  Nep e A .
\ £ \ 4
n < = an} 2] < = [as]

Volume 66 Number 7

, “Evocation” (Mon-Nee-Joh), mm 43-47.

&

-Young Cho
Santa Barbara Music Publishing, © 2024. Reprinted with permission.

Figure 1. Hye
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rhythmic momentum. In addition, the texture gradu-
ally thickens through vocal divisi, antiphonal exchang-
es, and imitative techniques. Expanding dynamics and
increasingly colorful harmonies further heighten the
emotional intensity (Figure 2 on the next page).

The use of the Jungmor: rhythmic pattern—a tradi-
tional Korean twelve-beat cycle in a moderate to mod-
erately fast tempo—further reinforces the folk-like char-
acter of the music, infusing it with energy through its
dotted rhythms (Figures 3 and 4 on page 83). The piece
concludes with a return to the opening material, bring-
ing it to a gentle close. Running approximately five and
half minutes, the piece balances interpretive challenges
with accessible features like a short, repeated Korean
text, making it well suited for advanced high school,
university, and community choirs.

Arrangements of Korean Folk
and Art Songs

Hye-Young Cho has arranged numerous Korean folk
songs and art songs for choir. The source materials in-
clude traditional work songs, lullabies, lyrical folk mel-
odies, and early modern art songs. She maintains the
integrity of the original tunes and extends their expres-
sive possibilities through artful choral writing. Melodies
are set prominently in the soprano line or a solo voice
and are supported by harmonies that complement the
texture without overwhelming it. All the works in this
category are in Korean. The first of the two works be-
low is published with IPA, and the second is presented
in transliterated Korean.

One of Cho’s most dynamic folk song arrangements
is “Ong-Hye-Ya,” an unaccompanied setting com-
missioned by the National Chorus of Korea in 2009.
Originating from Gyeongsang Province in the southern
part of Korea, the folk song was traditionally sung by
farmers during barley processing as a means of light-
ening physical labor and fostering a sense of unity. Set
for SSAATTBB chorus with a tenor solo, the piece is
approximately four and a half minutes long and follows
a modified rondo form. The recurring refrain, which
combines wordless interjections, alternates with con-
trasting episodes that musically depict various stages
of the agricultural cycle—from planting and growth to
harvest and communal celebration. The melodic mate-

CHORAL JOURNAL March/April 2026

rial is largely pentatonic, reflecting traditional southern
Korean folk scales. The rhythmic foundation is a Jajin-
mort rhythmic pattern, a fast traditional Korean twelve-
beat cycle that creates a driving and lively character.

While maintaining the original responsorial struc-
ture and basic melodic contour of the folk song, the
composer introduces rhythmic devices such as synco-
pation and ostinato patterns, which contribute to the
music’s energy and forward momentum. As the piece
progresses, the texture becomes increasingly layered
through vocal divisi, solo lines, and extended harmo-
nies, gradually moving beyond the boundaries of the
original folk setting. This leads to a contrasting slower
lyrical section. The passage evokes a gentle and intimate
atmosphere, depicting a quiet moment between two
neighbors engaged in friendly conversation. The final
refrain reintroduces the main material with heightened
musical intensity, featuring expanded vocal writing,
syncopated interjections, and a soaring tenor descant.
The work concludes with a Picardy third, transforming
the modal A minor into a bright, celebratory A major.
“Ong-Hye-Ya” is a compelling synthesis of traditional
Korean folk elements and contemporary choral writ-
ing. The piece was published by Walton Music in 2024
and is especially well suited for advanced university
choirs or experienced community ensembles.

“Go-Hyang-Eui-Bohm” (Spring in My Hometown)
is a choral arrangement of a well-known Korean art
song scored for SATB choir, soprano solo, and piano.
The art song was composed in 1929 by Nan-pa Hong
(1898-1941) and features a poem by Won-su Lee
(1912—1981) that was written in 1926 during the Japa-
nese occupation of Korea (1910-1945). Though often
sung by children, the original song carries deep cultural
resonance, evoking memories of home and a longing
for a lost homeland. CGommissioned by the Incheon
City Chorale in 2018, Cho’s arrangement preserves the
original lyrical simplicity while expanding its expressive
scope through rich choral textures and sensitive piano
writing. The piece begins with the choir humming the
melody on “00,” subtly suggesting the main theme of
the art song. This opening also features extended har-
monies, creating an expressive atmosphere. The sopra-
no soloist then enters alone to sing the first verse of
the original art song, after which the choir returns with
gentle harmonic support.
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Figure 2. Hye-Young Cho, “Guhm-Jan-Dee” (Golden Field), mm 20-21.
Santa Barbara Music Publishing, © 2025. Reprinted with permission.
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Figure 3. Jungmori thythmic pattern, “Jungmori-jangdan (F 2 2] A 2)”
Korean Encyclopedia, National Folk Museum of Korea.
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Figure 4. Hye-Young Cho, “Guhm-Jan-Dee” (Golden Field), mm 31-32.
Santa Barbara Music Publishing, © 2025. Reprinted with permission.
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The Choral Music of Hye-Young Cho

