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Perhaps best known for his composition  Have Had Sing-
ing, made famous by the male vocal ensemble Chanticleer,

Steven Sametz is becoming recognized as a composer of con- .

siderable depth and creativity. His compositions have been
heard throughout the world: the Tanglewood, Ravinia,
Salzburg, Schleswig-Holstein, and Santa Fe music festivals.
Such ensembles as Chanticleer, the Dale Warland Singers, the
Santa Fe Desert Chorale, the Philadelphia Singers, the Pro
Arte Chamber Choir, and the Princeton Singers, among oth-
ers, have commissioned his works. His first symphony,
Carmina amoris, premiered the spring of 2001 to rave re-
views' and immediately captured the attention of one of his
‘publishers, Oxford University Press. ’
Sametz is an active educator and conductor. He is professor
of music and director of choral arts at Lehigh University,
Bethlehem, Pennsylvania. He recently established a summer
choral school at Lehigh with Oxford University Press, which
focuses on composition and choral conducting and allows
student interaction with such composers as Chen Yi, Alberto
Grau, and Libby Larsen. He serves as artistic director of the

Douglas R. Boyer is director of choral activities at Texas
Lutheran University in Seguin, Texas, and director of music
ministries at St. Andrew’s UMC in San Antonio, Texas.
<dboyer@tu.edu>

Princeton Singers, and has been guest conductor for such groups
as the Netherlands National Radio Choir, Taipei Philharmonic,
Santa Fe Desert Chorale, Berkshire Festival, and the New York
Chamber Symphony.?

Sametz’s substantial output includes fifty choral works, fif-
teen solo vocal works, a choral symphony, a chamber opera and
numerous orchestral and instrumental works. This article ex-
plores his musical influences and compositional style as seen in
his choral music.

Musical Influences
Sametz (b.1954) grew up in Westport, Connecticut, in a
home filled with piano music. His father and older brother
played the piano. The six-year-old Steven began imitating his
older brother at the keyboard. He recalls this memory:

I started playing and writing on my own early in life. Les-
sons didn’t start until I was ten, but I was writing pieces
before then. So much of what I leaned was from having
good examples: I had a very good education, but much of it
was absorbing the respect and diligence my teachers showed’
for the making of the music rather than the talking about
it. And it ended up being fun. How could one possibly not
want to spend one’s life doing this?

He also started singing early in his life. He remembers the
impact this made on his life, which eventually influenced his
music:

I am a poster child for giving good literature to school chil-
dren. When I was in the fifth and sixth grade choir, I can
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remember being endlessly fascinated
by the overlapping imitative lines
in singing Purcell’s Sound the Trum-
per—all that weaving in and out
and no crashes! And the rhythmic
drive of the words that union of lan-
guage and counterpoint set me up
for a lifelong love of choral po-
lyphony.*

By the sixth grade Sametz was accom-

panyifig the choir and by the nifth grade

he was arranging pieces for the group. He
credits the excellent public music school
program in Westport and his teachers for
the numerous opportunities he experi-
enced in high school. Arranging Bach in-
ventions for strings, arranging carols for
the choir, and writing woodwind pieces
for his friends were just a few of the op-
portunities he experienced in the ninth
grade. By the eleventh grade, he was com-

posing original pieces for the choir and

serving as student conductor.’
His music education continued at Yale
University, where he earned a BA follow-

ing a year abroad studying conducting
with Helmuth Rilling. During his years
at Yale, he worked as assistant choirmas-
ter at St. Paul’s Episcopal Church in
Norwalk, Connecticut. He didn’t know
at the time how much this experience
would influence his music. It was in this
post that he was introduced to high
church Christian liturgy for the first time.
This young, Jewish man found himself

fascinated by the theatre of the Christian

it chtrch: the TIusic; incense; bells; Taiment,— and thoroughmess of preparation were am————

and fire. .

From Yale he followed his mentor,
Robert Fountain, to the University of
Wisconsin—Madison, where he received
an MM and DMA degtees in choral con-
ducting. Sametz learned much of what he
knows about conducting from Fountain
by singing in his ensembles. Singing un-
der Fountain was a revelation for Sametz,
because he was able to experience the
exceptional sense of line in his conduct-
ing, the real independence of hands and
his beautiful left-hand technique.”

