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"ROM THE
EXECUTIVE DIRECTOR

~“HE AMERICAN Choral Directors Association will hold its National

Convention in San Antonio, Texas, March 3-6, 1993. The ACDA
_ national office will mail preregistration material for this convention to all
members on November 1, 1992. Included in your packet will be a preregistration
form for the convention, a hotel housing form, and information regarding airlines
and car rentals.

AFFILIATED
ORGANIZATIONS

INDIANA
CHORAL DIRECTORS ASSOCIATION

President - Michael D. Shasberger
410 Buckingham Drive
Indianapolis, Indiana 46208

Treasurer - Paula Alles
1471 Altmeyer Road

The preregistration form is to be returned to the ACDA national office. The
housing reservation form is to be mailed to the housing bureau of the San Antonio
Convention and Visitors Bureau. Hotel reservations are filled on a first-come, first-
served basis by the housing bureau. Convention rates are guaranteed only through
the official cutoff date listed on the housing form. We urge you to book your hotel
reservations very early in order to secure desired accommodations and to assure the
convention rate. Because of the popularity of San Antonio, hotels often fill months
in advance; therefore, it is very important that you send in your hotel reservation
form upon receipt of your preregistration material.

We are anticipating the largest attendance for a national convention in the history
of the American Choral Directors Association. Early preregistration will assist the
national office in processing your form and will save you time at the convention in
avoiding registration lines. Preregistered ACDA members will need only to proceed
to the designated preregistration area in the convention center to secure their conven-
tion packets.

Outstanding choirs have been invited to perform, and some of the most exciting
interest sessions ever presented on a national convention program have been planned.
San Antonio is one of this nation’s most beautiful and popular convention cities. The
convention facilities and concert halls are among the best in our country. The weather
in San Antonio during March is normally very mild and should provide the opportu-
nity for a wonderful visit to the city during the National Convention.

The next five issues of the Choral Journal will include important information
about the convention. I am sure you will find each of the articles most informative.
Should you have additional questions about the 1993 National Convention in San
Antonio please contact the national office: ACDA, Post Office Box 6310, Lawton,
Oklahoma 73506. Telephone: 405/355-8161. Fax: 405/248-1465.

Gene Brooks

STATEMENT OF MEMBERSHIP

The American Choral Directors Association Is a nonprofit professional organization of choral directors;

its active membership is composed of directors from schools, colleges, universities, community and
\ industrial organizations, churches, and professional choral groups. The Choral Journal circulation:

15,500. Dues: Active $45, Industry $100, Institutional $75, Retired $10, and Student $10. Member-

ship Year: One year from date of acceptance of dues.

ACDA is a Founding Member of the International Federation for Choral Music
ACDA supports the goals and purposes of Chorus America and endorses them in promoting the
excellence of choral music throughout the world.

ACDA reserves the right to approve any applications for appearance and to edit all materials proposed for distribution.
Permission is granted to all ACDA members {o reprint articles from the Choral Journal for non-commercial, educational
- purposes. Non-members wishing to reprint articles may request permission from ACDA National Headquarters.

The Choral Journal is supported in part by a grant from the National Endowment for the Arts, a federal agency.

ACDA membership, recognizing its position of leadership, complies with the copyright laws of the United States of America.
Compliance with these laws is a condition of participation by clinicians and performing groups in ACDA meetings and
conventions.

a Copyright© 1992 by the American Choral Directors Association, 405/355-8161, P.O. Box 6310, Lawton,
- Oklahoma 73506. Issued 10 times yearly: August through May. Subscriptions to libraries only. Rates: U.S.
EorREess  $25 a year; Canada $35; Foreign: Surface $60, Air Mail $70; Single Copy $3; Back Issues $4.
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THE PR]ESID]ENT

N THE PAST few years, it has been my privilege to hear choral performances by
some of the fine choirs of the Baltic region, principally those from Estonia and
Latvia. My most recent experience occurred during the IFCM Choral Festival in
Namur, Belgium, where I heard a wonderful choir from Riga, Latvia, called “Ave
Sol.” (I have had fewer opportunities thus far to hear choirs from Lithuania.)

Without exception, the unique tonal
concepts, fascinating contemporary choral
literature, and deep artistic commitment of
these choirs have been exciting and chal-
lenging to me. The striking intensity of
their performances somehow exceeds our
normal expectations. However, the monu-
mental political changes in the past two
years have also produced questions about
the future of choral music for these people.

For the past four decades, a remarkable
encounter between the arts and politics oc-
curred in those countries (and other Eastern
European cultures as well). The oppressive
rule of communism produced a strong com-
mon bond of resistance—that of singing.
Choral music, a long and wonderful tradition, became a special way of retaining their
cultures and national bonds. They saw to it that music was taught to everyone. Their
leading choral conductors were looked upon as national heroes. Who will forget the
incredible image we saw on television of the unbroken line of citizens stretching
across the country, demonstrating against the oppressors, and singing? 1 also vividly
remember when the citizens of Estonia gathered by the thousands in May 1990
around their government building in Tallinn to prevent the entrance of the Russian
soldiers. Their only weapons were their singing voices, and they prevailed.

Now they are independent; their dreams are realized. And, a peculiar and worri-
some question arises: now that the oppression is gone, will their choral tradition
continue to be strong? Will they continue to need singing? Will their free but finan-
cially struggling governments be able to support the arts? We hope so. Their traditions
certainly have been strong enough, and the folk culture is the centerpiece of their
singing style. If their culture must experience change, we are hopeful that their mag-
nificent tradition of choral singing will survive.

My own musical life has been enriched through various opportunities to see and
hear choirs of many different cultures and to relish the quality and ar#istry of their
folk music. Unfortunately, however, the very nationalistic pride which fosters the
tradition of folk music sometimes engenders a suspicion and mistrust of the arts and
cultures of other nations. How foolish!

Never before in history have we had such a unique opportunity to avail ourselves
of the musical heritage of the world’s cultures. This is the time to embrace and study
these rich choral styles and traditions and thereby to understand ourselves better.

William Hatcher
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L ROM
THE EDITOR

N THIS month’s Choral Journal, we recognize the anniversaries of two English
composers—Herbert Howells, born in 1892, and Sir Arthur Sullivan, born in
1842. Robert Lehman writes about Howells’s choral idiom and George Guest,
former choirmaster at St. John’s College, Cambridge, provides a personal remem-
brance of Howells. In Literature Forum, Corydon Carlson discusses the choral

— music contained_in_Gilbert’s and Sullivan’s operas. David Hill, Master of Music at

EDITORIAL
BOARD

EDITOR
John Silantien
Division of Music
University of Texas at San Antonio
San Antonio, TX 78249
512/691-5680

ASSOCIATE EDITOR

Sandra Chapman

Winchester Cathedral in England, discloses some of his techniques for working with
~ boys’ voices, and an English music educator, William Goldring, writes a very compli-
mentary assesstnent of youth and children’s choirs in the United States and Canada.
Finally, in Rehearsal Breaks, Chester Alwes answers some thorny questions about
tempo proportion at the famous “Ave vera virginitas” section of Josquin’s motet,
Ave Maria . . . virgo serena.

I have been happy to see increased involvement in the Choral Journal on the part
of the readership in recent months. I would like to continue to encourage your
interest in fournal content. There are many different ways you can play a part:

% Write me a letter expressing your opinion about an article.

% Send a news item that would be of national interest.

% Bring to my attention recent deaths of leading choral figures so that we can
inform our readership. _

% Volunteer to review books for Stephen Town, or choral octavos for Conan Castle.

$ Write a brief essay for Rehearsal Breaks on a vocal, rehearsal, or performance
practice topic.

8 Put together a list of little-known choral repertoire for Literature Forum.

% Send Nina Gilbert some items of practical interest for Musica Practica.

% Let Timothy Sharp know about an interesting new dissertation which he might
review in Research Reports.

$ Research and write a major article on a topic of national interest. It occurs to
me that some very fine work is being done by our choral D.M.A. candidates at
various universities. Please take the time to share the results of your hard work
in a sixteen- to twenty-page, double-spaced paper.

Upcoming issues will focus on the choral music of Grieg and Rachmaninov. Other
special issues will be devoted to children’s choirs, “world music,” and the music
publishing industry. In 1993 and 1994 we will celebrate the anniversaries of
Tchaikovsky and Palestrina respectively. I hope that this information may spark your
interest and provide some potential directions for your research.

Ciriteria For Articles
Some of the criteria which the Editorial Board uses in determining whether to
accept an article for publication in the Choral Journal are the following:

a. Topic is of national importance.

b. Article offers new information or new insight into the topic.

c. Scope of article is appropriate, neither too narrow nor too broad.

d. Premise is well-defined, supported, and developed.

e. Information is precise, accurate, and well-documented.

f. Article is well-written.

g Most of the ideas seem to be the author’s, quotes only enhancing the article.
h. Article avoids promoting a company, person, or product.

Please take the time to contribute in some way to the very important exchange of

ideas and information that gives the Choral Journal its real value. The strength and
usefulness of its contents depend on you. One of the goals of ACDA as an organiza-
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tion is to encourage the dialogue that
takes place between choral directors at
conventions, at meetings, and in the
pages of the Choral Journal. 1 look for-

ward to hearing from you.

John Silantien
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Desketop equipment worth the cost

To the Editor:
HE NEW publishing equipment
may have been expensive, but the
readability of the magazine is definitely

|_ETTERS
TO THE EDITOR

The Journal’s new look

To the Editor:
ST a short note to congratulate
you on the “new look” of the Choral
Journal August issue. Not only are the

August issue excellent

To the Editor:
HIS is a letter of congratulations and
commendation for your appoint-
ment as the new Editor of the Choral

improved. Since I am now over-the-hill
by a long shot, I certainly notice this
quality in all of my reading materials!

The idea of Rehearsal Breaks is a good
one. Unfortunately we read in two-page
“soundbites” now, but I figure it is kinda
like the preacher—if he can’t make his
point in fifteen minutes, why does he
keep talking for thirty.

Anyway, congratulations on the job
and a successful first edition.

Sincerely,

Betty Woods

graphics, design, and print better, but the
scope of information is also impressive.
You deserve a great, big “Thank you”
from one who is an avid reader of
music education journals, all ACDA
newsletters, and miscellaneous publica-
tions in other fields. I am looking
forward to future issues of the CJ under
you leadership. 7
Cordially,

Dan Schwartz

Letters to the Editor should be sent with the writer’s name and address to:
The Editor, Choral Journal, P.O. Box 6310, Lawton, OK 73506.

Letters may be edited for length and clarity.

Journal and for the excellent first issue.

I like the way you have reorganized
the format and added some new areas.
It looks neat and makes everything
more enticing to the reader. I think
the Rehearsal Breaks is especially fine,
because the articles are practical, well
organized, and brief. Jim Smith did a
great job, as did Don Neuen. I am sure
that conductors will benefit from both
articles. Reports from the National Com-
mittees and the Literature Forum are also
needed, and the cartoon art is terrific!
Thanks again for doing such a tremen-
dous job as our new Editor!

Most Cordially,

Harold A. Decker

22| Lift Your Voice and Spirit at Orlando’s
All American Choral Festival

Great choral directors know how to blend voices into perfect harmony.
The All American Choral Festival knows how to blend Orlando, Florida’s
many exciting destinations into an unforgettable group experience.

e Walt Disney World’s Magic Kingdom® ¢ EPCOT Center®

e MGM Studios® ¢ Universal Studios Florida®
e Sea World ¢ Kennedy Space Center
e World famous beaches ¢ Even affordable Bahamas Cruises!

American Tours and Travel can arrange a remarkably affordable tour for your
group. Your chorus can even be showcased at one of Orlando’s world famous
attractions during your visit. Fully licensed, bonded and insured, we have

\ served the music industry for over 30 years!

Your trip can be taken anytime during the festival season — March through
September. So call now and enjoy fun and fellowship while broadening your

choir’s performance ability!

1-800-243-0801 #=
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An Octave Above The Rest!

= American lours

& Travel, Inc.
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Call us toll-free today, or write, and find out why our participants gave z:s‘E

an over 74% repeat rate during our 1992 season!

Name Title
Phone

School

Address

City State Zip

Note cities and areas of interest:

City(ies): [] Atlanta []Chicago [] Colorado Sprmgs Pike's Peak
[l Colorado Springs, Winter in the Rockies [] Nashville [ New York

[ Orlando [] Philadelphia [ Toronto

Band: [ ] Symphony/Concert [] Wind Ensemble []Jazz [] Marching
Orchestra: [ ] Symphony/Concert [[]1 Chamber [] String

Choir: [J Concert [1 Chamber [] Madrigal [ Swing/Show
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Heritage Festivals — two words that mean ...
Experience — our 12th Festival Season... Expertise —
top adjudication and positive reinforcement...

Personal Service — we're dedicated to your choirs!!!

Celebrate choral music with us in 1993/

April 1-4

# Chicago, Illinois

% Orlando, Florida

+ Washington, D.C.
(Cherry Blossom)

April 8-11 (Easter)

# Mexico City

April 15-18

% Anaheim, California
+* Boston, Massachusetts

HERITAGE FESTIVALS

302 West 5400 South
Suite 108

P. 0, Box 571187
Salt Lake City,

UT 84157-1187

+* Nashville, Tennessee
% Orlando, Florida
% San Antonio, TX

April 22-April 25

¥ Houston, Texas

+* New Yrok, New York
% Orlando, Florida

% Phoenix, Arizona

¥ Quebec City, Canada
* St. Louis, Missouri

% Williamsburg, Virginia

April 29-May 2

¥ Dallas, Texas

+* Montreal, Canada

% Myrtle Beach, Virginia
% New Orleans, Louisiana
¥ Orlando, Florida

% San Diego, California

% San Francisco, California
% Seattle, Washington

Heritage Festivals proudly offers:

© 25 exciting destinations

+ nationally known adjudication staff

e customized festival tour packages

s guaranteed low group air and
bus quotes

» experienced music educators

¢ first-class hotels
o gala awards banquet and dance
¢ theme parks and historical tours
* one free package for every 25

paying participants

May 6-9

+* Anaheim, California

% Boston, Massachusetts

% Nashville, Tennessee
{Opryland Classic)

% Orlando, Florida

+ Washington, D.C,

onstaff-
¢ National Tour Association four

protection insurance

May 13-16

% Toronto, Canada
% Colorado Springs

May 27-30

¥ Acapulco, Mexico
% Vancourver, Canada
{Hyack Festival)



Herbert Howells:
A Personal

Remembrance

by George Guest

Herbert Howells epitomized the English choral tradition.
He was born on October 17, 1892, in Lydney, a small west-
country town in Gloucestershire, now best known for its rugby
team. Although his surname is undoubtedly Welsh in origin,
he always regarded himself as being (as he put it) “true-blue
English,” and musically he always inclined toward the Church
of England. Gloucester is one of the three cities in which the
Three Choirs Festival is held, the others being Hereford and

Worcester. The young Howells, who had been appointed an

articled pupil to Sir Herbert Brewer (the Organist of
Gloucester Cathedral) in 1905, was fortunate to find himself
not only hearing the exciting new works being produced by
writers such as Elgar and Vaughan Williams but also meeting
the composers themselves; for the Three Choirs Festival, which
was founded in 1724, was, and is, above all, a social occasion.
In 1912 Howells began a five-year course of study at the
Royal College of Music, London, with the formidable C.V.
Stanford, then aged sixty and at the height of his powers. His
first lesson was certainly unconventional. Howells recalled:
“We stood at the windows of his room—and he discoursed
on architecture, particularly on windows. He then sent me
away to write the first movement of a string quartet, which I
did and was duly pleased with. I took it to him. He read it
through in complete silence, as was his wont, and then said to
me, T see that our first lesson was entirely in vain—no win-
dows, not a single rest anywhere . . .’ [But through my
association with Stanford I found myself] rubbing shoulders
with names that were household words—Stanford himself,

George Guest, C.B.E., is former University Organist of
Cambridge University and former Choirmaster of St. John’s
College Choir, Cambridge.
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Vaughah Williams, Frank Bridge, Gustav Holst, Rutland
Boughton, and others.” Elgar, Delius, and Ravel were also com-
posers whose works Howells admired intensely, and he praised
Delius’s music especially “for its flow, its continuity—a quality
which I feel to be of the utmost importance in composition,
and one which is sadly lacking in much contemporary music.”

He loved coming ﬂp into what

we called the song school . . . and
talking to the boys, who adored this
very great man—small, dapper, with

a wonderful head of white, curly hair.

It was difficult in the post World War I period for a com-
poser in England to earn his living simply by writing music,
so Herbert Howells was obliged to teach, to adjudicate, and to -
lecture. In all these branches of the profession, he was enor-
mously effective, and his teaching methods showed a dedicated
attention to detail and superb originality. His choice of words
was always memorable, and the telling phrase was never
far from his lips. Add to that his exquisitely beautiful hand-
writing, and one had the perfect adjudicator. Although he was,
for a time, King Edward Professor of Music at London Uni-
versity, his great love was the Royal College of Music, and he
taught there with great devotion, almost to the end of his life.
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He did not entirely lose touch with cathedral and collegiate
choirs, however, and he became Acting Organist of Saint
John’s College, Cambridge, during the absence of Robin Orr,
who was on military service in World War II. In later years he
enjoyed nothing more than attending evensong at St. John'’s.
He loved coming up into what we called the song school,
where rehearsals would take place, and talking to the boys,
who adored this very great man—small, dapper, with a won-
derful head of white, curly hair. '

Howells’s church music falls into two distinct categories:
1) his many settings of the Morning and Evening Canticles
and 2) the anthems, motets, and carols. The numerous superb
settings of the Evening Canticles—Magnificat and Nunc
dimittis—were written for particular places of worship, mostly
for cathedrals and college chapels, such as Saint John’s and
King’s Colleges in Cambridge; Gloucester, Worcester, Here-
ford, Winchester and Salisbury cathedrals; York Minster; New
College, Oxford; and Westminster Abbey and Saint Paul’s
Cathedral in London. The pieces were all written with the
characreristic acoustics of each building in mind and abound
in long sinuous melodies. There are no jagged phrases in these
pieces, and one is reminded of the composer’s comment on
the music of Delius. The melodies are characterized by great
flow and continuity, which do tax all but the best choirs, and
particularly choirs who are unable to employ the phenom-
enon of staggered breathing. The melodies follow one after

another rather like the slow, slow progress of lava flowing
down a mountain.

Of the anthems and motets that Howells composed, the
three Carol-Anthems, written berween 1918 and 1920, are still
enormously popular, particularly the hauntingly beautiful “A
Spotless Rose.” Equally popular are the Four Anthems (1941)
and A Sequence for Saint Michael (1961), written especially for
Saint John’s College Choir. But the piece which I find very
affecting and very moving is the early Requiem of 1936; it is
the very essence of Howells. He wrote it in memory of his
son, Michael, who died in 1935 of spinal meningitis. It is an
intensely personal composition, and he would neither allow it
to be published nor performed until 1980.

He wrote so much music of supreme value that is charac-
terized by an intensely personal melodic and harmonic style.
We celebrate, in 1992, the centenary of a dear man and a giant
among composers.

NOTES
'Christopher Palmer, Herbert Howells, A Study (Borough
Green, Seven Qaks: Novello & Company, Limited, 1978).
?Ibid.
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The Choral
Idiom of
Herbert Howells

by Robert W. Lehman

On Saturday, October 17, 1992, the musical community
will mark the one hundredth anniversary of the birth of com-
poser Herbert Norman Howells (1892-1983). Such a
milestone calls for the celebration, performance, and study of
the life and work of this important composer whom Sir David
Willcocks heralded as “one of England’s greatest composers.”
The centennial of the birth of Howells, a composer of
extraordinary scope, calls for a reintroduction of his work—
particularly in light of the recent growth of interest in Howells
on both sides of the Atantic.?