In the following section, the roles reverse: the choir
carries the melody while the soloist adds a lyrical des-
cant. A rising half-step modulation introduces the sec-
ond verse, bringing richness and intensity that deepen
the emotional arc of the piece. This verse concludes in
a soft unison, leaving a lingering sense of unresolved
longing. Cho’s arrangement maintains the song’s gentle,
nostalgic tone while drawing out the poem’s underly-
ing sense of loss and yearning. The piece is published
by KCM Alliance in Korea and is accessible for high

school, university, and community choirs.

Works in Non-Korean Languages

While most of Hye-Young Cho’s compositions are in
Korean, she has also written and arranged works in Lat-
in, German, English, and Spanish. These pieces explore
themes of peace, loss, love, and longing. Composed in
2021, “Dona Nobis Pacem” was commissioned by the
Incheon City Chorale and reflects the composer’s long-
ing for peace amidst uncertainty during the height of
the COVID-19 pandemic. Faced with the challenges

of preparing remote performances and questioning her
ability to continue as a musician, she turned to this set-
ting of the traditional Latin text as a way to find emo-
tional grounding.® Scored for soprano soloist, a small
SATB group, full SATB choir, and violin, the work runs
approximately six minutes. The choir primarily pro-
vides harmonic support, while the melodic material is
carried by the soloist or the chamber ensemble, allowing
for intimate and expressive moments (Figure 5).

The piece employs extended harmonies, including
cluster-like sonorities, added ninths, and suspensions
to accompany the soprano part, which includes wide
leaps throughout the vocal register. In the middle sec-
tion, chant-like solos for tenor, alto, and soprano ap-
pear in succession, creating a sacred and introspective
atmosphere. In the final section, the violin and soprano
soloist exchange melodic lines. The piece concludes on
a major chord with an added second and an open so-
nority, creating a gentle, unresolved impression. “Dona
Nobis Pacem” is well suited for advanced university
choirs or experienced ensembles. The piece is published
by MusicSpoke.
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Figure S. Hye-Young Cho, “Dona Nobis Pacem,” mm. 1-12.
MusicSpoke, © 2026. Reprinted with permission.
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Hye-Young Cho also has created an adaptation of
Robert Schumann’s song cycle Dichterliebe (Poet’s Love) for
SATB choir and piano. Commissioned by conductor
Nam-Gyu Jung for the Wonju Civic Chorale, this work
was premiered in 2013 in South Korea. Composed by
Schumann in 1840, Dichterliehe, Op. 48, is a setting of
sixteen selected poems from Heinrich Heine’s Lyrisches
Intermezzo. The cycle presents a complex emotional
progression, from the initial elation of love to stages
of sorrow, disenchantment, and ultimate resignation.
In this arrangement, Cho carefully adapts Schumann’s
melodic lines and harmonies to create her choral set-
ting. She retains the original piano accompaniment
and derives the choral harmonies by drawing on the
material embedded in it” (Figure 6 on the next page).
This approach preserves both the expressive character
and the musical structure of the original work. Most
of the choral writing is homophonic, with individual
voice parts occasionally initiating the main melodic
line or a solo voice leading the phrase. Cho’s choral set-
ting includes a solo movement for mezzo-soprano, two
movements scored for SSA, and SATB movements that
feature passages for either upper or lower voices alone.
These varied textures and shifts in vocal color create
subtle contrasts and expressive variety across the cycle.
The full piece is about thirty minutes long.