Another influential teacher he encoun-

tered at the University of Wisconsin was
Catherine Comet. His orchestral conduct-
ing studies with Comet shaped his ap-
proach to score study and preparation.
She required an in-depth and detailed
analysis of a work before they were al-
lowed to step near the podium. Every
week Sametz and his fellow students
would be up in front of the orchestra
conducting the works of Stravinsky and
Ravel from memory. Comet’s integrity
inspiration to Sametz. He still does analy-
ses based on the study methods instilled
by Comet.® '
Sametz’s compositional training in-
cludes a brief study at Yale and with pri-
vate teachers during his stays in Europe.
Similar to his piano and conducting ex-
periences, composition is another musi-
cal area he believes he learned more by
observing, studying, and osmosis than by
classroom training or compositional men-
tors. Sametz views himself foremost as a
conductor. Starting in high school, he
began composing and arranging out of
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Figure 1. Wonderous Love
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necessity for specific performances: tional harp and optional congregational
b a] [ d participation. He structures the piece as a
I think there is something impor- Sdm etz ds 67/6 0_[0 2 d four-voice canon with the unison men

tant in the fact that I've never writ-
ten a piece that I haven’t heard. And

and optional congregation, singing an
augmented version of the melody. Fol-

umque composztzondl

I almost always write for a perfor- lowing a handbell introduction stating
mance. I'm conducting, I have a vOZ Ce Sup P OVIfE&l’ b)/ an the full tune, he sets the first stanza for
program with a hole in it and I need first sopranos and handbells. With each
a piece, then I will just write the ””5[57"[)/ Z ”g ﬂle‘; Z 7"6 Z 0 subsequent stanza Sametz adds an addi-

tional layer of melody until the full com-
bination of the voices sounds like the

pealing of bells as in figure 1
<www.acdaonline/cj/interactive/
may2002>. Although the resulting har-
monies created by this layering of voices
are beautiful, the ear is drawn to the lin-

piece. I've never thought of it as
what I do principally. It’s an inter-
esting thing that these days people
are beginning to think of me as a

 convey mecmzng, |
| undem‘dndmg, mm’

composer, because I just think that

emotzomzl experzence to

I'm a practicing musician that
writes for the performance.”

Now that some thirty years have passed
since those first high school compositions,
Sametz has developed a unique composi-
tional voice supported by an underlying
desire to convey meaning, understand-
ing, and emotional experience to listen-
ers.

Compositional Style

Many of the musical influences dis-
cussed above have become an integral
part of Sametz’s compositional style. His
fascination with line, which began with
his first choral singing experience, is evi-
dent in many of his pieces. He seems far
more concerned about the horizontal na-
ture of the line than the resulting vertical
sonorities, or harmonic palette. The most
straightforward and clearest example of
this approach is his arrangement of the
Southern American hymn Wondrous Love

lzsteners

ear melodic statements.

The influence of his liturgical experi-

ence is displayed in many of his composi-
tions. He is drawn to setting medieval

for SSATB choir and handbells, with op- and early texts (e.g., Tivo Medieval Lyrics,
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Noell, del nacimiento, ;Ob llama de amor
vival—A Mystical Vision of St. John of the
Cross, and his choral symphony Carmina
amoris). He uses chant as a melodic and

structural element (e.g., Magnificat, ;Oh
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lama de amor vival, Carmina amoris). He
incorporates bells and vocal bell sounds
(e.g., I Have Had Singing, Dudaryku, Won-
drous Love, and Ngam Sang Duan). Fi-
nally, he exploits the spatial elements of a
room to assist in communicating text
and meaning (e.g., in time of, Carmina
Amoris, and Magnificas).

jOb llama de amor vival A Mystical
Vision of St. John of the Cross displays a
number of these influences. This ex-
tended unaccompanied work was com-
missioned by Chanticleer in July 1985
and subsequently recorded. The text is

drawn from a number of early sources: a -

poem of St. John of the Cross, the words
of a traditional villancico, and selections
from the Liber usualis. These texts com-
bine to form a sensuous, dramatic, and
emotionally powerful libretto. Sametz
states that he tried to express the episode
of imprisonment in St. John’s life

The work is programmatic. It opens
with a villancico-like setting of the
three-line poem which St. John
heard from his cell. (I am dying of
love/My darling, what shall T do?/
You shall die, alas!) Then follows a
tortured section depicting the
circumflagellation; the villancico re-
appears, yielding to a soothing,
polyrhythmic fantasia evoking the
vision of the Blessed Virgin, this in-
spires the setting of the actual poem,
which is the body of the work.'

