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From the
Executive Director

This summer, I've had the privilege of spending
much of my time traveling to ACDA state confer-
ences. Every conference is different, but they all re-
mind me of the same thing: our strength is found

in our communities that gather to sing, learn, and
support one another.

Robyn Hilger

National and regional conferences are big and
exciting. But state conferences have an energy all of their own. They’re
significantly more personal. I get to see you in your own communities,
surrounded by colleagues who know you well and understand the work
you do every day. There is a comfort in these spaces that is hard to de-
scribe but easy to recognize. These gatherings give me the chance to
experience ACDA through your eyes.

Being with you gives me a much richer understanding of what teach-
ing, conducting, and leading look like in communities across the country.
Those conversations matter more than you might realize. They shape
the work we do at the national level by reminding us that every deci-
sion ultimately serves conductors, singers, and the communities you call
home. No matter where we are, the commitment to creating meaningful
musical experiences that enrich people’s lives is remarkably consistent.

As another school year and concert season begins, I know many of
you are already thinking about the first rehearsal, the folders waiting to
be filled with music, and the singers who will soon walk through your
doors. It’s an exciting time, but it can also feel overwhelming. One of the
greatest gifts of ACDA is that wherever you are, there is a community of
colleagues who understands both the challenges and the rewards of what
you do. After spending the summer with so many of you, I'm even more
convinced that those connections are one of our association’s greatest
strengths.

Thank you to our members and leaders in Texas, Minnesota, Wash-
ington (by video), VoicesUnited, New York, and Oklahoma (home team)
for welcoming me into your worlds this summer. Thank you for your con-
versations, your hospitality, your willingness to share, and for the great
eats! I always leave these visits with a notebook full of ideas and a re-
newed appreciation for the remarkable people who make this organiza-
tion great. Thank you for spending your summer growing and learning;
Thank you to our volunteer leaders for investing your time and energy
into creating these opportunities for all of us. (Want me to visit your state
event? Invite me! Email executivedirector@acda.org. I'd love to come!)

Rin Hlgee
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From the
President

The August issue contained the 2027 National
Conference Honor Choirs information for grades
5—12. Please encourage your students to apply and
assist them with the application. The deadline to
apply is Thursday, September 23.

I write this column in the middle of the summer

Edith Copley

knowing that many of you are soon beginning a
new academic semester, liturgical year, or concert
season. Summer gives us time to relax and recharge but also time to plan
for the coming year. Choosing repertoire is a major part of that plan.
This has always been a “love/hate” activity for me. Well, I guess I should
say “daunting” rather than “hate.” Even though the process is very time
consuming, I love to discover new music. For those teaching in the class-
room, the repertoire is your textbook filled with high-quality music for the
right grade level. Amazingly the textbook changes almost every quarter!
Just imagine other subject area teachers changing textbooks every quarter;
they probably wouldn’t be very happy. In contrast, we are eager to open
the “next book” filled with great music and expressive texts for our next
performance.

For many years, I chose a combination of old and new repertoire so
the students could explore historic performance practice and music “hot
off the press” by living composers. Each program had five or six headings
(prayers, love, loss, joy, etc.) Now I try to create an overarching concert
theme that offers a more cohesive program for the singers and audience.

We typically include music with different tempi, keys, meters, dynam-
ics, and languages in our concert programs. It’s also rewarding and edu-
cational to feature music from around the world as well as works by un-
der-represented and/or historically excluded composers. Commissioning
a new work is a wonderful way for singers to meet and work with a living
composer and participate in bringing a new choral composition to life. To
make commissioning more affordable, consider joining forces with other
choral ensembles in your state, district, or community.

Another important consideration when choosing music is the text. Brad
Holmes, retired professor from Millikin University, shared this quote at
an Arizona ACDA summer conference: “Always choose one piece in the
program that has your heart.” I believe music with beautiful poetry or an
inspirational or thought-provoking message are the pieces that capture
our hearts. Enjoy the “daunting” journey of discovering music and texts
that will build heartfelt connections within your choir and community for

Caie Cpteg
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this coming year.
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From the
Guest Editors

To say that France’s artistic DNA is embedded in
Western music may sound like a cliché. The roots
of Western music flowed along the River Seine in
Paris during the twelfth and thirteenth centuries,
with contributions from the Notre Dame School of
Polyphony. Royal institutions at Versailles supported
great contributions by French Baroque composers.
Cultural movements, such as La Belle Epoque and fin
de siecle, inspired visionaries to expand established
compositional structure and aesthetics. As the cel-
ebrated French author Victor Hugo wrote, Ce qu’on
ne peut dire et ce qu’on ne peut taire, la musique Uexprime
(“Music expresses that which cannot be put into
words and that which cannot remain silent”).

C.. Michael Porter

Despite France’s artistic footprint in Western mu-
sical development, particularly its contributions to
choral history, French choral music rarely appears on concert programs
as often as repertoire from other Western cultures, particularly German,
Italian, and English. This may stem from unfamiliarity with language
or lack of exposure to French repertoire. This Choral Journal issue offers
a soupgon of research, literature reviews, and pedagogical tools that will
aid readers in their pursuit to bring the rich tapestry of French choral
music to their singers. Timothy Flynn’s research on Belle Epoque com-
poser Jules Massenet and the Orphéon tradition highlights a post-Rev-
olution amateur choir tradition that held an important role in French
society. Hugh Macdonald introduces readers to several effective choruses
by George Bizet, famously known for his operatic contributions. Pierre
Villette is celebrating a centenary in 2026, and Sean Burton’s analysis of
Villette’s motets, along with Michael Porter’s interview with Stephen Lay-
ton—a celebrated conductor recognized for his recordings of French cho-
ral repertoire—introduces readers to Villette’s euvre and reexamines the
trajectory of Irench choral music in the twentieth century. Finally, two
highly effective articles by James Wilson (in the On the Voice column) and
Anthony R. Reeves (a 2001 Choral jJournal reprint) break down barriers
conductors may face when teaching Irench diction or making historically
informed choices about French Latin usage.

It is our hope that this issue will inspire readers to explore more of
France’s contributions to choral music and to embrace the styles and nu-
ances of these incredible composers whose music lives on—in perpetuity.

Fétons la chanson frangaise !
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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 - practical strategies for the classroom and community choirs, specifically
those working with grades K-12. Published as part of the Choral Journal.

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.orglijrcs
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Jules Massenet
and the Orphéon Tradition

TIMOTHY FLYNN

ules Massenet (1842-1912) was

known primarily as a compos-

er of theatre music, with over

two dozen operas to his credit,
which does not include the nine others
that remain incomplete, recycled, or
lost, as well as numerous examples of
incidental music, oratorios, and ballets.
He became famous throughout France
and the world for his dramatic stage
works. In addition to this, he composed
over two hundred mélodies and pia-
no pieces, many of which demonstrate
his close ties to the salon tradition. He
also composed several orchestral suites,
a handful of chamber pieces, and other
miscellaneous works.

One genre that seems to have escaped

CHORAL JOURNAL  September 2026

public attention is his choral music. While
in Italy as a Prix de Rome recipient, Mas-
senet began composing a Mass, which
was de rigueur for someone in his position
to send back to Paris as one of their first
pieces. In March of 1865, he reports as
having composed the Kyrie and Gloria
of a Mass, but ultimately he abandoned
the work altogether.! Other attempts at
composing a Mass also did not come to
fruition. He did, however, compose a few
small-scale solo motets, which were fash-
ionable during the nineteenth century.
According to his most recent biographer,
Jean-Christophe Branger, many of what
were considered larger scale choral pieces
have either been lost, destroyed, or left as

fragments.”

Volume 67 Number 2



Timothy Flynn, PhD

Rector, r

St. Michael’s Episcopal Church
Professor of Music (retired),
University of Olivet
tllynn4195@outlook.com

CHORAL JOURNAL September 2026

-

N\t i gl

Volume 67 Number 2

LTI



Jules Massenet and the Orphéon Tradition

There are several smaller choral works published by
Massenet’s two regular publishers, George Hartmann
and Henri Heugel, while a few were published by E. et
A. Girod (Paris). Many of these works demonstrate a
close connection with the Orphéon tradition in Irance,
which was popular throughout the nineteenth century
and continued well into the post-World War II gen-
eration. Orphéon societies have an important social,
political, and musical history and were amateur choral
ensembles primarily (though not exclusively) compris-
ing male voices.”

This article will offer a general overview of the im-
portance of this amateur choral tradition in late nine-
teenth- and early twentieth-century Irance and Mass-
enet’s relationship with it, while also examining three
selected works that are still relevant to our contempo-
rary music making: Le Moulin, Vilanelle, and Moines et
Forbans.

The Orphéon Tradition

Clair Rowden aptly notes that France’s choral tra-
dition does not progress in an unbroken and smooth
path of development as other national schools might.*
The late eighteenth and early nineteenth centuries are
a good example of this. During the revolutionary peri-
od of the 1790s, the long tradition of choir schools that
trained mailrises (children) was abolished by the new Re-
public. Musicians eventually found work in the “emerg-
ing secular arena” especially among the grand Revo-
lutionary spectacles that incorporated huge, massed
choirs “symbolizing the brotherhood of humanity and
the will of le peulpe (the people).” Many famous com-
posers such as Francois-Joseph Gossec, Etienne Méhul,
and Luigi Cherubini wrote patriotic songs and hymns
gloritying the new Republic. With the Concordat of
1801 between Napoléon Bonaparte and Pope Pius VII,
sacred music along with some of its earlier traditions re-
turned to France. During the so-called July Monarchy
of Louis Philippe (1830-48), “the Republican tradition
of popular massed choirs” continued to find a place in
music making, especially with the establishment of the
Orphéon movement.”

In 1833, Louis Bocquillon-Wilhelm (1781-1842)
founded “a specifically Parisian orchestra of voices

8 CHORALJOURNAL September 2026

alone made up of singers, most of them artisans, with
only the most basic musical education™ called the Or-
phéon movement. This undertaking, which Bocquil-
lon-Wilhelm had originally begun with school children
during the Bourbon Restoration in Irance (1814—
1830), spread throughout the nineteenth century with
Orphéon groups and festivals starting all around the
country.® Several prominent music periodicals, includ-
ing the Revue et gazette musicale, L’Art musical, and La Mai-
trise, dedicated articles to the movement and often re-
viewed performances and competitions of the various
organizations. By the 1860s and 1870s, there were even
specific journals devoted to the Orphéon movement,
which included La France orphéonique, La Presse orphéonique,
L’Orphéon populaire, and Le Festival: journal musical et orphéo-
nique.” While some of these periodicals were short lived,
they were nevertheless important tools for reporting the
concerts and competitions of various Orphéon societ-
ies throughout France as well as other musical events.

Orphéon societies prospered during the French
Republic and the Second Empire of Napoleon III
(1848-1870) as well as the ensuing Third Republic
(1870-1940). According to French music scholar Jane
Fulcher:

Cultural officials during the period of Na-
poleon III, saw music as a moral panacea to
ameliorate the condition of the French working
class. Throughout the Empire, the government
was convinced of the need for the worker to be
trained in the art, and further, of the impor-
tance of making good music accessible to this
social group.'”

The Orphéon society was an ideal resource not only
for providing basic musical training but also for spread-
ing the ideals and morality of Empire. These singing
groups for the French worker—whether agricultural,
artisan, or shop worker—were part of a utopian so-
cietal view of early French intellectual and social the-
orists, including Joseph Fourier (1768-1830) and Au-
gust Comte (1798-1857). It was socially important that
workers participated in musical endeavors because it
was believed that this art form could civilize people.
Various articles in the periodic press supported this be-
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lief, stating that Orphéon societies would “provide a
noble distraction for the workers.”'" What is interesting is
that, according to Fulcher:

The average French worker avidly sought
self-improvement, welcoming all educational
advantage as an escape from isolation, both so-
cial and cultural, and from the ignominy of the
laboring class.'”

The Third Republic also found the Orphéon tradi-
tion useful for championing the ideals of republican-
ism in post-Imperial France, which included a common
culture, a right to education, legal equality, and democ-
racy. These were 1deals that the Orphéon symbolized,
because it was an “amalgamation of politics, philoso-

913

phy, and art, in an integral whole”"” standing for unity

in which music had the power to reconcile differences
in class. The leaders of the Third Republic believed
music could contribute to a liberal democracy in four
main ways: (1) music could discipline private desires
and internalize pubic virtues; (2) music could serve as
a connection between people who had diverse and at
times conflicting social backgrounds; (3) music could
help people negotiate differences and conflicts fashion-
ing new identities; and (4) music could help inspire and
create consensus amid uncertainty.'*

With changes in the government due to the 1879
elections, politics and music embraced greater egalitar-
1anism: Women and Protestants took a greater role in
musical life; traditional French heroes were celebrated
in both civil life and music (at this time, Saint-Saéns
premiered his opera Etienne Marcel); and there was a
greater visibility of contemporary French music with
government subsidized music festivals, including large-
scale choral and instrumental groups. Finally, secular-
ism played a greater role in events that had previously
been completely religious. Patriotic and secular music
was often now mixed with religious music at the annual
Good Friday concerts, for example.'?

Music in general, and Orphéon societies specifically,
played a role in the transmission of republican ideas
not only to the audience but among the performers as
well. Thus, middle- and lower-class workers, many of
whom were rural or associated with agricultural work,

CHORAL JOURNAL September 2026

became the instruments of political and social change.

Massenet and the
Orphéon Movement

During his career, Massenet was connected with the
Orphéon movement as a composer of works predomi-
nately for men’s voices. In 1866, notlong after his return
to Paris from his Prix de Rome sojourn and while he was
composing his first opera (a one-act opéra-comique, La
Grand’1lante), Massenet won an Orphéonist competition
with his two choruses, Alleluia and Le Moulin, both with
texts by Gustave Chouquet (1819-1896). According
to a review in Le Moniteur des pranistes (April 20, 1866),
the Alleluia won first prize unanimously, and Le Mou-
lin won second prize. To quote the critic: “The second
chorus, written for four men’s voices, is picturesque
with a strong melodic feel and there are none of the
usual banalities.”!® The Alleluia, composed for mixed
voices, 1s described as possessing “a brilliant sound and
remarkable vigor” composed in the “grand manner of
Handel.”'” Massenet made a very successful debut in
the arena of music for Orphéon societies with these
two pieces—types of compositions that he continued

to cultivate throughout his career.'®

Le Moulin

Le Moulin (The Mill) is a delightful piece that tells
the story of millers and their work at the mill. Table
1 on the next page provides a translation of Le Mou-
lin along with key areas, metric changes, tempo mark-
ings, and overall formal design. Massenet begins the
chorus—which is in praise of the virtues of working in
a mill—with points of imitation and musical motives
that reflect the laughter mentioned in the text (Figure 1
on page 11). The publication indicates this chorus was
the winner of the Competition of the City of Pairs in
1866.

The text of the chorus describes the work of the
miller: “By the ferry the wheat comes to us in sacks, the
flour leaves in sacks. The same morning at dawn we
repeat again...” (par le bac le_froment nous vient en sac, par
le bac la_farine part en sac. Le soir comme a Uaurore nous repe-
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Jules Massenet and the Orphéon Tradition

tons encore)."* While the chorus begins in bright D major,
at this point, the composer moves to D minor using
common tone modulation. The chorus also contains
a sense of national pride in the miller’s work: “proud
fellows, let us sing this cheerful refrain that pleases in
France” (fiers lurons nous chantons ce gai refrain qui plait en
France). To give even more color, the turning of the mill
wheel is imitated in the first bass part with its constant
“tic tac tic tac tic tac” with the accent on the offbeat
(Figure 2 on page 12).

Table 1. Le Moulin Translation with Musical Format

The B section of this rounded binary form is more
introspective, and the musical style changes. Massenet
modulates at first to B’ major before the music becomes
more harmonically unstable. The text describes how
the humble poor people dream of abundance, and the
miller’s work has “many charms”... it “cures the dark
anxiety of the artisan and the orphan.” There is also
an implication that the work of the mill is for the ben-
efit of both the “castle” and the “cottage,” thus giving

a sense of equality among the classes and bestowing a

Form | Text Key Area Meter | Tempo Measures
A When our mill is full of wheat, laughter, and despair, D majorand 2/4 Allegretto 29
white millers, proud fellows, let us sing, yes, letus sing | transitioning to bien rhythmé
this cheerful refrain that pleases us in France: tick tock D minor with
tick tock tick tock. common tone
By the ferry the wheat comes to us in sacks, the flour D minor 214 (no change) 40
leaves in sacks. The same morning at dawn we repeat
again: tick tock tick tock, by the ferry the flour leaves in
sacks, by the ferry leaves in sacks.
B Ah!In our cities, in our valleys, in the isolated country- B* major; 6/8 Andante 24
side, do you hear the distant sound? To the humble roof | D minor; non troppo
in poverty, it dreams of abundance, and serves as an G minor;
alarm clock, our work has many charms. It cures the dark | B* major
anxieties of the artisan, the orphan. For the castle, the (modulatory)
cottage, may the water of the river always turn our mill,
turn the mill.
White millers*, proud fellows, we sing this cheerful Transition to 214 Allegretto 48
refrain that pleases us in France: tick tock tick d minor con moto
*Refers to the millers being covered in white dust from
the making of flour.
A tock... By the ferry the wheat comes to us in sacks, the Ending on
flour leavesin sacks. Lalalalalala... D major
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Figure 1. Jules Massenet, Le Moulin, c. 1866, mm. 1-13. IMSLP, Public Domian.
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Jules Massenet and the Orphéon Tradition

sense of the importance of the physical labors of the
millers for all of France. Le Moulin is a chorus in praise
of the virtues of the humble yet important work of the
miller. This idea is aligned with the political and social
purpose of the Orphéon organizations, and as it was
music of the laboring class, it was important these indi-
viduals felt pride in the importance of their work.

Vilanelle

Massenet continued to compose works for Orphéon
organizations. In 1868, he was awarded second prize
for a chorus titled C’est Diew and third prize for an-
other titled En Avant, both for the use of Orphéons.?
Vilanelle was composed for four-part tenor/bass chorus
and won a “Division supérieur” award in the Orphéon
composition contest at the 1872 Exposition Univer-
selle. This was the same year Massenet completed his
oratorio Marie-Magdeleine and the year his full-scale
opéra-comique, Don César de Bazan, premiered.

Vilanelle is a charming love song that gracefully cap-
tures the pastoral setting in which the singer dreams
of his sweetheart and leisure time away from work.?!
Massenet marked the score #rés lgér et quasi un scherzo
[very lightly and like a scherzo], and the rhythmic pulse

of the inner voices gives a frivolous and bouncing ac-
companiment to the melodic duet of the outer voices
(Figure 3 on the next page).

The overall formal design of this chorus is a round-
ed binary. The first 49 measures are in G major and
present the A section, while the B section begins in C
major in m. 50 (Figure 4 on page 14). This central sec-
tion, while brief, changes both the meter (from 6/8 to
3/4), and the tempo marking changes to Andantino sim-
ple et tranquille. Then in measure 67, part of the A sec-
tion returns, creating the rounded portion of the form.
The ancient forme fixe of a wvillanelle 1s more complex,
especially in its poetry and rhyme scheme, so it is clear
that Massenet’s inspiration was simply in the rustic and
pastoral qualities of the genre, not in its structural el-
ements.

Vilanelle 1s not without its musical challenges, and ac-
cording to Le Ménestrel (August 18, 1872), this chorus
was used as the competition piece at the 1872 Exposi-
tion for Orphéon groups at the “division supérieur.”**
It undoubtedly remained a popular composition for
accomplished Orphéonistes and was being performed
at festivals and competitions as late as 1898.* Table 2
on page 15 offers a diagram of the musical form with a
translation of the text.
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Figure 4. Jules Massenet, Vilanelle, 1872, mm. 45-60.

IMSLP, Public Domain.
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Moines et Forbans

A third chorus by Massenet associated with the Or-
phéon tradition is Moines et Forbans. The work’s title
page indicates that it was composed for use as a com-
petition piece for Orphéon groups at the “superior di-
vision” at the competition in Lyon on May 20, 1877.
This chorus also became popular and was still being
used as a competition piece as late as 1897, according
to the review from La Nowvelle France Chorale.**

Mornes et Forbans (Monks and Pirates) is a large-scale
dramatic work that makes various technical demands
upon the performers and contains effective elements
that enhance the drama. Composed in a large binary
form, the A section is subdivided into three subsections
(Table 3 on the next page). The first, in a rocking 12/8,
sets the stage of evening on the water near the mon-
astery as the Angelus bells are ringing and prayers are
being said over the “blue ocean.” The Gregorian chant
melody of the “Pater noster” is heard quoted by the

Table 2. Vilanelle Translation and Musical Format

first tenors like a priest intoning the prayer, while the

other voices comment on the rising of the pious chant
(Figure 5 on page 17).

The following subsection is a French paraphrase of
the Lord’s Prayer in E’ major in a simple homorhyth-
mic chorale-like setting. As this section comes to a soft,
plaintive conclusion, a few measures of transition pre-
pare the listener for the “hellish refrain” coming from
the sea, which responds to the prayer just sung “to the
God of Light.”