Conclusion

Hye-Young Cho’s choral writing reflects a deep sen-
sitivity to both the musical and emotional qualities of
the text she sets. Whether drawing from Korean po-
etry, folk melodies, Latin sacred texts, or Western art
songs, she approaches each piece with careful attention
to language, vocal texture, and emotional pacing. Her
music balances accessibility with expressive depth, of-
fering works that are both performable and artistically
rewarding for a range of ensembles. Her works reso-
nate widely with choirs around the world, transcending
linguistic boundaries. As more of her music becomes
available internationally, it offers ensembles not only
beautifully crafted repertoire but also a meaningful way
to engage with Korean musical traditions through cho-
ral expression.
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Additional Resources

Byun, Hyokyoung. “New Korean Voices: Three Female
Composers and Their Works” (DMA doc., University of
Washington, 2021).

Kwon, Seung-ah. “Hye-Young Cho,” in Choral Repertoire
by Women Composers, edited by Hilary Apfelstadt and Alan
Troy Davis (GIA Publications, 2025), 144-48.

Kim, Sowol. Azaleas: A Book of Poems, translated by David
McCann (Columbia University Press, 2007).

Lee, Dong-Kyu. “The Sound of Korea: Twenty-First-
Century Korean Choral Music” (DMA doc., The Uni-
versity of Alabama, 2021).

Lee, Mirae. “Byung-Hee Oh’s Cantata Light of the East:
A Fusion of Western and Korean Musical Elements”
(DMA doc., University of Arizona, 2023).

NOTES

! Seung-ah Kwon, “Hye-Young Cho,” in Choral Repertoire by
Women Composers, ed. Hilary Apfelstadt and Alan Troy
Davis (GIA Publications, 2025), 145.

? EditionKorea, “Z=8{| & Hye-young Cho.”

¥ Seung-ah Kwon, “Hye-Young Cho,” 146.

*Seung-ah Kwon, “Hye-Young Cho,” 146.

? Seung-ah Kwon, “Hye-Young Cho,” 147.

® KBS Classic FM, “Jung Kyung’s 11 O’Clock Classic:
Wednesday Interview with Composer Hye-Young
Cho,” YouTube (November 9, 2022), https://youtu.be/
g5D5dH2dWI4?si=eunSzIe8292-xZ V9.

7 Robert Schumann, Dichterliebe, arranged for SATB choir and
piano by Hye-Young Cho (Carus-Verlag, 2025), 3.
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Figure 6. Robert Schumann, “Im wunderschonen Monat Mai,” No. 1 from Dichterliebe,

arranged for SATB choir and piano by Hye-Young Cho, mm. 14-26.

© 2025 by Carlus-Verlag Stuttgart - Carus 9.309. Reprinted with permission.
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Many Voices: Resources for
Diversifying Choral Programming

Compiled by Erik Peregrine

As the Institute for Composer Diversity defines in
its suggested best practices, “diversifying repertoire
can include music from composers with access barri-
ers, composers with physical/visible disabilities, com-
posers who are neurodivergent, composers of color,
composers from the LGBTQIA2S+ community,
composers of historically underrepresented genders,
and composers who may identify in multiple intersec-
tionalities.”!

The following collection of resources can aid con-
ductors in diversifying their choral programming ef-
forts. This list 1s certainly not exhaustive; rather, it is
offered as a starting place and a celebration of the
many voices contributing to the advancement of eq-
uity in our field. If you know of a resource not fea-
tured in this column, contact me at artisticdirector(@
ensemblecompanio.org. I would love to hear about
it! Let us support each other in creating rich choral
experiences that celebrate the full breadth of our hu-
manity.
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Online Resources for Discovering

Choral Works and/or Composers

Institute for Composer Diversity
https://www.composerdiversity.com

“The Institute for Composer Diversity is committed
to the celebration, education, and advocacy of music
created by composers from historically underrepre-
sented genders, racial, ethnic, and cultural heritages,
and sexual orientations, as well as disabled composers.”
ICD offers an extensive searchable database of com-
posers and repertoire that can be filtered by a variety
of identity categories. ICD also offers reports on state
repertoire lists, resources, and suggested best practices
for creating diverse concert programs.

Boulanger Initiative
https://www.boulangerinitiative.org

“Designed for everyone — musicians, performers, con-
ductors, students, researchers, educators, artistic ad-
ministrators, and anyone with a curious mind — this

database provides access to thousands of works by
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Many Voices: Resources for Diversifying Choral Programming

women and gender-marginalized composers. By shar-
ing knowledge and resources, BI increases access to
works by underrepresented composers, empowering
all who wish to diversify classical music programming.”
BI's database can be used to search for composers or
for repertoire, and the organization also offers a variety
of educational resources.