Howells, the foremost pupil of Sir Charles Hubert
Hastings Parry and Sir Charles Villiers Stanford, led a dis-
tinguished career as a composer, teacher, lecturer, and
adjudicator. He served for some sixty years at London’s Royal
College of Music as professor of composition. During that
long tenure, Howells succeeded Gustav Holst as director of
music at Saint Paul’s Girls’ School, London, was King
Edward VII Professor of Music at London University, and
Interim Director of Music at Saint John’s College, Cam-
bridge, during the Second World War. He was a Collard
Life Fellow of the Worshipful Company of Musicians and
was named a Commander of the British Empire and a
Companion of Honour. His professional accomplishments

Robert W. Lehman is the founding Music Director and
Conductor of The Woodley Ensemble, a professional vocal
ensemble specializing in obscure sacred English works of the
Tudor and Elizabethan eras as well as music of the twentieth
century. The Woodley Ensemble is based in Washington, D.C.
He is the coordinator of the Herbert Howells Centennial Festival
in Washington, D.C. ’
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are many, and his distinctive and adventurous composition
assures him a prominent position in music history.

Howells’s works encompass every medium except opera.
His debut as a composer came in 1913 at the age of twenty-
two when Stanford conducted a performance of his Piano
Concerto at the Queen’s Hall, London. With that perfor-
mance as the impetus, Howells’s reputation as a composer of
chamber works and orchestral pieces was quickly established.
Throughout his career, Howells turned to vocal music often
and, in addition to his large catalog of choral works, com-
posed a sizable collection of solo songs notable for their
sensuous beauty and rapport with their texts.

Howells “established himself as the foremost British com-
poser of church music of his day, greatly enriching the
repertoire of cathedrals, collegiate chapels, and parish
churches,” and his sacred compositions for organ and choir
have enjoyed unflagging popularity since their appearance in
the church repertoire. Howells’s sacred choral music is envi-
ronmental and acoustical music, and many of the works, such
as the Collegium Regale, Saint Paul’s and Gloucester services,
were written for specific architectural spaces (a cathedral or
collegiate chapel). One can best experience the sacred choral
works by hearing them sung in a reverberant gothic building,
seated under high stone vaulting, and surrounded by brilliant
stained glass.

It was through composition that Howells expressed him-
self, and he wrote quickly and easily, often completing a piece
in one sitting. Howells did not concern himself with publica-
tion or performance of his works. In fact, many of Howells’s
works were never released because of the deeply personal asso-
ciations surrounding their composition, and only now are
many previously unknown works coming to light. The pur-
pose of Howells’s work can be gleaned from his own
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description of the slow movement of his Concerto for String
Orchestra (1938) which is inscribed to “EE~1934” (Sir Ed-
ward Elgar) and “MKH-1935" (Michael Kendrick Howells,
the composer’s son who died in childhood of spinal meningi-
tis). Howells classified the movement as “submissive and
memorial in its intention and purpose.” All of Howells’s mu-
sic was composed through belief, spirituality, and eschatology.

Influences on His Music

Howells’s music fills an important place in the history of
twentieth-century composition; it is a blend of impressionism,
modality, and even hints of American jazz (which he heard
during a visit to the United States in the 1920s). His preva-
lent use of modality creates an aural link between Tudor times
and the twentieth century. Howells said that he felt he some-
how belonged to the Tudor period—not only musically, but
in every way. Vaughan Williams went so far as to humorously
suggest that Howells was the reincarnation of one of the lesser
Tudor luminaries.’ While Howells, markedly influenced by
plainsong and the pentatonic scale, adopts Tudor conventions
of phraseology, figuration, and texture, he does not conform
to Tudor harmonic practice. The result is an impressionistic
polyphony. Howells’s biographer, Christopher Palmer, has
proclaimed the composer “one of the masters of complex cho-
ral-instrumental polyphony”.6

Houwells said that he felt

he somehow belonged to the
Tudor period—

not only musically,

but in every way.

While many composers were experimenting with serialism
and aleatoric techniques earlier in this century, Howells elected
to write by employing more traditional and conventional prac-
tices of composition. He actually taught aleatoric and serial
techniques at the Royal College of Music and even gave a
series of BBC lectures on their practical applications; but, he
never subscribed to the use of those techniques. Some col-
leagues held Howells in low esteem because of his seemingly
antiquated style, but Howells was not concerned with fame or
notoriety. His chief concern was self-expression. Composition
was an activity which Howells felt compelled to undertake,
and he would often spend hours sitting in the great
cathedrals which dot the English cities and countryside draw-
ing inspiration from the stained glass and stone arches of the
medieval and gothic monuments—the very architecture of his
own work.
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© 1970 Novello & Company, Lid. Used by permission.
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Musical Style
What makes Howells’s style so recognizable? Many ele-

ments can be identified, including motivic continuity, melodic
contour and movement, and the displacement of metrical ac-
cents. One of his favorite devices is to employ weak phrase
endings. Typical examples of this practice are found through-
out the anthem Thee Will I Love (Figure 1). Only once in the
piece does a phrase ending fall on a strong beat, in this
particular case, a consonant downbeat on the word “power”

(Figure 2). Often voices and org
together. Individual phrase ending;
by only a beat (Figure 3), at oth
(Figure 4). Often the voices and
the final bar line,
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of the scale. Probably the most familiar example of this tech-
nique is found in the closing bars of Like as the Hart. While
the choir sustains the word “God” (E major), the organ plays
an interior melody beginning on the lowered sixth degree
(Figure 5). Behold, O God, Our Deféender provides a similar
example (Figure 6). The same procedure is followed in the
unaccompanied motet Take Him, Earth, for Cherishing as the
altos sing a short melodic line (incorporating the raised fourth

degree) reminiscent of the Kyrie of Vaughan Williams’s Mass in

G Minor (Figure 7).

The second harmonic characteristic is a cadential phenom-
enon. Howells is fond of the 9-7 chord. One of these chords
followed by a major triad with the third doubled (and always
in the soprano) is a2 Howells trademark. An example of this
practice occurs in the closing four bars of One Thing Have I
Desired. The progression from F>7 (in second inversion) to G
major (root position) is surprising, yet it possesses great
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of Delius, Vaughan Williams, and Debussy, one need look
no further than the early carol-anthem “Sing Lullaby.” The
unaccompanied upper voices murmur a beautiful and seam-
less accompaniment in parallel triads 4 la Debussy, while the
bass voices sing a simple yet haunting melody (Figure 9). This
section of the piece, written in the Dorian mode (on F), is
reminiscent of Vaughan Williams’s Pastorale Symphony.
The second verse is set more in the style of Delius; it is
homophonic and introduces elements of chromaticism
and enharmonic modulation. It is sonorous and richly
textured (Figure 10).

Howells’s style includes a preponderance of writing in mi-
nor keys—a nod to the modality of earlier times. He clung to
his Tudor tendencies but made use of the dissonances and
thickened textures of his own time. A marvelous example of
this juxtaposition is found in his Master Tallis’ Testament for
organ, but many other examples are found in the choral works
as well.

In the Requiem, the opening pages adhere to many prac-
tices of sixteenth-century writing, yet the harmonic language
is Howells’s own. The interval of a minor second is quite
prevalent and is used as an expression of grief by Howells
(Figure 11). The Reguiem, dating from 1936 (composed in
memory of his son, Michael, who died the preceding year),
was not released for performance until 1980, as the composer
considered it a highly personal document.

The Reguiem served as a study for a larger work to come,
and in 1938 Howells completed his great “Requiem” for his
son entitled Hymnus Paradisi. Arguably Howells’s greatest
work, it lay dormant for many years until Howells finally re-
leased it in 1950, at the urging of Vaughan Williams, for
performance at the Three Choirs Festival at Gloucester Ca-
thedral. Howells conducted the premiere performance in
Gloucester Cathedral, the place where he spent his boyhood

as a chorister.
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The “Requiem,” dating from 1936
(composed in memory of his son,
who died the preceding year),

was not released for performance

Choral Songs
To the Owl, 1907, Novello
Weep No More, 1914, Stainer & Bell
A Dirge, 1914, Stainer & Bell
In Youth Is Pleasure, 1915, Novello
The Shepherd, 1916, Curwen
Tinker’s Song, 1916, Banks Music
A North Country Song, 1917, Novello

until 1980, as the composer
considered it a highly

personal document.

Howells was always highly selective when choosing texts.
In both the Requiem and Hymnus Paradisi, he combines
extraliturgical biblical texts with texts from the Requiem Mass
and the Salisbury Diurnal. For Hymnus Paradisi, Howells, in a
search for immemorial prose, first turned to the writings of
Marcus Aurelius Clemens Prudentius (348—c. 410), an Iberian
magistrate whose religious writings have become treasures of
the Western Church. The specific work to which Howells
turned was the Hymnus circa exsequias defuncts, but in the end
he used only the first couplet as a dedicatory heading for
the entire Hymnus Paradisi.

It was to this same text that Howells was drawn when he
composed a work in memory of John F. Kennedy following
that president’s 1963 assassination. No commentary on
Howells’s choral music, no matter how brief, would be complete
without individual mention of Take Him, Earth, for Cherishing.
This work was composed not on commision but rather out of
an emotional urgency. Simple yet anguished dissonances create
great unrest until the final pages, set in B major, give way to
brilliant light and acceptance of death (Figure 12). The pro-
found text of Prudentius, coupled with the poignant text
painting of Howells, make the work one of the masterpieces of
this century.

Howells’s music is difficult, to be sure; great depth of
understanding and interpretive ability are required to perform it
well. Those who make the effort, however, will be rewarded,
because in his music Howells has expressed for all humanity
what so few can articulate. His music cannot be described
adequately in words—it must be experienced to be understood.

The Choral Works of -
Herbert Howells

A large number of Howells’s works are not dated, and many
inaccuracies and discrepancies exist in their cataloging. As a
result, not all of the entries below are complete, and many of the
works listed are no longer in print.
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A True Story, 1917, Novello

Under the Greenwood Tree, 1917, Novello

Before Me Careless Lying, 1919, Stainer & Bell
Come All Ye Pretty Fair Maids, 1919, Curwen

A Golden Lullaby, 1920, Novello

The Duel, 1922, Ashdown

Creep Afore Ye Gang, 1924, Boosey & Hawkes
First in the Garden, 1924, Banks Music

Holly Song, 1924, Banks Music

Irish Wren Song, 1924, Boosey & Hawkes

Robin Hood'’s Song, 1924, ].B. Cramer

Swedish May Song, 1924, Banks Music

The Shadows, 1924, Boosey & Hawkes

The Saylor’s Song, 1927, Novello

Tune Thy Music, 1927, Novello

Good Counsel, 1929, Winthrop Rogers

Delicates So Dainty, 1931, Novello

Sweet Content, 1931, Novello

Bunches of Grapes, 1932, Novello

To Music Bent, 1932, Novello

A New Year Carol, 1939, Boosey & Hawkes
Piping Down the Valleys Wild, 1939, Boosey & Hawkes
The History of an Afternoon, 1939, Novello

An Old Man’s Lullaby, 1947, Novello

The Key of the Kingdom, 1947, Novello

Walking in the Snow, 1950, Novello

Inberitance, 1953, Novello

Four Horses, 1954, Edward Arnold

Pink Almond, 1957, Novello

The Summer Is Coming, 1964, Novello

Is the Moon Tired?, date unknown, Stainer & Bell
Love’s Secret, date unknown, Stainer & Bell

My Master Hath a Garden, date unknown, Banks Music
Sing Ivy, date unknown, Banks Music

The Wind Whistles Cold, date unknown, Stainer & Bell

Choir and Orchestra

When Cats Run Home, 1907, Novello
Sine nomine, 1922, Novello
A Kent Yeoman'’s Wooing Song, 1933, Novello
Hymnus paradisi, 1938, Novello
A Maid Peerless, 1951, Novello
Three Motets, Novello

1. “God Is Gone Up,” 1958

2. “The House of the Mind,” 1957

3. “King of Glory,” 1949
Stabat mater, 1963, Novello
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Mass Settings
Mass in the Dorian Mode, 1912, Church Music Society—~RSCM
Communion Service for Unison Voices, 1925, Banks Music
Missa Sabrinensis, 1954, Novello
An English Mass, 1955, Novello
The Office of Holy Communion Collegium Regale, 1956, Novello
Missa aedis Christi, 1958, Novello
The Coventry Mass, 1968, Novello

Responses
Responses, 1967, Novello

Morning Canticles
Benedictus and Jubilate Deo, 1925, Banks Music (OxfordArchive)
Te Deum, 1925, Banks Music (Oxford Archive)
Te Deum and Jubilate—Collegium Regale, 1944, Novello
Te Deum and Benedictus—Christ Church, Canterbury, 1947,
Novello
Te Deum and Benedictus—Canterbury Cathedral, 1951
Te Deum and Benedictus—Saint George’s Chapel, Windsor,
1952, Novello
Te Deum—Saint Mary, Redcdliffe, 1965, Novello
Jubilate Deo—Chapel Royal, 1967, Novello
Benedictus es, Domine, 1968, Novello

Some colleagues held Howells in low
esteem because of his seemingly
antiquated style, but Howells was
not concerned with fame or notoriety.

His chief concern was self-expression.

Te Deum—Washington Cathedral, 1989, Novello
Te Deym—St. Paul’s Chapel, Columbia University, date
unknown, Novello (in preparation)

Evening Canticles
Nunc dimittis (Latin), 1914, Novello
Magnificat and Nunc Dimiitis in G, 1920, Stainer & Bell
Magnificat and Nunc Dimittis, 1925, Banks Music
(Oxford Archive)

NEW Choral Music

CARL FISCHER.
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Collegium Regale, 1944, Novello

Gloucester Cathedral, 1946, Novello

Saint Paul’s Cathedral, 1951, Novello

Worcester Cathedral, 1951, Novello

New College, Oxford, 1953, Novello

Magnificat and Nunc Dimittis in B Minor, 1955, Novello
Saint Paul’s Cathedral, 1951, Novello

Colleginm Sancti Johannis Cantabrigiense, 1957, Novello
Westminster Abbey (The Collegiate Church of St. Peter in

I Would Be True, 1978, Addington Press

Sweetest of Sweets, 1978, Oxford University Press

Tryste Noel, 1978, (contained in Carols for Choirs 3)
Oxford University Press

God Be in My Head, date unknown, Roberton

Lord, Who Createdst Man, date unknown, Banks Music

Hymns
My God, I Thank Thee Who Hast Made the Earth So Bright,

Westminster), 1957, Novello

Hereford Cathedral, 1961, Novello

Sarum, 1966, Novello

Chichester Cathedral, 1967, Novello

Saint Augustine’s, 1967, Novello

Winchester Cathedral, 1967, Novello

Magnificat and Nunc Dimittis in A Minor, 1968, Novello

Collegium Magdelanae Oxoniense, 1970, Novello

Magnificar and Nunc Dimittis in B-flat, 1972, Novello

York Minster, 1973, Novello

The Dallas Canticles, 1975, Calvary Press

Magnificat and Nunc Dimittis (IB), date unknown, Banks
Music (Oxford Archive)

Magnificat and Nunc Dimittis (ATB), 1980 revision of above,
Oxford University Press

Anthems and Motets
O salutaris bostia, 1913, Novello
Salve regina, 1915, Novello
Regina caeli, 1916, Novello
Three Carol-Anthems, 1918-20, Galaxy—Stainer & Bell
1. “Here Is the Little Door”
2. “A Spotless Rose”
3. “Sing Lullaby”
My Eyes for Beauty Pine, 1925, Oxford University Press
When First Thine Eyes, 1925, Oxford University Press
Requiem, 1936, Novello
Four Anthems, 1941, Oxford University Press
1. “O Pray for the Peace of Jerusalem”
2. “We Have Heard with Our Ears”
3, “Like as the Hart Desireth the Waterbrooks”
4, “Let God Arise”
Where Wast Thou?, 1948, Novello
Long, Long Ago, 1951, Novello
Behold, O God, Our Defender, 1952, Novello
A Hymn for Saint Cecilia, 1960, Novello
A Sequence for Saint Michael, 1961, Novello
Coventry Antiphon, 1961, Novello
Take Him, Earth, for Cherishing, 1964, HW. Gray (Belwin-Mills)
One Thing Have I Desired, 1968, Novello
Thee Will I Love, 1970, Novello
A Grace for 10 Downing Street, 1972, Novello
Now Abide Faith, Hope, and Charity, 1972, Novello
Exultate Deo, 1974, Oxford University Press
The Fear of the Lord, 1976, Oxford University Press
I Love All Beauteous Things, 1977, Novello
Antiphon, 1978, Oxford University Press
Come, My Soul, 1978, Oxford University Press
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1925, Banks Music

All My Hope on God Is Founded (Michael), 1938, Novello

A Christmas Carol: So Now Is Come Our Joyfulst Feast, 1957,
Novello

Lord, By Whose Breath All Souls and Seeds Are Living (Erwin),
1967, Novello

God Is Love, Let Heav'n Adore Him ( Twigworth), 1968, Novello

Holy Spirit, Ever Dwelling (Salisbury), 1968, Novello

Lord Christ, When First Thou Cam'’st to Men (Newnbam),
1968, Novello

O Holy City (Sancta Civitas), 1968, Novello

To the Name of Our Salvation (Kensington), 1968, Novello

NOTES

'Christopher Palmer, Herbert Howells, A Study (Borough
Green, Sevenoaks: Novello 8 Company, Limited, 1978), 7.

?Recently released recordings include a two-disc series
devoted solely to Howells’s choral and organ music by the
choir of New College, Oxford, under the direction of
Edward Higginbottom. No fewer than three recordings of
Howells’s organ music have been issued in the last three years,
including one outstanding issue by R. Benjamin Dobey, a
noted Howells specialist, on the Pro Organo label. Other re-
cent recordings also include Howells’s String
Quartet No. 3, “In Gloucestershire” (coupled with music of
Sir George Dyson, played by Divertimenti on the Hyperion
label) and a digitally remastered issue of Sir David Willcocks’s
1970 recording of what is certainly Howells’s masterpiece,
Hymnus Paradisi (The London Bach Choir and the New
Philharmonia Orchestra on EMI). One must not overlook the
1983 recording of the Reguiem by Matthew Best and the
Corydon Singers (Hyperion), or the classic disc of Howells’s
church music recorded by the choir of King’s College, Cam-
bridge, under the direction of Sir David Willcocks (Argo).

*David Willcocks, Church Music Quarterly (July 1983): 4.

4Nicholas Webber, “Herbert Howells 1892-1983,” The
American Organist (June 1983): 33.

5Palmer, 11.

“Ibid., 45.
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Rehearsal Breaks

Training Young Boys’ Voices

by David Hill

HE ENGLISH church music
I scene produces its own di-
chotomy: an organist is wrongly
assumed to be a choir trainer; conversely,
choir trainers can end up as terrible or-
ganists. I am not suggesting that we
should split the posts of organist and
choirmaster; but, rather, I believe that we
should treat the areas entirely separately
during the education process. Perhaps
when we are training organists, we
should not only address the practical as-
pects of conducting, such as how to beat
time and so on, but also the problems of
vocal training. Church musicians need to
have the confidence to stand up in front
of a choir and say, “No, that’s the wrong
vowel because of the following reasons;”
they should /now that a choir is singing
incorrectly, rather than merely fée/ it to
be wrong, and because they have been
properly instructed by an expert teacher.
To say that English choirs have a par-
ticular way of singing which has nothing
to do with solo singers is really irrelevant.
All singing is about the production of
the voice. A more European outlook on
vocaltraining ought to be encouraged.
My aim as a choirmaster is for the

EDITOR’S NOTE: At the age of thirty-
one, David Hill has quickly gained a
reputation as one of England’s up-and-
coming choral conductors and organ
soloists. He has an impressive track
record, from Chetham’s Hospital School
of Music in Manchester, through his
student days as an organ scholar at St.
John’s College, Cambridge, to his
appointments as Assistant Organist at
Durham Cathedral, Master of Music at
Westminster Cathedral, and his present
post as Master of Music at Winchester
Cathedral. He has some twenty organ
and choral recordings to his credit. The
following remarks by David Hill were
made during an interview with William
McVicker.

voices to resonate. While at Westminster
some people expressed to me that they
thought the choir had a “shouty tone,”
but George Malcolm’s famous phrase,
that “good singing is a controlled form
of shouting,” is absolutely true. If you
listen to children playing, they don’t
shout to each other in an insipid head-
voice; they use a strong, naturally
produced resonant chest-sound. If you
have the same objective for boys’ singing
voices, they begin to sound like their
adult counterparts.