The contrasting large B section ensues, in which a
ship of pirates on the ocean proclaim, “War on the
monks, war on the nuns!” as they prepare to pillage and
attack. With daggers in hand, the pirates are ready to
disembark and sack the convent and monastery. Mass-
enet uses both homophonic declamation as the pirates
shout as well as points of imitation as they cry, “For-
ward, forward, pillage!” This section builds to a fever-
ish climax in the coda, rivaling of some of Massenet’s

Form | Text Key Area | Meter | Tempo Measures
A The bird chirps in the wood; we hear joyful voices, let's | Gmajor | 6/8 trés légér et 49
go to the woods! The oak is growing, let's go to quasi un scherzo

the woods. We hear voices there. Let's go to the woods!
[with repetitions]
B Under the flowering branches, it's a very sweet pleasure | Cmajor | 3/4 Andantino simple | 16
to dream of one's sweetheart, to dream of leisure,orto | that et tranquille
tell the warbler the name of one's love, and the echo modulates
repeats it until the last fine days. Let's go to the woods! | backto G
A The bird chirps in the wood; we hear joyful voices, let's | Gmajor | 6/8 Tempo I° 33
go to the woods! The oak is growing, let's go to the Meme
woods. We hear voices there. Let's go to the woods! mouvement en
admettant que la
croche de la
mesure
précédente
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Jules Massenet and the Orphéon Tradition

Table 3. Moines et Forbans Translation and Musical Format

Section | Text Key Areas Meter | Tempo Measures
A Night will cover the blue ocean with its veil, the coast B” major 1218 | Andante 1-23
where the golden broom grows. The Angelus rings, sostenuto

barely in the sky, a star shines for another hour, and
everything falls asleep, yes, everything falls asleep. "Our
Father who is in heaven” while the waves at the shore
come to murmur their complaint or their confession of
love. "Our Father who is in heaven," from the walls of a
canopy rises this pious chant that we love to say every

day.
May your holy name, Great God, Our Father, always be E> major 2/4 Andante 24-65
blessed, always be sung. Grant bread to our misery! religioso

May it be done according to your will, O God, Our
Father, in heaven as on earth. Pour out the treasures
of your indulgence, merciful God, upon us who offend
you. We will forgive those who offend us. Good God,
save us when we groan, and all evil yields to your

power.
To this prayer to the God of Light, this hellish refrain Modulates 4/4 Allegro 66-69
responds on the sea. to G major moderato

B War on the monks, war on the nuns! From the convent G major 2/4 Allegro 70-131
onto the deck, let's carry the large tons! From the brillante

convent, let's sack it! War on the monks, war on the
nuns! At midnight, our crew, dagger in hand, will
disembark; at midnight everyone will say, "Forward,
pirates! Forward! Pillage! War on the monks, war on the

nuns! Nothing is as joyful as a voyage, which begins Trés 132-152
the cry: Pillage! War on the monks, war on the nuns! accentué
Forward pirates! Forward! Pillage! From the convent,
let's sack it! War on the monks, war on the nuns! From
the convent, let's sack it! Pillage! Pillage! Forward!
Forward, pirates!
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own opera choruses (Figure 6 on the next page). Unlike
some of the composer’s choruses for the Orphéon so-
cieties, this work contains a complete narrative rather
than a poetic text. The musical style and dramatic con-
tent of this chorus remind the listener of opera chorus-
es typical of the French Romantic period. See Table
3 for a translation and description of the music form.

It could be argued that the text of Moines et Forbans
promotes, albeit in a surreptitious fashion, the an-
ti-clerical position of republican ideals of the French
Third Republic (1870-1940). During the time of the
composition of this piece for the competition in Lyon,
Georges Clemenceau (1841-1929) announced that he
was running for office, and his platform included many
secular liberties such as freedom of speech, freedom of
the press, and freedom of assembly. He also desired to
expel the Jesuits and establish free, secular, and com-
pulsory primary education, the final point being the
coup de grdce of the republican idea of the separation
of Church and state.”” So, this chorus composed for an
Orphéon competition appears to contain some under-
currents of anti-clericism and contributes to the ten-
sions between the rising tide of republicanism promot-
ed by progressives and the conservative political beliefs
of the Catholic Church.

Conclusion

Massenet maintained a relationship with the Or-
phéon tradition to varying degrees throughout his en-
tire career. According to the most recently published
works list of the composer provided by Jean-Christo-
phe Branger, Massenet composed works for tenor/bass
beginning in 1866, and the last one he composed was
in 1912, the year of his death (Table 4 on page 19).%°

Many of these compositions were created as compe-
tition pieces for Orphéon groups, while others became
favorites of such ensembles. For example, La caravane
perdue appeared regularly in concerts of Orphéon so-
cieties between 1885 and 1898, and it is mentioned
frequently in one of the Orphéon journals, La Nouvelle
France Chorale.”” This work seems to be one of the more
popular compositions, no doubt due to the musical ex-
oticism employed by Massenet, which was very much
in vogue during this time. The chorus Le Sylphe was
dedicated to Massenet’s longtime friend, music critic
Julien Torchet (see Figure 7 on page 20), and it was per-
formed as a competition piece for the “division d’ex-
cellence” in Lyon.” Another such work, Amowr!, was
composed in 1880 for the “Concours institutional de
Romans et Bourg-de-Péage (Figure 8 on page 21).

In July 1912, Massenet composed his final chorus,
Morte a Néron. At the conclusion of the manuscript, he

Méme mouvement
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Figure 5. Jules Massenet, Moines et Forbans, 1877, mm. 15-17.
IMSLP, Public Domain.
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Table 4. List of Music for Tenor/Bass by Massenet

Title Date Poet Publisher

Alleluia (for TTBB and another version for SSTB) 1866 Gustave Chouquet Girod

Le Moulin 1866 (?) Gustave Chouquet Girod

Hymne a la paix (the second version is for TTBB voices) 1867 (?) Gustave Chouquet MS: F-Pan, F12 3098

Villanelle 1872 Jules Ruelle L'Orphéon

La caravane perdue 1876 (?) Gustave Bazin Georges Hartmann

Moines et forbans 1877 Gustave Chouquet Georges Hartmann

Le Sylphe 1879 Emile Bernier Georges Hartmann

Amour! 1880 Paul Millet Georges Hartmann

1812 1886 Emile Bernier Georges Hartmann

Donnons 1889/90 Georges Boyer Georges Hartmann

Chant de concorde 1893 Simon Salmona Henri Heugel

Alerte! 1898 (?) Joseph Maissiat Henri Heugel

Morte a Néron 1912 Maurice Galerne Henri Heugel
CHORAL JOURNAL September 2026 Volume 67 Number 2 19
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wrote “cruelle chaleur” [cruel heat]. This work, ac-
cording to Jean-Christophe Branger, “is perhaps his
last fully completed piece.”* Massenet died on August
13, 1912.

These works for tenor/bass voices born from the
longstanding Orphéon tradition, as well as other cho-
ruses for mixed voices, demonstrate Massenet’s unique
creativity as a composer. His ability to capture the im-
age and drama of a given text is heard not only in his
large-scale works for the stage but also in these smaller

unaccompanied works, where he has only voices to rely
on. Massenet was a composer who was able to take sim-
ple elements and create something dramatic and emo-
tional, and his writing always “displays a true mixture of
training and talent.”*" His choral works represent music
from a rather lost tradition, but they remain as vibrant,
interesting, and rewarding now as they were when they
were composed. As his great rival, Camille Saint-Saéns,
remarked upon the composer’s death, “Many have imi-
tated Massenet; he imitated no one.”?!

Figure 7. Jules Massenet, Le splphe, 1879, mm. 1-7. IMSLP, Public Domain.
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Figure 8. Jules Massenet, Amowr!, 1880, mm. 1-4. IMSLP, Public Domain.
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'8 Branger states that Massenet only cultivates this type of mu-
sic until the 1880s, but the list of works Branger himself
supplies suggests that Massenet continues composing
works for TTBB voices and other vocal arrangements
used by Orphéon societies well into the 1890s and even
one such composition, Mort @ Néron, in 1912, the year of
his death.

19 The translations of the texts are by the author unless oth-
erwise stated.

20 “Paris et Départements,” Le Ménestrel (February 16, 1868):
93. Branger, Jules Massenet, mentions the chorus En Avant
in his list of Massenet’s works in his most recent and
comprehensive study on the composer. However, there is
no mention of C’est Dieu. En Avant he dates as being com-
posed in “1867?” and he posits that presently it is lost.

2 There is some possible double entendre in the text, which reads,
“Let’s go to the woods...the oak is growing, let’s go to the

woods” [allons au bois!...Le chéne pousse allons au bois|, be-
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cause it is there, in the woods, that the singer dreams of
his sweetheart and tells the warbler the name of his lover.

2 Anon., “Concours de Composition Musicale ouvert par la
Direction de 'Exposition d’Economie Domestique,” Le
Meénestrel (August 18, 1872): 340.

2% Anon., “Fétes et concerts,” La Nowvelle France Chorale (Febru-
ary 16, 1898): 1

2 Anon., “Concours d’Execution: sociétés chorales,” La Nou-
velle France Chorale (June 16, 1897): 1.

2> Mary McAuliffe, Dawn of the Belle Epoque (Rowman and Lit-
tlefield, 2011): 64.

2% Branger, Jules Massenet, 994.

2" This is but a few of the issues in which performances of this
work were reported. J. Monestier, “Concours d’éxecution
au Grand Théatre” (July 1, 1885): n. p.; Anon., “Appéci-
ation du Jury, Cercle Choral de Chambery” (September
1, 1893): 1; Anon., “Concert: Le Mans concert Popu-
laire de la Société Chorale” (Nov. 16, 1894): n. p.; Anon.,
“Fétes et concerts” (February 16, 1898). According to
WorldCat, the only copy of this chorus, La caravane perdue,
is found at the Bibliotheéque nationale de France.

%8 Anon., “Concours d’éxecution division d’excellence (Lyon),
La Nouvelle France Chorale (September 1, 1881): n.p.

* Branger, Jules Massenet, 951.

39 Hervé Oléon and Mary Dibbern, Massenet: Catalogue Général
des Oeuvres (Pendragon Press, 2016): xxvit.

31 Camille Saint-Saéns, “Jules Massenet,” L'Echo de Paris (Oc-
tober 13, 1912): 1.
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REVISITING

PIERRE VILLETTE:
AN EXPLORATION OF
THREE SELECTED MOTETS

Sean Michael Burton

The year 2026 marks the one hundredth anniversary of the birth of French
composer Pierre Villette (1926-1998). The unaccompanied choral music of
Villette represents a mature synthesis of conservative compositional techniques
and twentieth-century harmonic innovations, including the influence of jazz
on composers working in Paris during the immediate aftermath of World War
II. His relatively conservative compositional style furthers a lineage through
the music of Gabriel Fauré, Claude Debussy, Francis Poulenc, Maurice Du-
ruflé, and Olivier Messiaen. Though a classmate of Pierre Boulez at the Par-
is Conservatory in the 1940s, Villette engaged in an alternate approach to
composition, avoiding the dominant French modernism of the mid-twentieth
century. Instead, Villette combined retrospective influences ranging from Gre-
gorian chant—similar to his teacher, Duruflé—to the provocative harmonies
of Poulenc and Messiaen.' The resulting sound image runs the gamut from
ethereal to feral.

Villette kept only a part-time career as a composer, in part due to health
problems and his primary occupation as an academic administrator, first as
head of the Besancon Conservatory (1957—67) and later as director of the
Darius Milhaud Conservatory in Aix-en-Provence (1967-87).? His output of
eighty-one compositions includes small-scale pieces for orchestra, chamber
music, and choral works.

Sean Michael Burton, DMA

Head Music Teacher

Sioux City Community School District
Sioux City, IA

seanburtonmusic@gmail.com
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REVISITING PIERRE VILLETTE: AN EXPLORATION OF THREE SELECTED MOTETS

Though not particularly well known in the Unit-
ed States, nor often performed in his native France,
Villette’s choral music enjoys regular performance
throughout Germany, Japan, and in the United King-
dom.? In addition, there are a variety of commercial
recordings available by British choirs. Beauty and ac-
cessibility unite in the choral music of Pierre Villette,
making his motets relevant to myriad ensembles and a
broad audience. This article highlights Pierre Villette’s
personal attributes and compositional style while ex-
ploring three of the composer’s fifteen unaccompanied
motets.

Biography

Born into a musical family on February 7, 1926,
Pierre Marie Charles Villette received his primary ar-
tistic influence during his formative years from his fa-
ther, Henri Villette.* A skilled amateur musician, Henri
played piano, violin, organ, and viola, experimented
with composition, and conducted a civic orchestra of
some two hundred musicians while operating a wood-
working business.

The family resided in the city of Duclair, Seine-Mar-
itime, near Rouen. From the age of six, Pierre sang in
the choir of Rouen’s Saint Evode Cathedral, where he
learned the organ from Jules Lambert and sang plain-
chant as well as a variety of choral music by major
composers including Palestrina, Mozart, Beethoven,
and Franck.

During his teenage years, Villette followed the mod-
el of significant French composers from previous gen-
erations. He devoted himself seriously to the organ and
worked as the organist of two small churches, Saint
Théreése de Saint-Etienne-du-Rouvray and Saint Paul
de Rouen.” By the age of fifteen, after approximate-
ly one year of commuting weekly to Paris for lessons
in organ and harmony with Maurice Durufl¢,Villette

gained successful entrance into the Paris Conservato-
6

ry.

Villette’s education at the conservatory began in
1941. There he entered the composition class of Jean
Gallon (1878-1959), the teacher of luminaries such
as Messiaen, Duruflé, and Dutilleux, the latter whose
music Villette admired more than all of his contem-
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Photo courtesy of Josette Villette.

poraries.” Regrettably, the Nazi occupation of Paris
interrupted his studies, and the young composer left
France’s capital city for service agricole obligatoire (compul-
sory agricultural service) on his grandmother’s farm in
Normandy.® Following the 1944 liberation of Paris, he
returned to the conservatory and continued his study
of composition with Henri Biisser (1872-1973).
During the early 1940s, Villette attended several
live performances of The Glenn Miller Orchestra. Ac-
cording to his wife, Josette, these experiences hearing
live jazz profoundly impacted the young composer and
strongly influenced Villette’s compositional style.” By
1948, Villette’s studies were suspended again. His fa-
ther’s sudden passing forced Pierre to return home and
manage the family business. The strain of dealing with
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his father’s affairs took a significant toll on his health,
and he endured seven operations, culminating with
the removal of a lung. Despite hardships of health,
Villette’s creativity persevered, and he won the second
Grand Prix de Rome in 1949 for his cantata La Résur-
rection de Lazare.

During the early 1950s, Villette spent long periods
recuperating in the Alps but still continued to compose,
carning the Prix Georges Bizet in 1954. In the same
year, while working as a church organist/choirmaster
in Plateau d’Assy, he met his future wife, Josette; the
two were married in 1956. In 1957, Villette’s career in
academic administration began in Besancon.

Throughout a distinguished thirty-year career as
head of the Besancon Conservatory and director of
the Darius Milhaud Conservatory in Aix-en-Provence,
Villette established himself as a fair but strict adminis-
trator'® as well as a passionate advocate for music edu-
cation.'! In 1987, Pierre Villette retired from academic
life, devoting himself solely to the composer’s craft—in
his own words, “a la gloire du Seigneur” (to the glory
of God)."?

Donald Hunt, the first choral conductor to champi-
on Villette’s works in England during his tenure as or-
ganist and master of the choristers at Worcester Cathe-
dral and close friend of the Villette family, eloquently
describes the composer’s final years:

After his retirement, Villette continued to live
in Aix-en-Provence, patiently cared for by his
devoted wife as his health deteriorated. He
continued to compose, but the works were now
almost all on a smaller scale, mostly devoted to
instrumental offerings, especially for the piano.
But inevitably there were more works for the
church, as this was always a high priority for
him; throughout his life he had a strong faith,
and he gained so much inspiration from the
language of the traditional Catholic liturgy,
hence an almost continuous supply of motets,
many of which he would not have heard sung
in his lifetime.'®

Pierre Villette passed away on March 6, 1998. Fond-
ly remembered by his family and friends as a devout
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Catholic, he is no less memorable for his kindness and
generosity to students, witty sense of humor, and artis-
tic sensitivity,the characteristic which most inspires this
study.'”

Overview of the Motets

Villette’s unaccompanied motets fall into three pe-
riods of composition. The early period, 1944—60, was
marked by seven works for mixed chorus (Table 1 on
the next page). The second period, 1983-91, is where
we find Villette’s most extended works: Atiende, Domine
(1983), Inviolata (1991), and the 1983 O magnum mysteri-
um, a less complicated motet in comparison to the oth-
er two. The late years, 1992-95, function primarily as
a return to simplicity. Villette produced four works for
mixed chorus: O quam amabilis es; Notre Pére d’Aix; Jesu,
dulcis Memonia; and Panis angelicus. The only exception to
this more restrained compositional style is the compos-
er’s lone contribution to the treble choir literature, an
intricate setting of O quam suavis est (1993).

Ave verum, Op. 3

Following the example of such esteemed French
composers as Gounod, Franck, Fauré, and Saint-Saéns,
Villette completed his setting of Ave verum on April 9,
1944, at the age of eighteen. Villette scored Ave verum
for unaccompanied mixed chorus, dedicating it to his
cousin, Canon Roland Delestre. !>

Villette cast Ave verum in five sections, congruent with
the structure of the original Latin text, a short Com-
munion hymn whose authorship is thought to be by
either Pope Innocent IIT or Pope Innocent IV.'®

The text of Ave verum Corpus commemorates
Christ’s redemptive Sacrifice, and especially
focuses on the great symbol of Baptism: the
pouring forth of water from his pierced side.'’

Two textual omissions in Villette’s Ave verum war-
rant exploration. He avoids setting the words “O Jesu
pie”
the words “O Jesu dulcis” twice (first in the soprano

and “miserere mei, Amen,” instead repeating

and alto voices, then in the tenor and bass voices) and

Volume 67 Number 2

27



Table 1. Pierre Villette's Unaccompanied Choral Works
Pierre Villette. Catalogue des Oeuvres de Pierre Villette. Unpublished Manuscript, 1995.

Title Opus Year Publisher

Ave verum 3 1944 Heugel/Alphonse Leduc/
Wise Music

Salve Regina 5 1944 Heugel/Alphonse Leduc/
Wise Music

0 Salutaris hostia 21 1954 Heugel/Alphonse Leduc/
Wise Music

Hymne 4 la Vierge 24 1955 Fditions Durand/

Universal Music
Publishing Group

0 Sacrum convivium 27 1959 Heugel/Alphonse Leduc/
Wise Music

Strophes Polyphoniques pour le Veni Creator 28 1959 Editions A Coeur Joie

Adoro te 31 1960 Fditions Durand/

Universal Music
Publishing Group

Attende, Domine 45 1983 United Music Publishers

0 magnum mysterium 53 1983 Fditions Durand/
Universal Music
Publishing Group

Inviolata 66 1991 United Music Publishers
0 quam amabilis es 71 1992 United Music Publishers
Notre Pere d’Aix 75 1992 Fdition Philippe Caillard
0 quam suavis est 76 1993 Editions A Coeur Joie

Jesu, dulcis Memoria 78 1994 United Music Publishers
Panis angelicus 80 1995 United Music Publishers
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moves forward with an outburst on the text “O Jesu fili
Mariae” before concluding the motet with the text “Tu
nobis miserere.”

The decision to repeat “O Jesu dulcis” in hushed
tones without setting the words “O Jesu pie,” and the
insertion of the text “Tu nobis miserere” (you have
mercy upon us) instead of “miserere mei, Amen” (have
mercy upon me, so be it) may function as a manifesta-
tion of the composer’s personal faith. With this alter-
ation of text, perhaps Villette implores God to make
a spiritual presence known during a period of world
conflict.

Mediant harmonic relationships dom-
inate Villette’s tonal aesthetic, although
the presence of pervasive unresolved disso-
nance throughout Ave verum resists conven-

performed and certainly most recorded work on April
3, 1955, dedicating Hymne a la Vierge to “Chanoine
DEVEMY.”?? However, the year of composition cited
in both the 1967 published edition by Editions Durand
and the notes to the 1976 recording with the Worcester
Cathedral Choir is 1954.% To confuse matters further,
Donald Hunt and Fiona Clampin cite Josette Villette as
the dedicatee in their respective publications on Pierre
Villette.** The cover page of the sole manuscript source,
a facsimile, cites 1935 as the year of composition, and
there is no visible dedication on the score.