Beyond Elijah Rock: The Non-Idiomatic Choral
Music of Black Composers

Author/compiler: Marques L. A. Garrett
www.mlagmusic.com/research/beyond-elijah-rock

“Non-idiomatic, as it relates to Black composers, refers
to the original concert music that is not part of the tra-
ditional idiomatic canon associated with Black musi-
cians. That canon includes spirituals, gospel, jazz, hip-
hop, and rap among others.” This resource features an
extensive spreadsheet of repertoire and collection of
anthologies, bibliographies, encyclopedias, and organi-
zations.

Choral Music by Women Composers
Author/compiler: Eliza Rubenstein and
Magen Solomon
www.ocwomenschorus.org/women-composers/

“This searchable, sortable database lists sample reper-
toire for all voicings by women composers of all eras,
and is intended to be an ever-evolving resource for con-
ductors interested in programming music by women.”

Amplify Female Composers
Author/compiler: Carolyn Craig and Janet Yich
www.amplifyfemalecomposers.org

‘Amplify Female Composers...secks to encourage the
performance of sacred music by women composers
and arrangers. Our hope is to expand the rich reper-
toire of music in liturgical music programs, and to send
this excellent music out into the world as a helpful re-
source for all church musicians and music lovers alike.”
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A Great Host of Composers
www.greathostcomposers.org

This resource features sacred music by women, includ-
ing spreadsheets with repertoire suggestions for the An-
glican liturgical year and genre (Mass settings, Evening
Canticles, Responses, and Anglican Chant). The data-
base includes recommended titles, links to scores, re-
cordings and composer information, and correspond-
ing Revised Common Lectionary readings. Suggested
repertoire lists for liturgical years A, B, and C also are
provided.

Choral Music by Trans+ Composers
Author/compiler: Erik Peregrine
www.erikperegrine.com/choral-music-by-trans-
composers.html

This resource is a sortable, searchable spreadsheet da-
tabase of choral works by transgender, nonbinary, Two
Spirit, and gender-expansive composers. All composers
have consented to be included; composers’ pronouns,
gender identity(ies), and descriptive information about
their works have been provided and/or approved by the
composers themselves. Repertoire entries span a broad
variety of voicings, genre, and subject matter.

Jewish Choral Music
Author/compiler: Joshua Jacobson
www.jewishchoralmusic.com

“Jewish Choral Music is a resource center for anyone
interested in discovering a repertoire that is rich, but
relatively unknown.” JCM’s searchable database in-
cludes repertoire for all voicings and difficulty levels
spanning a wide breadth of style, geographic origin,
and era. JCM also offers a wealth of composer biogra-
phies, resources on programming Jewish music, singing
in Hebrew, lists of suggested repertoire, a course on the
history of Jewish choral music, and other valuable ma-
terials.
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Eastern Light:

Northeast Asian ChoralResources
Author/compiler: Minji Kim and Su Xin
https://neachoralresources.wordpress.com

Eastern Light’s goals “are to share thoughtfully-select-
ed composers and choral music from Northeast Asia
and to share resources for choir educators to use for
teaching music in respective languages.” The website
offers a curated spectrum of choral repertoire from
Korean, Japanese, and Chinese composers, which can
be sorted by voicing, instrumentation, and language,
in addition to biographical information and language
guides for Korean and Mandarin.

Voce in tempore
https:/ /voceintempore.org/

Voce in tempore is a Mexican choral ensemble and mu-

sic association whose website hosts resources and links
for composers, conductors, ensembles, and festivals ac-
tive in Mexico. Voce’s website also features a page of
Mexican choral music editions for 3, 4, 5, and 6 voices.