A young voice can be developed in the
same way as an adult’s, but this must be
done around the different framework of
a child’s vocal cords. It is important to
realize that a child’s vocal cords are eleven

millimeters long and only grow to be
approximately fifteen millimeters in
adulthood. A fault of a lot of choir di-
rectors is, perhaps, that they expect
children to produce a lot of sound from
an essentially small frame. Quality of
tone is what one must aim for, and as
the child grows, so the quantity of sound
will increase. The vocal quality should
be clear from the outset. A child needs
to be taught where the resonating cavi-
ties are and that they are not just in the
chest; they are also in the nasal cavities
and the head, too. Head-voice is very
important; too much of one type of
voice and an insufficient amount of an-
other are common faults in choirs.

I do not personally think that “gear-

aclea
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changes” and “breaks” in the voice
should be there in the first place; one
should design exercises to develop a voice
from the bottom to the top. Think of
the sound gradually rising into the head.
Try to paint an image for the boys by
saying, “Imagine that the bottom of the
voice is black and the top of the voice is
white; in going from black to white you

the tongue, feeling the buzzing sensation around the face and the neck, support-
ing the sound using long exercises with big intervals, and so on. It is
straightforward to invent one’s own exercises, but here are a few that I use regu-

larly.

f
[ I
Y

no no no no no no no yes
a. For articulation and aiming at brightness on the lower note.

will gradually change the color from a
dark grey through a lighter grey, and it
will eventually emerge as white.” The
voice is one chain—one sound—and it
is all connected, though the sound at the
top may well be different from the sound
at the bottom. This is a hard concept but
is one which young choristers need to
learn. Teaching them about this reso-
nance is important: if they do not learn
to resonate, they will not achieve their
full vocal potential.

The notion of getting all boys to
sound the same as each other is mislead-
ing. The object is for each boy to
produce a natural sound, so one can
bring individuals together to create a par-
ticular quality and balance within that
sound. If they are blending a false sound,
or one inhibited because it is held back,
then a choirmaster might create sounds
which are quite nice to listen to, but un-
fortunately damaging to singers’ voices.
Laryngitis, or even nodules on the vocal
cords, can appear in strained voices,
either from oversinging or, indeed, from
undersinging. Unless the sound is free all
the way up, one runs the risk of induc-
ing vocal difficulties. Choir trainers are
in a privileged and rather precarious
position: they are custodians of people’s
voices but risk damaging boys’ voices if
they do not teach proper vocal
production.

Practice with exercises dealing with
specific aspects of voice production, such
as the importance of tongue position. If
the tongue goes up like a drawbridge, the
sound will not come out. I ask them
questions like, “What happens if you try
to sing such-and-such a note on that
vowel?” and “How are you going to
amend this?” I try to foster an awareness
among them so that #hey can analyze
more carefully what they are doing.

The exercises are directed at particular
tasks such as breathing, vowel produc-
tion, creating vocal agility, positioning
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b. For agility, tuning the rise of the third, and clear vowels.
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c. For a sense of line, to be sung in one breath.

Try to warm the voices up in the morn-
ing. At Westminster Cathedral where the
rehearsals were shorter, [ asked the boys to
turn to a piece of plainsong which might
be very low-lying and asked them to sing
on good, open vowels with a sense of line,
but never loudly. After all, one does not
start a car on a cold morning and drive it
at seventy miles per hour ten seconds
after getting into it! The car might work,
but eventually some breakdown will
occur because of having treated the car that
way. The voice is no different. Either one
exercises it carefully in the morning so it
can then be free to work properly for the
entire practice, or it will not produce the
sound you really want it to make. Taking it
slowly enables one to quicken the pace and
achieve more, once the voice is warmed up.

Regarding vowels, it is not always pos-
sible to confine oneself to the pure
Italian sounds. Singers are taught to use
Italian vowels because they are the most
open sounds. Although one can sing the
opening of the Magnificat to Italian
vowels, it clearly is not right to sound
like an Italian ice-cream vendor. There
are so many variants within each vowel
that one has to choose what one wants
to hear. (This subject is an absolute
mine field to try to codify.) My choice
is to get as close to the brightest vowel
because it helps the sound that is being
produced.

I am sure one could write a treatise
on the few words which form the open-
ing of the Magnificat. These words
provide a good example for us here, as
follows. My (mar) is an “ah” (0) sound
and not “mov,” as many people tend to
sing. So you see that I am looking for an
open vowel on a word where it is not
really obvious. “Soul” (saul) is more dif-
ficult because of the “ou” (9u)
diphthong, the question being “where do
you close the ‘oh’ sound?” It is a terrible
generalization, but I think that one
should hold on to the initial vowel for as
long as possible and slip in the diphthong
at the end, catching it with the conso-
nant so it becomes “so-ul.” It should not
be sung as “sool” (sul); there has to be
space between the teeth. If you push your
lips forward (which is, on the whole, a
bad habit), you get a tunnelled sound. A
lot of boys tend to sing this way, and
you only need to watch them to catch
one or two doing this. It is a good idea
to get the boys to lift their lips to get a
brighter sound.

“Doth” (dA®) is none of the straight
a-e-i-o-u vowels, but is like “hut” (A) and
not (0f) as in “lot.” “Magnify” (megnifai)
begins with the first vowel “a.” This
should not be nasalized, though this does
tend to occur in singing when the vowel

is followed by a nasal “n”; it should be a

pure (z) sound.
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The third vowel “i” comprises the sec-
ond syllable of “magnify” and it closes
with “fy” (ai), which is the same sound
as discussed with “my.” “The” is a voiced
dental fricative (82), and “lord” (12d) is
“0”, as in the fourth vowel.

All of this is about clarity of vowel
production. If one sings clearly, one uses
the purer approximations to the cardinal
vowels, except when using diphthongs.
The spoken vowels have to be adjusted
for singing. So, it is possible to choose
the most open vowels from the Italian
language to get the best sounds in En-
glish choral singing, adjusting the Italian
vowels to English words.

One can not always sing the vowel
that a word requires. “Went” (went) on
a top note is difficult, whereas a slight
dropping towards “w(ah)nt” (wont),
without compromising too much, can
achieve the required effect. It creates an
aural illusion. The listener expects a cer-
tain sound from a word and therefore
hears the word that he or she is thinking
about, when in fact a singer may have
taken something of a liberty with the
original vowel written on the page. The
same thing can be said of consonants
which, when overdone, distract the lis-
tener. The mind becomes preoccupied by
such exaggerated moments because the
ear never hears consonants overdone in
normal speech.

When I came to Winchester and tried
to help the boys sing with a greater sense
of “line” (and by that I mean a legato
phrase), I found that a useful exercise for
them was to sing without any conso-
nants. In order to create a legato phrase,
rather than a series of single notes, it is
very instructive to remove the consonants
and to look at what happens to the mu-
sical phrase. Replacing the consonants
serves to punctuate the sound rather than
to interfere with it. The consonants must
not interrupt the phrase, they are just the
“pegs on the line,” so to speak. It is a
good way of getting through exactly what
is meant by “line.” Without “line” in
singing, you cannot really make sense of
the music.
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Leading a Renaissance
in Training Adolescent
Boy Singers

by Darla Eshelman

To any music educator who is actively involved in the train-
ing of adolescent singers in today’s public schools, it becomes
evident that there is a definite need for a renaissance in the
musical training of boys between the ages of ten and fourteen.
A real problem exists in recruiting, maintaining, and improv-
ing musically the participation of young boys in vocal classes
and school performing groups.

Many boys with treble voices display reluctance and inhibi-
tion about singing. As a result instructors are often faced with
an abundance of girls and only a few boys in their mixed
ensembles. There are many reasons for this, and, though some
of the contributing factors would be difficult to remove, the
power to overcome much of the problem actually lies with
what occurs inside the choral setting.

It is interesting to note that during the Renaissance period,
young boys were the “backbone” of musical performances in
the church. Renaissance polyphony embodies some of the
most profound and complex vocal music, and much of it was
written exclusively for these “choirboys” to sing. The degree
of musical skill demanded by the compositions they sang was
considerable and required substantial musical training.

Craig Wright, in his book that describes musical practices
in the Cathedral School of Notre Dame, states: “Throughout
the Middle Ages and the Renaissance no thought was deemed
more divinely innocent, no sound more celestially pure than
those emanating from young choristers. Choirboys were to be
nourished so that they might add their sweet, clear voices to
the continuous round of divine praises in the church.” This
article summarizes some of the major precepts used in the

Darla Eshelman is completing her Ph.D. in Music Education at
the University of Oklahoma. She formerly taught choral and
general music in the public schools of Phoenix, Arizona.
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musical education of adolescent boys in the cathedral schools
of Western Europe. Suggestions are then offered for imple-
mentation of thosg principles with adolescent boys today.

Organization of
the Cathedral Schools

During the Renaissance the church fathers claimed scrip-
tural justification for the practice of using young boys to sing
in services. Since females were forbidden to sing in the church
until the late sixteenth and early seventeenth centuries, the
high and middle vocal parts were assigned to boys whose voices
had not changed.? These young singers were trained to handle
the new outpouring of difficult polyphonic music, as well as
traditional monophonic chant. Walter Woodfill states, “What
speaks most strongly in praise of cathedral choirs, what indi-
cates most clearly that some of them fulfilled their trust, is the
great music written for them.™

The major cathedrals of Western Europe were the leading
employers of singers during the Renaissance. The authorities
of the church were devoted to the education and performance
of the choirboys. At the approximate age of eight, selected
boys were admitted to a cathedral school as choristers. Young
adolescents from a variety of backgrounds flocked to these
schools and were fed, clothed, and given an education with
special emphasis on singing.

In exchange for sustenance and education, the choirboys
were expected to serve the church. Most of these activities
were directed toward the celebration of the divine offices.
Although the boys were important as readers and servers, their
principal duty was to sing.

In the fifteenth century the average number of choirboys in
each cathedral ranged from about six to fifteen, which was
balanced by approximately the same number of men.
Although the size of the choirs varied according to the place
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and time, by the middle of the sixteenth
century, a choir of two dozen or more
was common. A hierarchy existed in all
of the cathedral choirs and most included
priests, laymen or singing-men, a master
of choristers, and choirboys.

The master of choristers was the
dominant force in the boys’ lives. In ad-
dition to providing music instruction,

things at required hours, some-
times in music and sometimes in
grammar, logic, and rhetoric.

2. In addition, in the choir they
should serve just like angels so that
all who see them might say: these
are truly angelic boys and the most
renowned in the world.

3. Finally, the boys should be dili-

number of new compositions, the abil-
ity to read music quickly and accurately
became an important skill for choirboys.

The boys were to sing
with diligence and to

the master was also responsible for the
general education of the boys. His role
was important because the quality of the
choir was determined largely by the sing-
ing ability of the boys.

At Dijon in 1424, Philip the Good
established one of the earliest cathedral
schools.* Four boys lived with the master
and were instructed in singing, counter-
point, and discant or “singing apart,” an
early type of polyphony in which a new
melody was added to an
already existing one.” Similar institutions
were soon founded in almost every ca-
thedral and collegiate church, and
throughout the Renaissance many of the
schools were famous for the number of
great composers who received an educa-
tion there.b

The choirboys of the Renaissance
displayed characteristics which may be
considered typical of boys at this age. In
April 1411, Jean Gerson, a theologian
and the chancellor of Notre Dame,
implemented a doctrine of discipline for
his choirboys. The following are excerpts
from the doctrine:

1. The boys are to have schedules as
are common in the houses of in-
struction and should do certain

from $25.95 '
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gently taught to sing and to
observe the performances fitting
for them in the divine service.’

Musical Training

When the masters did their work well,
the choristers received thorough training
both in academic studies and in music.
Although proper understanding and dec-
lamation of the first two parts of the
Boethian trivium (grammar and rhetoric)
were an important part of a choirboy’s edu-
cation, the majority of his day was spent
studying music, with most of the instruc-
tion being directed toward singing skills.

Intense training was given in vocal

. production, sight-reading, plainsong, po-
"lyphony, and, often, in playing keyboard

instruments. High quality performances
were the goal of the boys’ studies, and
since the cathedral choirs most frequently
sang unaccompanied, accuracy was a
major concern.

Correct vocal production and tuning
were specifically addressed by Zarlino, a
Renaissance teacher who set forth a
concise set of guidelines for singers in his

_treatise of 1558.%8 The young singers

were cautioned not to sing too loudly, in
order to avoid a “pushed” tone. He
taught that singing in this manner would
result in more noise than harmony. Fur-
ther, the boys were instructed not to
force the voice into a raucous sound but
rather encouraged to blend their singing
with others so that no voice stood out.

The boys were taught that the mes-
sage and intent of the text should govern
their performance and were encouraged
to sing in accordance with the nature of
the words of each composition. Vowel
sounds were not to be modified but
rather precisely unified with their true
pronunciations.’

With the invention of music printing
by Petrucci in 1501, a vast amount of
new music became immediately available
to cathedral choirs. Due to the immense

perform their duties
appropriately, “without
laughing, chattering,
or making noise or

indecent gestures.”

~ The use of the Guidonian Hand was

an important pedagogical tool in the de-
velopment of music reading. This
teaching method became famous among
choirmasters and could be found in virtu-
ally every Medieval and Renaissance music
textbook. Drawings of the “Hand” were
found in teaching manuscripts well into
the seventeenth century.’® The joints of
the hand were used to identify each of the
tones. This solmization system permitted
the reproduction of melodies exclusively
from written symbols and enhanced the
effective sight-reading of music. The boys
could sing difficult intervals and melodies
simply by reading what the master
pointed out on his hand. Its inventor,
Guido d’Arezzo, claimed that it allowed
his choirboys to learn music in days which
otherwise took weeks.!!

The choristers continued to sing chant,
but with the growing wealth of polyphonic
music, intense instruction in part-singing
began to be included. Antoine Brumel,
master of the choirboys at Notre Dame
from 1498 to 1500, is credited with hav-
ing written a three-voice, polyphonic
setting of the Ave Maria for his choristers.
In this work the soprano, alto, and tenor
are all in a high tessitura, ideal for boys with
unchanged voices. The intricate counter-
point and complex syncopations are

indicative of the high degree of musical
skill required of the boys.
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Application to the
Training of Boys Today

Little detailed information regarding
methods of instruction in the Renaissance
cathedral schools is available. However,
general principles that can be applied to
the vocal music education of adolescent
boys today can be drawn from those
institutions.

1. The leaders of the cathedral schools
believed that the unchanged adoles-
cent voice was special. It produced a
musical sound that was unique and
aesthetically pleasing.

It may be possible that music educa-
tors have lost sight of this fact. It seems
that a large majority of adolescent boys
are hesitant to participate in public
school singing, and while some instruc-
tors have found ways to overcome this
problem, others have not.

Adolescent boys are placed in an un-
usual predicament. If they sing in their
unchanged voice, they may face ridicule
from their peers, particularly if there is
not a strong representation of male
voices in their school choir. Older ado-
lescents are not convinced that singing a
soprano or an alto part is legitimate. Fur-
ther, if they try to sing in a changed
voice, they cannot physically match the
pitches and are subjected to a totally un-
satisfying and perhaps damaging
experience.

Choral educators need to elevate
these young boys to places of social and
artistic prominence and utilize fully the
beauty of their voices. Adolescent boys
need to be convinced that the sound of
their unchanged voices is indeed
legitimate as well as socially and musi-
cally acceptable. This, then, will allow
the instructor the chance to properly
nourish and maintain the vocal activi-
ties of these boys who can, in turn,
contribute a wealth of beauty to the
choral sound.

2. During the Renaissance, singing was
elevated to a place of equal impor-
tance with other subjects in the
overall curriculum.

This, of course, is not a reality today.
School administrators are faced with the
task of creating enough time to meet
state and district requirements in the
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basic academic subjects. This has left mu-
sic educators, particularly choral and
band specialists, fighting for a place in the
curriculum. While state or district wide
elevation of singing in the curriculum
may be virtually impossible, it is not so at
the individual school level. The teacher’s
personal approach creates the climate for
music in a particular school. If a teacher
creates a program with high expectations,
quality performances, strong discipline,
and clearly observable results in the stu-
dents, support from the principal and
time for the program may be forthcom-
ing. Singing must maintain a prominent
position in a school in order to involve a
larger percentage of today’s adolescent
boys.

3. During the Renaissance, singing and
music were taught in an atmosphere
of discipline.

Choirboys of the Renaissance were ex-
pected to adhere to very strict guidelines
during the educational process. These
included proper behavior as well as com-
plete respect and obedience to the
choirmaster.” The boys were taught to

display a high degree of character and a
devotion to singing. They were to sing
with diligence and to perform their
duties appropriately, “without laughing,
chattering, or making noise or indecent
gestures.”?

The church authorities held to the
high expectations, and punishment for
any diversion from the guidelines was
consistent and effective. According to
Gerson’s doctrine for his Notre Dame
choristers, punishment was to be imple-
mented without shame or disgrace so
that the boys felt more cared for than
ridiculed, and so that they would
progress with gentleness rather than
harshness.!

Due to the onset of puberty and ex-
treme peer pressure at this age, adolescent
boys can be difficult to instruct. A con-
trolled atmosphere must be maintained,
however, if worthwhile experiences are to
take place. Boys today will respond to the
same general behavioral guidelines as
those followed by the Renaissance choir-
boys when expectations are made clear
and discipline is carried out in a tactful
and consistent mannet.
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4. During the Renaissance, adolescent
boys participated in singing with
men.

Since females were forbidden to sing
in church during much of this era, a sig-
nificant amount of music was written
with precisely this combination of voices
in mind: the men of the cathedral choirs
were assigned the lower parts and the

skill and flexibility required of their voices in
the singing of chant, but polyphonic music
demanded the ability to hold their own part
among the competing lines in the music.

In today’s elementary and junior high
choirs, literature which is essentially easy
and, therefore, quickly learned seems to
be a prevalent choice by many choral
teachers. In examining this type of litera-

‘U()yb L}.IC UpperL.

This idea can be implemented in
public school choirs today. Consider the
enjoyment that could be derived from
teaching the soprano and alto parts of a
major work to an ensemble of adolescent
singers and bringing in changed male
voices to sing the tenor and bass parts.
This-can-cause the boys to look forward
to their voice change without feeling any
loss of pride in the treble quality of their
voices. Inviting male teachers, fathers,
members of the community, or high
school students to sing with elementary
and junior high ensembles can help meet
the need that the adolescent boy may
have for male camaraderie.

5. During the Renaissance, adolescent
boys were presented the opportunity
to perform difficult and challenging
literature.

The most significant music in the world
at this time was being written in and around
the places where the choirboys sang. New
music was constantly presented to thern, and,
since they performed almost every day, they
were expected to assimilate a large body of
music very quickly. Not only was great

ture—further;~one-finds—that;~though—it—constant-source-of sight=reading practice:

may be useable due to its learning ease
and its supposed appeal, it simply is not
challenging. Music which is far too
easy for a given ensemble presents no
challenge and creates a nonstimulating
atmosphere for many adolescent singers,
particularly the boys.

There is a vast amount of good quality
literature, both historical and contempo-
rary, that can be stimulating and
challenging to adolescent boys. The re-
sponsibility for finding this music clearly
lies with the instructor. Careful selection
and extreme diligence in the presentation
of the literature is a necessity for success
with the adolescent boy singer.

6. During the Renaissance, adolescent
boys were trained with a heavy em-
phasis on the development of both
aural and music reading skills.

A large portion of the typical choir-
boy’s day was spent on intense training
in the singing of intervals and in master-
ing sight-reading skills. Instructional aids
and drills were consistently administered
by the choirmasters.