Despite its unclear genesis, the popularity of Villette’s

Table 2. Enhanced and/or Unresolved Conclusions in Villette's
Unaccompanied Choral Works

tional analysis solely with Roman numer-

als. Nonetheless, Villette clearly delineates Work Last Chord
the motet’s five-part structure with ferma-

tas at each major cadence point, and the

composer’s avoidance of parallel fifths con- Ave verum [+6

curs with established conventions of com-

mon practice voice leading.'® 0 Salutaris hostia 19 +6

Christopher Hyde cites jazz as a specu-

lative but significant harmonic feature of
Villette’s compositional style,'? an assertion

Hymne a la Vierge

I (but with +4— 5 appoggiatura)

confirmed by Villette’s widow, Josette, and
daughter, Anne. A minor example of par-

allel fifths concurs with the presence of a 0 Sacrum convivium [-7:3-5
thirteenth chord in second inversion found
in measures 37 and 38 of Ave verum (Figure 0 magnum mysterium I+6
1 on the next page).”’
A final note concerning the harmonic at-
tributes of Ave verum concerns Villette’s re- Inviolata [+17
lease of tension in the last three measures,
concluding the work on an enhanced yet 0
unresolved chord (D major with an added O quam amabils es 1479
sixth). This manner of conclusion became
a trademark for Villette’s a cappella choral Notre Pére d'Aix 19
music, as evidenced in Table 2.2!
O quam suavis est I+79+1
Hymmne a la Vierge, Op. 24
According to Villette’s handwritten Cat- . )
Panis angelicus I[+79

alogue des Oeuvres de Pierre Villette, the com-
poser completed what is likely his most
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AN EXPLORATION OF THREE SELECTED MOTETS

REVISITING PIERRE VILLETTE
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Figure 1. Last page of Ave verum manuscript facsimile.
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Hymne a la Vierge is well documented. The piece has
been performed throughout the world and profession-
ally recorded by several outstanding ensembles, includ-
ing the Cambridge Singers, Choeur de Chambre de
Rouen, Choir of New College Oxford, Holst Singers,
Rodolfus Choir, Westminster Cathedral Choir, and
Worcester Cathedral Choir.

Tonally centered in I major, Villette’s setting of Ro-
land Bouhéret’s French poem is scored for unaccompa-
nied four-part mixed chorus with choral divisi of eight
parts (SSAATTBB) and optional soprano soloist. While
the harmonic language of Hymne a la Vierge bears simi-
larity to Ave verum, Salve Regina, and O Salutaris hostia (in
terms of mediant harmonic relationships and chromat-
ic embellishments), it is distinct from the three earlier
compositions because of its tuneful melody, predom-
inantly homophonic texture, strophic structure, and
overall simplicity. These compositional decisions ele-
gantly and concisely declaim Bouhéret’s cosmic prose
(in translation®):

O toute belle Vierge Marie,
Votre ame trouve en Dieu
le parfait amour.

Il vous revét du meanteau
de la Grace

comme une fiancée

Parée de ses joyaux.

O beautiful Virgin Mary,

in God your soul discovers
perfect love.

It cloaks you with the mantle
of Grace

like a betrothed

adorned with her jewels.

Alléluia, allélwia. Je vais chanter ta lounage, Seigneur
Car tu as pris soin de mot,

Car tu m’as enveloppée du voile de Uinnocence,

Car tu m’as faile avant le jous

Car tu m’as _fait précéder le jarllissement des sources.
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Alleluia, alleluia. I will sing your praise, Lord,
Jfor you have looked afier me,

Jor you have covered me with the veil of innocence,
Jor you have made me before the day,

Jfor you have made me go before the gushing of fountains.

Vous étes née avant les collines

O sagesse de Dieu,
porte du Salut

You were born before the hills,
O wisdom of God,
the way to salvation.

Heureux celui qui marche

dans vos traces

Qui appréte son coeur a la voix
de vos conseils.

Happy is he who walks in your
footsteps,

who prepares his heart to listen
to your advice.

Avant les astres vous étiez présente

Mere du Créateur au profond

du ciel.

Quand Dieu fixait les limites du monde
Vous partagiez son coeur étant a 'oeuvre
avec lui.

You were present before the stars,
Mother of the Creator, in the very
depths of heaven.

Quand Dieu fixait les limites du monde
When God was creating the world,
working with Him you shared

His heart.

In his setting of the second verse, Villette creates a
notable contrast of texture by indicating the text may be
sung by a soprano soloist while the chorus accompanies
with quiet humming voices or on the vowel “0.”?® Cre-
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ating an atmosphere of otherworldliness, this gesture
may be intended to evoke an image of humankind’s
earthly journey (represented by the soprano soloist) to-
ward divine salvation (represented by an angelic hum-
ming chorus).

In Hymne a la Vierge, Villette firmly establishes the
presence of jazz harmonies as an aspect of his compo-
sitional style, particularly in the coda (Figure 2). This
facet of the composer’s personal harmonic language
ultimately becomes idiomatic to the majority of his un-
accompanied choral works.

A closing thought concerns the enduring popularity
of Hymne a la Vierge, the cause of which cannot be defin-
itively identified beyond academic speculation. Besides
its musical attributes, this author contends the fame of
Hymne a la Vierge 1s also related to a practical matter:
concert programming.

Three observations support this conclusion. First,
the beautiful Irench language text immediately offers
contrast on any program featuring unaccompanied
works in Latin, English, or other languages. Second,

an appropriate and convenient partner can be found in
Benjamin Britten’s A Hymn to the Virgin, a pairing that in-
vites comparison, engaging both performers and listen-
ers. Lastly, the overarching theme of Marian devotion
is suitable for use in a plethora of concert and liturgi-
cal events, especially to programs produced during the
Christmas season. An example of the latter includes the
2006 Christmas Eve Service of Nine Lessons and Carols
at King’s College Cambridge, where Hymne a la Vierge
was performed, recorded, and subsequently broadcast
on international networks.

Attende, Domine, Op. 45

Following the composition of Adoro te in 1960, Villette
did not complete another piece for a cappella chorus for
more than twenty years, until the 1983 Attende, Domine.
While no documented explanation exists for Villette’s
lack of composition in a genre at which he excelled, the
combination of a time-consuming career as an academic
administrator and opportunities to compose instrumen-

sESS==s RS S ==
o tu-t | bk— & \};,zp.,i.h\q__.{_., 2
2 rr
b F | m———f =
N A e e B 3 L L A I
=
0 Tt | bdh— & Vor-q mar—n y 2
—'-—:_'u'(—-‘-“i‘— ] —2 “ftj»_:ﬁ_:ﬁr —____j__
—F pf———Af —— L
ﬁ&_—: e ;b'F:fﬁ:—:;—_— ‘("‘_:l :.'1.;_:: —— o ———te—————
O -t R — & \1«-1‘ Ma - 0 — Jo
— Notn - Lo feconde sto trt_chnonitin ot as_Solmna Sofe —

___-——_—__—-—;»_ﬂ;&.f_;fl amuﬁq;m&mwhﬁa‘ i

e

Figure 2. Coda from Hymne a la Vierge manuscript facsimile.
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tal music likely took precedence over writing in a genre
in which he was already established. In the intervening
decades between Adoro te and Attende, Domine, Villette
completed thirteen compositions, devoting himself pri-
marily to instrumental music. In these years, he also
composed two large-scale choral-orchestral works com-
missioned by the French government, the 1970 Missa da
pacem and the 1981 Messe en frangais.

The genesis of Attende, Domine lies in Villette’s Hymne
a la Vierge, accidentally discovered by Donald Hunt in
1975.%7 As previously mentioned, Hunt, then organist
and master of the choristers at Worcester Cathedral,
went on to champion the composer’s music, recording
several Villette motets with the Worcester Cathedral
Choir in the mid-1970s.” Villette encountered Hunt’s
recordings and sent a letter of appreciation on De-
cember 13, 1978, which began a “close friendship and

fruitful musical relationship” between the two men.*

On February 7, 1983, Villette finished the final ver-
sion of Attende, Domine, an extensive six-minute motet
scored for unaccompanied SSATBB chorus, dedicat-
ing it to Donald Hunt, a commission by the Friends
of Worcester Cathedral.™ Manuscript analysis reveals
Villette’s struggle in returning to the genre of the unac-
companied motet. He completed the first version of A¢-
tende, Domine on February 7, 1982 (also cited as the date
of completion in Villette’s 1995 Catalogue des Oeuvres).
However, Villette extensively revised the motet, dating
the last page of the final version February 7, 1983, and
writing 1983 on the cover page.

With the exception of his 1959 setting of O Sacrum
convivium, Villette scored all of his unaccompanied cho-
ral works for SATB chorus, some with divisi, prior to
Attende, Domine. Villette’s utilization of texture in Attende,
Domine foreshadows his most extended unaccompanied
choral work, the 1991 Inviolata, serving to paint the text
with expressive vocal registration in addition to medi-
ant harmonic motion and chromatic embellishment as
observed in the composer’s earlier motets for unaccom-
panied chorus.

The motet’s G minor opening, starkly cast in octave
unison whole tones, imbues the penitential text with
an aura of stark pathos (Figure 3 on the next page).
Villette quotes this motive twelve times throughout the
motet,’ functioning as a juxtaposition of prayerful re-
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pentance and unabashed human expression.

In the second phrase, Villette exploits the full
SSATBB texture, but in hushed tones and close harmo-
nies, uttering the repentant text. While Villette remains
somewhat faithful to the overall structure of the text,
he adjusts the word order of the second stanza, begin-
ning with “omnium Redemptor,” then setting “Ad te
Rex summe.” He also avoids the phrase “quia peccavi-
mus tib1,” preferring instead multiple repetitions of “At-
tende, Domine, et miserere” with the aforementioned
whole-tone motive, functioning as a structural unifier
throughout the motet as it appears in the text.

The full translated text of Attende, Domine follows:*

Attende, Domine,
et miserere
quia peccavimus tibi.

Ad te Rex summe,
omnium Redemptor,
oculos nostros
sublevamus flentes:
exaudi, Christe,
supplicantum preces.

Attende, Domine,
et miserere
quia peccavimus tibi.

Dextera Patris
lapis angularis,
via salutis,
Janua caelestis,
ablue nostri
maculas delicti.

Attende, Domine,

et miserere
quia peccavimus tibi.

Amen.

Hear us, O Lord,
and have mercy,
for we have sinned
against Thee.

To Thee, highest King,
Redeemer of all,

do we lift up our eyes
in weeping

hear, O Christ,

the prayers of your
servants.

Hear us, O Lord,
and have mercy;,
for we have sinned
against Thee.

Right hand of the Father,
corner-stone,

way of salvation,

gate of heaven,

wash away our

stains of sin.

Hear us, O Lord,
and have mercy;,
for we have sinned
against Thee.

Amen.
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Villette paints the words “via salutis” (way of salva-
tion) in measures 34—37 with simultaneous homopho-
nic and imitative settings in the men’s, then women’s,
voice parts. With the addition of “Janua caelestis,” or
“gate of heaven,” what appears to be the first climax

of the motet occurs on the downbeat of measure 39.
However, Villette repeats the words “dextera Pa-
tris,” first set in measures 30—32, with a quickly paced
diminuendo. This gesture prepares the true climax of
the motet in measures 41-42 on the words “lapis an-
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Figure 3. Pierre Villette, Attende, Domine, mm. 1-8.
United Music Publishing, 1985.
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gularis” (cornerstone). Here Villette declaims the text
in block chords, constructing a literal representation of
the cornerstone. Immediately following this eruption,
the tutti chorus exclaims Attende, Domine, marked fortis-
simo by the composer. Then the opening whole tone
motive recurs in muted piano tones as the proverbial sin-
ners seek atonement for their outspoken transgressions.

In measure 46, Villette begins a new section with
“ablue nostri maculas delicti” (wash away our sins),
a deviation from the text’s structure. This digression
re-emphasizes the collective plight of humankind as
supplicants desiring absolution.

After beseeching mercy with several repetitions of
“Attende, Domine et miserere” throughout measures
49-58, the opening motive returns in variation on the
word “Amen” as the coda begins in measure 59. At this
moment, Villette firmly establishes a G major tonic,
resulting in what Hyde affirms as “a 1 — I modulation
across the motet via the mediant, submediant, leading
and dominant keys, all of which are taken in their non-
diatonic forms.”** In this case, change of mode to the
parallel major as a compositional decision functions
to conclude Attende, Domine with an ethos of divine re-
demption, complete with angelic humming tones in the
final measure.

Conclusion

An examination of Villette’s motets, including doc-
umentation of the composer’s personal attributes,
discussion of text-music relationships, exploration of
compositional style, and practical observations for per-
formance clearly substantiates the relevance and merit
of the composer’s compositional output. Hunt asserts:

Pierre Villette speaks with a very individual
voice in his compositions; he is rarely affected
by fashions, and generally makes few dramatic
gestures. His music is finely crafted, revealing
a tender lyricism blended with a tinge of mel-
ancholy, and, especially in his choral composi-
tions, preserving a sense of wonder...to those
of us who have made a study of his music,
he is instantly recognizable through a turn of
phrase or by an unpredictable succession of in-
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novative progressions, yet everything he wrote
1s unmistakably French. He is no imitator, nor
1s he an experimenter; minimalism and seri-
alism were not in his vocabulary...When the
achievements and influences of French music
in the twentieth century are eventually assessed
it is unlikely that Pierre Villette’s name will fig-
ure prominently, but there can be little doubt
that his country’s music would have been poor-
er without him. Those of us who have ‘discov-
ered’ him will certainly feel that our musical
lives have been greatly enriched by the expe-
rience.**

Hunt’s final summation of Villette’s legacy reflects
the composer’s primary professional activity in Be-
sancon and Aix-en-Provence. Villette was educated in
Paris and frequently interacted with well-known con-
temporary composers such as Henri Dutilleux and Wi-
told Lutoslawski.” However, his residency outside of
France’s musical epicenter resulted in a lack of appreci-
ation for and exposure to his music. As we celebrate the
Villette centenary in 2026 and studies of his music con-
tinue to emerge, the greater musical world will grow to
value the significance and quality of Pierre Villette’s
contributions to choral music.
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n 2025, artists around the world

marked the centennial of Pierre

Boulez’s birth with retrospectives

and concert series devoted to the musical
maverick. While these events celebrated
Boulez’s legacy, they also provided oppor-
tunities to reexamine his influence through
a contemporary perspective. For example,
The New York Times published two articles
that provided clear-eyed assessments of
Boulez’s impact.! Times music critic Josh-
ua Barone praised this musical “titan” for
his contributions to twentieth-century mu-
sic, while acknowledging that “his music,

like that of his peers from the post-World

War II generation of high modernists, like
Karlheinz Stockhausen and Luigi Nono, is
brilliant but out of fashion, and difficult to

program.”?

! A
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Boulez’s repute as Europe’s musical lenfant-étoile cast
an imposing shadow on more traditional, conservative
composers during the mid-twentieth century, particu-
larly in France. As scholars and critics reexamined the
impact of Boulez and his avant-garde contemporaries
during his centenary, the contributions of lesser-known
French composers were recognized, and an accurate
image of twentieth-century French music emerged
through this critical reassessment.

Pierre Villette (1926—1998) is one such benefactor
from this reexamination. Born one year after Boulez,
Villette enjoyed a prestigious musical pedigree. Both
studied harmony with Olivier Messiaen at the Par-
is Conservatoire, but their careers diverged as Boulez
quickly gained notoriety as the champion of serialism
and the avant-garde. Simultaneously, Villette’s com-
positions were considered too traditional and passé for
post-World War II Europe. Just as 2025 saw a reex-
amination of Boulez and his “titanic” musical stand-
ing, 2026—Villette’s centenary—offers scholars and
musicians a chance to rediscover the brilliance of this
forgotten composer and examine his music within the
lineage of French choral music.

Given Villette’s penchant for religious compositions,

it should be of no surprise that his motets found favor
in the English choral tradition. The celebrated English
conductor Donald Hunt championed Villette’s music
in the 1970s, and Villette’s motet Hymne a la Vierge fre-
quently appears in the Choir of King’s College Festival
of Nine Lessons and Carols. This English admiration
of Villette’s music is further illustrated with the Holst
Singers’s 2006 recording of Villette’s choral music un-
der the direction of Stephen Layton.
Layton’s proclivity for Villette and the twentieth-cen-
tury French choral canon stems from his training with-
in the English Choir School tradition. During these
formative years, Layton not only performed Villette’s
works but studied under teachers who promoted Vil-
lette’s music. The following interview with Layton re-
visits the music of Villette and places it within a broad-
er Irench lineage of choral excellence. This interview
from July 16, 2025, was recorded and transcribed using
the Al-powered transcription service TurboScribe and
reviewed by the author for accuracy. In addition, the
interview is edited for clarity and brevity.
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Pierre Villette and the 20th-Century French Choral Tradition: [l

Can you tell us about your musical beginnings? What
were some of your earliest memories and influential
mentors?

My earliest mentors were in Winchester Cathe-
dral, where I was a choir boy with Martin Neary and
James Lancelot. It was an amazing period in the histo-
ry of British choral music in cathedrals. We're talking
mid-seventies to early eighties. I came from a humble
home in Derbyshire and went 150 miles to the school
at Winchester Cathedral. That was quite a big change
for me. And I felt, after arriving and living there, that
the world had changed for me.

Another important influence was when we went on
tour to the United States in 1979. It was no ordinary
tour. It included the Kennedy Center and the National
Cathedral in Washington, and Carnegie Hall and St.
John the Divine in New York. We also did quite a few
broadcasts. There was an NBC documentary about
this tour, which I vaguely appear in as a little kid sing-
ing with my little glasses on.”

My other great influence was James Lancelot, who
was the organist at Winchester. At the end of my time
with Martin, he received a bicentennial Fulbright fel-
lowship to the United States to study for six months,
and Lancelot ran the Winchester choir. I remember he
encouraged me to play J. S. Bach’s Fantasia in C minor in
the cathedral after service, and he just let me run wild
on Sunday nights playing the organ to my heart’s con-
tent and making a lot of noise!

Lancelot was the organ scholar at King’s College
Cambridge, where I ended up. That’s where I first
heard Villette. During the 1986 [Lessons and Carols]
service at King’s College Cambridge, we sang the Hymn
a la Vierge of Villette. 1 think that was probably the first
time it had been sung to a large audience.

At Cambridge, my influence was Stephen Cleobury:.
It was there that I reconnected with choral music more
than I had as a boy. I discovered a wider repertoire, es-
pecially early music, as we sang plenty of Tallis, Byrd,
Lassus, Gibbons, Schiitz, Palestrina, and Vittoria.
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Villette’s centenary offers a chance

to rediscover the brilliance of this

forgotten composer.

What particularities of French choral music present
challenges to conductors and choirs? Are there specific
aspects about the French Choral tradition that are par-
ticularly challenging for an English-speaking choir?

I think if’ the music is in Irench, that’s going to be
more of a challenge, obviously. Let’s just look at Poulenc
as our best example, because it’s easier for an Ameri-
can or an English choir to sing Poulenc when he writes
his motets in Latin—the ones for Lent or the ones for
Christmas—or indeed the wider orchestral choral piec-
es, like the Gloria and Stabat Mater. Once we move into
some of Poulenc’s secular works and the poetry of Paul
Eluard, we've got difficulties. It’s much easier to sing
in Italian and Latin for Americans and English people.

Other than that, I think it depends on what French
music we're considering. If we’re looking at the early
Baroque, Lully, etc., there’s a way of pronouncing early
French just as there is with early English. Or whether
we’re looking at the later, contemporary French music
of Poulenc, Duruflé, and Fauré. I guess that’s where
Villette comes in.

This is a centenary year for Pierre Villette. Your re-
cording of Villette's motets is recognized as the gold
standard for his works. When examining his composi-
tions and comparing them to other twentieth-century
French composers, they can be described stylistically
as conservative. Within this lineage of French choral
music, where do you think Villette fits in?

That’s a very good question, and it’s not a quick
answer. The first thing to say regards Boulez. Villette
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studied at the Paris Conservatoire between about ‘41
and ‘49, while Boulez was at the [Paris] Conservatoire
between ‘43 and ‘44. Boulez was in Olivier Messiaen’s
composition/advanced harmony class, and Villette
studied not officially with Messiaen, but with Noél Jean-
Charles André. However, it seems clear that Messiaen
was the overall composition guy at the time. It seems
beyond any doubt that Villette and Boulez shared class-
es [at the Conservatoire].

Your question, though, was where does Villette
stand? Well, he obviously doesn’t stand so proudly as
Messiaen or Boulez, for all sorts of reasons. Messiaen
created his own compositional technique, and Boulez
absorbed some of that and also absorbed the technique
of twelve tone and Schoenberg. But I think what’s in-
teresting is that Villette still managed to do something
of his own, specifically that he’s writing primarily for
the glory of God.

That’s the similarity with Messiaen, of course, but
probably not with Boulez. And Villette manages to
write a variety of repertoire for choir specifically. Rep-
ertoire that is easier to sing, for sure, and a few pieces
that are highly complex, such as the later Inviolata, At-
tende Domine, or O sacrum convivium. These are tricky piec-
es by any standards. Whereas some of the other motets,
such as Panis angelicus...are quite simple. Although it’s
his own voice, you can still point to Messiaen, whom
he admired. Where do you hear that the most in Vil-
lette’s oeuvre? Probably in his O sacrum convivium, which,
of course, Messiaen wrote a version of.

Villette was clearly just not interested in twelve-tone
music but quite interested in Messiaen. I think you see
the link with Messiaen is also strong because of his reli-
gious devotion. Toward the end of his life, Villette stat-
ed that he was writing a la gloire de Dieu. Of course that
was Messiaen’s entire existence as well.

There’s Villette’s Strophes polyphoniques pour le Veni Cre-
ator that the Holst Singers recorded. This shows the
strong influence of the Roman Catholic Church and
chant on Villette in a way that was a million miles from
Boulez’s influences, which were Berg and Schoenberg
and a little bit of Stravinsky. I suppose you could say
Villette’s influences were more from Fauré and Duru-
flé.

In trying to assess Villette now, I think he was one
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of those cases where he was “not a prophet in his own
land.” Messiaen and Boulez were absolutely respect-
ed in their own country. Particularly Boulez, whom
we know as a master composer, educator, conductor,
world-traveling musical messiah.