“Indigenous Composers and Choral Music”
Author/compiler: Tammy-Jo Mortensen and
Sherryl Sewepagaham

https:/ / gatheringworship.ca/blogs/indigenous-
composers-and-choral-music

ICCM is an article on the United Church of Cana-
da’s resource blog including introductory suggestions
for engaging respectfully with Indigenous music and
cultures from Sherryl Sewepagaham’s Cree and Dene
perspective. ICCM includes suggested resources for
finding Indigenous composers and song-creators, as
well as a one-page downloadable list of suggested cho-
ral works. (More works by Indigenous & First Nations

Sewanee Summer
Music Festival

University of the South, Sewanee TN

Fad B R e

. — e

g e = e gy T e g |
v oo [ — ] —

g | e g

June 28-July 12, 2026
Apply by February 15

SSMF P:'r'é—CoIIege EXperience

Choral Program

Work with Pierre Vallet, Darrin Hassevoort & Laura Brooks Rice
Perform with Orchestra and Choir at a Young Professional Level
Prepare for SAT or ACT with our Kaplan Partnership

Enjoy a Rigorous Musical Experience in a Supportive Environment
Introductory Experiential Classes in Academic Subjects

) ) Opportunities for Private Lessons
ssmf.sewanee.edu/pre-college-experience/
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Many Voices: Resources for Diversifying Choral Programming

composers are now available through Cypress Choral
and Silent Dawn Publishing, among others.)

Music by Black Composers:

34 Sacred Choral Anthems

(two and three part)
https://www.ashleydanyew.com/posts/music-by-
black-composers-2-part

Music by Black Composers:

108 Sacred Choral Anthems (SATB)
https://www.ashleydanyew.com/posts/music-by-
black-composers-sath

This is a two-part blog series by Ashley Danyew with
lists of sacred choral anthems by Black composers or-
ganized by voicing,

Donne: Women in Music’s “The Big List”
https://donne-uk.org

“The BIG LIST of Women Composers is an ever-ex-
panding list featuring more than 5,000 women com-
posers (and counting). From pre-medieval composers
to twenty-first-century singer-songwriters, pick a coun-
try, a century, a music genre: you will find a woman
there!”

Music by Black Composers
https:/ /www.musicbyblackcomposers.org

Music by Black Composers’ mission is “to inspire Black
students...by showing them that they are an integral
part of classical music’s past as well as its future, to
make the music of Black composers available to all
people regardless of background or ethnicity, and to
help bring greater diversity to the ranks of performers,
composers, and audiences, and help change the face
of classical music and its canon.” MBC’s resource hub
includes directories of living and historic Black com-
posers, bibliographies, discographies, and educational
tools.
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ChoralWiki — Choral Public Domain Library
(CPDL)

www.cpdl.org

CPDL’s composer catalogue enables users to search for
composer by nationality/ethnicity in addition to mu-
sical era and offers a category for women composers.

ChoralWiki — Musica Colonial Archive
https://www.cpdl.org/wiki/index.php/
M%c3%basica_Colonial_Archive

The Musica Colonial Archive is an ongoing project to
digitize Colonial-era (16th—18th century) choral reper-
toire from the Cathedral of Guatemala. Hundreds of
public domain works by a variety of Latin American
choral composers are currently available.

Books, Anthologies, and

Printed Repertoire Resources

The Oxford Book of Choral Music
by Black Composers

Edited by Marques L. A. Garrett
Oxford University Press

“The Oxford Book of Choral Music by Black Com-
posers is a landmark collection of non-idiomatic com-
positions from the sixteenth century to the present day,
providing a comprehensive introduction to an area of
choral music that has been historically under-repre-
sented. This unique anthology seeks both to improve
representation in the historical canon and to showcase
the music of some of the best names in choral music
today.”

Choral Diversity: A Mosaic of Historical
Composers and Compositions

Author/compiler: Dennis Shrock
GIA Publications

“Written by noted scholar and conductor Dennis
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Shrock, Choral Diversity is a presentation of composers
throughout history who represent the broad and diverse
canon of choral music. Included are twenty women
composers and ten composers of color, many of whom
have been previously underrepresented in studies and in
performances.”

Choral Repertoire by Women Composers
Edited by Hilary Apfelstadt and Alan Davis
GIA Publications

“Choral Repertoire by Women Composers [highlights]
the lives and music of more than 200 women choral com-
posers spanning different time periods and geographic
locations. Their choral works—expressive, compelling,
and innovative—represent a diversity of styles and are
suitable for choirs of varied ages and experience. Nearly
2,000 unique works are listed in this edition.”

i

RALE

Congratulations to our 2025 winner

Kate Crellin

Hear the world
premiere of
Crellin's winning
composition
"Common Ground"
on May 24th at
Angel City

Chorale's upcoming
O
concert,
The Red Thread

Save the Date!
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Anthology of Sacred Music by

Women Composers

Vol. 1: SATB Anthems

Vol. 2: Upper Voices Anthems

Vol. 3: Mixed Voices Anthems, Advent to Candlemas
Multitude of Voyces

(https:/ /www.multitudeofvoyces.co.uk)

“Women have always composed sacred music, but their
output has often been omitted from established anthol-
ogies. In consequence, women are hugely underrep-
resented in this genre. Our Anthology series address-
es this injustice in a bold way, presenting 63 women
composers spanning 800 years of music, across three
printed volumes, with many historical works published
for the first time, and several works composed special-
ly for our volumes by both emerging and established
composers.” Digital score licenses are also available.