The pedagogical device most often
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used was the Guidonian Hand. Another
tool used to teach the musical scale was
the drawing of a ladder, on which each
of the seven hexachords was placed in an
ascending order from left to right.”” Both
of these visual aids were effective tools in
strengthening the musical abilities of the
boys. The exposure to new music was an
additional aid to instruction as well as a

. There has been a resurgence of inter-
est in this area with the adoption of the
techniques of Carl Orff and Zoltdn
Kodély. Whatever the amount of time
allotted, a portion of every music class
and choral rehearsal must be reserved for
the development of both reading and
aural skills: There are numerous meth-
ods for teaching these skills in an
interesting and challenging manner, but
the teacher and the student must first un-
derstand the necessity.

7. Renaissance choirboys were provided
opportunities for singing in circum-
stances which were important.

The performance of sacred vocal mu-
sic was held in high esteem. The boys
were given the honorable duty of singing
the music of many famous composers of
the day. In addition, they were perform-
ing in renowned and prestigious
cathedrals throughout Western Europe.

A replication of these particular cir-
cumstances is obviously not possible for
adolescent boys today; however, the situ-
ations we do have can be utilized and trans-
formed into special and important events.

Singing for the students in one’s own
school is in many instances a difficult
task for adolescent boys. In order to over-
come this, it becomes the responsibility
of the teacher to instill pride in the boys
who are performing.

Concerts given for parents and teach-
ers are usually gratifying experiences, and
many other performance settings such as
civic events, rest homes, concerts for
other schools, festivals, and state music
conferences can help create a genuine
feeling of importance for the adolescent
boy. Since, in many cases, on campus
elementary and junior high performances
are relegated to the school cafeteria, con-
sideration of some alternate settings can
help reinforce a higher level of accom-
plishment in the boys.
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The dress of a performing group can V. Palisca (New Haven: Yale Univer-  in Documents (New York: Macmillan,

further enhance the attitude of young  sity Press, 1968), 110-11. 1984), 126.
boys. Professional concert attire will fos-  “Ibid., 111. BWright, 168.
ter a stronger appeal and confidence for “Wright, 177. “1bid.

them. "Christopher Headington, A History of “Ibid., 177.

Boys today essentially need to be
“sold” on the fact that singing is a special
and important endeavor. There are un-
limited performance possibilities, and
whatever these may be, preparing the
boys psychologically for performance will
further contribute to their success as
young singers.

We must begin to use our given
recources, learning from the models of
previous centuries, to elevate singing
among boys to its rightful place of im-
portance in their overall education.
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Rehearsal Breaks

Josquin’s Ave Maria . . . virgo serena: A Question of Proportion

by Chester Alwes

EDITOR’S NOTE: A continuation of
this performance practice essay will
appear in the next issue of the Choral
Journal.

NE OF THE most common

problems in interpreting

Renaissance music is determin-
ing the temporal relationship between
successive sections which utilize duple
and triple mensuration. Josquin’s famous
motet, Ave Maria. .. virgo serena, con-
tains an internal section, sixteen measures
in length, which is cast in ternary meter.
This section (setting the text “Ave vera
virginitas”) is preceded and followed by
considerable amounts of music in duple
meter. So, the question arises, how fast is
the halfnote (semibreve) in this section
as compared to the same value in the
duple meter sections? What is absolutely
certain is that the halfnote in the triple
meter section is faster. The question is
by how much.

Josquin casts the majority of this piece
in tactus alla breve under the sign $, like
the vast majority of sacred polyphony in
the sixteenth century. This sign indi-
cates that the measure (tactus) encompasses
one breve (H) which is, in turn, divisible
into two semibreves (¢) (Figure 1).

ALLA BREVE
Renaissance Notation
semibreve ¢ . > < \
breve '
___________ lwee ____
Modern Transcription
g J l
¢‘, or 2 I P - |
1 measure
Figure 1

Chester Alwes is Associate Professor of
Choral Music at the University of
Illinois, Urbana, Hlineis, and a member
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Figure 2a
Renaissance Notation
ALLA BREVE - 2 semibreves per tactus

PROPORTIO TRIPLA

PROPORTIO TRIPLA - 6 semibreves per tactus

(B_O < L <> 3OO0, 000000
¥ v 1 F l

ﬁ 1 tact lj 1 tact ﬁ 1 tact m 1 ract
Medern Transcription 0=0-0.

ER Y R N YN F RN Y]
¢ ' 2 -

1 measure 1 measure 1 measuxe 1 measure

Figwre26
R < Nomtion  PROPORTIO SESQUIALTERA

ALLA BREVE - 2 semibreves per tactus
< < <

1 1

PROPORTIO SESQUIALTERA - 3 semibreves per tactus
3 ¢33 LA A . A .

‘t -
= H
tact 1 tact

Modern Transcription

b

(e

= H '

1 tact 1 tact

N
g,

J
T ¥ 4
¢ © 1 measure ° 1 measure
In this motet the ternary section in ques-
tion appears under the sign 3, which is
rather ambiguous; it can mean that the
two semibreves in ¢ are equal either to six

semibreves (propom'o tripla, indicated by
the sign 3, ¢, or 3, Figure 2a) or to three
semibreves (proportzo sesqumltem, indi-
cated by the sign 3, (133 or 3, Figure 2b).
We are fortunate in this case to have
evidence which allows us to know exactly

T -1

o o-
1 measure 1 measure

which proportion Josquin intended. Fig-
ure 3 is a reproduction of the concluding
page of the Altus/Bassus parts of this
motet as printed in Petrucci’s Moteiti A
(1502), the sole printed source for this
motet. The Bassus part shows the figure
3 (indicated by a dark arrow) just prior
to the text “Ave vera virginitas”; follow-
ing the 3 are clear groupings of three
semibreves or breve-semibreve. Despite
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the clarity of the notation, we are still
unsure which proportion to apply.
However, at the analogous place in the
Altus part we find no signed 3; instead,
the noteheads of the groupings of three
semibreves are blackened, a process
known in the sixteenth century as “col-
oration.” Three blackened semibreves
have two-thirds the duration of the same
number of normal semibreves; thus,

By deliberately using
two different notations,
Josquin has made sure that
there is no room for mis-
interpretation of his
intentions. The only so-
lution to this deliberate
dichotomy is the applica-
tion of sesquialtera so that
three semibreves under 3

<> <>

¢J

RELATIVE PROPORTION

Renaissance Notation
= <

<+ * L 4

i

Modern Transcription

three blackened semibreves are equal to
two normal semibreves (i.e., three in the
time of two). This yields proportio
sesquialtera (Figure 4).

COLORATION
Renaissance Notation

¢ > o= @

Modern Transcription

¢, 4 -3 J
Frrfrr=rrerrr

O =
Figure 4

are equal to two

semibreves under the sign

¢. Thus, if we posit a met-

ronome marking of

semibreve = 60 in @, then

the semibreve under the sign 3 has a
speed of 90, as Figure 5 shows.

In sum, in determining how to con-
nect passages in triple mensuration to
their prevailing duple surroundings, there
are only two available options—proportio
tripla and proportio sesquialtera. Although
the original Petrucci print of Josquin’s
Ave Maria does clearly indicate
sesquialtera, the original notation of
many other Renaissance writers does not
always provide a clear and unequivocal

1RO A th S O I A ¢ TYTTETY
6¢ 2x3 = 6% 3x2
*60x(3) = <90
Sesquialtera in Latin means i
S I
Frrfrrr =rrrrefs
6 Jex3 =6 Jex2
Joox® = J o0
Figure 5

indication of which is correct. Without
clear evidence from the original notation,
context and common sense often are de-
cisive in determining which option is the
most convincing. Unfortunately, mod-
ern editions often tend to ignore,
misinterpret, or obscure the composer’s
intentions by failing to translate the
original notation accurately.

“helping people discover music since 1888”

VOLKWEIN'S

For all yourn musical weeds please call
TOLL FREE 1-800-553-8742

412-788-5900 — FAX 412-788-6055

138 INDUSTRY DRIVE
PITTSBURGH, PA 15275-1054

Business Hours: TUESDAY through SATURDAY 8:30 AM to 5:00 PM. Closed Sunday and Monday.
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An Englishman’s View
of North American
Youth and

Childrens Choirs

by Malcolm Goldring

In January 1991, I had the very good fortune to be able to
spend eight weeks touring the United States and Canada, lis-
tening to youth and children’s choirs. I had been awarded a
Travelling Fellowship by the Winston Churchill Memorial
Trust, and I drew up my own project and itinerary. In my
work as a local education authority Music Inspector in the
West Midlands, near Birmingham, I had become concerned
about the poor quantity and quality of choral opportunities
available to young singers in the United Kingdom. This is
something North Americans find very difficult to understand,
for they genuinely believe that King’s College Chapel Choir
represents the peak of a broadly based pyramid, with lively
and thriving children’s choirs in schools, towns, and cities
throughout the land. The reality is very different: yes, we do
have a wonderful and rich history of choral music in our ca-
thedrals and larger parish churches, but this is but a veneer,
below which the situation is very patchy indeed. We do boast
a small number of choirs for young people, but these are few
and far between, and they tend to rely on an enthusiastic and
charismatic individual who will drive the thing forward. If
that person is removed from the organization for whatever
reason, the chances are that the choir concerned will be un-
able to sustain its existence.

Malcolm Goldring is the Music Inspector for the Metropolitan
Borough of Solihull in the West Midlands, England. He also
conducts the Royal Leamington Spa Bach Choir, the Midland
Festival Chorus, and the Cavendish Singers. Goldring would be
pleased to hear from any choir or choral director interested in
visiting the United Kingdom. He can be contacted at 145
Widney Lane, Solihull, West Midlands, B91 3LD, England.

OCTOBER 1992

When the Churchill Trust invited applications for Fellows
to study the training of children’s choirs, I saw this as an op-
portunity to look abroad for examples of good practice which
might be applied in the United Kingdom to stop the decline
of choral singing among our young people. I had heard of
some excellent programs in Canada and the United States, so
this was an obvious destination. My precise goal was to study
the provision of choirs for young people, taking into account
1) their location, including socio-economic factors; 2) whether
within schools, local education boards, outside the state school
system, or within churches; 3) their membership—including
age, whether single or mixed sex, and vocal composition; 4)
their conductors—the training they receive and the training
they impart; 5) their repertoire; 6) their funding; 7) their per-
formance opportunities; and 8) continuity of choral
opportunities.

My trip took me to Toronto, Syracuse, New York Ciry,
Princeton, Washington, St. Louis, Bloomington (Indiana),
Chicago, British Columbia, Seattle, Colorado, San Francisco,
Los Angeles, and Phoenix. I am sure you can guess the choirs
I heard and the conductors or administrators I met from the
above itinerary. I will comment on my general findings, but
not on an individual basis, since each choir was different, with
unique factors governing its existence, organization, and
music making.

Organization
The first thing I would say is that, to a foreigner, you take
your choral singing seriously. You may think that this is a
strange thing to say, considering our vaunted cathedral choral
schools, but outside of that circle of musical experience, we
have a real problem: how can we encourage children and
young people to sing, and to sing music of the highest quality?
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It is clear that this was a problem which
you needed to address a few years ago,
and, from my perspective, you addressed
it. You may feel that you have a long way
to go, but, unlike this country, you now
have a situation where most of your cit-
ies can boast one, two, or often more
children’s choirs, with some elementary

and high schools producing choirs that
would be the envy of any music teacher
here.

Perhaps there is something uniquely
American in your love for “programs.”
We English think we can somehow
muddle through, with a bit of enthusi-
asm here, a bit of talent there, and the

odd begging bowl handed around at
critical times. We have so much to learn
from you: your children’s choir move-
ment seems to be underpinned with a
strong philosophical base, with clear aims
and objectives, and clear organizational
structures to help carry these out. Your
choirs (at least those I visited) have paid
conductors, administrators, and, in some

CONCERT TOURS INTERNATIONAL

THE SPECIALIST
IN QUALITY TOURS FOR ADULT COMMUNITY & CHURCH CHOIRS

¢ Choir directors and accompanists travel FREE

¢ Custom tour for each choir

¢ Experience throughout Europe, Scandinavia, Britain, Israel, Mexico, the
Orient, Australia and New Zealand '

¢ Official U.S. Agent for International Church Music Festival in Coventry,
England and Oberammergau, Germany with Sir David Willcocks

* Exclusive agent for Torrance International Song Festival, Torrance, California

To discuss a fine international tour for your choir, contact LOREN H. NEBEKER

Concert Tours International
X‘
AN

544 Cornell Dr.
Midvale, Utah 84047
(801) 566-8811 or 800-444-8811

EMORY UNIVERSITY
GRADUATE STUDIES in MUSIC

MASTER of MUSIC in ORGAN
MASTER of MUSIC in CHORAL CONDUCTING
MASTER of SACRED MUSIC

Timothy Albrecht, University Organist
Alfred Calabrese, Director of Choral Music
Don E. Saliers, Director of Master of Sacred Music

Cf ! cgt'@d

Scholarships and generous stipends available
for promising students. For information on
auditions, admissions, and financial aid,
please contact: Ben Arnold

Director of Graduate Studies '\;L'w""

Department of Music

Emory University

Atlanta, GA 30322

(404) 727-6445 L
P )
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cases, fund-raisers. This is all in stark
contrast to the essentially amateurish way
we run things over here, where more of-
ten than not the poor conductor has to
do all the administration, fund-raising,
and stage managing, usually for free or a
small honorarium. In U.S. elementary
schools, the music teacher does just
that—teach music; in the United King-
dom, the teacher responsible for music
must also teach all other areas of the cur-
riculum, fitting choral and instrumental
activity into his or her own time at the
lunch break or after school. At the high
school level, while the music teacher does
not have to teach other school subjects,
he or she has to direct the choirs, orches-
tras, and bands outside of the normal
school timetable (and the same person
does everything, specialist or not). This
extracurricular activity is carried out
without additional payment.

If you were to drop in to a rehearsal
of an adult or children’s choir in the
United Kingdom, you would find the
two-hour rehearsal beginning, probably
late, with work on the particular items
currently being studied. With only a tiny
handful of choral groups would you find
the singers being prepared for the re-
hearsal with relaxation activities, posture
control, breathing exercises, and, finally,
getting the voice into working order. Of
the twenty or so children’s choirs that I
heard during my travels in the United
States and Canada, every one of them
had a structured rehearsal pattern which
included a significant amount of time
working to prepare the mind and body
for the pressures of the choral activity. (I
have to say that this was not the case with
some of the adult choirs I witnessed in
rehearsal!) To your children’s choir con-
ductors, this probably all seems quite
normal and acceptable, but it is certainly
not the practice in the vast majority of
young people’s choirs in the United
Kingdom.
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1 was thrilled to witness
so many of your young
peoples choirs singing
works which made great
demands on their
intellectual, literary,
emotional, and

musical resources.

Standards

My visit to North America re-
minded me of the maxim “only the best
is good enough for children,” which I
have not heard in England for twenty

years. I was struck by the high standards
which your choral directors set for their
choirs and the same high standards
which the choristers set for themselves.
So often I saw rehearsals which were
rich learning experiences, concentrating
not only on precision of execution, but
also on language and how the music
might help color the meaning of the
text. The quality of the product—the fi-
nal performance—is obviously crucial,
and it is clear that great care is taken to
ensure that all aspects of performance
are of the highest order (for example,
dress and stage presence come to mind);
however, I was struck by how much
your conductors worked on the process
of learning, so that skills acquired in one
piece could be transferred to another.

I was also impressed with the concerns
for high standards of repertoire. When
young singers are exposed to music and
literature of quality (and that’s an issue
for debate!), there is oftén a great reluc-
tance to accept the second or third rate. I
learned a delightful expression during my

travels: “fluff’—music which is “here to-
day, gone tomorrow.” We often have
such low expectations of youngsters that
we patronize them and offer them
material which we think is easy for them,
sacrificing quality for ease of access. I was
thrilled to witness so many of your young
people’s choirs singing works which
made great demands on their intellectual,
literary, emotional, and musical
resources: foreign folk songs in their
native tongue, European “art” songs,
works for divided chorus in foreign
languages, and contemporary pieces
which make enormous demands on
aural and reading skills.

You are lucky that you have managed
to encourage composers and arrangers to
write for your young choirs and, further-
more, to persuade publishing houses to
make their music so readily available. In
the United Kingdom, it is difficult to lift
the publishers out of the vicious circle.
One reason why there are so few good
young people’s choirs is because of the
lack of suitable literature available here;

*

Pittsburgh, PA
April 22-25, 1993

Chicago, IL
April 29-May 2, 1993

%

Keynote
Hanors Showcase
Inwtatwnal

High School Music Departments.

e one of four outstanding music departments selected to

participate in concert performance. Keynote Honors

Showcase Invitational provides an opportunity for high school

ensembles to come together for a unique musical experience.

Featured guest artists will perform with music groups.

guest artists.

Keynote Arts Associates, P.O.
Box 1608, Kalamazoo, MI 49005
or call 1-800-522-2213.

Special interest clinics to be conducted by

Performances and rehearsals with guest
artists will also be videotaped. Time for sight-
seeing of Chicago or Pittsburgh is available.

For information contact James E. Dash, Producer,

KEYNOTE ARTS ASSOCIATES
Musicians working for musicians.
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“Madrigal
“Dinner
SCI‘ Ipt;.s Paul Brandvik

author of
The Compleet Madrigal Dinner Booke

Scripts include:
ALL DIALOGUE:
Greetings, Toasts, Festivities,
Concert, Farewell

music publishers are reluctant to invest
in producing quality music because they
do not feel there is a market for it, and
so the problem goes on.

I was impressed with the level of train-
ing your choral directors receive at the
college and university level. This is in
stark contrast to our situation here. With
one or two exceptions, choral directors
here have acquired their skills by “get-

see, and I am equally sure that there are
many cities, towns, communities,
schools, and colleges where you have
considerable concerns about the quality
of choral singing by your youngsters.
What I did see has reinforced my belief
that children and young people can sing,
and that many of them can sing in a
choir to quite an extraordinary standard,
thanks to the quality of direction, train-

Plus:
HUMOROUS RENAISSANCE
SKIT

Plus:
REPERTOIRE SUGGESTIONS
Ceremonial Music and Concert

Fourteen different scripts avallable —
each a unique RENAISSANCE DELIGHT
for your performers and your audiencel

NEW this year:

DANCES WITH WINDMILLS
Call or write for your FREE descrip-
tive brochure. Join the hundreds who

have made these Madrigal Dinners
a tradition.

knight-shtick
press

Box 814 Dept. A
Bemidji, MN 56601-0814
Telephone 218-751-2148

L— A Division of EXTREMELY, LTD. s

ting up and doing it,” learning from
experience, usually the hard way. One or
two institutions offer courses in choral
conducting, but it is certainly not pos-
sible to study this area in any depth at
the graduate or postgraduate level.

In an eight week tour, I am certain I
saw only a glimpse of the choral activity
in the United States and Canada. I am
sure there are many more choirs of out-

standing ability which I was unable to

ing, and motivation they receive. Perhaps
there are things which we in the United
Kingdom can offer you (our heritage?),
but I am equally sure that there is so
much we can learn from you that can
assist us with a much needed renaissance
of choral singing among our young
people.

—Cj—

Change Of AddICSS 2 Be sure to notify ACDA National Headquarters at:
Post Office Box 6310, Lawton, Oklahoma 73506

MICHIGAN STATE

UNIVERSITY
School of Music

announces

Graduate Programs in
Choral Conducting

Charles K. Smith, Director of Choral Activities
Dr. Jefferson Johnson, Associate Director of Choral Activities

= Masters and doctoral degrees
« Chamber choral ensembles available to graduate conducting students
« Teaching assistantships ,
* Application deadline for 93-94 academic year— November 1, 1992

For further information, contact

Director of Choral Activities
Michigan State University
School of Music

East Lansing, M| 48824-1043
(517)353-5340
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WARNING!

Dontt try this with any other riser.

Fold it up,
roll it
down the stairs,
take it
out the door,
jump it off the curb,
slide it on the bus,
and drive to your concert.
Roll it in and set it up.

Is it any wonder the Tourmaster is the number one choral riser in the world? For years its been a proven traveler. And
now it works even better. There's no heavy lifting needed to set up the NEW 1993 Tourmaster. Just unfold it and step
down on the redesigned frame. This leverage practically sets the riser up for you. A final pull
clicks the double-locking mechanism into place. Voila! You're done in less than 10 seconds.