The diverse texts, dramatic movement,
and overall structure of the work are uni-
fied by the presence of the chant, Victimae
paschali laudes, throughout the work.
Sametz speaks about the chant and his
use of it in this work:

Victimae paschali laudes, one of the
most ancient chants in western lit-
erature, is the sequence for Easter
Sunday. As such, it is a triumphant
expression of faith. The chant, while
not obviously apparent in much of
the piece, forms the underlying
thread through the work. It is inte-
grated into the villancico, appears
in the second section as a hidden
motive, and forms the basis of the
fantasia portraying the ecstatic vi-
sion. And as a final affirmation, it
is heard in its most direct form to
close the work.™

The fantasia in figure 2 <www.acdaonline/
¢j/interactive/may2002> demonstrates
again Sametz’s love of line. Using the chant
as the melodic line, he proceeds to layer it
beginning in the bass, followed by the
tenor, augmented in the alto, and subse-
quently abridged in the soprano. The
polyrhythmic nature of the fantasia pro-
vides a sense of groundlessness, an aura of
other worldliness. Again, the listener is
drawn not to the resulting vertical sonori-
ties, but, rather, to the weaving of lines,
the horizontal flow of the music. Interest-
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ingly, also present in these measures is a
bell-like motive on the syllable “din” in
the baritone, tenor, and alto parts. It is
present as a rhythmic ostinato and a vo-
cal ornament.

In addition to these musical influences
from his past, Sametz displays unique
traits that define his compositional voice.
Many of his works possess a stillness that

* he achieves largely through a minimal
harmonic palette. He withholds specific
pitches until a word or idea prompts the
need for those pitches. An example of
this approach is found in 7 Have Had
Singing. Following the opening measure,
a pentatonic palette colors the first two-
thirds of the piece: On the text “here I
lie,” he writes a G-major chord for the
first time, providing a sense of stillness,
warmth, and peace.

Another approach is the simple, re-
laxed oscillation between chords or
pitches. Peace on Earth exemplifies this
trait, as does his chant-based Magnifica:.
In Peace on Earth the sopranos, altos, and
tenors oscillate between B minor and G
major by a simple half-step movement of
the soprano line. (Figure 3) Their move-
ment is slow and sustained to communi-
cate an atmosphere of stillness as defined
by the text. Above this oscillation a small
group of sopranos provide another layer
of sound, expanding on the text, but never
interfering with the calm or peacefulness
of the other voices.

The two vocal layers of the Magnificat

example in figure 4 <www.acdaonline/cj/

interactive/may2002> are firmly
grounded in B> major. Only once in these
three measures do the voices leave Br to
touch C major and return to Bb. When
asked about these compositional traits,
Sametz responded:

Many of lazs wor/es possess
4 ;stzllness tbdt he

ac/}zeves Zﬂrge[y z‘/frougb

a mznmm[ bzzrmomc
pzz[ez‘te

The beauty of music is its ability to
communicate what is beyond
words. For me, that frequently lies
in something quite still. There is an
ineffable element of the composi-
tional process—shaping sound over
time—which courts the line be-
tween contrast (providing some-
thing for your ear to grasp) and no
contrast (which would very likely

put you to sleep). It’s a dance with
the intangible to see how minimally
you can create contrast and still
keep people completely with you.'?

An examination of in time of reveals
other features of Sametz’s choral style. The
work has been written for performance
by a number of different forces. Chanti-
cleer performed and recorded a version
for twelve voices without accompani-
ment.!? The version used in this discus-
sion will be the one published by Oxford
University Press for double mixed chorus,
double children’s chorus, harp, violins,
and organ.

in time of

Text

E. E. Cummings’s in time of daffodils
(who know) is the sixteenth poem found
in his 1958 collection 95 Poems. Each
stanza of this five-stanza poem contains
three lines structured in iambic tetrameter.

~ Figure 4. Magnificar
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* The printed B-flats in the organ should be sounded by adding a 16’ stop to the 8' stop at those pitches.
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Internal rhymes and end-rhymes are
present throughout with half-rhymes in
stanzas three and four. In addition to the
meter and rhymes, phrase and word rep-
etition are also important syntactic ele-
ments of the poem. The phrase “in time
- of” begins each stanza with the exception
of the last, where a release from the con-
straints of time occurs in the second line

“(when time from time shall set us free).”
The words “forgetting” and “remember,”
found in line three of each stanza, alter-
nate with each presentation, creating a
haunting sense of memory to the sound
structure of the poem.