But Villette, even to this day, is little known. A few
years ago I did a whole raft of Villette pieces with Ac-
centus, a Irench choir in Paris. Nobody in the organi-
zation knew about his music. Why 1s that? Well, I don’t
know. The “prophet in his own land” sentiment could
be part of this. I think there’s also another issue in the
three virtuoso pieces of which I've mentioned earlier; I
mean, look, they’re incredibly difficult!

Although I stressed that the three difficult pieces are
not for the faint hearted, everything else is for every-
body. It’s very approachable without sounding patron-
izing. It’s very tuneful. It’s easy on the ear and has some
glorious Parisian harmonies, which most of us really
love and enjoy.

One thing I might just say that’s quite interesting
about Villette and Boulez. I met Josette Villette [Pierre’s
wife] in Aix-en-Provence, where she lived. We talked
about her husband and about his music. Amongst the
interesting things she said was that her husband didn’t
really get on very well with Pierre Boulez. Villette stat-
ed there was some encounter where he was sitting on
the street at the café, and Boulez passed by and seem-
ingly ignored him.*

Now, I don’t know when this was, but his widow said
this with a slight sadness. I think Boulez saw Villette as
a bit of an “also-ran.” Villette had that view of himself
as well. Villette had gone to Besancon to be a professor.
He’d not gone to Paris like Boulez. He then went to
Aix-en-Provence, which is a good place to work. But
again, it’s not Paris, which was the big job.
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Pierre Villette and the 20th-Century French Choral Tradition: [

We can certainly hear the influences of Messiaen and
religious mysticism in Villette's choral works. But | also
hear influences of Poulenc and Milhaud in Villette's har-
monic language: his very disjunct, yet lyrical, melodies,
and with jazz stylistic traits; there are added ninths and
thirteenth chords, especially at ending cadences. Can you
speak more about those types of influences and how they
specifically serve the text of each motet?

Oh my goodness, yes. Villette pieces are famous for
never ending on a consonant chord. His most famous
piece, Hymne a la Vierge, ends with an F major with add-
ed just about everything! And Inviolata ends with two
harmonies. Messiaen used a lot of bitonality. It’s possi-
ble that this bitonality in Villette comes from Messiaen.

These additive harmonies—where you’ve got two
harmonies in the last chord—are found throughout his
works, not just in O sacrum conviwium. This [harmonic
inventiveness| probably came out of the experimental
environment and ideas of Les Six, which included Mil-
haud and Poulenc. But where I think Villette didn’t go
in a way that Poulenc and Milhaud went was in the
comedy, the theatre, the radical changes of dynamic,
and of course the sort of sheer rhythmic drive that you
can find in something like Le Beuf sur le toit (Milhaud)
or in Poulenc’s Organ Concerto or Gloria. Villette
1s just not into that same rhythmic drive. He’s much
more into the harmonies—the jazzy harmonies—for
their sensuality and giving time for them to vibrate, be
heard, and to enjoy the luxuriance of those harmonies.
As opposed to using those harmonies for rhythmic, vi-
olent, ecstatic clashes at great tempo.

I really hear that in Villette's Attende, Domine with its
affinities to Poulenc's Lenten motets. It has a very short
and disjunct melodic cell at the beginning that's repeat-
ed, yet there is that Poulenc lyricism to it. Can you speak
a bit more about that?

Poulenc, as you know, is an enormous great French
god of a composer. The Lenten motets are late thirties
from Poulenc. Attende, Domine is nearly fifty years later.
Without any shadow of a doubt, Villette would have
known every work of Poulenc. At the beginning of A¢-
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tende, Domine. .. Villette uses a quasi-plain song with the
devil’s interval between G and C’. I'd say [there are
the hints] of the Poulenc that you’ve mentioned of his
motets.

The greater influence on Villette, in my view, is
Debussy and Ravel with their whole-tone scales and
chromaticism [which Poulenc would later use.] Let’s
consider the most obvious piece of Debussy, Prélude a
Lapres-mudi d’un_faune. Villette and Debussy are inhabit-
ing a similar sound; they’re inhabiting that pre-Messi-
aen world of whole-tone scales of Debussy and Ravel.
Boulez goes somewhere completely AWOL, toward
Schoenberg. Villette looks back over this tradition,
which is really Duruflé¢, Debussy, Ravel, and Poulenc.

Let's move on to another of Villette's motets, 0 Magnum
mysterium. It is a great example of how a composer un-
derstands the theology and mystery of the nativity. It is
also very similar to Poulenc's motet of the same name.
Can you speak more about how Villette espouses this
Catholic theology/mysticism within his works, especial-
ly this particular motet?

It’s interesting in how it starts out—simply, as if it’s
almost a homage to the Poulenc. [The Villette motet]
starts off with one voice, very simply. It’s a similar tem-
po to Poulenc at the beginning, with the same sort of
feel. But here’s the difference. Somebody once said that
Poulenc was Stravinsky with sugar. I would say Villette
was more Fauré and Duruflé with added sugar. Pou-
lenc’s O magnum mysterium has an austerity about it. Yes,
there’s a lovely melody, but it’s pretty much unrelenting
four-part harmony. It’s very economical; it’s just three
parts at the beginning before the sopranos come in, etc.
And the Poulenc is much more a bass harmony, say, at
the start with something floating over the top, which
keeps coming back. The Poulenc is more concise.

What we hear with the Villette is that he’s wearing
his heart on his sleeve and just letting it all pour out.
There’s less discipline [than in the Poulenc]. It’s much
more fluid and freer in the way he’s trying to get the
spiritual effect out of this text.
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| believe at this point, you're the only person to have
recorded Villette's Inviolata, which is a very expansive,
highly chromatic double choir motet (see Figure 1 on
the next page). This piece represents Villette at his most
experimental. Beyond the obvious technical challenges,
were there other aspects of this motet that provided a
specific challenge to you and your group?

Yes, the number of singers is quite critical to make
it work. But I tell you what was really the hardest
thing. Although this is music composed for choruses,
it’s definitely music conceived at the keyboard. You
could imagine Villette playing a G major chord with
a sustaining pedal, holding the G major chord in the
left hand. And then the right hand, with the left-hand
chord sustained with the pedal, he dabbed around with
other chords. I'm pretty sure that he was trying to get
these bitonal ideas together on a keyboard.

It’s just simply hard to get the intonation sorted.
What’s happening is that the vertical is being created
all the time by these piano chords. It’s blisteringly dif-
ficult to sing it and to know at any given moment what
your role is in the chord as a singer. In other words,
when you’re moving every harmony on a quaver, on an
eighth, and a new vertical harmony is created. Does it
just work if everybody sings the same dynamic for their
whole phrase? No, it doesn’t. Because sometimes you
might be arriving at a G major chord with all those ad-
ditives, and somebody might have an E, and somebody
might have an ¥, and somebody may have a D.

Now, where is the E? Where’s the F?» Where is the
A? Where are they in the chord? Where’s the spacing?
You know, it’s the oldest thing in the hills in terms of
how you balance the technical perfection of any chord,
whether it be in an orchestra or a choir.

So, the specific challenges of Inviolata are how you
create these vertical harmonies where 1t all “zings.”
And the answer is the balance of different parts. Of
course, this is getting into the technical questions of ev-
erybody singing the same vowels, and the turning of
the vowels, and the diphthongs, and all of that techni-
cal stuft that makes a chord zing

Now, to talk about that in relation Poulenc, which
is similar to Villette. I talk about Poulenc intonation—
Poulenc tuning—how Poulenc sat at the keyboard and
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Figure 1. Inviolata manuscript facsimile.
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B An Interview with Stephen Layton

jammed these fantastic chords. Is it an equal temper-
ament when we’re doing them in Villette or Poulenc?
Or is it in what I sometimes call Poulenc temperament?
Which would then resonate through into Villette tem-
perament. How, without equal temperament, do you
make certain harmonies zing by doing various things
to different notes? And how do those notes zing out of
the context of vowels, with words...how do you tweak
it [to make the vertical harmonies zing]?

I always say that Poulenc “sounds” easier than it looks
on the page. When we see the score and the melody and
harmony on the page, our brains “freeze” rather than
just trusting the melodic line.

Yes, you're absolutely right. If you’re looking at, for
instance, Poulenc’s Figure humaine, which is ferocious in
its angularity, this is true. Come to think of it, in the
four Lenten motets, I've done a little bit of judicious
swapping of parts in some places, which we’re allowed
to do as conductors if we’re being a bit naughty.

It’s all the same notes, but you find that sometimes
there could be an alto singing a baritone bit in a cer-
tain place, and just by little tweaking [of parts] you can
make it slightly easier to sing. I can’t remember wheth-
er I tweaked anything with Villette’s pieces. One does
this with great hesitation, but sometimes something
keeps bugging you, and you can’t get it balanced or
in tune. You can slightly reinforce a part or put a few
more voices on it. There are ways around it.

What are your top three French language choral works
that conductors should be programming more with
their choirs?

I mean, do we mention Poulenc or Duruflé? Not re-
ally. They are so well known. So, we’re probably looking
at Villette and Milhaud as two composers worth inves-
tigating who are not often performed. There’s a rather
beautiful piece, Le deux cites. There’s also Le Promesse de
Dieu, which Milhaud wrote in America, actually. Obvi-
ously, there’s André Jolivet and Daniel Jean-Yves Lesur,
but that’s much more avant-garde; they’re not for the
faint-hearted. You need a very good choir to do that.
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If you said to me, who are my favorites? It’s an ab-

solute no-brainer. To me, Poulenc is one of the greatest
composers to have walked this earth. And I love virtual-
ly every note he wrote. If I had to choose a single piece
of Poulenc choral music, I would choose the Glora,
which seems to have Poulenc absolutely in a nutshell.
And the other composer is Duruflé, whose Requiem, for
me, 1s unsurpassed.

You have conducted and recorded a plethora of litera-
ture. Are there any pieces that remain on your conductor
bucket list?

There are so many, I don’t even want to tell you
what they are; but whether in this life I have a chance
to conduct them, who knows? Just too many things.

NOTES

! Joshua Barone, “Pierre Boulez Was a Titan of 20th-Centu-
ry Music. What About Now?: Ciritic’s Notebook,” The
New York Times, April 8, 2025; “Did a Single Generation
Ruin Modern Music for Everyone Else?: Critic’s Note-
book,” The New York Times, October 7, 2025.

2 Barone, “Pierre Boulez.”

5 ““Winchester Sings—a documentary on the Winchester
Cathedral Choir Tour of the USA in 1979,” post-
ed December 19, 2024, by Winchester Cathedral,
YouTube, 53 min., 25 sec., http://youtube.com/
watch?v=ulLv4p6u9w]g.

* Barone provides a similar anecdote illustrating Boulez’s
abrasive personality. “Because Boulez was so powerful,
his severity could be poison for any artist who didn’t
adhere to his worldview...[Esa-Pekka] Salonen recalled
watching Boulez virtually end the career of a composer

after hearing his work...” Barone, “Pierre Boulez.”
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When it comes to the nineteenth century, choirs and

choruses are accustomed to singing the great German
works by Beethoven, Mendelssohn, and Brahms, and
the Verdi Requiem is familiar to most big choruses. But
French music is less often sung, especially by smaller
choirs; they might sing some Berlioz or some Gounod,
but few choirs have any choral music of Georges Bizet
(1838—-1875) in their repertoires unless they still sing Ave
Maria to a tune from L’Arlésienne or join in the refrains
of the Habanera or the Toreador Song from Carmen.
While a few might know Bizet’s 7e deum, his name is so
irrevocably attached to Carmen that even such popular
works as his Symphony in G and the L'Arlésienne suites
seem to lie in its shadow.

Choral works by Bizet are sufficiently various to fit
any program of mixed works, and these are now all
published by Fishergate Music, some of them never
published before. As in Berlioz, Gounod, and a num-
ber of Irench composers of the period, women’s voices
are deemed to be “Dessus,” so that altos in modern
choirs are singing the second Dessus line and occasion-
ally sharing the tessitura of the first Dessus. It was the
influence of German and English choruses that led the
French to adopt the SATB lineup, a process that was
evolving during Bizet’s working life.

Composition students at the Paris Conservatoire
were expected to prepare for a career in opera, with
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the Prix de Rome the first goal for ambitious young
musicians. In the examination for this prize, the pre-
liminary test required the composition of a fugue and a
chorus. This is the origin of Ravel’s five early choruses,
and there are similarly four Bizet choruses that came
into being this way, two of them in the examination
itself in the years 1856 and 1857, two from practise
efforts written in class for his composition teacher, Fro-
mental Halévy. These are all accompanied by a small
orchestra.

The earliest of these is the Valse avec chaur (Waltz for
Chorus), dated January 11, 1855, when Bizet was six-
teen. He was given verses from an earlier Irench opera,
in this case La Nuit de Noél, an opéra-comique by Henri
Reber on a libretto by Eugéne Scribe, first played at the
Opéra-Comique in 1848. The words are banal jollifica-
tion in praise of waltzing and dancing, but the music is
a brisk tuneful waltz with two B sections in contrasting
keys. Likely from the same year is another “practise”
chorus, the Cheur d’étudiants (Students® Chorus). The text
is again by Scribe, this time taken from the opera Le
Lac des fées by Auber, played at the Opéra in 1839. The
riotous text is sung only by men’s voices, with two ten-
ors and two basses given brief solos, and student high
spirits are in plain view.

In 1856, Bizet sat the exam itself and set Le Golfe de
Baia (The Gulf of Baia), two stanzas from an evocative
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poem about the Bay of Naples by Alphonse de Lamar-

tine. This is a lovely work, with a soprano solo hovering
above the chorus, especially at the end where the re-
peated “la lala” fades into the distance (Figure 1). Bizet
liked it so much that he adapted parts of it for his opera
Tvan IV ten years later.

He passed the preliminary test that year but failed
the main exam, so he again entered for the prize a year
later, 1857, when the set text was La Chanson du rouet
(Spinnming Song), a poem by Leconte de Lisle. This catchy
piece calls for a soprano soloist and the same small or-
chestra and mixed chorus as Le Golfe de Baia, and while
the singer loves her spinning-wheel, a middle section
ruefully acknowledges that the wheel will one day spin
thread for her shroud.

Bizet passed the preliminary round and then went
on to win the Prix de Rome itself. A year later he was
in Rome with the obligation to write a sacred work as
proof of his industry as a young composer on the state’s
dime. He decided to write a 7e Deum, which was com-
posed between February and May 1858, soon after his

arrival in Rome. On April 17, 1858, he told his mother
that the Te Deum was finished but still needed to be
orchestrated. “I am not sure what to think of it. Some-
times it seems good, sometimes detestable. What’s cer-
tain is that I am not cut out for religious music.”’

The e Deum was first performed in 1971. It requires
a full orchestra with soprano and tenor soloists. In four
movements, it has a lively soprano solo for the “Tu rex
glorie” and a “Te ergo quasumus,” which seems to
take Mozart’s Ave verum as a model. A broad passage at
“Pleni sunt coeli” in the first movement, repeated in the
last movement, will be familiar to those who know Les
Pécheurs de perles, composed six years later.

In 1859, while he was still in Italy, Bizet composed
his longest work for chorus and orchestra with reciter
and vocal soloists. This is the “ode-symphony” Vasco de

Gama, composed in Rome between January and March

1860 and submitted by Bizet as holder of the Prix de

2on

Rome. His plan was to write a “grande symphonie”
the Lusiad, the Portuguese epic by Luiz Vaz de Camoes

(1524-80). The clear model for such a work was the
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Figure 1. Georges Bizet, Le Golfe de Baia, 1856, mm. 128-134.

Fishergate Music. Used with permission.
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ode-symphony Christoph Colomb by Félicien David, played
in Paris in 1847, which has similar scenes of sailors set-
ting sail, a catchy song for a young male sung by a so-
prano, a mighty storm, a prayer, and a happy arrival.
Bizet’s librettist was a French linguist living in Rome,
Louis-Michel-James Lacour-Delatre, although Bizet was
not happy with his work and had to replace some lines
with lines of his own.

The action covers the departure of Vasco da Gama’s
1497 expedition from Lisbon. A double chorus of sail-
ors and soldiers sings farewell to Portugal, and the
young officer Léonard, a soprano, sings the Boléro that
Ines used to sing to him. This is a gem, a clear pointer
to the verve and character that Bizet put into Carmen.
The giant Adamastor appears and causes a storm to
threaten the ship with torrents of chromatic scales. The
monster, sung by six basses in unison, warns the Por-
tuguese to turn back. Calm returns, but fear remains.
Vasco calls the men to prayer, a lovely movement for
six-part chorus mostly unaccompanied. Land is espied
and they all rejoice. Asia yields its treasures and submits
to the invaders.

Vasco de Gama is a half-hour work for full chorus and
orchestra with a reciter and three soloists. It was labeled
“Part I,” although no other part was ever composed. It
was submitted to the Institute in June 1860, whereupon
the Academicians warned the young composer against
harmonic boldness but observed that the work prom-
1sed a brilliant future. After his return to Paris, Bizet
conducted the first performance at a concert by the So-
ciété Nationale des Beaux-Arts on February 8, 1863.
The next performance took place on July 17, 2023, in
Metz with the Orchestre National de Metz Grand Est
conducted by David Reiland, recorded with other cho-
ral works by the Palazzetto Bru Zane.

In complete contrast, Saint-Fean de Pathmos (St Jfohn of
Patmos) 1s a setting for unaccompanied men’s voices of
a text by Victor Hugo based on the book of Revelation.
It was composed for a Belgian choral festival in 1865.
Bizet’s friend Edmond Galabert wrote: “I was stag-
gered by the elevated character of the piece and by its
difficulty. So Bizet explained to me that Belgian choral
societies [orphéons] were on a quite different level to that
of French societies and that this choral piece would be
very well performed. Unfortunately I do not recall the
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Belgian town it was intended for. I have a vague idea
that it was not Brussels, but I can’t be certain.”® Gal-
abert was probably referring to Cambrai, actually in
France, where Bizet was a member of a twenty-five-
man jury judging choruses from all over Belgium and
northern France on August 20, 1865. Bizet’s chorus
was probably performed at that time, although no re-
cord of a performance has been traced. It is the only
unaccompanied choral work Bizet i3 known to have
written, and it offers a challenge for intonation and
stamina, running for eight minutes unaccompanied
and including a fugue.

For the Exposition Universelle presented in Paris
in 1867, two composition concours were announced by
the Minister in charge, one for a Hymne, the other for
a Cantate. Bizet entered for both (his cantata Les Noces
de Prométhée is lost). Of the two poems offered for the
Hymne, Bizet chose Hymne de la paix (Hymn of Peace) by
Gustave Chouquet, which was published on April 6,
1867. Compositions had to be submitted by June 1 and
identified only by a motto, with the author’s name and
address attached in a sealed envelope. Bizet entered un-
der his pseudonym Gaston de Betsi, and in pursuit of
anonymity he had Galabert copy the score for submis-
sion, while the autograph has not survived.

Under the chairmanship of Gounod, the judges ex-
amined over eight hundred works, all today preserved
in the Archives Nationales." Some were simple melo-
dies without accompaniment for one verse only; some,
including Bizet’s, were extended settings. A few called
for full orchestra. Bizet alone used full chorus and a
large brass ensemble, heavy in Sax instruments. For his
motto, Bizet chose “Fu il vincer sempre mai laudabil
cosa,” the first line from Canto XV of Ariosto’s Orlando
Jurioso (1516), “To win was always a splendid thing.”

Bizet seems to have composed his Hymne tongue-in-
cheek, hardly expecting it ever to be played. Galabert,
who also competed in the two competitions, later said
that the judges seemed to think the Hymne was just a
choral work, with the heavy brass added as some kind
of joke.” No prize was awarded, and Bizet’s Hymne has
never been performed. The vacuously patriotic senti-
ments of the verse would make it hard even for French
choruses to tackle without a few misgivings. The music,
it must be said, shows every sign of having been writ-
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ten in a hurry, and the unreasonably heavy demands
of saxhorns and extra brass suggest that Bizet knew it
would be rejected. After all, the prize for the cantata on
this occasion was won by Saint-Saéns, who made no
unreasonable demands, yet his piece was never played.

Perhaps Bizet’s finest choral work is La Mort s’avance
(Death Awaits), a setting of two somber verses from Can-
tique CLX of Cantiques spirituels (1728) by the Abbé Pel-
legrin, librettist of Rameau’s Hippolyte et Aricie. Nothing
1s known of the work’s origin or purpose, although its
subtitle, Méditation sur deux études de Frédéric Chopin, re-
veals that it takes its harmonic sequence from Chopin’s
Etude op. 25 no. 12 in C minor and Etude op. 10 no. 1
in G major. It is clearly a mature work and was prob-
ably performed under Bizet’s direction since he wrote
out the choral and orchestral parts himself, and a vocal
score was published in 1869.

One last choral piece 1s a brief Ecce Sacerdos, pub-
lished after Bizet’s death in 1885 in Le Livre choral, an
immense collection of sacred works compiled by Pros-
per Sain-d’Arod. It is for soprano/alto voices in three
parts and keyboard (piano or organ). The text is an an-
tiphon and a responsory from the Liturgy of the Hours
and the Graduale Romanum.