A new foot pedal releases the mechanism and makes take-down effortless, too.
Nothing could be easier.

Each grey, four-foot, three-step riser costs $340 plus shipping We recommend you add
the new fold-up traveling backrails, $I38 each. Extra fourth-step addition and six-foot risers
are also available.

Only the Tourmaster can do all this, year '
afteryear...after year...Call 1-800-733-0393, Q)ﬁ
Dept. 56R. (International: -507-455-4100)

©1992, WENGER CORPORATION. PATENT PENDING

Except ordering a set for your group. Just call and wel ship factory direct within 72 hours.




SONGBOOK SERIES

“For teachers who find themselves in need of repertoire for young students . . .

this new series of albums . . . should prove to be an invaluable source.”
— Louise Lerch, The NATS Journal

(National Association of Teachers of Singing)

The Songbo.ok'Series is a graded collection of seven albums of songs.
A Voice Syllabus and two technical books — Studies in Vocalization
and Studies in Recitative — are also available.

Each Songbook (Introductory through Songbook 6) contains a well-
balanced selection of carefully edited works from the main style
periods. Songs by Handel, Schumann, and Vaughan Williams are
included with works by Ives, Carter, and Rorem. Also included are
new arrangements of traditional songs from North America, Britain,
and Europe, as well as pieces commissioned especially for the Series.

The Songbook Series provides excellent material for: unison choral singing, voice teachers
and students, and university and college vocal preparatory and pedagogy courses. The
Songbook Series was compiled by a team of distinguished artist teachers from The Royal
Conservatory of Music — one of the largest music schools in the world.

Also available —

Reflections of Canada (arrangements of Canadian folk songs)
“These are exceptional books and belong in every American choral
director's library.”

— David Otis Castonguay, Virginia ACDA Newsletter

* Volume 1 - Pine Tree Gently Sigh (45 two-part arrangements)
* Volume 2 - The Raftsmen (35 three-part arrangements)
* Volume 3 - '"Twas in the Moon of Wintertime (30 four-part arrangements)

~ available at your local music store~

HARI
MUSIC The Frederick Harris Music Company

- Serving Music Educators since 1904 with Publications of Quality and Distinction

For a FREE catalog call U.S. toll-free 1-800-387-4013 or write to:
340 Nagel Drive, Buffalo, New York 14225-4731




REPERTOIRE & STANDARDS COMMITTEE REPORT

Youth and Student Activities

ACDA Student Conducting
Awards at San Antonio

HE YOUTH and Student Activ-

ities Committee will hold

auditions for the ACDA Student
Conducting Awards that will be a feature
of the 1993 ACDA National Convention
in San Antonio, March 3-6. Through a
national audition process, sixteen stu-
dents will be selected to conduct in the
semifinal round on March 3 in San
Antonio. Ross Ellison, owner and man-
ager of the University Music Service in
Hershey, Pennsylvania, will sponsor
awards totaling $2,500 to be divided
between two graduate and two under-
graduate conductors who will be selected
at the final round on Friday, March 5,
by a panel of five outstanding choral di-
rectors. All semifinalists will receive
scholarships provided by corporate spon-
sots to defray travel and housing costs to
attend the National Convention.

Details and an application form were
printed in the September Choral Journal
and the fall issue of The Student Times.
December 1, 1992, is the deadline for
submitting videotapes to Gene Brooks,
ACDA Executive Director, for review by
the National Student Conducting
Awards Committee.

New ACDA
Student Chapters
Congratulations to seventeen univer-
sities and colleges that have established
new. ACDA student chapters on their
campuses during the period of July 1,
1991, to June 30, 1992:

$ Adams State College, Alamosa, CO,
Randy Pennington, advisor

s Central Missouri State University,
Warrensburg, MO, Michael Lancaster,
advisor

$ Cleveland State University, Cleveland,

OCTOBER 1992

OH, Ernest Hisey, advisor

 Frostburg State University, Frostburg,
MD, Karen Soderberg, advisor

s Kent State University, Kent, OH,
C.M. Shearer, advisor

8 Louisiana State University, Baton
Rouge, LA, Kenneth Fulton and Sara-
Lynn Baird, advisors

% Mars Hill College, Mars Hill, NC, Joel
G. Reed, advisor

$ Murray State University, Murray, KY,
Steven Michelson, advisor

s Salve Regina University, Newport, R,
Brother James Loxham, advisor

s St. Olaf College, Northfield, MN, Rob-
ert Scholz and Anton Armstrong,
advisors :

¢ The University of Mississippi, Univer-
sity, MS, Valerie Bullock, advisor

s University of Maine, Orono, ME,
Dennis K. Cox, advisor

& University of Nevada, Las Vegas, NV,
David B. Weiller, advisor .

8 University of North Dakota, Grand
Forks, ND, James Rodde, advisor

s University of Northern Iowa, Cedar
Falls, TA, Sharon Hansen advisor

% Wayne State University, Detroit, MI,
Dennis J. Tini, advisor

$ Western Kentucky University, Bowl-
ing Green, KY, Gary McKercher,
advisor.

It is easy to establish an ACDA stu-
dent chapter at your university. An
information packet that includes a
sample constitution, application, and a
summary of chapter activities is available.
Write to the National Chair, Youth and
Student Activities, Department of Mu-
sic, Southwest Missouri State University,
Springfield, Missouri, 65804, or call
4171 836-5182. A student chapter is not
so much a separate organization on cam-
pus as it is the choral program in
action—with students actively involved
in assisting the program, gaining practi-
cal choral experience outside the

classroom, and identifying with ACDA
while in college. Write now for a packet
and get a chapter started!

Outstanding ACDA
Student Chapter Award

Applications to the Y&SA National
Chair are due by January 15, 1993, for
the Outstanding ACDA Student Chap-
ter Award that will be announced at the
1993 ACDA National Convention in
San Antonio. The award consists of a
plaque, a check for $250 to the winning
chapter, and financial assistance for a rep-
resentative of the chapter to attend the
convention and receive the award. Ap-
plications should include a summary of
chapter activities for the period July 1,
1991, to December 31, 1992.

World Youth Choir
~ Auditions

Applications for the 1993 World
Youth Choir should be submitted to the
Y&SA National Chair by February 1,
1993. Audition information has been
mailed to all ACDA student chapters, or
you can write directly to the National
Chair. Applicants must be seventeen to
twenty-four years of age and members of

ACDA.

National Student
Advisory Committee

Jason Earle of Hartt School of Music
has been appointed as chair of the
National Student Advisory Committee.
Students who would like to serve on this
committee should write a letter of applica-
tion to the Y&SA National Chair.
The Advisory Committee plans to hold a
meeting at the 1993 National Convention.

Guy B. Webb, National Chair
Youth and Student Activities Committee
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PRESENTS

AUDIO CASSETTES of thechorusand
sound that pioneered, inspired and set
the standards for popular choral sing-
ing in America.

_ VIDEO CASSETTES of and about Fred

IN MEMORIAM

On July 29, 1992, William Mathias, noted Welsh composer and teacher,
died at the age of fifty-seven. Mathias, who had cancer, was Professor of
Music at the University College of North Wales in Bangor.

Waring and the Pennsylvanians and
Fred Warmg s U.S. CHORUS

RESEARCH OPPORTUNITIES. Vast
amounts of material including scrap-
books, photographs, business records,
music and recordings for those inter-
ested in American popular music and
culture,

For information contact:

Fred Waring’s America
A Project of American Studies Program
The Pennsylvania State University
220 Special Services Building
University Park, PA 16802
(814) 863-2911

In 1956 he attended the'Royal Academy of Music in London where he
studied composition with Lennox Berkeley. He was elected a Fellow of the
RAM in 1965 and received the Doctor of Music degree from the University
of Wales in 1966. In his compositions he fashioned a personal style marked

by neo-modality, quartal harmonies, and an inventive use of syncopation.

Choral music constitutes a large segment of his output. His works range from

anthems such as the representative Make a Joyful Noise, and Let All the People
Praise Thee, O God, the latter written for the wedding of Britain’s Prince
Charles and Princess Diana, to large-scale works for chorus and orchestra such
as Ave Rex; a carol sequence, and Ceremony After a Fire Raidon a text by Dylan
Thomas. Mathias is survived by his wife, Yvonne, and a daughter.

COIGAG0  TLLINOIS

Collegiate Showcase is the
only nationally recognized
invitational for both show choirs
and vocal jazz ensembles.

" Three Showcase
performance sessions include
8 vocal jazz ensembles, 8 show
choirs, and 8 soloists.

Also featured are guest

programs are available.

41993 0

“artists’ and professional ensemble showcases and
special interest clinics. Individual and group observer

Western Michigan

University's Gold Company is
host vocal ensemble, while
Cheri Coons returns as special

----------- INVlTATIDNAL

V(]

------------

guest emcee.

For ensembles wishing to
participate, audition tapes are
due October 5, 1992.

For information contact
James E. Dash, Producer, Keynote Arts Associates,

P.0. Box 1608, Kalamazoo, Ml e B
43005 or call 1-800-522-2213. LE—;N?W:E ;‘;somms

Musicians working for musicians.

Professional Entertainer
based in Orlando, Florida

Commercial Composer,
Arranger, Producer
Com-track, Inc.

Steve Zegree Darmon Meader Timothy Shew Rich Taylor

Artistic Director Vocalist, Instrumentalist Performer, Cast Member on Manager of Talent Resources

Director, Gold Company with New York Voices Broadway in New York City Walt Disney World® Co.
Andy Taylor Gary Fry John Jacobson

Music Educator and
President, America Sings.
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N ATIONAL CONVENTION

San Antonio’s River Walk

The River Walk (Paseo del Rio) in the business district of San Antonio.

MIDST the daily hubbub of a
busy metropolitan downtown,
sequestered twenty feet below

street level, lies one of San Antonio’s
jewels—the Paseo del Rio. Better known
as the River Walk, these cobblestone and
flagstone paths border both sides of the
San Antonio River as it winds its way
through the heart of the business district.

The River Walk has multiple person-
alities—quiet and parklike in some
stretches, while others are full of activity
with European-style sidewalk cafés, spe-
cialty boutiques, nightclubs, and
gleaming, high-rise hotels.

Stretching for approximately two and
a half miles from the Municipal Audito-
rium on the north end to the King
William Historic District on the south,
the River Walk was designed by land-
scape artist Robert H. Hugman. With
WPA work crews, Hugman and engineer
Edwin P. Arneson completed most of the
walks, arched bridges, and entrance steps
from 1939 to 1941. Commercial devel-
opment and beautification began in

OCTOBER 1992

preparation for the 1968 World’s Fair in
San Antonio—HemisFair 1968—and
continues today.

The river’s transportation system pro-
vides a novel method of sightseeing and
people-watching in downtown San
Antonio. Groups can also dine aboard
open-air, candlelit barges and cruise their
way along the scenic waterway. River
taxis deliver visitors to the Henry B.
Gonzales Convention Center and to
Rivercenter, a dazzling, three-level, glass,
shopping, dining, and entertainment
complex which surrounds the newest ex-
tension of the River Walk.

Entertainment is a favorite activity
along the River Walk, and restaurants of-
fer cuisines from the finest Tex-Mex
delicacies and sizzling Texas steaks to
Creole cooking and Italian pasta. Lively
groups sing along in an Irish pub, and a
Dixieland band performs into the night.

The San Antonio River provided
life-sustaining water for the Native
Americans who first settled in this area,
and it still pumps life and energy into

downtown San Antonio today as the set-

ting for the River Walk.

Jitro and Los Angeles
Master Chorale to

Perform in San Antonio

The ACDA 1993 National Convention
in San Antonio, March 3—6, will feature
many superb choirs from all over the
United States. In addition to the foreign
and invited choirs, twenty-four choruses
have been selected to perform at the con-
vention sessions. Two of the invited
choirs are the Jitro Children’s Chorus
from Czechoslovakia, under the direction
of Jiri Skopal, and the Los Angeles
Master Chorale, directed by Paul
Salamunovich.
Jitro

Czechoslovakia prides itself on having
many outstanding children’s choirs, but
when they single out the best, Jitro
stands high on the list. Based in the East
Bohemian city of Hradec Kralove, this
large choral association, whose full mem-
bership includes five hundred children
between the ages of seven and seventeen,
was founded in 1973. Its first interna-
tional success came in 1977 when Jiri
Skopal became the principal choirmaster.
Very soon after this the choir received
many awards of distinction.

Despite numerous hours of rehearsal,
many concerts, a large repertoire from
the Renaissance, Baroque, Classical,
Romantic, and twentieth-century peri-
ods, the Jitro children’s ensemble never
loses its freshness, natural playfulness,
and stamina. Jitro (which means “day-
break”) specializes both in music by
twentieth-century Czechoslovakian com-
posers and in Czechoslovakian folk
songs. The singers have completed
twenty concert tours in Europe and
Great Britain and have won first prize in
nine of their last ten European music
competitions.

Jiri Skopal has been an active choral
conductor since he was in his twenties.
Born in 1947 in Moravia, Skopal became
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the conductor of Jitro in 1977, expand-
ing the small ensemble into a choir of
five hundred members capable of the
most difficult vocal tasks. In 1982 he also
established Boni Pueri, a boys’ choir of
two hundred members, which is gener-
ally recognized as being the finest boys’
choir in Czechoslovakia. Skopal is the

Chairman of Music Education at

of the nation’s premier professional
choirs. It became one of the first resident
companies of the Los Angeles Music
Center and helped Los Angeles to estab-
lish a reputation as a cultural capital
when the Chorale opened its own series
at the Dorothy Chandler Pavilion on
January 27, 1965, with a critically
acclaimed performance of Bach’s Mass in

charter member of the Los Angeles
Concert Youth Chorus, which evolved
into the Roger Wagner Chorale in 1949.
When Wagner established the Master
Chorale in 1964, Salamunovich was
appointed Assistant Conductor and
served in that capacity undl 1977. He
also appeared as guest conductor with the

chorus in 1975 and 1986.

Karlovy University in Hradec Kralove
and the author of choral education text-
books. He is the recipient of numerous
awards and honors, including a medal
from the Czechoslovak Ministry of Cul-
ture for his outstanding artistic
achievements and interpretations of
children’s choir compositions.

Jitro is a product of the remarkable
education program for young singers in
Czechoslovakia. The chorus of five hun-
dred singers is divided into five groups.
Of these singers, twenty-five are chosen
for the touring choir. Jitro, Skopal, and
accompanist Michael Chrobak will be
featured in San Antonio in cooperation
with ACDA’s Repertoire and Standards
Committee for Children’s Chorus.

Los Angeles Master Chorale

The 1991-92 season marked the
beginning of a new era for the Los
Angeles Master Chorale, under the artis-
tic leadership of Music Director Paul
Salamunovich, the third maestro to lead
the Chorale since its inception. Founded
in 1964 by conductor Roger Wagner, the

chorale gained instant recognition as one

B Minor.

Since its inception the choir has con-
tinuously presented a concert series at
the Music Center and has given world
premieres of more than a dozen works.
It also serves as the chorus for the Los
Angeles Philharmonic and the Music
Center Opera. In addition to tours of

An esteemed music educator,
Salamunovich was on the faculty of
Loyola Marymount University in Los
Angeles for twenty-seven years and was
promoted to Professor in 1980, a posi-
tion he held until his recent appointment
as Music Director of the Chorale. In ad-
dition to his work with the Chorale, he

the United States and the Soviet Union,
the choir has brought to its own po-
dium such renowned guest conductors
as Aaron Copland, Albert McNeil,
Margaret Hillis, John Nelson, Robert
Page, Helmuth Rilling, Robert Shaw,
Alfred Wallenstein, and Richard
Westenburg. Under Zubin Mehta,
Carlo Maria Giulini, and André Previn,
the Chorale has produced six recordings
with the Los Angeles Philharmonic. It
also provides extensive education and
outreach programs which serve more
than fifteen thousand youths in
Southern California’s public schools
each year.

Paul Salamunovich’s association with
the Los Angeles Master Chorale dates
from the organization’s founding. A Los
Angeles native, he became, in 1946, a

Double Scheduling to

BLUE BADGES:

The first 2700 people to preregister will
receive blue badges and follow
a designated concert schedule.

RED BADGES:

The next group to preregister will re-
ceive red badges and follow that color
schedule for concerts.

GREEN BADGES:

Performers will wear green badges.

Be Implemented at San Antonio Convention

A new feature has been implemented for the 1993 National Convention in San
Antonio—double scheduling of all concert sessions. This double scheduling, to
be accomplished through the registration process, is necessitated by the phe-
nomenal growth in convention attendance.

It is important to know that all
convention goers will hear and see the
same performances. Interest sessions,
exhibits, and receptions will be sched-
uled as they have been in the past.

Preregistration is strongly encouraged.
The deadline for preregistration is
February 12, 1993.

Maxine Asselin, Assistant Chair
1993 National Convention

continues to serve as Director of Music
for St. Charles Borromeo Church in
North Hollywood, a position he has held
since 1949. Under his direction the choir
has made numerous recordings and, in
1988, was the first American choir to be
invited to sing Mass for the Feast of
Sts. Peter and Paul at the Vatican for an
investiture ceremony involving new
cardinals and archbishops from through-
out the world.

Salamunovich also continues to lead
the St. Charles Children’s Choir which
has performed with the Los Angeles
Master Chorale, the Los Angeles Philhar-
monic, the San Francisco and Los
Angeles Opera Companies, and for
NBC-TV with the late Lucille Ball. His
other musical credits include arrange-
ments and direction of music for motion
picture soundtracks, as well as the prepa-
ration of choirs for Stravinsky, Shaw,
Ormandy, Nelson, Wallenstein, and
Solti.

Salamunovich’s appearance with the
Los Angeles Master Chorale on Friday,
March 5, 1993, in San Antonio will be
his fourth consecutive National Conven-
tion appearance, with four different choirs.

Make plans now to attend ACDA’s
National Convention in San Antonio.

Sister Sharon Breden, Publicity Chair
1993 National Convention

Note: Anyone wishing to host a reception
at the convention should make immediate
contact with Maxine Asselin, Assistant
Convention Chair, 3 Holly Road, Taunton,
Massachusetts 02780, 508/697-1377.
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LITERATURE FORUM

The Choral Director’s Gilbert and Sullivan

HE WORKS of Sir Arthur

Sullivan, whose 150th birthday

we observe this year, occupy a
peculiar sort of limbo in the world of
choral conducrors. Sullivan (1842-1900),
Britain’s foremost composer of the nine-
teenth century, was considered by many
to be the long-awaited musical heir
of Henry Purcell, and his serious choral
works (e.g., The Prodigal Son and The
Light of the World) were hailed in Vic-
torian England as the finest sacred music
of their time. Today, however, perfor-
mances of these works are few and far
between, and many of the pieces have
fallen, some deservedly, into obscurity.

From the standpoint of late twenti-
eth-century choral conductors, then,
our exposure to Sullivan’s music consists
primarily of a vague familiarity with
some of the fourteen immensely popu-
lar Savoy Theatre operettas he wrote in
collaboration with William Schwenk
Gilbert between 1871 and 1896. How-
ever, most choral programs that I have
seen, when they do include a Gilbert
and Sullivan excerpt, tend to relegate it
to the role of something light with
which to end the concert.

This attitude is ironic, for, in fact, both
Gilbert and Sullivan placed great empha-
sis on the musical and dramatic roles of
the chorus, and only those choristers pos-
sessing excellent musicianship could meet
the demands of Sullivan’s choral writing.
The story is told of a principal performer
in one of their early collaborations, who,
objecting to a bit of Gilbert’s staging,
complained, “Really, Mr. Gilbert, why
should T stand here? I am not a chorus-
girl,” to which Gilbert replied, “No,
madam, your voice is not strong enough,
or no doubt you would be.™

A good deal of music for chorus can
be extracted from the operas and per-

Corydon ]. Carlson teaches choral music
in the Avon, Connecticut, public schools
and is Organist/Choir Director at South
Congregational Church of East Hartford.

OCTOBER 1992

by Corydon J. Carlson

formed in concert. Perhaps in this
anniversary year it is time for us
1) to acknowledge that the Gilbert and
Sullivan operas have survived because
they contain the best work of both men
and 2) to demonstrate that fact in seri-
ous musical settings.