in time of daffodils (who know

the goal of living is to grow)

forgetting why, remember how

in time of lilacs who proclaim
the aim of waking is to dream,
remember so (forgetting seem)
in time of roses (who amaze

our now and here with paradise)
forgetting if, remember yes

~ in time of all sweet things beyond
whatever mind may comprehend,

because great singing
should be
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remember seek (forgetting find)

and in a mystery to be
(when time from time shall set us
free)

forgetting me, remember me'

Form

The overall musical form is defined by
the meaning of the poem. A metaphor of
flowers blooming at their appointed time
is used in the first three stanzas to convey
the different stages of our lives. The fourth
stanza dispenses with the flower meta-
phor; however, it retains the text “in time
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Keycode ASE041] :

 Bach for All Seasons provides an entire year of Bach
'~ choral music for use in church or in concert. From
chorales to cantata movements to selections from the
B-minor Mass and the Magnificar, this single volume
- will help singers and listeners appreciate the mastery
of Bach’s choral writing. Both original German and
English translations are provided for every piece.

" Now Available: instrumental parts for nine concerted

- pieces in the Choirbook, including a continuo :
realization, a continuo part, and other needed
(and reproducible!) instrumental parts for each.

Bach for All Seasons 0-8006-5854-X
- Bach for All Seasons CD  0-8006-5855-8
- Bach for All Seasons

Instrumental Parts

$17.95
$16.98

0-8006-5954-6

?525.00

VOLUME FORTY-TWO

26

NUMBER TEN



MAY 2002 CHORAL JOURNAL
Figure 5. in time of G Major; however, the horizontal nature
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The overall form of the work can be
seen in three sections. The first section
(mm. 1-76) presents a full statement of

the poem. The second section (mm. 77-

143) is a setting of the fourth and fifth
stanzas. The third section (mm. 144-180)
uses the final line of stanza five to create a
musical soundscape of the text repetition
found within the poem. Within this
memory soundscape the composer places
a single statement of each flower meta-
phof, that is, the first line of each of the
first three verses. Each line is given to a
different choir, incorporating a spatial el-
ement to the memory and soundscape.
Naturally, each section can be broken
down further; however, for the purpose
of this article, no attempt will be made to
do so.

Harmonic Structure

in time ofis a prime example of Sametz’s
courting the line between stillness and
contrast. The choral phrase is structured
by the oscillation between G major and B
minor, a subtle movement since they both
share the pitches B and D and movement
to B minor involves only a half-step move-
ment from G to Ff like in figure 5
<www.acdaonline/cj/interactive/
may2002>. The strongest movement away
from this oscillation is the D-major chord,
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Table 1. Chordal movement on B Axis, in time of

Bmitior————D-major
(B in instruments)

B minor 7

E-minor Brminor—{————

Jacksonville, Florida 32211

oscillations move. (Table 1)

The work begins with the instrumen-
tal presentation of B, the axis. Voices en-
ter on G major and travel on this axis, as
the piece unfolds, through the chords
shown in Table 1. As the piece develops,
these phrases, or blocks of sound, appear
in the different choirs creating variations
of texture and compelling aural and spa-
tial effects.

Sametz combines his love of line with
his desire to express an intangible sense of
stillness effectively in the second part of
this piece. Here he writes a canon that
travels among the treble voices of three
choirs. This is the only instance through-
out the work where all the instruments
are silent, leaving the unaccompanied
treble voices to aptly express the text of
stanza four. This is the stanza of transi-
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tion; the flower metaphor is abandoned
and the poet speaks of “all sweet things
beyond.” The horizontal structure of this
portion of the composition supersedes any
vertical discussion of harmony. The
prominence of the pitch B, this time in

the voices, continues here, as does the use
of B as an axis.

This limited harmonic palate and re-
petitive phrase structure walk the line be-
tween stillness and contrast; however, they
do so effectively, bringing a deeper mean-

ing and experience to the text. Especially
effective is the repetition of the text “for-
getting me remember me,” shared among
the choirs in part three, as in figure 7
<www.acdaonline/cj/interactive/
may2002>. In live performance, when the

Figure 7. in time of
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“choirs are separated, this traveling state-
ment is like a memory returning again
and again from different places in the
mind. Text, meaning, and music have
been closely wed with great skill and care.

When asked about that line between
stillness and contrast with regard 20 in
time of, Sametz responded:

I think in time of finds that line be-

tween movement and stillness.
There is very little compositionally
in terms of notes and contrast. The
layering of sounds and texture and
the balance of structure over eight
or nine minutes provide a sense of
entering, dwelling in, and coming
through an experience that, I hope,
reflects the life journey of the po-

etry.