Choral music in Paris in Bizet’s time was dominated
by his friend and mentor, Gounod, and by the com-
poser of Mignon and Hamlet, Ambroise Thomas, both
of whom wrote abundantly for choirs. Bizet was often
called in as rehearsal pianist. One great might-have-
been is the thought of more operas if he had not died
at age thirty-six shortly after the premiere of Carmen;
but one might equally lament the unwritten choral mu-
sic he might have written if he had been spared. His
operas display magnificent choral writing, including lit-
tle-known scenes from fvan IV and La Jolie Fille de Perth,
which could easily be extracted and performed on their
own. What we have is worth the exploration by choirs
both large and small.

Most of these choral works have recently been re-
corded for the first time in the admirable collection
of four CDs issued as no. 6 in the series “Portraits”
from Palazzetto Bru Zane (BZ 1059), the foundation
that has done so much to support French music of the
nineteenth century. The second CD in the box opens
with the recording of Vasco de Gama mentioned above,
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followed by Le Golfe de Baia, La Chanson du rouet, Chaur
d’étudiants, and La Mort s’avance sung by the Flemish Ra-

dio Choir also under David Reiland. These recordings
are a revelation for anyone unaware that these vital
works even existed.

Two of these pieces, Le Golfe de Baia and La Mort
s’avance, are published with singing English translations,
and it is planned to provide English singing versions of
all the rest. The distribution of these works in orchestral
or piano/vocal score is handled by Ficks Music of Phil-
adelphia.

An expert group could tackle Samnt-Fean de Pathmos,
but experts are not needed for the Prix de Rome cho-
ruses. These could be performed with piano, since vocal
scores are published with piano reductions in all cases.
La Mort s’avance makes a powerful impression, and Vasco
de Gama would be a bold adventure for choruses, just as
da Gama’s famous voyage of 1497 was for him.

Hugh Macdonald is the Avis H. Blewett Professor
Emeritus of Music at Washington University. He is the
author of several books related to music of the nine-
teenth century and the general editor of the twenty-six-
volume New Berlioz Edition (Bérenreiter, Kassel).

NOTES

! Letter of April 17, 1858. Hugh Macdonald, Bizet in Italy
(Woodbridge: The Boydell Press, 2021), 41.

? Letter of August 3, 1859. Antoine Marmontel, Symphonistes et
virtuoses (Paris: Chaix, 1881), 259.

3 Georges Bizet, Lettres @ un ami, 1865-1872, ed. Edmond Gal-
abert (Paris: Calmann-Lévy, 1909), 21.

* F-Pan F'2 3097-3099.

> Georges Bizet, Lettres d un ami, 26.
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ACDA Student Chapters: Plan Now. Launch Strong This Fall.

Summer may be a quieter season on campus, but it is also a great time to think ahead. Whether your ACDA student
chapter is active, needs a refresh, or has not yet been started, now is the time to gather ideas, review resources,
and prepare for a strong fall semester.

ACDA is here to support student members, faculty advisors, and choral directors who want to build meaningful
student chapter engagement during the academic year.

Key Resources for ACDA Student Chapters

Student Activities Webpage

Your central hub for ACDA student chapter resources, events, templates, and support materials. Use the summer
months to explore what is available, then return to these tools as your chapter begins planning for the fall. Visit

https://acda.org/resources-for-student-members.

Start or Refresh a Student Chapter

Thinking about launching a new student chapter this fall? Need to restart or strengthen an existing one? ACDA
provides guidance to help students and faculty advisors understand the steps involved, organize leadership, and
begin building a chapter that supports student growth, service, and connection.

Student Chapter Governance and Meeting Resources

The Student Chapter Manual, governance resources, meeting templates, and advisor materials can help your
chapter begin the year with structure and direction. Review them now, and use them as planning tools when
students return to campus.

Access to the Choral Journal

Student members have access to the Choral Journal as part of their ACDA membership. Encourage student chap-
ter members to use the Journal for articles, interviews, ideas, and professional inspiration throughout the aca-
demic year. Need help logging in? Email membership@acda.org.

National Conference and Student Engagement

Asthe 2027 ACDA National Conference approaches, students will have opportunities to engage, learn, volunteer,
and connect with the broader choral community. Watch for additional information during the academic year.
Start the Conversation Now

If you are a student, faculty advisor, or choral director, use this summer as a planning window. Talk with your
students, identify chapter goals, review available resources, and be ready to take action when the fall semester
begins.

Questions or need support? Email Dennis Carpenter at dcarpenter@acda.org



- "Matthew Hoch, editor <mrh0032@auburn.edu>

A Stepwise Approach to Teaching French Diction in the Rehearsal Setting

by James Wilson

One of the main deterrents to programming French
repertoire is the time it takes to separate the text from
the score. A repetitive call-and-response approach may
serve the basic need, but it leaves singers with little un-
derstanding of the language, the rules of its pronunci-
ation, and the stylistic flow. Conversely, the conductor
typically does not have time to teach a crash course in
IPA and French diction. What follows in this article is
a step-by-step approach to maximizing the singers’ un-
derstanding of French diction within a timeframe that
respects the many objectives of the rehearsal process.

Step 1.
Incorporate IPA into your teaching

For directors who do not have a background in IPA,
I recommend “IPA Made Easy” by Anna Wentlent.
This is a straightforward pocket guide to understand-
ing the syllables and their applications to English, Ger-
man, French, Italian, Spanish, and Latin. Alfred Music
offers a corresponding set of posters for the rehearsal
space. For those who have open wall space that is vis-
ible to all singers, I recommend hanging a set in the
arrangement of a vowel chart.! This illustrates where
vowels are formed in the mouth from a side point-of-
view, with tongue vowels making up the left-side border
and lip vowels forming the right-side border (see Figure
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1 on the next page).

For singers who are new to IPA, applications to
American and British repertoire are typically more
digestible than applications to foreign languages. This
can help in sculpting the precise vowels for which we
all strive. If; for example, your choir is flattening an [g]
vowel, the vowel chart may be used as an aid to describe
and demonstrate the tongue placement spectrum from
the vowels [e] to [e]. Rather than simply telling the
singers that their [e] vowel needs more “height,” they
will understand we are asking for a different tongue po-
sition. Moreover, if the choir is mixing an [o] vowel, we
can describe and demonstrate the migration between
a purely formed [o] vowel and a tongue-affected [ce]
vowel. It can be helpful to understand and anticipate
what vowel formations our choirs may be prone to

forming based on their region.”

Step 2.
Introduce French Vowel Sounds
Using a Vowel Chart
Once our singers have built an understanding of the
primary IPA syllables and their applications to English
repertoire, they should be ready to incorporate French
vowel sounds. It may be helpful to teach or remind
the choir that English is a language of Germanic or-
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igin, with Germanic cadence and glottal interruption,
whereas Irench is of Latin origin and features a much
more lyrical and uninterrupted flow of syllables. Like
most languages, French flows in a regular alternation
between vowels and consonants. Take, for example, the
opening line of Debussy’s Zrois chansons:

Dicu, qu’il la fait bon regarder.”
[dje kil _la fe b ra.gac.de]

Unlike American English, the vowels in Irench are
quite pure. In introducing these vowels to a choir, it
is better to slowly entone the syllables than to simply
speak the words.* This offers singers a better opportu-
nity to experience the unique formation of each vowel
and how each connects seamlessly to the following con-
sonant. While entoning the above example from Zrous
chansons, be sure to maximize the length of the vowel
sounds, minimize the consonant interruption, and con-

S

Advent & Christmas
” for All Ages

Bethlehem Kolyada, Koly  Cometothe Hodiel Hodie!
Manger = [

(With Go, Tell it on the poys

Ding Dong,
Merrily on Hit

(with Joyto theWorld! Th

Shine the. Advent Light
ACandietghingcoltraton o Acheny
il

BeckiSlagle Mayo
i
Good Christian  Reaching for Carol of Creation
Friends, Rejoice  Light (The Holly and the Ivy)
f——
oRR v ot

[ ren—
Sean Paul

@ CELEBRATING GRACE

celebrating-grace.com

s

54 CHORALJOURNAL September 2026

nect each syllable as seamlessly as possible.

French features several vowels that do not appear in
English. These include the mixed vowels [y], [o], and
[ce]; and the nasal vowels [d], [€], [3], and [c¢]. Using
a vowel chart, describe and demonstrate the position
of each of the mixed vowels in relation to their basic
vowel cousins:

Mixed vowel [y] is tongue vowel [i]
with the addition of lip vowel [u]

Mixed vowel [o] is tongue vowel [e]
with the addition of lip vowel [o]

Mixed vowel [ce] is tongue vowel [e]
with the addition of lip vowel []

Next, describe and demonstrate the position of each
of the nasal vowels in relation to their basic vowel cous-
ins. Technically, a nasal vowel is formed by the slight
lowering of the soft palate, which results in greater res-
onance (i.e., resonant space) in the nasal passage.’

Nasal vowel [d] is modified open vowel [d]
Nasal vowel [£] is modified tongue vowel [g]
Nasal vowel [c€] is modified mixed vowel [ce]

Nasal vowel [6] 1s modified lip vowel [o]

[1] [v] [u]

[e] (] [o]
[ee] [5]

[]

[@]

[a] [a]

Figure 1.
A vowel chart featuring vowels used in the French language.
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Step 3.
Assess the Singers’ Individual Understanding
and Ability to Pronounce French
Syllables Correctly

Entoning takes time, and rehearsals will not often
allow for extensive repetition. This is where directors
often resort to a reactive call-and-response method that
leaves us vulnerable to scattered Americanisms. One
way to offer the individual reinforcement and practice
that will best benefit the choir is to record and share a
tull entonation of your French repertoire. If you have
one or more French-speaking singers, this can be a
nice way to recognize and incorporate their specialized
skill.®

Directors working in a classroom setting may wish to
ascribe entonation recordings as a point of assessment.
Your institution’s Blackboard or equivalent media shar-
ing platform is an excellent place to upload, assign, and
assess entonation recordings. If students are provided
the written IPA, the French text, and a recording of
the correct pronunciation entoned slowly and clearly, a
fair and objective point-assessment should be possible
to execute.

Step 4.

Apply Correct Pronunciation to the Music

Directors often choose to separate the text from the
pitches and rhythms as an initial step in the learning
process. Whether the preference is solféege singing,
count singing, or singing on a neutral syllable, it may
be helpful to remove text as a point of concentration,
thus allowing singers to devote most of their attention
to notes and rhythms. This is especially true when a
new and potentially challenging text is to be applied. If
the music and text is taught separately and to a moder-
ate level of proficiency, directors will enjoy a smooth-
er transition in aligning proper pronunciation to the
notes and rhythms. The smoother the transition, the
casier it is to catch noticeable inaccuracies and offer
corrections in the moment. Naturally, some singers will
take to proper pronunciation more readily than others.
Recorded entonations can help in bringing each singer
to the same level of proficiency without the loss of re-
hearsal time.
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Common Pitfalls

American singers who are new to French will often
fail to entone pure vowels and, instead, maintain the
mixture of American diphthongs, for example, [fe1] in-
stead of [fe] in the word fait. Slow entonation will help
to clear away unintended vowel mixtures and purify
the aggregate vowels.

When working with mixed vowels, it is common to
have to ask for adjustments to either the tongue or lip
positions. Note that when singers are asked to make
these adjustments, the lips and tongue will tend to mi-
grate together as a result of English-speaking muscle
memory. A good way to teach mixed vowel purity is to
isolate the lip vowel before adding the tongue position.
For example, ask the singers to phonate on [u] before
adding [i] in the tongue so that a pure [y] is the re-
sult. Conversely, singers may be asked to isolate a pure
tongue vowel before adding the lip position. If making
these new and unique vowel sounds causes your choir
members to laugh, you’re probably on the right track.

Singers may be prone to incorporating the “Amer-
ican 1,” leading to pronunciations such as [19.gaa.de1]
instead of [ro.gar.de] in the word regarder” When sing-
ing in French, singers should be instructed to lightly flip
the 7 [r] with a forward tongue placement. Some direc-
tors allow for stop-plosive [d] as a substitute for flipped
7 [r], but the French r should always remain vibrant and
maintain airflow.

EVery performancay
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Like [r], the consonant [l] may be formed in differ-
ent places either frontally, with the tip of the tongue
against the upper front teeth, or back with the mid-por-
tion of the tongue pressing back in the throat. The latter
is common in American English, whereas the former is
required for proper singing in IFrench. Singers should
avoid singing on an [1] despite it being a voiced conso-
nant. In the second phrase of Debussy’s Trois chansons
no. 1, the [1] in the word belle should be minimized and
formed at the front of the mouth. The initial vowel [g]
should be maximized while carefully avoiding migra-
tion to the [1]. In this and other instances, it may be
helpful to instruct your singers not to let the consonant
pollute the quality of a pure vowel.

There are many complexities, nuances, and ex-
ceptions that go beyond the scope of this overview of
instructional approach. For a more detailed and thor-
ough study on these topics, see A Course in French Lyric
Diction by Deborah Williamson.

Resource List for Further Study

Adams, David. A Handbook of Diction _for Singers, 3rd ed.
Oxford University Press, 2022.

Davis, Eileen. Sing French: Diction_for Singers, vol. 1, 2nd
ed. Eclairé Press, 2003.

Debussy, Claude. Trois chansons. Choral Public Domain
Library (CPDL), 1999 (rev. March 22, 2001). http://

www.cpdl.org/.

Grubb, Thomas. Singing in French: A Manual of French
Diction and French Vocal Repertoire. Schirmer Books, 1979.

IPA Source LLC. Library of Congress ISSN 2771-
876X. https://www.ipasource.com/.

Wentlent, Anna. IPA Made Easy: A Guidebook for the Inter-
national Phonetic Alphabel. Alfred Music, 2014

Williamson, Deborah. 4 Course in French Lyric Diction.
GIA Publications, 2019.
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James Wilson, DMA, is lecturer of music at the Uni-

versity of Wisconsin La Crosse and assistant director
and chorus master of the La Crosse Symphony Orches-
tra. jwilson2@uwlax.edu

NOTES

!'Wentlent uses [5] in both the guidebook and corresponding
posters, however [6] is more standard in the teaching of
French diction.

? For a more detailed list and IPA-based description of regional
accents in the United States, see Eliza Simpson’s T%e Com-
plete Guide to Regional American Accents at www.boldvoice.com.

5 Author Deborah Williamson illustrates French consonant/
vowel alternation using the line “mais j’entends, que tu
m’aimes bien” from Reynaldo Hahn’s A Chioris. Deborah
Williamson, A Course in French Lyric Diction (GIA Publica-
tions, 2019), 5.

* Although entone is a lesser-used spelling of the word intone, it
1s grammatically correct to use. In this context, it sepa-
rates what we as directors would recognize as a chanted,
Le., “pitched,” wntonation from that of a spoken exercise
for improved diction. Moreover, the word’s origin is from
Middle French—entoner:

SWilliamson, A4 Course in French Lyric Diction, 37.

% French speakers may need to be instructed to avoid the
French guttural 7 [¥], which is generally limited to speech
and French popular song.

7 For those unfamiliar with the TPA syllables [1], [2], and [e1],
pretend you are Brad Pitt’s character in the movie Inglo-

rious Bastards attempting to pronounce the word regarde.
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Donald Bailey
(1943-2026)

Donald L. Bailey, born to R. B. Bailey and
Margaret Ham Bailey in Carlsbad, New Mexico,
on April 10, 1943, went to be with His Lord and
Savior on Good Iriday, April 3, 2026. Dr. Bailey
earned degrees from Eastern New Mexico Uni-
versity and the University of Northern Colorado.
He continued to pursue post-graduate studies at
Indiana University, the University of North Caro-
lina-Chapel Hill, and Westminster Choir College.

Donald served as the director of choral ac-
tivities at Baylor University from 1993 until his
retirement in 2008. Prior to his appointment at
Baylor, he held similar positions at Arizona State
University, Texas Tech University, Houghton
College in New York, and Eastern New Mexico
University, receiving teaching excellence awards
at both ASU and Houghton. He served as pres-
ident of the Texas Choral Directors Association
from 2001 to 2003, and in 2008 he received the
Choirmaster Award from TCDA for exhibiting
“unparalleled leadership in the choral field.”
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During his distinguished career, choirs under
Donald’s direction were invited performers at
three ACDA national conferences, five TMEA
conferences, as well as the New York State School
Music Association, Arizona MEA, and the Music
Educators National Conference. He frequently
appeared as an all-state clinician and was a guest
conductor at both Carnegie Hall and Avery Fish-
er Hall in Lincoln Center.

Despite his numerous accomplishments and
accolades, his greatest legacy shines in the lives
of everyone he touched. He dedicated his life
to musical excellence and to glorifying God. He
was an exemplary mentor to hundreds of choral
directors and music teachers across the country.
Donald is survived by Karen, his beloved wife of
sixty years. Dr. Bailey’s music is available through
Alliance Music Publications and Gentry Publi-
cations. His compositions will continue to be en-
joyed by choirs for generations to come.
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Editor’s note: This article is reprinted from Choral Journal (Oc-
tober 2001) with the approval of the guest editors for use in this

Jocus issue on the topic of French choral music.

The last fifty years have witnessed an explosion of
research and knowledge about performance practice
in almost every area of music. Basic musical elements
once thought to be absolute, such as articulation, vo-
cal technique, and ornamentation, have been subject
to great experimentation and debate. Conductors ev-
erywhere are becoming increasingly aware of new
discoveries regarding authentic performance practices
and are putting them to use in their work. This is best
seen in the abundance of performances and recordings
featuring original or reproduction instruments.

An area not fully integrated into the general prac-
tices of most choral conductors, however, concerns
the use of colloquial Latin pronunciations for choral
music. Some conductors feel it is simply too time con-
suming to work out complex pronunciations. They are
unsure what is authentic, and insecure about their own
abilities in this area. As a result, the only regional pro-
nunciation heard with any regularity is the Austro-Ger-
man pronunciation of Latin. Those of us living outside
Germany hear this Latin variant mainly because of the
many professional choirs with recording contracts in
German-speaking countries. However, some German
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The Use of French Latin

for Choral Music
Anthony R. Reeves

choirs overuse the Austro-German Latin (e.g., in perfor-
mance of pieces such as the Mass settings of William
Byrd) in much the same way liturgical Latin pronuncia-
tion 1s ubiquitous in America.

Relatively few conductors know about alternative
Latin pronunciations, and even fewer understand the
value of employing them. In fact, most regions of Eu-
rope have their own historical Latin pronunciations, and
using the appropriate one can enrich performances of
that region’s repertoire and make them more historically
accurate. One of the most distinctive variants of Latin
pronunciation lies in the sounds of French Latin. Once
conductors and performers understand the subtleties of
French Latin, many idiosyncrasies of French choral rep-
ertoire (often very confusing to conductors and perform-
ers) will be less mysterious.

Latin: A Brief History of Pronunciation

Latin, like English, is a language of many different ac-
cents. Consider, for example, variants of the English lan-
guage; people from Britain speak differently than peo-
ple from the southern United States, yet the vocabulary
germane to the language remains essentially the same.
Because Latin 1s a dormant language, it is easy to forget
that it too was pronounced differently in the various re-
gions of the former Roman Empire. As the vernaculars
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developed, their sounds colored the archaic language

(Latin) used mainly by the church; this symbiotic devel-
opment resulted in regional variants of Latin pronun-
ciation. It is important to realize that the Roman Cath-
olic Church did not codify today’s “standard liturgical
Latin” until early in the twentieth century; prior to that
time, the Latin rites of the Church were pronounced
differently from place to place. Thus, it makes sense
that conductors can improve the stylistic integrity of
any historic music by utilizing the appropriate regional
Latin pronunciation. Following the same logic, apply-
ing Irench Latin pronunciation to Irench music can
yield more authentic performances.

The History of French Latin

Of all the regional variants, the French Latins' have
been especially infamous:

The Gallic? pronunciation of Latin was noto-
rious from early times, when the Celtic Gauls
came to speak the language of their Roman
conquerors. It was later affected by the waves
of Germanic settlers and invaders from the
fifth to the tenth centuries.’

It is important to remember that in most of Europe,
Latin was not the native tongue; it was forced upon
local populations after Roman conquests. Influenced
by their own indigenous languages, the native people
colored Latin with their own speech habits and pro-
nunciations. From the fifth century, Germanic settlers
occupied northern Gaul; their language merged with
that of the local Gallic-Roman descendants, giving
birth to early forms of Irench and eventually affecting
the Latin of the Church. This merging of tongues and
dialects resulted in a form of Latin strongly flavored by
Frangien (the language of central Irance). Other re-
gions of France, especially Normandy and Provence,
developed their own dialectical variations, but it was
the Germanic-Gallic-Roman Latin tongue that was to
mature into modern Irench.

The emergence and development of medieval and
modern French continued to influence the way French-
men pronounced Latin. A thorough investigation of
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this matter will uncover at least four different pronun-
clation systems (in different historical eras) in central
France, with other variant systems in certain French
regions, as well as in what are now the Low Countries.
When speaking of historic French Latin, this article
refers to the time periods approximated by many lin-
guistic historians as: mid-third century—800 C.E.; 800—
1250; 1250-1650; and 1650—1920s.