It is my purpose to call some of these
pieces to the attention of choral direc-
tors. Much of Sullivan’s most rewarding
choral writing, it is interesting to note, is
found not in the operettas which have

gained the most notoriety (7he Pirates of 4. Full-act finales.

Penzance comes to mind) but in those
works like Princess Ida; Utopia, Ltd.; and
Ruddigore which are less frequently per-
formed today. Performing these excerpts
in a choral concert eliminates the stag-
ing difficulties which tend to make
theater groups avoid these operettas—
the misogynistic plot of Ida, for
instance, or the huge cast required for
Utopia. Concert performance allows this
little-known music to be heard, demon-
strating to musicians and audiences alike
that there is more to Gilbert and Sullivan
than “I'm Called Little Buttercup” and
the modern Major-General.

Four Categories
For purposes of organization, I have
divided what I consider to be the notable
choral excerpts from Gilbert and
Sullivan’s works into four categories:

L Purely choral or choral/orchestral
works. These include pieces for men’s
and women’s choruses alone, the

numerous double choruses, and accom-
panied SATB choruses. A couple of
these excerpts contain brief solos, but
nothing is included with lengthy solo
passages.

2. SATB, solo quartet works adaptable
for chorus. These are Sullivan’s four-
part madrigals, written for four
individual singers but equally suitable
for performance by a chorus. Only two
excerpts are included in this category.
There are other quartets scattered
throughout the operettas, but they are
less suitable for choral use.

3. Choral works which include solos or
small ensembles. I have placed in this
category excerpts in which the chorus’s
participation is substantial but which
also include major contributions
by soloists. I have intentionally not
included in this category pieces, like the
Major-General’s famous patter song in
The Pirates of Penzance, that are really
solos heightened by occasional choral
exclamations.

Gilbert and Sullivan

generally provided lengthy and varied

finales to each act of their operas,
usually with the chorus on stage
throughout, and a number of these can
be performed oratorio-style by an am-
bitious chorus with the requisite
soloistic resources. The short solos
could be given to capable members of
the chorus, while the more substantial
and difficult solo roles might demand
the use of guest performers. It is advis-

able to provide your audience with a

plot synopsis of the opera if these fina-

les are to be performed, since listeners
may be unable to comprehend the dra-
matic action without one.

Below is a hypothetical sample pro-
gram made up entirely of Gilbert and
Sullivan’s works. This program is based
on the availability of competent soloists
and an orchestra, but it could easily be
adapted if either or both of these require-
ments could not be met. The two goals
in choosing pieces for this program were
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to include excerpts from as many of the
operas as possible and to distinguish the
two halves of the program, one from
the other, by programming more serious
music in the first half and lighter pieces
in the second. Thus, the first half
begins with the dramatic overture to The
Yeomen of the Guard, Gilbert and
Sullivan’s only tragedy, and ends with

Category One

“Eagle High”: Here is an unaccom-
panied SATB chorus, excellent for
opening your program. In many ways,
this piece resembles some of Sullivan’s sa-
cred music; it is stately, impressive, and
very British. The score provides an in-
strumental introduction and postlude to
this piece which can be omitted.

ing TTBB without losing its top tenors’
sound, and this is one work that will suf-
fer if done without an orchestra. On the
other hand, when performed compe-
tently, the results are quite impressive.
A contemporary commentator on
Sullivan, Thomas Dunhill, wrote of this
chorus, “There are, perhaps, only two
processional operatic scenes which can be

the stirring second act finale to Princess
Ida, while the second half begins with an
Offenbachian romp from The Grand
Duke and ends with the pleasant first act
finale from Ruddigore.

Let us now examine each choral item,
by category.

“Loudly Let the Trumpets Bray”:
This excerpt from lolanthe represents a
subcategory of this first division: choruses
for men’s or women’s voices alone. This
piece, better known as the “Entrance of
the Peers,” cannot be performed without
a sizeable men’s chorus capable of divid-

s
AN EVENING OF GILBERT €3 SULLIVAN,

Overture to The Yeomen of the Guard
Orchestra

“Eagle High” from Utopia, Ltd.
Chorus

“Loudly Let the Trumpets Bray” from lolanthe
Men’s Chorus

“I Hear the Soft Note” from Patience
Sextet and Chorus

“Time Was, When Love and I” from 7%e Sorcerer
“The Hours Creep On Apace” from H.M.S. Pinafore
Soloists

Act II Finale (“Oh, Joy!”) from Princess Ida
Soloists and Chorus

~INTERMISSION —~

Dance from The Grand Duke
Orchestra

“Welcome, Gentry!” from Ruddigore
Chorus

“Climbing over Rocky Mountain” from The Pirates of Penzance
‘Women’s Chorus

“Brightly Dawns Our Wedding Day” from The Mikado
Chorus

“I Am So Proud” from The Mikado
“If You Go In” from lolanthe
Trio

Act I Finale (“Hail the Bride™) from Ruddigore
Soloists and Chorus
e
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said to compare with this for musical
grandeur—one is in Aida and the other
is in the last act of Die Meistersinger.”

“Welcome Gentry”: Here is an ac-
companied SATB chorus, an excellent
example of Sullivan’s “double chorus”
technique, assigning one melody to the
men, a contrasting tune to the women,
and then combining them. In this cho-
rus, which portrays the arrival of the
gentrified men into the seaside village in
Ruddigore, the result is a lighthearted
duet which provides a challenge for the
men who sing in a rapid patter style.

“Climbing Over Rocky Mountain™:
The women’s chorus is featured in this
selection, which was originally written
for Gilbert and Sullivan’s first collabora-
tion, Thespis. It was transplanted into
Pirates for the entrance of the Major-
General’s daughters, and although it is a
much lighter and shorter piece than the
corresponding men’s chorus in the first
half, it is charming. It does include two
brief solos, one for a soprano and one for
a mezzo-soprano.

Category Two

“Brightly Dawns Our Wedding Day™:
“This is arguably the loveliest song to be
found in all Gilbert and Sullivan’s more
lyrical numbers,” writes Caryl Brahms,?
and the quartet is well worth adapting
for choir. In typical madrigal fashion,
this piece is replete with fa-la’s, and it
alternates accompanied and unaccompa-
nied sections.

Category Three

“I Hear the Soft Note”: This is a por-
tion of the first act finale of Patience,
Gilbert’s satire on the aesthetic move-
ment and its leader Oscar Wilde. This
particular bit, which has very little to do
with the plot, is probably Patience’s love-
liest moment; three couples declare their
love for each other as the chorus echoes
their sentiments in the background. The
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choral writing is rather undistinguished,
but the sextet portions are sweetly lyri-
cal. This piece provides a quiet segment
in the program and also lessens the cho-
ral demands for a few moments.

Category Four

“Oh, Joy!”: Princess Ida is Gilbert’s
three-act satire on women’s education; it
contains Sullivan’s most operatic writing
in this genre. The second act finale is a
demanding one: eleven soloists are re-
quired, including a dramatic soprano, a
lyric tenor, and a baritone who can sing
very rapidly with full sound. During the
course of the action, the Princess is res-
cued from drowning by the hero Hilarion
(soprano and tenor, respectively), the for-
tress of Princess Ida is stormed by soldiers
from the neighboring kingdom, King
Hildebrand (baritone) threatens Ida with
destruction, and Ida, accompanied by the
full chorus, defies his threats. Much of the
focus is on Ida during this finale, but the
chorus is given some memorable moments
as well. The entrance of the men’s chorus
(“Walls and Fences Scaling”) is one of
Sullivan’s most dramatic double choruses.

Although there are humorous
moments here and there, this is a tre-
mendously exciting and dramatic piece.
The only other finales with this type of
dramatic power are those from Gilbert’s
The Yeomen of the Guard. Both finales
contain beautiful, occasionally wrench-
ing, music for principals and chorus.

“Hail the Bride”™: The other finale
included is from act one of Ruddigore, a
parody of the blood-and-thunder melo-
dramas popular in Gilbert’s time. It is the
story of the mild-mannered Robin
Oakapple who is actually a cursed bar-
onet in disguise. During the course of the
finale, Robin’s true identity is revealed
just as he is about to marry sweet Rose
Maybud, and, of course, his wedding
plans are foiled at the last minute.
Sullivan, however, takes full advantage of
the nuptial celebration by including a
glorious madrigal; it is introduced by an
SATB quartet and then taken up by the
chorus, after some concertato-style inter-
change between the two groups. It is
probably the finest purely choral mo-
ment in any of the Sullivan operas, and
if it is not included as part of the full
finale in your concert, it could easily be

OCTOBER 1992

included on its own.

This is a richly rewarding finale and
a ficting contrast to the /da excerpt
which ended the first half. (One disad-
vantage to this Ruddigore finale is that it
contains two long stretches of purely
orchestral music: a gavotte after the
madrigal and another dance at the end.
If performed with only a piano, these
interludes could become tedious and
might be abridged or removed. In their
orchestral form, however, they stand

quite nicely as part of the overall finale.)
A total of eight vocal soloists are
required for this finale, and although
they have some challenging singing,
none of it is of the level of difficulty
seen in the /da finale.

Further Excerpts
Listed below are additional examples
in each of the categories I have defined.
Examples are listed within each category
in chronological order of composition.

The Robert Shaw Choral Institute
at The Ohio State University

SATURDAY SEMINAR SERIES
1992-1993
Presents

October 3 - HANDEL MESSIAH (Part I) - Robert Shaw*

May8 -

Cost $45.00 per seminar/Materials not included

Study and sing the Christmas portion of this monumental oratorio with Robert
Shaw. Emphasis on performance for conductors whose resources are modest., Mr.
Shaw will coach OSU student soloists and a quintet of strings demonstrating the
suitability of performance with small forces.

Weigel Auditorium 9 am -4 pm

January 23 - MOZART REQUIEM - Robert Levin

Sing and learn the newest and one of the most compelling versions of this misstated
favorite work with one of the world’s leading Mozart authorities. Mr. Levin will
focus on performance practice with several Mozart choral/orchestral works.

Weigel Auditoriurn 9 am - 4 pm

April 17 - ROBERT SHAW CONDUCTS MENDELSSOHN ELIJAH

Sing and study the great masterwork with Robert Shaw and the Ohio State Choirs.
Several performance options will be explored in this clinic session.

Mershon Auditorium 9am - 4 pm

JOSEPH HAYDN “Works for Community and Church Choirs’-Thomas Dunn*

Sing with the former musical director of the Handel and Haydn Society of Boston
as he presents several works for chorus and chamber orchestra accessible to
community and church choirs. With his vast knowledge and engaging presentation,
Mr. Dunn will stress matters of tempi, articulation, ornamentation, and general

performance style. Weigel Auditorium 9 am -4 pm

*Revised 8/92

***SPECIAL CONCERTS**

February 24 - OSU CHOIRS, WIND ENSEMBLE-Robert Shaw, Conducting

Hindemith: Apparebit Repentina Dies
Stravinsky: Symphony of Psalms
Admission Charge * Weigel Auditorium 8 pm

February 27 - OSU CHOIRS/SYMPHONY ORCHESTRA-Robert Shaw, Conducting

Brahms: Requiem
Sylvia McNair, soprano
William Stone, baritone
Admission Charge ® Mershon Auditorium 8 pm

For further information, please contact:
The Robert Shaw Choral Institute
c/o The Ohio State University, 1866 College Road,
Columbus, Ohio 43210 (614) 292-8863
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Category One
“Sir Joseph’s Barge Is Seen” from
H.M.S. Pinafore. Another double chorus,
with the familiar “We sail the ocean
blue” melody for the men and “Gaily
tripping, lightly skipping” for the women.
“With Cat-like Tread” from The
Pirates of Penzance. This is a men’s cho-
rus (TTBB) featuring the melody that

Category Three

“A Nice Dilemma” from Tvial by Jury
(STTBBB sextet and chorus). The voic-
ing in the sextet may seem odd, but this
piece will be effective if the somewhat
complicated timing between soloists and
chorus is well executed.

“When the Foeman Bares His Steel”
from The Pirates of Penzance (bass,

chorus). Shorter and less taxing than the
second act finale, this includes the lovely
“triolet” waltz and a stirring military
conclusion.

Act 1 Finale, “With Aspect Stern,”
from The Mikado (eight soloists and cho-
rus). Includes a number of the operetta’s
most exciting moments, particularly fol-
lowing the entrance of Katisha.

later became “Hail, Hail, the Gang’s All
Here.” More rewarding for the tenors
than for the basses, who sing only “Ta-
ran-ta-ra” throughout.

“Tripping Hither, Tripping
Thither” from Iolanthe. A women’s
chorus (SSA), mostly staccato through-
out, depicting fairies dancing. This
piece includes two brief solos, both suit-
able for sopranos with light voices.

“When Anger Spreads His Wing”
from Princess Ida. Yet another double
chorus with some patter singing for the
men. This one is rather brief—perhaps
a good encore. The men split TTBB
briefly.

“Tower Warders, Under Orders”
from The Yeomen of the Guard. This
double chorus presents a special chal-
lenge because it contains one SATB
chorus (the villagers) and a second
TTBB ensemble (the yeomen). There is
one brief tenor (or high baritone) solo.

“Night Has Spread Her Pall Once
More” from The Yeomen of the Guard.
A lovely double chorus for SA women
and TTBB men. It contains one brief
alto or mezzo-soprano solo.

“Dance a Cachucha” from The Gon-
doliers. Somewhat less effective without
the dancing, but enjoyable nonethe-
less—a fiery piece in Spanish style.

“As Before You We Defile” from
The Grand Duke. Sullivan grew more
adventurous in his later works, and it
would be hard to find a chorus which
sounds less like typical Sullivan than
this one from his last collaboration
with Gilbert. The cries of “Opoponax”
and “Eloia,” when combined with the
stately unison melody, create an
unusual effect.

Category Two ,
“Strange Adventure” from The Yeomen of
the Guard. AnSATB madrigal very similar
in style to “Brightly Dawns Our Wedding
Day;” which is included on page 42.
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soprano, mezzo-soprano, and light bari-
tone solos, and chorus). This humorous
number depicts the trepidation of the
policemen leaving to do battle with the
pirates and the rallying cries of the
women urging them to “death and
slaughter.” The men’s chorus gets more
of a workout than the women’s in this
piece, but its final section is one of
Sullivan’s most effective double choruses.
(A capable women’s chorus might sing
the two female solos chorally).

“When the Buds Are Blossoming”
from Ruddigore (SATB quartet and cho-
rus). This is a madrigal from the first act
finale of this opera containing some chal-
lenging singing for the solo quartet.

“There’s a Little Group of Isles”
from Utopia, Lid. (soprano and baritone
solos and chorus). An excellent way to
conclude your program (if you do not
wish to tackle a full finale), this brief
tongue-in-cheek chorus pays tribute to
Great Britain, “that monarchy sublime,”
complete with musical quotations from
“Rule Britannia.”

Category Four

Act 1 Finale, “Can I Survive,” from
H.M.S. Pinafore (seven soloists and chorus).
Less difficult than some of the other fina-
les.

Act I Finale, “Let the Merry Cym-
bals Sound,” from Patience (nine soloists
and chorus). A particularly exciting clos-
ing for this one, as well as the lovely
sextet ballad included in the sample pro-
gram on page 42.

Act I Finale, “When Darkly Looms
the Day,” from Iolanthe (nine soloists
and chorus). Much rapid and exciting
music, and a particularly stirring ending.
One alto soloist is required to deliver
some spoken dialogue in addition to
singing.

Act I Finale, “P’raps If You Address,”
from Princess Ida (eight male soloists and

Act ] opening, “List and Learn,” from
The Gondoliers (ten soloists and chorus).
This is not actually a finale but is a
lengthy piece of music in the style of one.
It includes many lively highlights from
the opera and features the chorus promi-
nently. They will have to master singing
two-against-three to perform the final
section. There is also singing in Italian. I
include this in place of the first act finale
from the same opera, since the chorus’s
entrance in that finale is fairly late.

Act I Finale, “Come Hither, All You
People” from The Grand Duke (nine so-
loists and chorus). Some unevenness in
quality, but much of this music deserves
to be performed. The opening duel is
quite exciting, and, as is typical of this
operetta, much of the choral writing is
less conventionally “Sullivan-ish.”

For those who wish to purchase mu-
sic by Gilbert and Sullivan, G. Schirmer
publishes scores for all of the operas ex-
cept Thespis; The Sorcerer; Princess lda
Utopia, Ltd.; and The Grand Duke.
Kalmus publishes Sorcerer and Ida, al-
though without dialogue, and many of
the other operas (including Utopia and
Grand Duke) are available through
Chappell.

NOTES
"Hesketh Pearson, Gilbert and Sullivan
(New York: Harper and Brothers,
1935), 88.
2Quoted in Eric Hodgins, “Arthur
Seymour Sullivan,” in Music Lover’s En-
cyclopedia, ed. Deems Taylor and
Russell Kerr (Garden City, New York:
Garden City Books, 1954), 537.
3Caryl Brahms, Gilbert and Sullivan: Lost
Chords and Discords (Boston: Little,
Brown, and Co., 1975), 153.
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merica’s p : mier show choir Be sure to take this oppor-

events feature fifteen tunity to be a part of what has
competing choirs plus:solo become one of the most exciting
performance competitions. Ten and educational programs in
guest artists at each site serve as the country.
judges, eritics, and clinicians. Audition tapes for both sites

are due October 7, 1992,

Observer programs are

For information write to
James E. Dash, Producer,
Keynote Arts Associates, P.O.
Box 1608, Kalamazoo, MI 49005
all 1-800-522-2213.

for individuals and grou

Showstoppers Chicago
features a variety of specialt

clinics and seminars.

Showstoppers Orlando

features an additional

Orlande Guest Artists”

April Arabian
Fritz Mountford
alerie Lippoldt-Mack
Cheri Coons

Winona Cost

Dwight Edwards
John Wenning
Ann Conrad
Richard Saucedo

NATIONAL SHOW CHOIR INTERNATIONAL INV{TATIONAL

SHORNTOPPERY - SHOWSTO

INVITATIONAL AT WALT DISNEY WDRL\EZB

- Chicago, lllinois March-18-21 + Orlando, Florida March 25-28



( Madrigal Dinner Scm’pts“

Renaissance Man strikes again with his
newaest hit, " The Pestered Jester."
For information and rates, write to

Alien Ellison, 1500 SW 20 ST, Miami,

FL or call (305) 858-3429.

International Invitational
Festivals of Musie

A cultural contact through music

THREE SPIRES CHILDREN’S FESTIVAL

Denmark ¢ June 29-July 4, 1993
Jean Ashworth Bartle, conductor and clinician

Gala final concert in Tivoli Gardens Concert Hall.
Concerts in Copenhagen’s most beautiful cathedrals.

Daily clinics and rehearsals.

THE TEMPOWATCH™

//”‘\..\ Don’t leave for rehearsal without it!

—Precise timing of beats per minute

~—Tells you what the tempo is,

while you are conducting, teaching,

listening or composing

~May be used as a split-second
timer in recording or film-making

$108 includes postage in U.S.

Music Print Company
RO, Box 17608
Boulder, Colorado 80308
303-499-2552

IrisH CHORAL FESTIVAL
Dublin, Ireland © July 10-11, 1993
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BOOK REVIEWS

Elaine Adams Novak, Performing in
Mousicals. New York: Schirmer Books,
1988. 306 pp. $19.95.

ISBN 0-02-871731-7. LC 87-20669

EARLY every choral director
I \ | in a high school setting faces
the task of preparing the annual
musical—as the musical director or even,
perhaps, as the producer/director. The
curriculum leading to teacher certification
in choral music rarely permits enough
elective study in the theater arts to pre-
pare the choral director to produce a high
school musical. For many, the only train-
ing and experience with musical theater
may have come from their own participa-
tion in high school and college
productions. Often that experience can be
adequate to get the job done, but for those
needing a bit more guidance, Elaine
Adams Novak has provided a small trea-
sure chest of helpful information in
Performing in Musicals.