Competition for Young Composers

We're pleased to announce the
2026 Competition for Young Composers!

Open to ages 18-30
SATB Voicing

Receiving submissions
starting

April 1, 2026

For more details, visit
www.angelcitychorale.org/composer-competition
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Many Voices: Resources for Diversifying Choral Programming

Choral Music Composed by Women
Carus-Verlag/Arkiv IFrau und Musik

‘A real novelty in the German-speaking world, Choral
Music Composed by Women features a total of 47 works
for mixed choir. [...] This choral collection spotlights fe-
male composers from Europe, North and South Amer-
ica and Israel, ranging from the Renaissance period to
young composers of the present day.” Available in print
and digital editions.

Carmina mundi
Carus-Verlag/
International Federation for Choral Music

“In conjunction with the IFCM (International Feder-
ation for Choral Music) Carus is publishing the series

CHORAL INSTITUTE

July 29—
August 1, 2026
Ripon, WI
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Join singers from
across the country for
a week of artistry,
community, and
collaboration.

CONDUCTING
APPRENTICESHIP

STIPEND + HOUSING

“I had a truly wonderful experience with the Green
Lake Festival of Music Apprenticeship Program. It was
not only a profoundly positive musical experience but
also a warm and welcoming community of singers.”

— Monica Bertrand, 2025 Apprentice
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“Carmina mundi,” which consists of traditional works
from various regions of the world. Each region is rep-
resented by one volume for mixed-voice choir and one
for equal voices. The editors are experts in the music in
their respective fields and are thoroughly familiar with
its characteristic features.” Regions currently available
include Latin America (two volumes, ed. Maria Gui-
nand), Southeast Asia (ed. André de Quadros), and Is-
rael (two volumes, ed. Maya Shavit).

Cantemos a coro: An Anthology of

Choral Music from Latin America
Author: Diana Sdez, DMA dissertation

Available for open access on ProQuest “This project
presents an anthology of Latin American choral mu-
sic, with examples from periods from the colonial time
to the present. It includes notes about each composer’s
life and the historical context in which the works were
created, and explains some of the most striking features
of the music.

Songs of Africa: 22 Pieces for Mixed Voices
Author/compiler: I'red Onovwerosuoke
Oxford University Press

“Ired Onovwerosuoke and the St. Louis African Cho-
rus carefully selected the favourite, most requested
songs from their workshops, while trying to represent a
wide spectrum of Africa’s regions and cultural practic-
es, songs of spirituality, religion, community, work, and
play from Nigeria, Ghana, Congo, Benin, South Africa,
Namibia, the Gambia, and others. The result is Songs
of Africa, a user-friendly resource that will satisfy the
hunger for new, diverse choral repertoire. As a perfor-
mance aid, this exciting collection also includes a pro-
nunciation guide, notes on performance practice and
cultural context, and, where accompaniment is needed
or suggested, some accessible percussion charts.”
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Specialized Publishers

African Composers Edition
https:/ /african-composers-edition.co.za

“ACE’s mission is to give African composers a digital
platform and render their music accessible worldwide
by providing introductions to works and translating Af-
rican language texts into English.”

Artemisia Editions (Cappella Artemisia)
https:// cappella-artemisia.com/artemisia-editions/ #

“Artemisia Editions was created...to complement the
work of the Italian ensemble Cappella Artemisia, a
group of women dedicated to performing music from
Italian convents of the 16th and 17th centuries...Each
edition includes an historical introduction, Latin texts
with English translations, critical notes, and suggestions
for performance practice. All original basso continuo
parts have been simply but carefully realized and the
original figures retained.”

Dozan World
https://dozanworld.com/

“Seeded in the rich soil of the Levant [Eastern Mediter-
ranean subregion], rooted in the Middle East and flow-
ering far beyond geographical barriers, Dozan World
gathers artists unified in preserving the music of what
they call<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>