Closely connected to French Latin is the Fran-
co-Flemish pronunciation, used in the Low Countries.
The Picardi Walloon tongue is still spoken in parts of
northern France and southern Belgium, and was much
more pervasive a thousand years ago. Although French,
Flemish, and Dutch each exacted their influence on this
region and its language, the region’s own idiosyncratic
pronunciation of Latin became significant in music his-
tory because of the influence of the Franco-Flemish
(or Franco-Netherlandish) school of composers and the
influence of the Court of Burgundy. Machaut, DuFay,
Ockeghem, Josquin, and Mouton are but a few of the
better-known composers associated with this school,
and a great deal of their music would benefit from the
use of Iranco-Flemish Latin diction. (To be clear, the
Franco-Flemish Latin variant is different from Dutch,
or Netherlandish, Latin.)

Regional variants of Latin pervaded Europe until
November 22, 1903, when Pope Pius X (r. 1903-14)
issued his decree Motu proprio* with many rules concern-
ing sacred music and its liturgical performance. The
Motu proprio included two matters meriting special
note: guidelines for the restoration and performance
of Gregorian chant, and directions for a universal pro-
nunciation of Latin based on the Roman model. All
the guidelines for official pronunciation follow this de-
cree, including those in the Liber Usualis (itself a late
nineteenth-century creation).

Pius X was more conservative than his predecessor
(Leo XIII), and many historians believe he was respon-
sible for a widening gulf between “modern thought”
and the Roman Catholic Church. As an example of his
conservatism, he instructed the Holy Office to issue a
decree condemning those who applied new methods of
research to Scripture or theology, resulting in a defec-
tion of many Modernists from the Church (e.g., Alfred
Firmin Loisy and George Tyrrell).
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The French accepted Pope Pius’s standardized pro-
nunciation of Latin slowly and reluctantly. The French
church had long been subject to the influences of Gal-
licanism, a French tradition of resistance to papal au-
thority. Two kinds of Gallicanism may be discerned in
French history: an insistence on special rights for the
French monarch within the French church, and an in-
sistence on some degree of independence for the French
church from Rome. Even after the Roman Church es-
tablished supreme papal authority as dogma in 1870,
the French continued to resist. It could hardly have sur-
prised anyone when they proved reluctant to capitulate
on the matter of Latin pronunciation.

In 1912 the Pope wrote the Archbishop of Bourg-
es urging him to press for the standardization of Lat-
in pronunciation in Irance; as late as 1928, Pius XI
wrote, “We, ourselves, express the keenest desire that
all bishops of every nation shall endeavour to adopt it
[the standardized Roman pronunciation] when carry-
ing out the liturgical ceremonies.” Whereas the French
eventually gave in, their capitulation was neither willing
nor complete. In recent years, increasing numbers of
French performance and recordings employ the historic
French Latin pronunciations. (Although it is interesting
that while the German bishops elected, in 1972, to re-
turn to the use of German Latin, the French bishops
never made a parallel decision.) In any case, a perform-
er of French music written in Latin before the first few
decades of the twentieth century would be shortsighted
to ignore the performance ramifications of historical
pronunciations.

Examples of French Choral Literature

Table 1 on the next two pages gives some examples
of composers whose choral music can benefit from an
historic French Latin pronunciation. The list is far from
exhaustive but shows the breadth of pre-1920 compos-
ers to whom this article applies, as well as some post-
1920 composers whose work (e.g., recordings, writings,
or interviews) demonstrates their affinity for Irench Lat-
In pronunciation.
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Liturgical Latin vs. French Latin

The currently accepted liturgical Latin pronuncia-
tion has much to recommend it, largely because it is a
comparatively simple system to teach and learn. Only
five vowel sounds exist in modern Latin, and the conso-
nants are simple, most sounding very much as they do
in English. Furthermore, virtually no exceptions exist
in the rules for liturgical Latin pronunciation.® Famil-
1arity with the system yields little confusion and efficient
use of rehearsal time.

Standard liturgical pronunciation is essentially Ital-
ian Latin and hence shares many attributes with the
Italian language. Because the vowels tend to be open
and the consonants short and precise, the pronunciation
does not interfere with the bel canto vocal production
typically taught in private study. These very attributes,
however, are also weaknesses. For example, open vow-
els, although they are unobtrusive to vocal technique
and quite beautiful in artistic solo singing, tend to yield
a colorless ensemble sound and can make it difficult to
produce fine shadings of tone for text painting or other
exXpressive purposes.

Another problem with the standardized liturgical
pronunciation lies in its universality—the uniform rules
cause singers to produce homogenous sounds regard-
less of composer, nationality, era, or style. It seems
logical that composers determined the shapes of vocal
lines based on the vowel sounds inherent to their own
regional variant of Latin, or at least the variant of the
region in which they worked. Performing vocal music
using a pronunciation far removed from the pronuncia-
tion known by the composer is comparable to ignoring
dynamic markings in a Chopin piano piece. This au-
thor believes it is impossible to create “authentic” per-
formances of early music without making the sound of
the text of paramount importance.

A significant difference between French Latin and
liturgical Latin is that French Latin is not as uniform as
the standardized version. Vowel sounds tend to change
based upon where they are located in a word and what
other letters are around them; many consonant sounds
are predictably flavored by the sounds of French. Should
anyone believe liturgical Latin is in any way neutral, it
is important to understand that it is strongly flavored
by the eccentricities of the Italian language. (Consider,
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Table 1. Historic French Latin Pronunciation

Composer Variant Era

Berlioz French 1650-1920
Binchois Franco-Flemish 1250-1650
Busnois Franco-Flemish 1250-1650
Campra French 1650-1920
Charpentier French 1650-1920
Jacobus Clemens Franco-Flemish 1250-1650
Costeley French 1250-1650
Delalande French 1650-1920
Dubois French 1650-1920
du Caurroy French 1250-1650
Dufay Franco-Flemish 1250-1650
Du Mont French 1250-1650, 1650-1920
Duruflé French 1650-1920
Fauré French 1650-1920
Franck French 1650-1920
Gombert Franco-Flemish 1250-1650
Goudimel French 1250-1650
Gounod French 1650-1920
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Janequin French 1250-1650
Josquin Franco-Flemish 1250-1650
Pierre de la Rue Franco-Flemish 1250-1650
Le Jeune French 1250-1650
Lully French 1650-1920
Machaut Franco-Flemish 1250-1650
Obrecht Franco-Flemish 1250-1650
Ockeghem Franco-Flemish 1250-1650
Poulenc French 1650-1920
Rameau French 1650-1920
Saint-Saéns French 1650-1920
Sermisy French 1250-1650

for example, the rules surrounding the pronunciation
of the letter “c” in liturgical Latin, which are obviously
ITtalianate.) Although understandable, given the loca-
tion of the Vatican, this in no way affected the previous
development of French Latin or the sounds understood
by centuries of French composers.

Syllabic division is another aspect of the difference
between standard liturgical Latin and regional Latin
dialects. The French practice of ending syllables on
vowels whenever possible directly affected the French
pronunciation of Latin. Harold Copeman relates that
Erasmus wrote about this in 1528, comparing the
French and Dutch divisions (and pronunciations) of the
Latin word “Christe”: the Dutch would have divided
the word as “Chris-te,” while the French would have di-
vided it as “Chri-ste.”” This seemingly minor detail has
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larger implications. For example, final [s] is not dropped
in French Latin but is generally pronounced [s]; inter-
nal [s] is often dropped. The French division mentioned
above would have resulted in a pronunciation of [krite].
(This is in direct opposition to the pronunciation of
modern Irench; therefore, do not accept the postulate
advocated by some that merely speaking Latin texts us-
ing the rules of modern French pronunciation produces
French Latin.)

Syllabic stress in French Latin also bears the mark of
French language. In French Latin, as in French, all syl-
lables receive more or less equal stress, with a slight ac-
cent usually occurring on the final syllable of a word. In
liturgical Latin, syllabic stress often occurs on the penul-
timate or antepenultimate syllable of a word. These in-
tricacies of accentuation have obvious phrasing impli-
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cations. A phrase Lully, Rameau, or even Fauré heard
“just so,” performed with a light accent on the final syl-
lable of the last word (with le bon goiit, of course) sounds
quite different when sung in modern liturgical Latin,
with an accent on the penultimate syllable. The result
of the latter method may be beautiful to our modern
ears because we are accustomed to it but will not be
stylistically accurate.

When singing Latin-texted French music using li-
turgical pronunciation, many performers notice the
strange way the syllabification of the text lines up with
the metrical structure; syllables that should (accord-
ing to liturgical Latin) be unaccented often appear on
the downbeats of measures. However, when one takes
French Latin pronunciation into account, these prob-
lems disappear and the words fit perfectly within the
metrical structure. Indeed, when singers observe the
appropriate accentuation, some of the baffling charac-
teristics of French music (e.g., the placement of some
ornament signs in Irench Baroque music) suddenly
make sense. Conductor and early music specialist An-
drew Parrot writes:

In practice, it is all too easy to find reasons not
to bother with the niceties of different histori-
cal pronunciations of Latin.... It may also be
argued that in any case too little is known, and
that relevant information and guidance re-
main inaccessible to non-specialists.... [How-
ever,] in my own experience there have been
three principal benefits...firstly, a correctly
underlaid text will become easier to sing...[be-
cause] the appropriate vowel from the period
is likely to be technically more helpful to the
singer.... Secondly, the rhythms of the mu-
sic and language are more likely to match....
Thirdly, Latin is rescued from appearing to be
a dead language, or the exclusive property of
the modern Roman Church.... In short, what
may appear to be merely a veneer on musical
performance can shed unexpected light on the
nature of the music itself and in particular it
helps to refine our understanding of the subtle
balance of music and text that characterizes
the best vocal writing of any age.®
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Examples of French Latin

Pronunciation

An example from the standard choral repertoire will
readily illustrate some of the differences between stan-
dard Latin and the Irench Latin of ¢. 1650-1920s. Ta-
ble 2 on the next two pages lists brief, general guidelines
about French Latin diction for music written during this
time period. These guidelines are far from exhaustive,
and French Latin, like French, allows many exceptions
to the rules. In addition, it is important to remember the
differing pronunciation practices in the different eras
noted above (mid-third century—800 C.E.; 800-1250;
1250-1650; and c. 1650-1920s) and in different geo-
graphic areas. For more complete details and informa-
tion, readers are encouraged to consult the resources at
the end of this article. Table 3 on page 66 contrasts the
standard liturgical and French Latin pronunciations of
the Gloria of the Mass Ordinary.

Conclusion

Awareness of different systems of Latin pronuncia-
tion related to geographic regions and historic periods
can enhance the stylistic integrity and beauty of sung
music, as they are truer to the pronunciations under-
stood by the composers. It stands to reason that when
composers wrote vocal music, they made composition-
al decisions based on the Latin sounds they knew and
used. If modern performers endeavor to reproduce the
sounds of French Latin when singing French music, the
musical product will be more stylistically appropriate
and significantly more beautiful than if they use the
modern universal pronunciation of Latin bearing little
resemblance to the original pronunciation.

The careful choral conductor must consider accu-
rate pronunciations when preparing to perform a piece
of early music. Of course, one must take into account
the ability level of the singers and available rehearsal
time when deciding whether to use historical Latin, but
if stylistic accuracy is the goal, appropriate historical
Latin pronunciation is crucial. Choirs will reach the ex-
pectations set for them, and if proper diction becomes
a goal of performance, conscientious choir members
will endeavor to meet the goal.
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Table 2. Summary of Latin Pronunciation in France, ¢. 1650-1920

Spelling Pronunciation Notes

Vowels
a [a], more forward than ltalian or German
ae [e]inan open symbol; [e]in a closed syllable
am, an [am] or [an] but: if a consonant follows, [a] followed by the consonant
au [o]; nat open ]
eae, oe [e] or[g], asin"ae" above
em, en [em], [en]
emp, ent [€ mp], [ent]
eu [0]
Y (]
im, in (€] or [im] or [in]
0 [o]in an open symbol; [>] in a closed syllable
om, on €]
non [non]
u [v]
um, un [pm], [pn]
unc, unt [cet], [ot]
Consonants
¢ e beforee, ae, oe,i,ory [s]

e otherwise (k]
cc o before e, ae, oe, i, ory [s]

e otherwise [ks]
ch e before e, ae, oe, i, ory [J]

e otherwise [ks]
g [3]
gn [ n], or[gn] in cetain words
h mute
j (3]
qu [kw]
quo [ko]
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Continued from the previous page

S usually [s]; but [z] between vowels or voiced consonants
5, t not dropped at ends of words

ti [s1]

X, XC [ks] before consonant; [gs] before vowel

z 2]

Table 3. Contrasts Between Standard Liturgical and French Latin

Text

Liturgical Latin

French Latin

Gloria in excelsis Deo.
Etin terra pax hominibus
bonae voluntatis.

[gloria in ekfelsis deo
et in tera paks ominibus
bone voluntatis

[gloria i nekselsi zdeo
e ti ntera pa ksominiby zbone
vol3tatis

Laudamus te.
Benedicimus te.
Adoramus te.
Glorificamus te.

laudamus te
benedikamus te
adoramus te
glorifikamus te

lodamy ste
benedisimy ste
adoramys ste
glorifikamy ste

Gratias agimus tibi propter
magnum gloriam tuam,

gratsias agsimus tibi propter
manam gloriam tuam

grasia zazimy stibi prote
rmagna gloria tyam

Domine Deus, Rex
caelestis,
Dues Pater omnipotens.

domine deus reks tfelestis
dues pater omnipotens

domine dey sre kselestis
dey spate r3nipotéz

Domine Fili unigenite
Jesu Christe.

Domine Deus, Agnus Dei,
Filius Patris,

domine fili unidzenite

jesu kriste

domine deus, apus dei filius
patris

domine fili ynizenite

3ezy krite

domine dey, sagny zdet filiy
spatris

Qui tollis peccata mundi,
miserere nobis.

Qui tollis peccata mundi,
suscipe deprecationem
nostram.

Qui sedes ad dexteram
Patris,

miserere nobis.

kwi tolis pekata mundi
miserere nobis

kwi tolis pekata mundi
sufipe deprekatsionem
nostram

kwi sedes ad dexteram
patris miserere nobis

kwi toli spekata mpndi
mizerere nobis

kwi toli spekata mpndi
sysipe deprekasione notram
kwi sede za dekstera patris
mizerere nobis

Quoniam tu solus sanctus.
Tu solus Dominus,

Tu solus altissimus,

Jesu Christe.

Cum Sancto Spiritu,

In gloriq Dei Patris

Amen.

kwoniam tu solus sanktus
tu solus dominus

tu solus altisimus

jesu Kriste

kum sankto spiritu in
gloria dei patris amen]

konia ty soly satys

ty soly zdominys

ty soly zaltisimys

3ezy krite k3 sdo spirity
1 ngloria det patris
amen]
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Resources for Further Study

When teaching alternative Latin pronunciations
for the first time, one should not underestimate the
amount of time singers need to become familiar with
the new pronunciations and overcome years of expo-
sure to “traditional” Latin. Several resources exist to
enable performers to learn appropriate historical pro-
nunciations. Singing Early Music, edited by Timothy Mc-
Gee and others, covers numerous languages and dia-
lects and includes a CD recording to help performers
develop an ear for the correct pronunciations. Harold
Copeman’s Singing in Latin offers a plethora of histori-
cal and practical information. A most interesting and
informative book about Irench Latin is Patricia Ra-
num’s Méthode de la Prononciation Latine Dite Vulgaire ou a
la Frangaise. 1t is in French, however, and no English
translation yet exists.

Selected Bibliography

Copeman, Harold. Singing in Latin. Oxford: Harold
Copeman, 1990.

Grubb, Thomas. Singing in French: a Manual of French Dic-
tion and French Vocal Repertoire. Schirmer Books, 1979.

McGee, Timothy J., et al., eds. Singing Early Music: The
Pronunciation of European Languages in the Late Middle Ages
and Renaissance. Indiana University Press, 1996.

Ranum, Patricia M., and Jacques Le Clerc. Methode de
_fa prononciation latine dite vulgarre ou 1t fa franraise: pelite meth-
ode it l'usage des chantelt1°S et des rifcitants d’apres le manuscl’it
de dom Jacques le Clerc. Aries, France: Acres sud, 1991.

Anthony R. Reeves is visiting assistant professor of
music at Hamilton College, Clinton, New York.’

NOTES

Mnstead of French Latin, it might be more accurate to speak
of French Latins. The pronunciations in different geo-

graphic areas developed and mutated over time. Cionse-
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quently, it is impossible to give a single set of diction rules
for this pronunciation, as in actuality many different pro-
nunciations have existed, one merging into or emerging
from another. The task of the choral conductor is then
more complex: to determine which of the Irench Latin
pronunciations is appropriate for a piece of music, and
then learn and teach it. The resources cited at the end of
the article are good places to begin.

2 Of or relating to Gaul, or what is modern France.

% Harold Copeman, “French Latin.” In Singing Early Music, ed.
Timothy J. Mcgee, et al. (Indiana University Press, 1996),
90.

* Motu Proprio is the name given to Papal rescripts that use
the words “motu proprio” (“of his own accord”) in the
document. These words indicate that the Pope has made
these decisions personally and of his own accord. It is
neither a Brief nor a Bull, and usually creates laws or
regulations or grants favors.

® Quoted by Harold Copeman, Singing in Latin, 308.

® For a complete guide to standard liturgical Latin pronun-
ciation, see: The Rev. Michael de Angelis, The Correct
Pronunciation of Latin According to Roman Usage (GIA Pub-
lications, 1937).

’ Harold Copeman, Singing Early Music, 95.

% Andrew Parrot, Preface to Harold Copeman’s Singing in Latin,
or Pronunciation Explor'd (Harold Copeman, 1990), vi-vi1.

¥ Editor’s Note: This is the author’s information published
with the original article in 2001. We were unable to lo-

cate updated information for this publication.
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Call for Research Poster Sessions
2027 ACDA National Conference
- = = Application Opens: October 1, 2026
A Application Deadline: November 3, 2026, 11:59pm CDT

MARCH 7-10

2027

The American Choral Directors Association will sponsor a research session at the 2027 National Conference in
Minneapolis, Minnesota, March 7-10, 2027. The intent of the research poster session is to bring current research to
light that impacts and informs our profession and to encourage our colleagues in the choral world to stay in touch
with research in choral music.

We seek research reflecting the breadth and depth of choral music teaching, learing, and practice, including
studies that may be completed or currently in progress. This session is designed to showcase a wide range of scholar-
ship-such as investigations of rehearsal techniques, performance practice, repertoire selection, and emerging trends
within the choral field—and to provide a forum for collegial dialogue around research.

Of particular interest are studies focused on repertoire, performance practice, conducting pedagogy, rehearsal
pedagogy, vocal development, critical editions, theoretical analysis that informs performance, research in the K-12
setting, research with unique ensembles and in unique settings, research that spans the life of a singer from birth
through adulthood, and research on vocal or compositional practices in contemporary choral music.

The poster session space will include an easel that will accommodate up to a 36" x 48" poster. Your poster should
be a single full-color document no larger than 36" x 48" inches in size light enough to be pinned on the display board
with push pins (the conference venue will have pins available). You will transport your poster to the conference site.

1. Abstracts submitted for presentation must comply with the following guidelines:

(a) If the data have been presented in whole or substantive part in any forum or at previous research sessions, a
statement specifying particulars of the above must be included with the submission. Papers presented at other con-
ferences will be considered only if the audience was substantially different (e.g., a state meeting or a university sym-
posium). A statement specifying particulars of past presentation and venue must be included with the submission.

(b) The paper may have been submitted but must not be in print or in press prior to the submission deadline of the
conference.

2.The research may be of any type, but a simple review of literature will not be considered for presentation.
Manuscript style of articles representing descriptive, quantitative, or qualitative studies must conform to the Publi-
cation Manual of the American Psychological Association (7th edition, 2020). Authors of other types of studies (e.g.,
historical, theoretical) may submit manuscripts that conform to either A Manual for Writers of Term Papers, Theses, and
Dissertations (K. L. Turabian, 9th edition, 2018) or The Chicago Manual of Style (18th edition, 2024).

3.The following items are required for submission: An abstract of no more than 3000 characters (including ref-
erences) summarizing your research purpose, method, findings, discussion, and implications. The name(s) or affili-
ation(s) of anyone involved in the submission must not appear in the abstract. Incomplete submissions (e.g., those
discussing proposed research without any preliminary findings) will be rejected.
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The submission form will also ask if this is your first time submitting to the research poster session as well as if you
are a member of a historically marginalized group. These questions, in an effort toward equity and inclusion, will have
no bearing in the blind review process, but will help ensure that emerging scholars as well as scholarship from diverse
perspectives appear on the national research program.

Presenters must be current members of ACDA, and all persons whose work is selected for inclusion on the program
are expected to register for the conference. It is understood that ACDA will not assume financial responsibility for travel,
food, or lodging for poster session presenters. Your submission implies that you are prepared to travel and present at the
conference if accepted.

4. To apply, visit https://acda.org/resources/research-and-publications-committee. The submission window will
open on October 1,2026, and the deadline is November 3, 2026, at 11:59pm CDT. The helpdesk will be available until
5pm CDT on the day of the deadline. Extensions will not be granted for any reason. Additionally, you must be an active,
international, or student member of ACDA to submit for a research poster session.

5. All submissions will be reviewed blind by a committee of scholars. Applicants will be notified of the status of their
submission via email by December 15, 2026.

The research poster session will be held at the 2027 ACDA National Conference in Minneapolis, MN, between March 7-10,
2027. A specific date and time for the presentation during the overall conference schedule will be published in the fall.