Novak makes her premise very clear in
the first sentence of her preface: “This
book is for beginning performers in musi-
cals—for the actors, singers, and dancers
who would like to broaden their knowl-
edge of this type of entertainment” (p. ix).
Assuming the reader has little or no prior
knowledge of producing musicals, she de-
fines the musical, gives a brief historical
background, discusses production of the
musical, suggests methods of preparation
for the singer-actor-dancer, explains the
rehearsal process, presents audition strate-
gies, and includes scenes from various
musicals for study and practice. An excel-
lent list of suggested readings, organized
by topic, directs the reader to more thor-
ough discussions of the topics addressed
in the book’s ten chapters. Although the
targeted reader is the neophyte or aspiring
young star, the information can also be
helpful to the director in need of some
reassurance or suggestions for production.

Given the enormous agenda of the
book, comprehensive coverage of any
aspect of musical theater is impossible.
Rather, Novak chooses to cover the
main points of the craft in order to

OCTOBER 1992

Stephen Town, editor

allow the reader to pursue further study
from an enlightened viewpoint. The
first three chapters of the book outline
the history of the American musical, the
elements of the musical (book, lyrics,
and score), and the production of the
musical. Such essential information as
the names and addresses of the licens-
ing agents for musicals make the early
chapters useful. Although the discus-
sions of plot, subplot, conflict, and
character may seem elementary, the nar-
rative describing how these elements
affect the placement of songs and dance
sequences lends helpful insight to an in-
experienced director.

On the other hand, in its discussion
of stage directions (p. 19) the book does
not inform the director that most of the
stage directions found in production
scripts describe the Broadway produc-
tion and should not necessarily bind
the director. Nor does Novak point out
in her discussion of scene-change music
(p. 22) that its composition was necessi-
tated by the original set design and that
the music can be abridged or omitted
depending on the circumstances of the
new production.

The value of this book to the student
interested in pursuing the musical the-
ater lies in the completeness of its
overview. By the same token, the draw-
back of the book is that it may create
the false impression that by following
the suggested exercises, one may become
a self-taught performer. An inherent
danger lurks in a “how to” manual—
helpful suggestions may be offered
without adequately emphasizing the
need for study with qualified teachers.
For example, Chapter Five, “Vocal Ex-
ercises,” devotes six pages (pp. 55-61)
to a description of singing technique
and offers exercises for the development
of good phonation, proper breath man-
agement, and acceptable vocal timbre.
The resulting impression that singing
can be so simple may mislead the
reader. Similarly, the more numerous
suggestions for the development of act-
ing technique discussed in Chapter Four

(“Movement Exercises”), Chapter Six
(“Acting Techniques”), and Chapter
Seven (“Preparing a Musical Role”)
barely hint at the complexity of the
craft. More emphasis on the importance
of pursuing these skills under the guid-
ance of a professional would place
the suggestions in a'more realistic
perspective. ‘

Novak’s comments and suggestions
regarding rehearsal etiquette and audi-
tion techniques provide much needed
advice that is not often readily available
to aspiring actors or actresses. The prac-
ticality of how to find out when
auditions are to be held, what and how
to prepare, what to wear, what to ex-
pect from the auditioners, how to
behave at an audition, and how to com-
bat stage fright receive excellent
treatment from the author.

Finally, sixteen carefully chosen scenes
for various combinations of performers
provide excellent material for study and
practice. The styles of the scenes range
from Gilbert and Sullivan operettas, to
the traditional story-line musicals of
Lerner and Loewe, to the modern musi-
cals of Stephen Sondheim. The prefatory
information to each scene describes the
setting, the characters, the situation, and
the source of the complete play.

Novak’s book provides.a thorough
and worthwhile overview of the facets of
performing in the musical theater. The
caveat is this: while the information con-
tained in the chapters addressing the
acquisition of singing, acting, and danc-
ing skills may be accurate and valid, the
reader should view the exercises as ex-
amples of the kinds of things one should
expect to encounter in formal training.
If the sections of the book explaining the
performer’s craft are regarded in this way,
the student considering a career in musi-
cal theater will be well informed of its
rigors. Recommended.

Robert H. Hansen
West Texas State University
Canyon, 1exas
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Peter Phillips, English Sacred Music:
1549-1649. Oxford: Gimell Records
Led., 1991. 488 pp. $89.95. ISBN
0-9515784-05. LC number unavailable.
{Dewey: ML 2931.2b.P45 1991]

HE PERIOD from 1549 to 1649
represents a particularly fertile era

in the history of English choral

through the early 1900s. Now, Gimell
Records Limited has produced an ency-
clopedic account of every known
English-texted sacred work composed
between the Reformation and the Com-
monwealth. This is the same company
responsible for recording the reputable
Tallis Scholars.

Why should a record company pub-

attention. Compositions are classified
according to the following principal forms:

1. Service—music of the Morning and
Evening Prayer
a. Great—characterized by contra-
puntal and melismatic style

b. Short—chordal and syllabic
2. Anthem—corresponds to the Latin

music. Although the Anglican Church
had been previously established by Henry
VIII, it was Edward VI's Act of Unifica-
tion in 1549 which firmly established the
English Book of Common Prayer, provid-
ing the impetus for composers to create
their peculiarly English musical anthems
and services. This period came to a halt
in 1649 with Oliver Cromwell’s closing
of Anglican cathedrals and dismissal of
clergy and choirs.

Many students of choral history are
acquainted with the music of this era
through Edmund H. Fellowes’s highly
regarded English Cathedral Music (revised
by J. A. Westrup in 1969) which covers
the period from approximately 1500

2

T

lishsuch 2 book? Because thie author,
Peter Phillips, is also the director of the
Tallis Scholars. Phillips has dedicated his
career to the research and performance of
Renaissance sacred music, and his attempt
to avoid musicological minutiae on the
one hand and pure theoretical analysis on
the other has resulted in a most informa-
tive guide for practicing musicians. English
Sacred Music:1549-1649 includes over
three hundred musical excerpts newly
edited according to modern standards. It
also contains a bibliography, an index of
works, and an index of musical examples.
The importance of the Chapel Royal
in the establishment of an Anglican
musical identity receives considerable
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a. Full—unnaccompanied chorus
throughout, often contrapuntal

b. Verse—solo voices and chorus with
organ or viol accompaniment.

As one would expect, substantial
sections of the book are devoted to the
masters William Byrd (his non-Latin
works), Orlando Gibbons, and Thomas
Tomkins (102 anthems!). Other lesser-
known professional composers are men-
tioned, as well as amateurs who tended..-
toward a more secular (“not Chapel
Royal”) style of writing,

Phillips’s concise descriptions of
individual works increases the impor-
tance of the book. For example, he
comments on Gibbons’s six-part anthem,

O Lord, in Thy Wrath:

Gibbons’s writing often gives the
impression that there was just one
other tonal centre, apart from the
tonic, in the back of his mind. . ..
In O Lord, in Thy Wrath it is the
relative major, which is used strongly -
in the overlapping chords of the
closing phrase. . . . Within this
strong harmonic framework the
sophistication of Gibbons’s part-
writing is at a peak. Although there
is no straightforward imitation, a
loose association of motifs with
particular words leads both to some
expressive silences and to some ex-
pressive entries amongst the voices.

For a further perspective on the
author’s approach to performance, see
“An Interview With Peter Phillips” by
Dennis Shrock in the May 1992 issue
of the Choral Journal. The article also
contains a comprehensive discography
of performances by the Tallis Scholars.

Lewis W. Gordon
Saint Joseph’s University
Philadelphia, Pennsylvania
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Mark Evan Bonds, Wordless Rbetoric:
Mousical Form and the Metaphor of the
Oration. Cambridge, Massachusetts:
Harvard University Press, 1991. 248 pp.
24 line illustrations. $42.50.

ISBN 0-674-96502-8. LC 90-26494

HE SUBJECT of this admirable
book by Mark Evan Bonds, who
teaches music history at Boston

University, is the changing concept of
musical form as mirrored in the rise and
fall of rhetoric as a dominant metaphor
in accounts about it; that is, from the ear-
liest, somewhat problematic, attempts to
elucidate musical form in the early
eighteenth century, to the systematic
“codification” of specific formal conven-
tions in the middle of the nineteenth.
From the beginning to the end, the
emphasis is on the evolution of ideas
that are pertinent to instrumental music
only, and the focus is on one large-scale
stereotype, sonata form, since it is clearly
the most important of all forms of the
period.

In casting new light on the theoretical
concepts of the eighteenth and early
nineteenth centuries, Bonds has surveyed
a wide assortment of contemporary
sources, “from the musical repertoire it-
self to didactic treatises to aesthetic
systems of music and the arts in general.”
However, he has not attempted to scru-
tinize the works of any single author or
composer systematically. Instead, his
purpose has been “to identify broad lines
of thought that transcend not only indi-
vidual writers but also the generic
categories of theory, pedagogy, and aes-
thetics.”

In Chapter One, Bonds discusses the
semantic paradox of musical form; form
as a sum of features that many unrelated
works have in common (called “confor-
mational” form), and form as an element
which makes an individual work unique
(labelled “generative” form). The tension
between these two fundamentally differ-
ent concepts is illustrated through an
analysis of two instrumental works, the

first movement of Beethoven’s String
Quartet in F Major, op. 59, no. 1
(1806), and the first movement of
Haydn’s Symphony No. 41 in C Major
(ca. 1766-1769). Bonds reveals that both
works were based on “the assumption
that a construct now known as sonata
form did exist in the minds of at least
some eighteenth-century composers and
presumably in the minds of at least some
listeners as well,” even though the eigh-
teenth century lacked any single term to
describe what we now think of as pat-
terned form.

For example, in the most exhaustive
compositional treatise of the Classical
epoch, Versuch einer Anleitung zur
Composition (1782-1793) by Heinrich
Christoph Koch (1749-1816), form as a
separate category is still quite provisional.
In the second and third volumes, Koch
provides the earliest detailed reports of
what we now call sonata form. Bonds
notes, “Yet it is typical of his time that
these . . . appeared not within discussions

prices.
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of musical form per se, but rather within
extended discourses on melody.”

In the final volume, Koch makes one
of the earliest categorical differentiations
between “inner” form (“generative”)
and “outer” form (“conformational”)
that attracted much attention over the
course of the nineteenth century. In-
deed, more and more theorists “wrote

the nature of large-scale formal conven-

tions and the more abstract concept of
form in general.” However, “almost
without exception, . . . these [theorists]
consistently deprecated the very struc-
tures they described in such detail,
attributing ‘true’ form to the unique
characteristics of a work rather than to
those features it shares with many oth-
ers.” The two concepts of form were

Bonds argues in Chapter Two that it
was the conceptual metaphor of rheto-
ric that intervened between these two
approaches to form throughout most of
the eighteenth century and the early
years of the nineteenth. Within this
metaphor, the instrumental work was
viewed as a wordless oration whose pur-
pose was to affect the listener, and its

———with~increasing specificityabout both—thus permeated with “increasingly dis-

similar aesthetic values.
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form Wwas seen not so much as a har-
monic or thematic blueprint but as a
logical progression of thoughts. “In the
interests of intelligibility, these musical
ideas—an amalgam of melodic, har-
monic, and rhythmic elements—tended
to be arranged within a limited number
of conventional patterns. References to
thetoric [in contemporary sources] typi-
cally appear within the context of other
topics, such as periodicity, the composi-
tional process, the aesthetic doctrine of
‘unity in variety’, the nature of melody,
or the relationship between genius and
convention.” In a similar fashion, Bonds
considers the rhetorical idea of form
from some of the more important per-
spectives used by eighteenth-century
writers themselves.

Bonds’s chapter titled “Rhetoric and
the Theory of the Compositional Pro-
cess” is particularly fascinating. In this
section, Johann Mattheson’s famous
comparison of musical form and the six
parts of an oration is discussed in great
depth. First displayed in Kern melodischer
Wissenschaft of 1737, and then again
two years later in Der vollkommene
Capellmeister, Mattheson introduces his
image of musical form as a function of
thetoric, portraying the musical work as
a Klangrede, an oration in notes, and
drawing direct attention to the rhetorical
equivalents of dispositio, elaboratio, and
decoratio in music. As Bonds says,
Mattheson’s Capellmeister ultimately
became one of the most extensively uti-
lized manuals of composition in
Germany, and his basic imagery and
methodology retained their appeal
throughout the eighteenth century and
well into the nineteenth.

The metaphor of the musical work as
an oration did eventually disappear over
the course of the nineteenth century. In
Chapter Three, Bonds discusses several
reasons for its decline, the new image

that supplanted it (that of a biological
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organism), and the resultant dichotomy
between the “conformational” and “gen-
erative” perspectives that crystallized
during this time. I found most intrigu-
ing the case studies of two
composer-theorists who illustrate a criti-
cal stage in the paradox of musical form
in the early nineteenth century: Anton
Reicha and Adolf Bernhard Marx.

Anton Reicha (1770-1836), a native
of Prague who spent his early life in
Bonn, Hamburg, and Vienna before
emigrating to Paris in the early 1800s,
is the pivotal figure in the bifurcation
of form. “Reicha’s treatises, in fact, rep-
resent the only systematic corpus of
theoretical writings to emanate from a
representative of Viennese Classicism—
in spite of the fact that almost all of
them were written in French, after his
move to Paris.” According to Bonds,
Reicha proceeds, in his Traité de mélodie
of 1814, along similar lines as
Mattheson and Koch. “But instead of
treating the conventions of large-scale
form within a discussion of genres, . . .

Reicha steps back to consider form as a
more abstract idea. He introduces the
concept of the ‘cadre, coupe ou dimen-
sion’, terms he uses interchangeably to
describe the various large-scale con-
structs common to a variety of genres.”
Thus formulated, the concept of the
coupe assumes increasing importance
within Reicha’s treatise.

More and more, the coupe
begins to resemble a “jelly mold,”
a framework for individual themes.
Reicha goes on to expand the con-
cept of the coupe in order to
include forms that are neither
binary nor ternary. The result is
the earliest taxonomy of form as an
abstract concept.

In the Traité de haute composi-
tion musicale of 1824-1826, . . .
the most significant additions to
his treatment of form are the sche-
matic diagrams that represent
large-scale conventions synopti-
cally. . . . Reicha’s schematic

representations tend to emphasize
a shift in aestheric and analytical
emphasis from the act of listening
to the work itself. The perspective
is now squarely centered on the
work, viewed as an external,
autonomous object.

This work-oriented approach is cen-
tral to the writings of Adolf Bernhard
Marx (1795-1866), especially to his
epochal Die Lebre von der musikalischen
Komposition (1837-1847). To an even
greater extent than Reicha, Marx treats
form from the angle of the composer
rather than that of the listener. “He is
the first theorist in whose -writings the
paradox of musical form becomes
explicit”; indeed, “he openly acknowl-
edges this conceptual dichotomy and
confronts the problem that Koch had
raised only briefly and that Reicha had
more or less avoided altogether.” Marx’s
answer to the issue is to differentiate be-
tween Form and Kunstform. The former
is the manner in which the content of

ACDA STUDENT CONDUCTING AWARDS

1993 ACDA National Convention

March 3-6, San Antonio, Texas

John Haberlen, Convention Chair

ACDA student members who are full-time undergraduate [junior or senior status] or full-time
graduate students are eligible to submit video-taped conducting auditions of their choral
performance. Sixteen student conductors will be selected to receive scholarships provided by
corporate sponsors to assist with transportation and housing costs to attend the 1993 ACDA
Convention and conduct on the Wednesday, March 3, Semi-Finals, at 4 p.m. Four students at
each level will advance to the Conducting Finals, Friday, March 5, at 4 p.m., with awards
totaling $2,250 provided by the University Music Service in Hershey, Pennsylvania.

Application/Video Tape Audition Deadline: December 1, 1992

Please see September Choral Journal or fall issue of The Student Times
for complete information and application.
For further information contact Guy B. Webb, National Chair
Youth and Student Activities Committee

[417] 836-5182

OCTOBER 1992

PAGE 51



Prayers from the Ark
THERON KIRK

Sop. (HMV 111)
Ten, (HMV 112)
Bass-Bar. (HMV 113)

$9.95 each

Hinshaw Music - P.O. Box 470
Chapel Hill NC 27514

the work articulates into an external
whole. The latter is the term for those
inherent characteristics shared by a large
number of individual artistic works.
This differentiation between the “gen-
erative” and the “conformational” forms
produced the dichotomy that is still very
much a part of theoretical thought
today.

exists in and of itself resulted in the
aesthetic of an autonomous instrumen-
tal music. In Chapter Four, this
aesthetic and its ramifications are pre-
sented by Bonds under the subheadings
of “Rhetoric and the ‘Musical Idea’,”
“Programmatic Analyses of Non-
programmatic Music [i.e., association
with a poetic text; association with a
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theories about musical form. Bonds
treats these ideas in Chapter Five and
concludes by applying the theoretical
perspectives of the Classical era to the
first movement of Haydn’s Symphony
No. 46 in B Major. His analysis is not
presented as a hypothetical eighteenth
century analysis, since eighteenth-cen-
tury theorists seldom engaged in what
today would be considered technical
analysis, but rather as an example of
current-day analysis informed by eigh-
teenth-century perspectives.

These are some of the salient points
contained in Wordless Rhetoric, a book 1
found well written, if somewhat digres-
sive (the “professor” is very clearly
discernible); but the digressiveness is
that of a stretched mind full of its theme
and is not objectionable. Can the book
be of use to the choral conductor?
The answer is yes, for it provides
another way to approach the music of
the eighteenth century. Of course, the
exclusive emphasis on instrumental
music will make the book less appealing
to some. For those interested in philoso-
phy and aesthetics, Wordless Rbetoric is
highly recommended. Let us hope that
it is an augury of things to come from

Mark Evan Bonds.

Stephen Town

Book Review Editor

Northwest Missouri State University
Maryville, Missouri
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*MY CONTRITE HEART (Universe 392-00761)SATB .........ooviveviin., Carter .85
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*TRUST IN THE LORD (Universe 392-00760}SATB ............ovvnnnn, Manookin .85
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TWO NEW COLLECTIONS!

A CAPPELLA
(336199-X) $17.95 *$14.36)
Compiled and edited by John
_.Gardner and Simon. Harris.

® 30 pieces for unaccompanied
mixed voices from seven
centuries.

¢ A resource book for choral
directors looking for repertoire
that is a little different.

¢ Range of forces, languages,
styles, both sacred and
secular.

¢ [ncludes monuments of the
Renaissance to miniature
canons of Lawes, Schubert,
Brahms. '

A TALLIS ANTHOLOGY
(353410-X) $13.95 *($11.16)

17 anthems and motets,

compiled by John Milsom

e Useful cross section of Tallis’
shorter works.

e Some of his best-known
pieces, as well as less familiar
ones.

¢ Excellent modern editions in a
practical format of one volume.

Music is available at all fine music
stores.*Special Offer! Good
through November 30, 1992. We
will send single copies of the above
titles at a 20% discount. Please
send check and this advertisement
to Dept CHL.

MUSIC DEPARTMENT

e \iusic Department
OXFORD UNIVERSITY PRESS, INC.
200 MADISON AVENUE, NEW YORK, NY 10016
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CHORAL REVIEWS

EDITOR’S NOTE: This issue reviews major
works and other compositions of substantial
length scored for mixed voices.

Advent Cantata

Daniel Pinkham

SATB, wind quintet, harp,

C.F. Peters, available only on rental from
the publisher. The $175 rental fee in-
cludes choral scores, full score,
instrumental parts, and permission for
one performance.

Daniel Pinkham’s new Advent Can-
tata was commissioned by the Albany
(New York) Pro Musica and received its
first performance in December 1991.
The seven-movement work is a setting
of the Greater Antiphons, sometimes
called the “O” Antiphons because they
each begin with “O.” Liturgically, the
Antiphons are heard at Vespers the week
before Christmas.

Pinkham’s Advent Cantata is an im-
portant work, one which is highly
expressive and closely tied to the text.
The individual movements are short; the
entire work lasts twenty minutes. The
scoring for wind quintet and harp is
extremely colorful. The wind parts are
not difficult, though they require a great
amount of breath; the harp part is more
- involved and requires a first-rate harpist.