This elusive search for stillness through
music is a recurring theme for Sametz.
He finds power in stillness. He frequently
travels to the East to explore the intro-
spective, meditative aspects of the East-
ern culture. It is through this exploration
and, ultimately, the discovery of our in-
ner selves that has the power to lead to a
sense of peace. Music and this search for
stillness are closely related for Sametz. In
creating and recreating music, he believes

ave-the-opportumity to-sense-out-in=
ner 11VCS.16 Sametz speaks about the power
of music:

It ties in to Dryden’s line about
music as the “Soul of the World.”
As soon as you try to talk about it,
though, it evaporates: describing the
experience is wholly different from
having the experience. Which is
probably why I learned about mu-
sic by making it. Making music is
an exploration of the spirit. The
power of sound leads us inward. I
think what we discover there is a

Certification Course

June 24-28, 2002

Elon College, North Carolina
(near Burlington & Greensboro)

Cheryl Dupont, director
Bob Chilcott,

composer-in-residence

Young Artists in Residence:
Charlotte Children’s Choir
Red River Children’s Choir

Contact: Cheryl Dupont
(504) 488-3889
cheryl_dupont@hotmail.com

Graduate Credit & Non-Credit Available

":“l'z'xplare the %rld”' .

World Projects Presents The 7th Annual

Session I - March 15 - 19, 2003
Faculty to include: Moses Hogan, Weston Noble and Lisa Lutter

Session I - April 5 - 9, 2003

Faculty to include: Paul Salamunovich, Eph Ehly and Jan Pedersen Schiff

World Projects is now excepting auditions for the 7th annual New York Choral
Festival at Lincoln Center. Each session is limited to eight choral groups. Visit our

website or call us for further details.

§>Comm1tment to Music Education and the Performing Arts 3|

. WWW .world-projects.com

Call (800) 922-3976

: -195-Glen.Cave Marma Road, Suite 201

Valle]o, Callforma 9459| CST 202557440’

VOLUME FORTY-TWO

30

NUMBER TEN



MAY 2002 CHORAL JOURNAL

song unique to each of us. The The 2002 Phil Mattson
| f choral music is that we cal
groty of chofa usic 18 iy Vocal Jazz/Choral Workshops

combine our song, our unique song,
with that of those around us. The

® My
combination, the joining of spirits, $° e SAN MARIN HIGH SCHOOL

. - . & 2 Novato, CA, June 16 - 21
is unique in our art. We get to be S o (Marin County, North of San Francisco)
human and we experience human- B southwesten g
. . O Comunity College ‘y SOUTHWESTERN COMMUNITY COLLEGE
ity. How could one possibly not &
o A &Q & Creston, IA, June 24 - 28
want to spend one’s life doing L o ©
17
that? The workshop s primary goal is to give parhupams a sxgmﬂcant performance experience in choral and vocal

jazz music. The curriculum includes classes and seminars in rehearsal techmques, literature and performance
practice, harmonic understanding, ear training, improvisation, solo jazz singing, the rhythm section, and sound

NOTES reinforcement. The workshop will also consider the significance of music and the arts, and discuss issues of
1 W F “7oell Th L concern to the music educator.
-J. Fenza, oeliner rong lLoves Faculty includes: Phil Mattson, Voiceslowa, Michele Weir, Emily Gates, Jason Smith, Rita Scholz.
Sametz” Songs of Love,” The Morni ng For more information, write the School For Music Vocations, Southwestern Comununity College, Creston, 1A

50801, call (641) 782-1319, or e-mail: pmattson@creston.heartland.net

Call, May 8, 2001, “Arts and Entertain-
ment,” D4.
% Steven Sametz, interview by the author,

Bethlehem, Pennsylvp.nia, August 13 and FO]T Gl‘eat Performances
14, 2001. Prepare W1th CHORALPREP™ Recordmgs

% Ibid.

* Ibid. Specializing in “These tapes have helped us start at a
5 Ibid. beautifully produced higher ml.lSlC[ll level, anfi progress
¢ Ibid study tapes of the rapidly. Fewer.sectmnals are
7 choral masterworks. needed as singers are abl'e

Ibid. Featuring lovely woodwind to prepare and review on their
8 Ibid. cawring Jovely n own... Clearly the easiest to use

sounds. Offering a separate

. ‘ N of the practice tapes I've heard.”