For questions, contact Jamey Kelley at Jamey.Kelley@unt.edu.
For technical or membership support, email membership@acda.org.

An example of poster session boards from the 2023 National Conference in Cincinnat.
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2027 Student Conducting Masterclass
Application Information

Application Opens: September 1, 2026
Application Deadline: October 15,2026, 11:59pm CST

MINNEAPOLIS
MARCH 7-10

2027

The ACDA Student Conducting Awards and Competition were initiated during the 1993 ACDA National Conference in
San Antonio, Texas. In 2019, the event was reconceived as a masterclass model, shifting the emphasis from competition
to mentorship.

For 2027, this opportunity will again be offered as the Student Conducting Masterclass, featuring both Undergraduate
and Graduate categories.

Objectives
1.To acknowledge and reward outstanding undergraduate and graduate student conductors
2.To encourage score preparation and the advancement of conducting and rehearsal skills
3.To promote greater engagement in student activity at the ACDA National Conference

Selection Criteria

Acceptance will be based on:

» Conducting technique

* Rehearsal pedagogy

* Expressive musicality

» Use of appropriate performance practice

The student conducting masterclasses will take place at the 2027 ACDA National Conference in Minneapolis, with the
undergraduate session scheduled for March 8 and the graduate session scheduled for March 9.

. ELIGIBILITY REQUIREMENTS
Applicants must:

* Hold a valid ACDA active or student membership.

1.To confirm membership status or locate your membership number, visit www.acda.org and click “Sign In" in the
upper right corner.

2.To join, visit www.acda.org/membership.

* Applicants must be either a full- or part-time degree-pursuing student at a college or university in the United States or
U.S. Territory at the time of the application and at the time of the masterclass (March 8 & 9, 2027). Status will be verified
by submission of a student ID card and sponsor verification.
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* Submit a complete application portfolio via the ACDA application portal, which will include:
1. Personal information (not visible to video adjudicators)
2. Verification of video validity (faculty sponsor name and faculty sponsor ACDA membership number)
3. Verification of student status; Student ID upload (.png, .jpg, .jpeg)
4. Audition video upload (.mp4)
5. Fully marked PDF scores of the two selections (2 separate PDF uploads)
6. Résumé of conducting experience (.pdf)
7. Headshot (.png, .jpg, .jpeg); for conference website and publicity, if chosen
8. 900-character biography (for conference website and publicity, if chosen)

9.$20 entry fee (online payment only via debit/credit card at time of application)*

*If an applicant is experiencing financial hardship and cannot pay the $20 entry fee, contact Dr. Jenny Bent,
Collegiate Activities Coordinator (bentje@sonoma.edu) by September 15, 2026.

[. AUDITION VIDEO INFORMATION
Musical Submission Requirements

1. Applicants will rehearse and conduct two choral compositions. The video should show the conductor's ability to
communicate and rehearse effectively with the ensemble and use appropriate and expressive gestures when
conducting.

2. Afully marked, color PDF score analysis of both works must be uploaded (2 pdf uploads)
3. Repertoire Requirements:

a. One selection must be by a historically marginalized or underrepresented composer. One selection must
be from the 17th, 18th, or 19th century. One selection must be from the 20th or 21st century. One of the
selections must include mixed and/or asymmetrical meters (eg. 7/8, 5/4).

b. Graduate applicants only: One selection must be conducted with baton.

Additional repertoire considerations:
+ Selections must contrast in tempo and style.

* Selections may be accompanied or unaccompanied. Keyboard reductions may substitute for orchestral
accompaniment.

* Excerpts from larger works are permitted.
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Repertoire resources (not exhaustive and not an endorsement by the committee):
* https://www.composerdiversity.com/
* http://chorosynthesis.org/esvdatabase

* https://guides.library.yale.edu/music-diversity/repertoire

Format & Duration
* Both selections must be recorded consecutively without stopping the device.

* No editing, sound enhancement, or post-production is permitted.
* The total conducting time, for both works, is a minimum of 10 minutes and maximum of 12 minutes.
* Rehearsal time should be balanced between selections.

* Applicants are encouraged to begin the uploading process early to avoid any technical issues. Late applications will
not be accepted FOR ANY REASON, including technical issues the applicant may experience.

Camera & Audio Requirements
« Camera angle showing all conducting movements (full-frontal view is recommended and preferable)
* Clear, audible choral sound

* The applicant must announce title and composer before each selection.

Anonymity
* The applicant must not identify themselves or their institution in the video.
* No institutional logos, clothing, or signage may be visible.

* No spoken or written identification may be made.

Sponsor Verification

* The applicant will be required to provide the name, email address, and ACDA member number of one faculty
sponsor who can verify the recording and student status, if asked.

* The sponsor must have either been present at the recording or viewed the final submission.

[tis the applicant’s responsibility to ensure compliance with all guidelines.

I1l. APPLICATION DEADLINE
All materials must be submitted by 11:59 PM CST on October 15, 2026.

All materials become the property of the American Choral Directors Association.
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Technical support will be available via membership@acda.org until 5:00 PM CST on October 15, 2026.

Late applications will not be accepted for any reason, including in cases of technical difficulty. Applicants are strongly
encouraged to submit early. Applicants are responsible for planning ahead to ensure they can complete the application
process on time.

Incomplete or erroneous applications will result in disqualification.

IV. AUDITION REVIEW PROCESS
The National Student Conducting Masterclass Committee will appoint a review panel to evaluate submissions.

* Up to four undergraduate and four graduate conductors will be selected.

* Review panelists may not evaluate their own students.

Applicants will be notified by email on or before December 4, 2026.

V. CONFERENCE SESSION INFORMATION
The Masterclass Sessions will be held during the 2027 ACDA National Conference.

Each selected conductor will:
+ Participate in a pre-conference coaching session with a masterclass clinician.

* Receive live feedback on gesture, rehearsal technique, and score study during the conference session.

Selected conductors will receive complimentary conference registration and a $250 honorarium.
Additionally, they will be formally recognized in ACDA publications and acknowledged publicly at the
2027 National Conference.

Disclaimer

No person connected with the selection of masterclass participants may be involved with any decision involving that
person’s student (over the past three years) who has applied or been selected as a participant in the ACDA Student
Conducting Masterclass.

For questions about the application process, contact Jenny Bent, Collegiate Activities Coordinator
(bentje@sonoma.edu)

For technical support or membership support, contact membership@acda.org

Application Opens: September 1, 2026
Application Deadline: October 15, 2026, 11:59pm CST

Access the application at: https://acda.org/resources-for-student-members
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Designing the Community Choir Experience:

Trust, Structure, and Singer Engagement in Volunteer Ensembles

by Matt Hill

Introduction: Moving Beyond Repertoire

In the choral profession, conversations about en-
semble success frequently focus on repertoire selection,
interpretive nuance, and the polished final perfor-
mance. These aspects remain essential. Repertoire is,
of course, the vehicle through which singers encounter
artistry. However, the aspects mentioned above often
overshadow a more foundational truth: the long-term
vitality of a community choir depends far less on what
we sing than on /ow we design the entire singer expe-
rience around human needs rather than musical de-
mands alone.

I have spent more than twenty years balancing roles
as a university choral educator, music minister, and
community choir leader. In January 2007, I founded
Sing Omaha, a nonprofit choral organization in Ne-
braska. Over the last twenty years, Sing Omaha has
grown from a single adult ensemble into a vibrant eco-
system of nine choirs serving more than five hundred
musicians annually across the Omaha area—including
children, youth, and adult choristers, summer camp
participants, and private lesson students. This growth
is the direct result of years of intentional design that
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placed the singer experience at the center of every de-
cision, from the first rehearsal announcement to the
final curtain call.

My work has also included significant experience in
music ministry—leading volunteer (mostly adult) sing-
ers in worship settings that share many of the same
dynamics as community choirs: intrinsic motivation,
diverse musical backgrounds, limited rehearsal time,
and high expectations for both artistic integrity and re-
lational warmth. These parallel experiences across two
decades have reinforced the consistent lesson that sing-
ers return and audiences grow when the experience
feels thoughtfully designed.

Community choir participants choose to attend.
They arrive after demanding workdays and family
responsibilities, carrying varied musical backgrounds,
and secking both artistic fulfillment and meaningtul
human connection. When singers feel valued as whole
people rather than simply as voices, they invest more
deeply and stay longer.

Hilary Apfelstadt has long emphasized that rehears-
als must “offer a logical sequence of strategies.”! Colin
Durrant describes choral singing as a fundamental-
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ly social activity, one shaped by the relationships and
shared intention among singers.” Malcolm Knowles’s
andragogy theory further illuminates why adult learn-
ers thrive when experiences feel relevant, autonomous,
and personally significant.® At Sing Omaha, our guid-
ing ethos is “Passionate Musicianship, Artistic Excel-
lence, People First”—a triumvirate of virtues we aspire
to daily.

In a previous Choral Journal article (November/De-
cember 2023), I focused primarily on rehearsal me-
chanics.* This present article builds outward into a
more comprehensive framework: sustainable commu-
nity choir success rests on three interdependent pil-
lars—trust, structural clarity, and purposeful engage-
ment.

The timing feels especially meaningful as Sing Oma-
ha marks its twentieth anniversary in 2026. Chorus
America’s The Chorus Impact Study: Singing for a Lifetime
(2019) reported that more than 54 million Americans
sing in choruses—an increase from 14% of the popu-
lation in 2008 to 17% in 2019—yet traditional school
and church ensembles continue to face ongoing par-
ticipation challenges.” Post-pandemic realities, hybrid
expectations, retention pressures, and an aging yet so-
cially hungry population have heightened the need for
intentional design. Community choirs, alongside music
ministry contexts, serve as vital engines for lifelong sing-
ing, delivering documented benefits including reduced
loneliness (73% of singers reported feeling less alone),
stronger social skills, greater optimism and resilience,
and markedly improved quality-of-life measures—par-
ticularly for adults sixty-five years or older, where 69%
rated their quality of life as “very good” compared to
just 22% in the general population.®

By centering trust, structure, and purpose, we create
environments where ordinary people willingly invest
their time, energy, and voices in something larger than
themselves. These benefits are not abstract; they man-
ifest in the smiles on the faces of singers who tell us,
“Rehearsal is the highlight of my week.”

The Community Choir as
a Distinct Ecosystem

Community choirs occupy one of the most complex
leadership environments in the choral field. Unlike uni-
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versity or school ensembles, they cannot rely on grades,
credit, or degree requirements to compel attendance.
Unlike professional groups, they lack contracts, sti-
pends, or uniformly advanced training. Music ministry
settings often mirror this hybrid reality, drawing volun-
teer adult singers who balance full lives with a desire for
meaningful musical and spiritual contribution.

Instead, these ensembles thrive in a space defined by
four key characteristics:

* Voluntary participation driven by intrinsic moti-
vation.

» Highly diverse musical backgrounds and life ex-
periences.

¢ Limited rehearsal time.

* Elevated expectations for both artistic excellence
and relational warmth.

Opver the years, I have watched college students, pro-
fessionals, and empty nesters discover (or rediscover)
their voices in an atmosphere that respects their busy
lives. Adults respond powerfully when structures honor
their time while fostering both artistic and communal
bonds.

At Sing Omabha, these dynamics have played out
across nearly two decades of growth. What began with
a single adult choir has expanded into a multi-gener-
ational program with clear pathways. Over nineteen
seasons, we have observed strong correlations:

* Retention rates correlate more strongly with re-
hearsal experience quality than with repertoire
difficulty or “wow factor.”

* Singer feedback indicates high satisfaction when
expectations, schedules, and feedback systems feel
transparent and consistent.

* Audience attendance has grown steadily when con-
certsemphasize sharedidentity and community sto-

rytelling rather thanisolated programming choices.

These observations reinforce the central premise:
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ensemble design—mnot repertoire selection alone—
drives long-term sustainability and impact. These pat-
terns have proven resilient across changing seasons,
programming, and external challenges, including the
profound disruptions of the pandemic years from
which we emerged stronger in ensemble membership,
concert attendance, and community impact.

Pillar I:

Trust as the Primary Rehearsal Currency

Choral singing is an inherently vulnerable act. The
voice is internal, deeply personal, and is exposed the
moment sound emerges. In volunteer community or
church settings where singers owe the conductor noth-
ing beyond their presence, trust becomes the central
currency of the rehearsal room. Without it, even the
most brilliant repertoire and efficient techniques yield
limited results. Trust manifests in three interrelated di-
mensions, each of which calls for a corresponding re-
hearsal practice:

* Confidence that the conductor arrives thoroughly
prepared and respects singers’ time.

* Psychological safety that encourages musical
risk-taking rather than perfectionism.

* Assurance that feedback is constructive, specific,
and delivered with care.

The ensemble tone opens when singers feel support-
ed; when they feel judged or exposed, it tightens. When
volunteer singers gather weekly not for grades or pay
but for a shared sense of meaning, the quality of trust
in the room 1s immediately felt. Technical progress ac-
celerates dramatically once trust is firmly established—
both between the conductor and the ensemble, and
within the singing community itself.

Practical Applications

Each of the following practices targets one dimen-
sion of trust directly—preparation, safety, and feed-
back—and all three have been refined through parallel
work in community choir and music ministry settings.
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1. Predictable Rehearsal Design. Every rchears-
al follows a consistent, reliable arc: for example,
5—10 minutes of physical and vocal activation fol-
lowed by purposeful work through repertoire with
a balance of attention to challenging material and
opportunities to sing well through better-prepared
or more accessible passages. The focus is always
on striving to achieve rehearsal balance devoted
to ensemble integration and musical flow. This
structure echoes Apfelstadt’s call for purposeful
sequencing’ while accommodating adult attention
spans and energy levels after full workdays or min-
istry commitments.

This consistent arc scales naturally for the 90-
or 120-minute rehearsals more typical of adult
community choirs: the physical/vocal activation
and targeted skill/section blocks remain brief and
focused, while the ensemble-integration segment
expands proportionally to allow deeper musical
flow without sacrificing efliciency or singer energy.
In practice, this means that even on weeks when
energy is low after a long workday, singers know
exactly what to expect and can settle in quickly.
See Table 1 on the next page for a sample rehears-
al arc.

2. Collaborative Language and Tone. Small shifts
in wording create large differences in safety. In-
stead of “That vowel is incorrect,” try, “Let’s unify
this vowel. Listen for the warmth and roundness
we’re building together.” These invitations foster
ownership and reduce defensiveness. Over time 1
have seen these subtle linguistic choices transform
hesitant singers into active participants who offer
ideas and corrections to one another and to me.

3. Demonstrated Preparation and Score Mas-
tery. Timothy Mount’s guidance on the first re-
hearsal is especially relevant for volunteer ensem-
bles: conductors must know the score intimately
before singers arrive.” Inefficient pacing signals
disregard for limited time; efficiency in rchears-
al 1s itself’ a profound form of respect. As David
Brunner has observed, “most of the conductor’s
work is actually done behind the scenes,” and the
rehearsal hour itself depends on whether that
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preparation “uses the available time in the most  the gifted amateur who plays piano but struggles with

99

productive manner. sight-singing, the recent high school or college gradu-

ate eager to continue high-level music making, or the

These three practices are especially powerful for  lifelong church singer whose primary training has been
singers with highly diverse musical backgrounds: the  aural rather than notational.
returning adult who has not read music in decades, Trust lowers the fear of “being wrong,” structural

Table 1. Sample 120-Minute Rehearsal Arc

Time Piece Special Instructions

7:00 Welcome and Vocalizes

7:05 Teach by rote

7:10 Begin memorization right away

7:15 Review the A section rhythms on "doh"

7:20 Review pitches from mm.22 - 33 on "toom"
7:25 Tease pitches mm. 11 - 21

7:30 Echo Pitches mm. 1-17 on 'dote’ on all choir 1

7:40 Pitches mm. 18 - end

7:55 Lift Thine Eyes Remind tone color filter, run on text

8:00 Break

8:10 Announcements

8:15 Sound the Trumpet long-line phrases - consistent tone color

8:20 Start soft, steady crescendo through long tones
8:30 Widmung Pitches all the way through on 'loh’

8:35 Soprano 1s only on the top of 3-part mm 37-38
8:45 Hotaru koi

8:50 Run through twice on "doh," once slowly, once at near tempo
9:00 Dismiss
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clarity provides explicit pathways (such as optional no-
tation tutorials or section-leader mentoring), and pur-
poseful engagement connects every singer’s contribu-
tion to the ensemble’s larger story. When adult learners
see that their varied life experiences are assets rather
than deficits, technical progress accelerates and reten-
tion soars—exactly as Malcolm Knowles’s andragogy
principles predict.'”

When trust is present, singers take risks that elevate
the entire ensemble. Hesitant volunteers will blossom
into confident contributors once they feel genuinely
supported.

Pillar II:

Structural Clarity and Singer Buy-In

While trust operates at the interpersonal and emo-
tional level, structural clarity functions at the organiza-
tional and systemic level. Clear structure answers the
three silent questions every volunteer singer carries:
What 1s expected of me? How do I succeed here? What does
sustained participation look like?

Without clarity, even high-trust environments can
erode under confusion or perceived unfairness. In my
experience, the absence of a clear structure is one of
the quickest ways to lose even the most dedicated par-
ticipants. Volunteer singers thrive when structures feel
fair, predictable, and respectful of their lives outside of
choir.

Each of the three silent questions above can have a

structural answer, and each has a music ministry par-
allel:

1. Visible Ensemble Pathways (What does sus-
tained participation look like?): A multi-level struc-
ture can create a natural trajectory, encouraging
long-term investment from singers and audiences
alike. Singers can literally see their journey from
childhood into adulthood, creating a sense of pro-
gression and belonging.

2. Explicit and Consistent Expectations (What
is expected of me?): Attendance policies, prepa-
ration guidelines, and communication protocols
should be outlined in a concise singer handbook
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and reinforced consistently. Consistency matters
as much as clarity: policies applied unevenly are
almost as corrosive to trust as policies that are nev-
er communicated at all.

3. Administrative Simplicity (How do I succeed
here?): Streamlined online tools (e.g, the Teach-
erZone app) minimize logistical friction, allowing
singers and staff to focus on artistry and relation-
ship building rather than administrative confusion.

Structural clarity does not constrain a community
choir—it liberates it.

Pillar III:

Engagement Through Purpose

Participation opens the door; purpose keeps singers
returning. Purpose crystallizes when singers understand
why the music matters, what their unique role is within
the ensemble, and what larger impact their collective
work has on the communities they serve. Singers must
feel connected to the expressive intent of the music. In
community and ministry settings, that connection must
extend beyond the notes on the page to the ensemble’s
broader identity and community role.

Aligning Artistic Vision with Community Engagement

While purpose begins within the ensemble, it must
ultimately extend beyond the rehearsal room. For com-
munity choirs in particular, artistic success is insepa-
rable from audience engagement. Unlike school or
church ensembles, which operate within institutional or
liturgical frameworks, most community choirs depend
on ticket revenue, donor support, and sustained public
interest as core components of their economic model.
As a result, season planning must account not only for
artistic integrity but also for audience accessibility, the-
matic clarity, and marketability. This reality does not
diminish artistry, but it does reframe it. The question is
not whether to prioritize artistic or audience consider-
ations but how to align them in a way that strengthens
both.
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Designing with the Audience in Mind

Effective community choir programming begins
with a simple but often overlooked question: Why
would someone choose to attend this concert?

In my work with Sing Omaha and in similar com-
munity-based settings, audience engagement has prov-
en most consistent when programming reflects three
interrelated principles:

1. Clanity of Theme: Concerts framed around a clear,
compelling idea provide an entry point for audi-
ences who may not initially connect with reper-
toire alone. Titles and themes should communi-
cate immediately without requiring specialized
musical knowledge. Graphic design for social me-
dia promotion and concert programs is also both
enhanced and simplified by a unified theme.

2. Emotional Accessibility: Programs that balance depth
with approachability invite a broader audience base.
This often includes repertoire that is text-driven,
narratively cohesive, or culturally familiar, even
when presented alongside more complex works.

3. Communicability: If singers can easily explain the
concert’s purpose to a friend or colleague, the pro-
gram is more likely to generate organic audience
growth. In this sense, singers themselves become
the most effective marketing agents.

These principles align closely with Colin Durrant’s
assertion that choral singing is fundamentally a social
activity.'' The concert, then, is not simply a perfor-
mance. A concert is a shared experience between en-
semble and community.

T hree High-Engagement Communaty Choir Concert Models

Community choir organizations often find sustained
audience growth by programming within one (or more)
of the following high-engagement concert types:

1. Thematic/Narrative Programming
Concerts built around a unifying idea or emotion-
al arc (e.g., Choral Canvases [music inspired by vi-
sual art], The Poet Sings [secular texts by famous
poets], Music in the Reeds [woodwind accompa-
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nied]). A unifying theme provides continuity for
the audience and a sense of shared purpose for
multi-choir organizations.

2. Popular/Genre-Based Programming

Concerts centered on recognizable styles, eras, or
cultural touchpoints (e.g., Yacht Rock Party, Sing
Omaha Loves the 90s, Icons, One-Hit Wonders).
These programs offer immediate accessibility and
are particularly effective for audience expansion
and first-time attendees. Venue matters: a club
with a stage for a band may be more suitable for a
pop/rock concert than a church, school, or com-
munity center.

3. Collaborative/Event-Based Programming
Concerts defined by partnership or scale (e.g,
choir with orchestra, guest artists, interdisciplinary
collaborations, commissions/premieres). These
events often serve as anchor performances within
a season, creating heightened visibility and artistic
ambition.

Most successful seasons include a strategic balance
of these models, allowing organizations to engage di-
verse audiences while maintaining artistic variety and

depth.

Case-Based Observations from Practice

Shifts toward audience-centered thematic program-
ming will likely correspond with measurable increases
in attendance and engagement. More traditional con-
cert offerings will benefit from this approach. Rather
than presenting repertoire as a collection of individual
works, framing concerts as unified artistic experienc-
es—built around ideas such as reflection, celebration,
or a well-conceptualized theme—will strengthen both
audience connection and singer investment. Impor-
tantly, these gains are not the result of simplifying or
even necessarily unifying repertoire, but of contextualiz-
ing it more effectively.

Balancing Artistic Integrity and Market Reality

For conductors trained primarily in academic or sa-
cred traditions, the integration of audience-centered
planning can feel like a departure from established
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norms. However, it is more accurately understood as
an expansion of the conductor’s role. In community
settings, the conductor functions not only as a musi-
cal leader but also as a curator of experiences and, to
some extent, a steward of organizational sustainability.
Thoughtful season design acknowledges that:

1. Programs must sustain singer engagement and au-
dience interest.

2. Concerts must function as both artistic events and
community gatherings.

3. Repertoire selection operates within a broader
ecosystem that includes marketing, storytelling,
and audience expectation.

When these elements align, the result is amplifica-
tion: audiences grow, singers feel increased ownership,
and the ensemble’s artistic impact expands.

Practical Considerations for Season Planning

Conductors seeking to integrate audience-centered
design into their work might begin with the following
questions:

1. Theme Development: Does each concert have
a clear, communicable idea that can be articulated
in one sentence?

2. Audience Entry Point: What elements of this
program invite first-time listeners into the expe-
rience?

3. Singer Advocacy: Can ensemble members easily
describe and promote this concert to others?

4. Program Arc: Does the full season offer variety
in tone, style, and accessibility to sustain long-term

audience engagement?

5. Alignment with Mission: Do the selected themes
reinforce the ensemble’s identity and values?

These questions do not replace traditional consider-
ations of balance, difficulty, and stylistic breadth. They

CHORAL JOURNAL September 2026

do, however, extend them into a broader framework of
sustainability and community impact.

Sing Omaha Examples

1. Programmatic Identity: Concerts are framed
as cohesive artistic journeys with thematic unity
and community storytelling in multi-ensemble
performance.

2. Audience and Community Engagement:
Our pop concert attendance increased from 105
attendees in 2017 to 381 in early 2026 through in-
tentional strategies and partnerships. This growth
was not the result of flashy marketing; it stemmed
from singers who felt so connected to the series’
place in our mission that they became its most ef-
fective ambassadors.

3. Shared Traditions: Annual rituals, including
our “Christmas Fanfare” featuring all nine choirs
with professional brass and percussion, and mile-
stone celebrations including anniversary events,
give singers ownership and build belonging.

Singers have become enthusiastic advocates, recruit-
ing others because they are invested in the organiza-
tion’s story—patterns [ have also observed in music
ministry volunteer groups over the years. When a sing-
er tells a friend, “You have to come sing with us,” that
invitation carries far more weight than any brochure or
social media ad. The three-pillar framework described
in this article evolved through reflection across nine-
teen seasons at Sing Omaha. While the early years em-
phasized repertoire variety, challenge, and a desire to
preserve continuity from singers’ previous high school
and/or collegiate experiences, later reviews revealed
the greater power of process and design. Our post-pan-
demic returns highlighted purpose as a reconnection
tool. After the return to in-person singing in 2021-
2022, purpose-driven programming around themes
of resilience and community healing proved especially
powerful. These lessons show the pillars as interdepen-
dent and mutually reinforcing. My university teaching
has also been enriched by these real-world insights.
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Practical Tools and Self-Assessment 4. The conductor demonstrates thorough prepara-
Conductors can apply this framework immediately tion and constructive feedback.
through reflective practice and simple tools. See Table
2 for a Community Choir Design Rubric based on the 5. I would recommend this choir to a friend (and
three-pillar framework. why/why not optional open comment).
Core Self-Assessment Questions Five Red Flags of Weak Design
1. Trust: Do singers display confident tone and will- 1. Rehearsals frequently run over or feel disorganized.

ingness to experiment?
2. Singer questions about policy or expectations go
2. Structure: Are expectations clear and consistently unanswered for more than one rehearsal cycle.
applied?
3. Feedback is consistently vague or public/critical
3. Purpose: Do singers articulate why the work mat- rather than specific and supportive.
ters and recruit others?
4. No visible long-term pathways or milestone cele-
Five-Question End-of-Semester Singer Feedback Survey brations exist.
(Anonymous, 5-point Likert scale:
1 = Strongly Disagree to 5 = Strongly Agree) 5. Singers stop recruiting friends or begin missing re-
hearsals without explanation.
1. T feel psychologically safe to take musical risks in

rehearsal.
Implications for the Field and for ACDA
2. Rehearsal structure and expectations are clear and Community choirs stand at the center of choral mu-
respectful of my time. sic’s future in the United States. ACDA is uniquely po-
sitioned to support community choir conductors in this
3. Iunderstand how my contribution fits into the en- ~ work through its long-standing focus on musicianship
semble’s larger purpose and community impact. and repertoire; and with growing attention to organiza-

tional leadership, adult pedagogy, and culture-building

Table 2. Community Choir Design Rubric (Simple 1-5 scale for each pillar; conductors may complete quarterly)

Pillar 1 (Weak) 3 (Developing) 5 (Strong)

Trust Singers appear guarded; | Occasional risk-taking; | Confident tone; frequent musical experimentation
tone is restricted some hesitation

Structural Expectations unclear or Most policies clear but | Handbook, pathways, and communication are

Clarity inconsistently applied occasional confusion transparent and predictable

Purposeful Singers attend but do Growing ownership; Singers articulate ensemble “why" and actively

Engagement | notadvocate limited recruitment recruit others
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Across the association, there are a variety of ways this
conversation might continue to develop. At the nation-
al, regional, and state levels, conductors are already ex-
ploring questions of singer engagement, retention, and
ensemble design through conference sessions, reading
sessions, and collegial exchange. Continued attention
to these areas—whether through interest sessions, in-
formal mentorship, or the sharing of field-based prac-
tices—has the potential to further equip conductors
working in volunteer, limited-rehearsal settings.

Within the National Repertoire & Resources Com-
mittee, particularly in areas related to Lifelong Choirs,
there is meaningful opportunity to continue elevating
practical frameworks that connect musical excellence
with sustainable ensemble design. In many cases, the
most effective contributions may be those that remain
adaptable, scalable, and grounded in real-world appli-
cation—offering conductors tools they can shape to fit
the needs of their own communities. Ultimately, the
sustainability and growth of our art form will depend
on our ability to design experiences that foster trust,
provide structural clarity, and ignite genuine purpose.

If we accept that people—not repertoire—are the
true defining factor in community choir success, then
the conductor’s role expands into something both more
complex and more deeply rewarding. We move beyond
being mere preparers of music to intentional designers
of human experience.

Chorus America’s 2009 Chorus Impact Study docu-
mented that 54% of adult singers in their survey par-
ticipated in community choirs compared with 38% in
church choirs.'? Comparable comparison data was not
collected in the 2019 study, but the broader landscape—
patterns of religious disaffiliation, post-pandemic vol-
unteer fatigue, and the changing shape of adult civic
life—suggests that community choirs continue to play
an outsized role in adult lifelong singing. Conductor
training must evolve accordingly to meet the needs of
adult singers in limited-rehearsal environments.

We are not simply teaching notes or polishing music
for public performance. We are crafting spaces where
people feel safe enough to be vulnerable, clear enough
about the ensemble’s purpose and their role in it to in-
vest fully, and inspired enough to give their voices—
literally and figuratively—to something larger than
themselves.
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Final Thought

We began with a simple reframing: that what we sing
matters far less than how we design the experience around the
singing. When we design for people first, artistic excel-
lence follows—not as a goal, but as a natural outcome.

Matt Hill is the national R&R chair for community
choirs and the founder and artistic/executive director of
Sing Omaha (est. 2007). He is also the director of choral
activities at Creighton University.

matt@matthill.music
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JULIAN DAVID BRYSON EDNA YEH

Fire Flowers Quando Son Piu Lontan

4'15" SATB; piano 2'50" SATB, div; a cappella
Italian (Yvo Barry)

/:‘ . English (Emily Pauline Johnson) ;
BN A3
R Y The story tells of being dropped into a ; 16th century poem that explores the paradox of love
e destructive forest wild fire; told through driving, / intensified by absence—examining the lover's internal

emotional state, rather than the relationship itself. Continual shifting of
meter: 3/8, 5/8, 4/8, 6/8. Mix of chordal and imitative writing; requires
secure, independent 8 vocal lines, and a flexible soprano soloist for the
"morte" melisma. Emotional powerhouse for a secure ensemble.

overlapping rhythmic ostinati and rising chromatic lines to
symbolize rising flames. The metaphor is that of rising from the
ashes of loss and destruction. Emotionally powerful; accessible for

HS and above.

TOM COUNCIL | JOSHUA CARTER MAYNARD &

Maria Wiegenlied Seek
2'52" SSATB; piano or harp 4'30" SSAA, Alto solo; piano

German; Eng option (Martin Boelitz) English (Joshua Carter Maynard)

Intimate devotional scene around the manger A charge to courage, urging an embrace of the
narrative, based on the beloved melody by Max % unknown, trust in inner conviction, leadership with hope.

A mix of traditional choral writing with a bit of the aleatoric. Begins with
a Dorian soundscape in piano, to which voices join. Concludes with a
vivacious section in 7/8. Also available for mixed voices; also orchestral
scoring. Needs strong ensemble and a fine pianist. Compelling!

Reger. Top soprano carries melody throughout, with lower voices in

harmonic support, with occasional imitative cells. Rocking motion in
piano (optional harp). Purity of line necessary; otherwise, accessible
and lovely, HS and above.

RAPHAEL AMADIO FUSCO /| MIKE ROWAN

Le parole dei mesi Nothing Was Wrong with Sarah Ray
7' SSAATTBB, 3 opt S soli; a cap; body perc 7% SSAATTBB; a cappella; Mez & Bar soli
Italian (Tonino Guerra) English (Rosa Parks of the Boblo Boat)
On an obvious level, twelve phrases, one per month, / Sarah Ray was represented, in 1945, before the

each as a sensory image representing a particular US Supreme Court by NAACP lawyer Thurgood
. Marshall, in her case contesting having been thrown off a river ferry
because she was black. Successful case paved the way for Brown v.
Board of Education. Beautifully written and extremely impactful; no
dry eyes! Semi-pro and above.

time of year. Drawing upon the Italian madrigal tradition, Fusco
primarily seeks to evoke memories from different times throughout
a year. Some aleatoric expression, stylistic and metrical variety
throughout. Brilliant and fun! Requires sophistocated skill level.

JOAN JOHNSON DREWES ' LORETTA K. NOTARESCHI

Send Love Climate Mass
6'20" SATB, divisi x4; S, A soli; piano 25" SSATB; A T B soli; orchestra or piano
English (I Peter 4:10) i Latin & English (Mass; poetry by Alyse Knorr)
Central theme: each has unique gifts entrusted Ordinary without Credo; English poetry inspired
by God, to be used for the benefit of others, by Pope Francis' 2015 encyclical calling the

ecological crisis fundamentally spiritual; a crisis of human
interaction. Moves from foreboding (Kyrie) into awe at God's
creation (Gloria); tenderness and yearning, plea to "begin
again." Choral writing largely chordal, with some imitation; very
manageable for community level. Impressive solo writing. Moving.

stewarded generously. Begins with a single solo
voice, joined one at a time by other solo voices. Ultimately expands to
four SATB choirs echoing each other, suggesting a passing forward to
others. Piano plays an atmospheric role. Both compelling and meditative;

secure singers needed.

=g Deborah Simpkin King, Ph.D., Conductor PROJECT : ENCORE is sponsored by Ember Choral Arts \
{ , Q
& l P:E Director and Founder EmberArtsorg  ember

DeborahSKing.com choral arts



All Is Miracle:

The Choral Music of Kyle Pederson
Transept, Timothy J. Campbell, director
Navona Records, 2025

All Is Miracle: The Choral Music of Kyle Pederson is a
release from the Sioux Falls, South Dakota-based cho-
ral ensemble Transept, directed by Timothy J. Camp-
bell. Transept functions both as a forty-plus-member
choir and as a twelve-voice consort of soloists featured
throughout the album. Recorded in 2024, the project
is devoted entirely to the choral works of Minneapo-
lis-based composer Kyle Pederson and offers a com-
pelling blend of unaccompanied selections and col-
laboratively accompanied works. Pederson, himself a
native of Sioux Falls, brings added resonance to the re-
cording, creating something of an artistic homecoming
through this thoughtful partnership between composer
and ensemble. He was also commissioned to compose
for the 2026 Eastern ACDA Region’s Envision confer-
ence in Providence, Rhode Island. This album includes
new compositions, arrangements of traditional hymn
tunes, fresh text settings, and representative works
drawn from across the composer’s oeuvre.

Recorded at the Cathedral of Saint Joseph in Sioux
Falls and produced by the Grammy Award-winning
team at Soundmirror, Inc., the album boasts seamless
and pristine sound quality. The cathedral provides an
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ideal acoustic environment, allowing the full spectrum
of tonal color to bloom while preserving exceptional
textual clarity. Each selection is rendered with trans-
parency and care, and the programming unfolds or-
ganically from one piece to the next, resulting in a
cohesive and beautifully curated collection of stand-
alone octavos. The album contains seventeen individ-
ual works, but the centerpiece, All Is Miracle, commis-
sioned for Transept, is truly breathtaking. Set to poetry
by Charles Anthony Silvestri, the work pairs evocative
text with Pederson’s signature part-writing. It recalls
the polychordal richness and “crunch-chord” sonori-
ties of 1990’s choral writing while maintaining Ped-
erson’s distinctive harmonic language. Though struc-
turally straightforward, its power lies in the luminous
simplicity of its harmonies, supported by a warm and
expressive piano underlay.

The opening measures evoke the atmosphere of a
cinematic score before the choir enters in hushed rev-
erence. Mezzo-soprano Clara Osowski and soprano
Savannah Porter bring warmth and brilliance to the
texture without overshadowing the ensemble; instead,
they function as an integrated fifth voice within the
choral fabric. Collaborative pianist Paul Sanchez, fea-
tured prominently throughout the album, lends both
weight and tenderness to the work, deepening its emo-
tional impact.

Stars, the first selection to feature the twelve-voice
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consort, is an award-winning work composed in 2016.
Its seemingly straightforward four-part SATB texture
belies the challenges of intricate tuning and shifting
compound meters that propel the music forward with
quiet intensity. Introspective and expansive, the work
invites the listener to contemplate the night sky and
meditate on distant light piercing the darkness.

Some of the album’s most compelling collabora-
tions appear at its center. Sanctus, another commission
for Transept, combines the full choir with pianist Paul
Sanchez and organist Jared Ostermann. The piece be-
gins in a simple four-part texture before expanding into
an eight-part anthem of striking breadth. Piano and
organ provide a sustained harmonic foundation while
chant-like motives are seamlessly exchanged among
the vocal lines. Though concise, the work is a vivid ex-
ample of the collaborative synergy between keyboards
and choir.

Last Words, also positioned near the center of the al-
bum, is an ethereal unaccompanied setting drawn from
three Gospel accounts of the crucifixion, commonly
known as the Seven Last Words. Pederson weaves Latin
and English texts together with striking dramatic intent:
the English text offers the narrative perspective, while
an octet emerging from within the choir sings Christ’s
words in Latin. This layered approach heightens emo-
tional tension and drives forward a palpable sense of
anguish and inevitability. Yet the work resists closure.

Rather than concluding with a definitive cadence, Ped-

Call for Reviewers

We are interested in expanding our list
of reviewers for the Recorded Sound
and Book Review columns. Email
abumgarner@acda.org with questions
related to Choral Journal reviews.
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erson leaves the listener suspended on a delicate, unre-
solved chord, neither final nor anticipatory, mirroring
the weight of the impending crucifixion.

Near the close of the hour-long album is an arrange-
ment of Philipp Nicolai’s Wake, Awake, titled O Morn-
ing Star; also commissioned for Transept. The familiar
chorale melody is enriched with modern metric shifts
and textural variation, making it an effective penulti-
mate selection. It provides a striking contrast to the fi-
nal track, God Be with You *Til We Meet Again, a heartfelt
arrangement composed in honor of Pederson’s alma
mater, the Augustana Choir in Sioux Falls. Featuring
guitarist Jared Waln and soprano soloist Kayleen San-
chez, the piece embodies poignant simplicity and quiet
beauty.

Pederson and Campbell have created a sonorous
and thoughtfully designed compilation that highlights
both the composer’s expressive range and Transept’s
artistic excellence. This significant recording not only
showcases a wide cross-section of Pederson’s choral
writing but also affirms the vitality and passion for cho-
ral artistry flourishing in the Upper Midwest.

Nicholaus Cummins

Assistant Professor and
Director of Choral Activities
Mississippi State University
ncummins@colled.msstate.edu

Dan Locklair: Sing to the World
Phoenix Consort

Adam Whitmore, director

Tain Farrington, piano

Convivium Records, 2026, 1:17:58

As the United States celebrates its semi quincenten-
nial in 2026, choral conductors across the country are
searching for American repertoire that explores the na-
tion’s musical and literary identity. Concert programs
commemorating the 250th anniversary have created
renewed interest in composers whose works engage di-
rectly with American texts and traditions. A possible se-
lection among these voices is North Carolina composer
Dan Locklair, whose choral music frequently draws

Volume 67 Number 2



upon the poetry of major American writers, including
Robert Frost and Walt Whitman. A Charlotte native,
Locklair has developed a compositional language that
balances lyricism and harmonic nuance while remain-
ing attentive to the rhythmic and expressive qualities
of text.

Browsing his scores, it becomes readily apparent
that Locklair pays careful attention to text declama-
tion, harmonic pacing, and dynamic contrast. A word
does not pass by that is not connected to a musical
idea. Sudden harmonic shifts illuminate moments of
emotional significance, metric changes serve the text
throughout, and carefully shaped dynamics allow each
phrase to maintain direction. Even when paired with
dense choral textures, which Locklair frequently utiliz-
es, there is a remarkable clarity of line, ensuring that
the text remains central to performance of his works.
His music offers great depth for conductors and singers
to engage with, rewarding careful preparation of each
detail.

To that end, Locklair’s music is in very capable
hands with the Phoenix Consort led by director Adam
Whitmore and pianist Iain Farrington. Throughout the
album, their singing displays a great deal of sensitivity
to the text. They provide dynamic motion to each line,
as guided by the harmonic shifts present in the mu-
sic. Their attention to balance must be lauded as well,
which is a difficult task in the thicker choral textures
demanded by Locklair’s music. Farrington’s playing
matches this sensitivity, properly balanced into the col-
lective textures.

The centerpiece of the album is Sing to the World: A
Choral Gycle in Five Movements in Celebration of Music. As
the subtitle reveals, each movement is the setting of a
poem that reflects on the impact of music. While each
movement 1s certainly worthy of discussion, I was par-
ticularly taken with the third movement, “An Hymn
to the Morning,” a setting of Phillis Wheatley’s poem
of the same title. Locklair weaves the four stanzas of
Wheatley’s poetry around a recurring refrain of the
nineteenth-century spiritual “My Lord, What a Morn-
ing.” The Phoenix Consort responds beautifully to the
building arc of this movement, with each stanza’s so-
loist beautifully ushering the work forward toward the
final glorious declamation of “When the Stars Begin
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to Fall.”

Also featured on the album are two settings of cel-
ebrated New England poet Robert Frost. “For This is
Love,” originally written in celebration of a couple’s
thirtieth wedding anniversary, also represents Lock-
lair’s writing for the piano at its very best. The wordless
opening minute of this work is a beautiful harmonic
journey on its own, and it only expands from there. It
is worth a listen or three. In “Bond and Free,” Frost
dichotomizes “Love” and “Thought” throughout his
poem, to which Locklair responds by dichotomizing
the tonalities of G major and G minor. The result is a
carefully constructed work filled with harmonic turns
to match the poetry.

The album also features two other works with strong
sentimental connections for the United States. A trip-
tych, The Lilacs Bloomed, based on Walt Whitman’s 1865
poem mourning the death of Abraham Lincoln, dra-
matically captures the weight of this event in history.
The second movement in particular is one of the most
stirring moments on the album. “For Amber Waves” is
a more unique setting of Katharine Lee Bates’s well-
known poem “America the Beautiful.” Reminiscent of
Knut Nystedt’s “Immortal Bach,” it is written as a spa-
tial tune in which the singers surround the audience.
The tune, however, is entirely original up until the final
seconds in which the soprano soloist hints at the tune
we all associate with this text.

Sing to the World offers a compelling reminder that
American choral repertoire extends far beyond patriot-
ic fanfares. For conductors searching for repertoire that
thoughtfully engages on the American experience while
offering meaningful musical depth, this album stands
as an especially timely and rewarding recording.

Steven Olson

PhD Student in

Choral Conducting/Music Education
Florida State University
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