? Ibid. highlighted mix for each voice par fthe p pes v
10g S :Oh Ul d ival Accurate, Clear. Musical Dr. David Stevens
feven sSametz, | ama Ge amor vivai— : : * Music Director, Austin Civic Chorus

A Mystical Vision of St. John of the Cross Please call for a FREE DEMO

(Bethlehem: Steven Sametz, 1987), pref- and more information. » “Couldn’t have done it without ‘ya.”
' . = Anchorage Festival Chorister
1 Ib.zce' 1-800-444-SATB Brahms Requiem (1992)
id.
12 . . ™
Sametz, interview.
jp Shmets interview.. HORALPREP
This version of i time of can be heard on RECORDING S
the Grammy winning Chanticleer record- 9107 Hillside Terrace Cove » Austin, Texas 78749 » FAX (512) 301-8384 » www.choralprep.com

ing Colors of Love. (Teldec Classic —
' 3984-24570-2)

“E E Cummings, Complete Poems 1904-
1962, ed. George ]. Firmage (New York:
Liveright Publishing Corporation, 1991),
688.

15 Sametz, interview.

' Thid.

7 Thid.

MONDAY, JULY 22 — FRIDAY, JULY 26, 2002
Historic St. Michaels, Maryland

_..._.C],

=) Music Manager
& Software 4.0

Cross -platform...Mac or Windows
Get information and demos at
Www.musicmanager. com
Toll Free (800) 282-9220 | fEws e e e ‘
also available for church musicians... T Rmfuh_l:n ‘Rodney nchenberger, Professor o‘

WorshipManager™ (B Choral Mu5|c at Florlda State Unlvernty

For additional information and an applwahon visit our website at

W‘W‘W.Ml&};&ﬁtﬂ-ﬁm or call today 1-8686-- 432\'59;,5
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Chorus and Orchestra

American Songs — Sacred and Pro-
Jfane (2002)

SATB, baritone solo, orchestra

Text: Teremv Driscoll PeteL,EHLOt

Works of Steven Sametz

The Demon King (1996)

SATB, Indian ensemble, narrator,
puppet

Text: Traditional Sanskrit

Manuscript

Desert Yoices.(1993)

Nevermore Will the Wind (Dédicated
to the victims of Sept 11) (2002)

SSAT-SATB, horn, cup gongs k

Text: Hilda Doolittle, Latin Requiem
Mass '

Manuscript

cent fois plus ombre... (1987)
SSAA, orchestra

Text: Robert Desnos
Manuscript :

muji no makotoba (Scripture with-

SATB, soprano, chamber ensemble
Text: Native American, compiled by

~ Manuscript -

Steven Sametz
Seven movements
1. Old Ghost
2. At Blue Nightfall (Datur
Song)

3. My Morning Star .
4. Sleepy Bird Lullabye
5. Lullabye of the Ca,nrubal

out words) (1991) , Giants
SATB, soprano solo, orchestra 6. Now Sleep the Old Ones ,
Text: Hakuin Ekaku 7. Skyloom .
Manuscript Manuscript
in time of (1995) Ecboes (1988)
SATB, SATB soli, 2 SSA chﬂdrens SATB/SATB, water glasses, harp, per-
choirs cussion :

Orchestra, organ
Text: e.e. cummings

Oxford University Press (Rental)

Text: Gerard Manley Hopkins
Manuscript

Carmina amoris (2001)
SATB, soprano, tenor, orchestra
Text: compiled by Steven Sametz
Six Movements

1. Quo fugis, amabo?

2. Tarantella (Veni,

dilectissime)

3. Planctus

4, Ietter One - Philomela

5. Letter Two — Egoperte

6. Finale: Invehar in Venerem

Oxford University Press (Rental)

Works for Chorus and
Small Instrumental
Ensembles

Alleluia Canon (1993)
SATB, organ, brass (harp, optional)
* Manuscript

in time of (1995)

SATB/SATB/SSA/SSA, 4 violins,
harp, antiphonal organ, organ

Text: e.e. cummings .

Oxford University Press

Choral Score 386310-3

Children’s Choral Score 386326-X

Full Score/Parts (Rental) =~ .

Landare (1999) _
SATRB, string quartet, piano .

(opt. SATB off-stage choir)
Text: Constance Carrier
Manuscript

The Maji (1995).
SATB, brass quintet
Text: Steven Sametz
Manuscript

Nunc Dzmzms (He sze: (/3 foy)
(1997)
SATB, tenor, baritone, stnngs, harp,
percussion, organ < .
Text: Luke 2:25- 32 Wllham Blake
Manuscnpt ' R

Processional Sanctus (1997) :
SATB/SATB, brass quintet; percussxon,

organ - : : :
Manuscnpt S

~ Text: Gordon Edwards L

T /Je Return (1997)
SA, soprano, oboe, v1ol1n, cello, harp, -
piano, percussion

Manuscnpt B

Szmctus (1997)

SATB/SATB, SSA solos, 3 v10hns, k
‘cello; bass, organ, percussmn s
Manuscript :

Text: Saint John of the Cross .~ -
Oxford Un1vers1ty Press (386538 6)

Choir and Organ

del nacimiento (1987)
Unison soprano choir, harmonium,
optional harp and violin .~

SSAATTBB, organ

4 Oxford Umver51ty Press (386307—3)

Mtzgm'ﬁcat( 1996)

Text: Luke 1: 47-55
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Works of Steven Sametz continued

- Unless t/)e Lonl Buzld the House (2000)
~ SATB, treble choir, treble solo,
~handbells o '

Text Psalm 31: 1-2; 22-24 and Psalm
127:1,3-4

v: Manuscript
i Unacéompanied Choir

T /Je C'rocodzle (1986)
TB
; Text: Levms Ca_rroll
Gl ,Manuscnpt

- Dudaryku—A Ukrainian Village
L Seene (2001) 0
. SATB - SATB -
~ Text: Ukrainian folk texts
Ma.nuscrlpt :

[ 'Everyone Sang(2001)
CSATB -

- Text: Siegfried Sassoon

i .‘Ma_nuscnpt

- Five Sandburg Settings (1989)
- SATB '
- Text: Cail Sandburg

Five Movements T
1. Vaudeville Dancer -+~
2. Baby Face - R
3 Joy '
4 The Junk Man v
5. Alorie and Not Alone ‘

Manuscnpt

- Gabriel! A Tennessee Christmas Can-
o tata(1987)
© SATB, soprano =
- Text: Deborah Sakarakls
' “"Manuscnpt S

I Have _Had Singing (1993)
. SSAATTBB
~ Text: Ronald Blythe

~ Hinshaw Music Company (HMC—1330)

in time of (1997)
SAAATTTTBBB

Text: e.e. cummings

Oxford University Press (Rental)

Love Was Born Here in a Child (1982)
SSAAATTB

Text: Deborah Sacarakis

Manuscript

Two Medieval Lyrics (1995)

There Is No Rose of Such Virtue
SSAATTBB, soprano

Text: 15% century

Oxford University Press (386308-1)

Noel! (1995)

TTBB

Text: Medieval Carol, adapted by
Steven Sametz

Alliance Music Publications (AMP-0089)

Gaudete
SSAATTBB

" Text: Jistebnice, 1420, and Piae

Cantiones, 1582
Oxford University Press (386309-X)

Seal (1994) |

'SATB, baritone

Text: Jeremy Driscoll
Manuscript

Two poems of John Igo (1985)
SATB (#2 with harp)
Text: John Igo

1. Will I Love You?

2.1 Was Drowning in Grass
Manuscript

jO llama de amor viva!

A Mystical Vision of Saint John of the

- Cross (1987)
‘Two versions: SATBB and ATBBB

‘Text: Saint John of the Cross; tradi-

tional villancico, Liber usualis

- Manuscript

When He Shall Die (1999)

SATB

Text: William Shakespeare

Oxford University Press (386183-6)

On the Death of a Friend (1997)
Two Versions: TTBB, baritone, and
SATB, baritone

“ Text: H.S. Holland

Manuscript (projected)
Oxford University Press

While Listening to the Singing of the
Sanctus in St. James Cathedral (1999)

SATB

Text: Barbara Sigmund, from An
Unfinished Life ,

Manuscript

Peace on Earth (2000)

SATB

Text: Edward Gordon

Oxford University Press (386537-8)

y berenjenes con queso (“and eggplants
with cheese”) (1995)

SATB '

Text: Spanish Renaissance (Baltasar del
Alcazar)

Manuscript

The Simple Heart (2000)
SATB
Text: Odes of Solomon

Manuscript

You Stepped Out of Heaven (1990)
SATB

Text: Steven Sametz

Manuscript
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Works of Steven Sametz continued

Arrangements

The Guiding Light (1999)
SATB with Orchestra
Text: Traditional Thai

Manuscript

Kein Feuer, Keine Koble kann brennen

so beiss (1999)
SATB

Text: German folk song :
Oxford University Press (386181-X)

Ne quz%l)jemb:éme’t:SikF here

Los Pastores (The S/aepberdc) (1993)‘ ;
SATB i
Text: Chicano Chnstrnas songs
Oxford Unlversrty Press (386545 9)'

S/aenandozzb (200 1)
SATR.

The Heroine Triumphant—-Medley
of 1890’s Melodies (2000)

SATB

Text: 1890’s parlor songs

Oxford University Press (386184-4)

Djemo) (2001)
Text: Bosnian folk song ;
Oxford University Press (pro;ected)

Irish Lullaby for the Christ Child
(1995) '
SSAA, soprano solo, optional harp

Text: Gaelic poem
Alliance Music Publications (AMP-0088)

Ngam Sang Duan (SlyznmgMoon)
(2000)

SATB

Text: Thai folk song

Oxford University Press (386312-X)

Kas Tie Tadi (1995)

SATB

Text: Latvian folk song

Alliance Music Publications (AMP-0087)

Pui duli (2000)
SATB

Text: Russian Folksong

Oxford University Press (386242-5)

LeAma=do

 Text: American folk song :
Oxford Umversrty Press (pro;ected) :

L Villanell (1999)
SATB =
- Text: Tralian folk song

Oxford Umver31ty Press (3861 82 8) ”

| %ndmm Love (2000)

SSAB handbells, opmonal harp,
optional congregation .~

Southern:American folk song e

Oxford University Press (386306-5) .

I Have Had Singing
Chanticleer

Joseph Jennings, Conductor
Chanticleer CR 8810
Contact: Chanticleer

Web: <www.chanticleer.org>
Telephone: 1-800-950-1177

Our Of This World
Chanticleer

Joseph Jennings, Conductor
Teldec 4509-96515-2

Reflections

Chanticleer

Joseph Jennings, Conductor
Teldec 0630-18443-2

Sing We Christmas
Chanticleer
Joseph Jennings, Conductor

Teldec 4509-94563-2

Choral Drscography .

With A Poet’s Eye
Chanticleer

Joseph Jennings, Conductor
CR 8804

Wondrous Love

Chanticleer

Joseph Jennings, Conductor
Teldec 16676-2

Colors of Love
Chanticleer
Joseph Jennings, Music Director

Teldec 3984-24570-2

Christmas with the Princeton Szngers
The Princeton Singers

Steven Sametz, conductor

Contact: The Princeton Singers

Web site: <www.princetonsingers.org>

Telephone: (609) 924-4180

" Reincarnations G
- The Princeton Singers

Steven Sametz, conductor
Ethereal Recordings; ER—121
Contact: The Prmceton Srngers :

: Wlmt Wfandrous Love Is T/m

Lehigh University Choral Arts

. Steven Sametz, conductor

Contact: <spsO@leh1gh edu>_l

Old New Borrowed blues - ‘
The Princeton Singers -~~~ -

Steven Sametz, conductor e
Contact: The Princeton Slngers

Web site: <www. prmcetonsmgers org> -

Telephone (609) 924—4180
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American Choral Directors Association
Membership Application |

Member No. Name: Mr. Ms. Mrs.

House Address Office Address
U Primary Address Q Primary Address
Address: . Address:
City: City:
State: State:
Zip: Zip:
Country: Country:
Phone Phone
Email: Email:
Fax Féx
Check Member Type Check All Choir Types Check All Activity Areas
Q Active US/Canada - $65 O Children 0 Elementary School
U Associate - $65 1 Boy Q Junior High/Middle School
0 Student - $20 Q Girl QO Senior High School
0 Retired - $25 0 Male 0 ACDA Student Chapter
O Institutional - $75 O Women 0 Two-Year College
Q1 Industry - $100 0 SATB/Mixed Q) College/University
O Foreign Airmail - $90 Q Jazz/Show Choir 0O Community Choir
O Foreign Surface - $80 Q Ethnic/Multicultural U Music and Worship
O Life($200 Installments) - $2000 O Professional Choir
Installment Amount - Q Supervisor/Administrator
* Canadian fees same as U.S. QO Youth & Student Activities

Additional Information
As a member of ACDA, I will comply with the copyright laws of the United States of America.
(Compliance with these laws is also a condition of participation by clinicians and
performing ensembles that appear on any ACDA-sponsored event or convention.)

Please fill out this application completely and send it with a Check or Money Order to:

ACDA NATIONAL HEADQUARTERS
ATTN: MEMBERSHIP
P.O. BOX 6310
LAWTON, OK 73506-0310