The expressiveness of the work re-
volves around the Advent cry of “Veni”
(“O Come”), and the opening half-step
motive on that word appears in subtle
ways in other movements. The first
movement is a serious and fervent call
for the Messiah, climaxing on a four-fold
restating of “Veni.” The second move-
ment is written in the same style but is
more dramatic, with greater extremes of
dynamics and an even greater climax.
The third movement, “O Root of Jesse,”
brings in a much more restrained and
gentle style but begins to rush toward the
words “O come and do not delay.”

The fourth and fifth movements are
the center of the work and will be the
most quickly accessible to the audience.
“O Key of David” is a canon that is
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Conan Castle, editor
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extremely melodic and somewhat myste-
rious. It avoids the large climaxes of
earlier movements and remains some-
what pensive throughout. “O Oriens”
(“O Come, O Bright and Morning
Star”) begins without breaking the mood
and expands in a simply gorgeous and
expressive way as the sun rises; this is one
of the most beautiful movements in all
of Pinkham’s music. The sixth move-
ment is very quiet. The final movement
has a scherzandolike motive throughout
in the orchestra while the chorus at last
proclaims the name of the Messiah, “O
Emmanuel, King and Lawgiver.” This

movement is a series of climaxes, each
going one step farther than the preced-
ing and leading to a forte ending.

The work has many exciting, beauti-
ful moments and is well-designed. The
chorus parts make sense only with a com-
plete understanding of the Latin and
only with the orchestral accompaniment.
The tessitura of the soprano part and the
complexity of some of the tonal writing
suggest that this excellent work is of at
least medium difficulty and should be
tackled by very good univessity or com-
munity choirs.

David Janower
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Agnus Dei from War Requiem
Benjamin Britten

SATB, organ,

Boosey & Hawkes, OCTB6526, 80¢

Many who cannot hope to assemble
the massive forces required to perform all
of Britten’s masterful statement on war
may welcome this brief excerpt of the

out, and the melody spans only a ninth.
The music is in a very slow {; meter (six-
teenth note = 80), and the chromatic
lines are doubled in the accompaniment.
The tenor solo does require an accom-
plished singer. In this excerpt, the tenor
soloist sings the Wilfred Owen poem
which begins “One ever hangs where
shelled roads part. In this war he too lost

The organ part differs only slightly
from the accompaniment in the piano-
vocal score; however, the arranger could
have offered the organist more help re-
garding registration. For example, the
continuous sixteenth-note line, here
given for the left hand, is always played
by the orchestral strings in three octaves

(16, 8', and 4' pitch). When the soloist

War Requiem edited by Philip Brunelle.
It should be performable by almost any

a limb,” while the choir sings the tradi-
tional Latin Agnus Dei text.

choir. The choir is in unison through-

WESTMINSTER
CHOIR COLLEGE

The School of Music of Rider College

Why Westminster?

For those who love to make music with choirs, either as singers
or as choral conductors, there is simply no place in the country
that offers richer possibilities for study and performance.

— Joseph Flummerfelt
Artistic Director

*  Westminster offers unparalleled opportunities for
performance of choral music.

¢ All students acquire a strong foundation in conducting
technique and knowledge of choral literature.

* Graduate choral conducting is offered as a performance
major or as a principal major or as a principal concen-
tration in Church Music and Music Education.

Joseph Flummerfelt, Artistic Director
Allen Crowell, Department Head
James Jordan

Melanie Jacobson

For more information about all of Westminster's
programs, contact:

Office of Admissions
Westminster Choir College
The School of Music of Rider College
101 Walnut Lane, Princeton, NJ 08540-3899

1-800-96-CHOIR ¢ (609) 921-7100
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sings, the line is played by strings alone
(from a chamber orchestra,) and the
three-note chords in the right-hand part
are played by woodwinds (oboe, clarinet,
bassoon); when the choir sings, the winds
join the strings of the “large orchestra”
in the octave sixteenth-note line.
Britten’s Agnus Dei is a beautiful and
timely composition that could bear fre-
quent performance. Duration is given as
three and one-half minutes.
Larry D. Cook

And This Shall Be for Music

Ron Nelson

SATB, 3 trumpets, 3 trombones, tuba,
timpani,

Ludwig Music 1-1233, $2.25

If you are looking for a flashy open-
ing or closing number, especially for a
very large ensemble, combined choruses,
all-state chorus, or festival setting, And
This Shall Be for Music will serve the pur-
pose well. From the energizing brass
fanfare through the fortissimo conclusion,
this piece will guarantee chills and thrills
to both performers and audience. While
the tessitura of each vocal line is wide
and leans toward the high side, it is not
strenuous. The angular melodic lines are
tonal and are supported by the brass
choir. Often the tenor doubles the so-
prano at the octave while the bass
doubles the alto line. The brass provides
thythmic interest and vitality against the
homophonic choral writing. The text is
worthy to be proclaimed in such a jubi-
lant fashion. :

Joan Whittemore
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The Apple Tree

Emily Crocker

SATB, unaccompanied,

Jenson Publications, 47101044, 95¢

Written for Henry Gibbons and the
North Texas A Cappella Choir, this
work uses a text which appeared in an
early nineteenth-century setting by
Jeremiah Ingalls contained in A Christian
Harmony. This work, however, should
not be confused with the Elizabeth
Poston setting performed by many
English choirs. The vocal range of the
soprano part lies between ¢! and g-flat?,
altos between a-flat and d-flat?, tenors be-
tween e-flat and g-flat' and basses
between G-flat and d-flat'. The texture
varies between unison, and two-part
writing, and a section in which a soloist
or the sopranos sing descantlike phrases
while the bass section sings the third
verse of the text. The final verse features
SATB and SSATB scoring and builds to
a very subtle and beautiful closing. The
Apple Tree would be an effective piece
for advanced high school choirs, univer-
sity choirs, and adult church and
community choirs.

Gary K. Walth

Cantate Domino

David Conte

SATB/SATB, unaccompanied,

E. C. Schirmer, #CS 4184, $1.60

Cantate Domino (Sing unto the Lord),
written in 1975 for the Bowling Green
State University A Cappella Choir, is
modeled upon the polychoral style that
emanated from San Marco in Venice at
the end of the sixteenth century. The
Latin text, taken from Psalm 149,
appears here without an English transla-
tion. Conte’s antiphonal setting of this
popular text lasts about four and one-half
minutes, utilizes two equally disposed
choruses, and would make an ideal selec-
tion for combined choirs at a state or
regional festival.

Each line of text receives its own mu-
sical setting, and Conte employs a variety
of expressive means to capture the
essence of the words. Vigorous, homo-
phonic alternation, coro battante,
characterizes the opening line of text,
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“Cantate Domino canticum novum”
(“Sing to the Lord a new song”). A tran-
sition to a more relaxed tempo and a
thinner texture appears at the words
“laetetur Israel” (“Be glad Israel”).
Strands of imitative polyphony symbol-
ize “et filiae Syon” (“and daughters of
Zion”), followed by majestic tutti chords
and reverent unisons at “exultent in rege
suo” (“rejoice in your king”). Twice dur-
ing the course of the piece, the “cantate
Domino” text returns, in an altered but
recognizable musical form, helping to
unify the composition’s numerous com-
ponents. Conte’s restrained harmonic
language incorporates tertial and quartal
harmonies, colorful seconds and ninths,
and an occasional bitonal cadence.
Except for a fourteen-bar, antiphonal
solo requiring two tenors with lyric b's,
the piece is set chorally from start to fin-
ish. Although the notes themselves are
not difficult and the vocal lines are ac-
cessible, the work demands a large,
well-balanced choir possessing a fairly
high level of musicianship. Cantate
Domino is an extremely well-written
work suitable for both liturgical and con-
cert use.

Stephanie Henry

Cing Hymnes (Five Hymns)
Ton de Leeuw

SSAATTBB, 2 pianos, percussion,
Donemus Amsterdam (Theodore
Presser), no price given

Dutch composer Ton de Leeuw has
set five texts of the fifteenth-century
Indian mystic poet Kabir. The score,
commissioned for the twenty-fifth anni-
versary of the Kurt Thomas Stichting, is
published in a manuscript which is, at
times, difficult to decipher. No transla-
tion is given for the French texts. The
work is of interest for a highly trained
choir. Two of the movements (“Regarde”
and “Silence”) are unaccompanied and
explore a wide range of choral sonorities.
The first movement, “O Mon coeur,” is
accompanied by two pianos; a low b-flat
pedal in the accompaniment provides a
point of reference for the chromatic
choral writing. The third movement,
“Le Son des cloches invisibles (“The

Sound of Invisible Bells®), is coloristically - :

accompanied by pianos and glockenspiel,

antique cymbals, triangles, cymbals, and
tam-tam. The final movement, “La
Source de toute musique” (“The Source
of All Music”), is accompanied by
pianos, marimba, tom-tom, triangles,
cymbals, and tam-tam. The varied
accompaniments give contrast and inter-
esting shading yet are accomplished by
just two pianists and two percussionists.
Vocal ranges are normal for advanced
choral writing, but the sustained and
thythmic nature of the lines in French
require professional ability. A choir
which has mastered the styles of Poulenc
and Debussy might enjoy the challenges
of this work. The five movements may
be performed separately. Duration of the
total work is about half an hour.

George S. T. Chu

QUALITY
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REASONABLE PRICES

Call or write today
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TOLL FREE
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PAGE 57



adlea

Tour Consultants

Performing Arts Tours Since 1955

EASTERN EUROPEAN

CHILDREN’S CHOIR FESTIVAL
June 30 - July 11, 1993

Early American Sacred Choral Library,
Volume One

Barbara Owen (ed.)

SAB and SATB, keyboard,

Boston Music Company,

#14174, $5.50

This volume of early-American sacred
choral music contains ten short pieces

Once again, ACFEA is pleased to offer an
extraordinary international festival opportunity
to auditioned children’s choirs.

e Henry Leck, Festival Director
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by William Billings, Benjamin Carr,
Edward Hamilton, Thomas Hastings,
Samuel Holyoke, Lowell Mason, and
William Selby. Two of the pieces are
scripture responses, and three are settings
of Psalms 100, 143, and 150. Two of
the pieces are for SAB while the rest are
for SATB. One piece, Nativity, by Tho-
mas Hastings contains short solo passages
for soprano and bass. All are basically ho-
mophonic with the keyboard doubling
the vocal parts.

Vocal ranges and tessituras through-
out are moderate and should prove easily
accessible even to choirs of moderate
means. In all of these pieces, the text is
of paramount importance, whereas the
music is straightforward and devoid of
complexity. While Nativity by Hastings
is seasonal, the remainder of the collec-
tion consists of general service responses
and anthems usable at any time during
the church year.

Vance D. Wolverton

The Horsewatcher’s Songs
Eugene E. Lassek

SATB, unaccompanied,

Little Woods Editions (Randall M.
Eagen), #LW02, $1.95

The Horsewatcher’s Songs consists of
five short compositions: “The Sword
Horse,” “The Surf Horse,” “The Storm
Horse,” “The Earth Horse,” and “The
Horse of Fire.” The five poems are at-
tributed to an anonymous author and are
of varying quality. The composer makes
the most of his chosen texts, however,
presenting each in a highly expressive
manner. Lassek’s harmonic language is
sometimes dissonant yet always tonal.
While SATB writing predominates,
judicious use is made of divisi. The re-
sultant sonorities are rich and full.
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Homophonic texture dominates, making
the work immediately accessible to both
chorus and audience. The composer
leaves little guesswork for the conductor;
dynamic and articulative markings are in-
dicated clearly and frequently in the
score. A narrator introduces the first of
the five compositions but is not required
further. While tessituras are moderate,
ranges for each of the parts and the need
to sing full dynamics at the extremes of
those ranges may be limiting factors for
some choirs. Ranges are soprano b to g%,
alto a to d tenor ¢ to g-sharp', and bass
F to ¢'. Skilled high school or college
choirs will enjoy singing Lassek’s music.
His writing presents the kinds of rhyth-
mic and melodic challenges that most
good singers find appealing.

Stanley E. Romanstein

Io piango

Morten Lauridsen

SATB, unaccompanied,

Southern Music, 01-088854-121, 85¢

“Io piango” is one of a set of six “Fire
Songs” on Italian Renaissance Poems, com-
posed for and first performed by Rodney
Eichenberger and the University of
Southern California Chamber Singers
on April 10, 1987. The Italian text, by
Ruffo, is printed in the preface along
with a literal translation. An audio cas-
sette performance tape is offered by the
publisher. The text is very dramatic; its
setting is very declamatory. Dissonance
is used to describe the fire and torment
in the text, and dynamic contrast pro-
vides much musical energy. In short, it is
a powerful piece. It stands alone but
would perhaps be enhanced by perfor-
mance with others of the set.

The vocal ranges (and tessituras) are
moderate: soprano c-sharp' to g-sharp?,
alto c-sharp’ to c-sharp?, tenor e-sharp to
¢!, and bass G-sharp to a-sharp. There is
limited divisi in the SAT parts. The dis-
sonances are approached skillfully by the
composer, although on one occasion
there is a leap to a dissonant harmony
with voice crossings and an abrupt chord
change. This is an excellent work for a
chamber chorus and would program well
in a concert of secular music.

Joe Hickman
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Der Jahrkreis: Die Sitze fiir gleiche
Stimmen

Hugo Distler

Equal voices, unaccompanied,
Birenreiter (Fbreign Music
Distributors), BA 6375, $8.10

Der Jahrkreis: Die Sitze fiir

dreistimmigen gemischten Chor

The two volumes, taken together,
constitute a cycle of fifty-two short
motets for the church year. Written in
1933, the year Distler became a profes-
sor at the School for Church Music in
Berlin-Spandau, they are intended by the

<« M
composer “for use in church, school, and
‘lay’ choruses.” In spite of their modest
intentions, there is real beauty and musi-

music in a contemporary style for ama-
teur singers. The musical and text sources
are wide-ranging: chorale tunes and texts,
folk poems, liturgical chants—all treated
freely and with great variety; some in-
clude instrumental ritornelli for
interesting contrast between verses.
Ranges are very modest.

I found several motets in each volume

Hugo Distler
SAB, unaccompanied, Birenreiter
(Foreign Music Distributors)BA 6376, $6.90

cal challenge to be found. Hindemith is
Distler’s obvious model, both musically
and in his purpose to provide useful

Des Moines International
Children’s Choral Festival

~

———— they shall soar [ike eagles. .

JUNE 29-JULY 4, 1993

An exciting five days of concertizing, competi-
tion and fun for choruses of children ages 15
and below.

e Competition for large ensembles,
chamber choirs, and soloists.

¢ Three international adjudicators.

e All housing and meals arranged by the
Festival

Emphasis: AFRICAN INFLUENCES IN
CHORAL MUSIC

FOR INFORMATION AND APPLICATION
WRITE: Des Moines international Children’s Choral Festival, Inc.

. P.O. Box 12111

Des Moines, lowa 50312

(515) 288-7464

An enterprise of Des Moines Children's Choruses, Inc.

Eugene Wilson,

Musical Director
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particularly attractive as representative of
the total. In the volume for equal voices,
Gott is unsere Zuversicht is a flowing piece
interrupted by a free modal intonation
leading into a brief imitative conclusion;
Vater unser im Himmelreich is a three-
voice setting of Martin Luther’s version
of the Lord’s Prayer, with alternate two-
voice verses. Choir directors will find
welcome material in Das Amen, three
unusual Amen settings. In the mixed-
voice volume, there is a charming setting
of the Advent folk text, Maria durch
ein’ Dornwald ging. The well-known
Epiphany hymn of Nicolai, Wie schin
leuchtet uns der Morgenstern has an inter-
esting ritornello for flute, violin, and viola
to contrast with the repeated verses. Selig
sind die Toten is set in a very free thythm
and would be an ideal choice for a me-
morial program. All texts are in German.
That, and the price of each volume, may
inhibit general utility, but there are trea-
sures here to be found. I would urge the
publishers to make available a selection
of the best and most useful in a singable
English translation to reach the “church,
school, and ‘lay’ choruses” in this country.

Carl Zytowski

Mare Clausum

Joseph Haydn

SATB, bass solo, keyboard,

Doblinger, Diletto Musicale 90a, $21.00

This incomplete oratorio, composed
only of a bass aria and chorus, is given
its first practical edition. Because of its
esoteric qualities, it has more historical
than performing interest. The bass aria
would be fun. (“Nor can I think my suit
is vain that land the sea should now
maintain, since retribution’s due, / For
England had great wealth possess’d by
sea’s access and thereby blest with
plenties not a few.”) The score’s price
makes a choral performance impractical,
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if not nearly impossible; however, stimme
parts are available (contact Foreign
Music Distributors, Chester, New York).
One cannot fail to recommend H.C.
Robbins Landon’s prefatory notes. He
continues unearthing all there is to know
of Haydn and his works. We in choral
music thank him for his indefatigable re-
search, impeccable scholarship, and
engaging writing.

D. Royce Boyer

Mass: Christ in Majesty

Mark Carlson

SATB, organ,

Ione Press, Inc. (E. C. Schirmer)
L. Kyrie, #4294, $1.45

11. Gloria, $4295, $2.00

I1I. Agnus Dei, #4296, $1.20

The National Shrine of the Immacu-
late Conception, Washington, D.C.,
commissioned this Mass for Easter
Sunday, 1987. I can imagine few other
liturgical settings in which it would be
either practical or even possible to use
the piece given its length, difficulty, and
the complete absence of congregational
involvement. The ranges and tessituras
of the vocal parts and the frequent di-
visi require a good number of very able
singers. The organ part (a reduction of
the orchestra score) requires a sizable
instrument and a player with an exten-
sive reach. The music is, however,
outstanding. The melodic and harmonic
idiom lean toward the neoromantic.
The vocal lines appear gratifying to sing,
and it would be easy to inspire any
group equal to the demands of the
music to put their best effort into
learning it.

All three pieces contain moments of
genuine beauty. The Kyrie and Agnus
Dei are notable for their macaronic
texts, and Carlson sets both the Latin
and English with a facility seldom
found. Likewise, in the second move-
ment, the ritornello-like interspersing of
the text “gloria in excelsis Deo” serves
to unite and give rhythmic drive to the
lengthy English text. I found the Agnus
Dei to be breathtakingly beautiful in
spots. It is the movement I would most
like to hear performed with orchestra.
While the absence of congregational
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John Rutter
And The
Cambridge Singers
Are
Definitely On

involvement is not problematic techni-
cally within the principles of liturgical
music in the Roman rite, it would be
difficult to find other textual settings
of the Mass which would stand com-
parison with the consistently high
quality of Carlson’s music. I would like
to see him either set the remaining texts
of the liturgy or write a new setting of

A Roll!

Fo]lowing three consecutive appearances on the Classical Top
25 charts, John Rutter and The Cambridge Singers announce
two new releases on Collegium Records — "The Music of
Stanford and Howells” and "Fancies,” a joyful secular album!

Also, this year John Rutter and The Cambridge Singers offer
three choral titles for the Holidays: "Christmas with The Cam-
bridge Singers,” which received a nearly perfect 10/9 rating
from CD Review, "Christmas Night: Carols of the Nativity,"
whichreceived a rare 10/10rating, and "Three Musical Fables"
with featured performances by The King's Singers!

In finer record stores everywhere. Or call to order TOLL-
FREE: 1-800-367-9059.

FIRST CLASS INTERNAT!ONAL CONCERT TOURSi
; i : 800 526- 2908
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comparable quality which involves the
congregation. In addition, I would
recommend that university choirs (par-
ticularly those with access to good
organs in a good acoustical enviroment,
or an orchestra) perform these pieces
on a sacred program.
Ranges are soprano b to b?, alto a to
e?, tenor d to a!, and bass E to €.
Alan ]. Hommerding

Mass, op. 130

Joseph Jongen

SATB, organ and brass (two trumpets,
four horns, three trombones, tuba),
Oxford University Press, #46070,
$17.95

This work, written in 1945 and first
published in 1985, is a must for all per-
sonal and institutional choral libraries.
Jongen was born in Litge, Belgium, in
1873, studied at the conservatory there,
emigrated to England in 1909, became
director of the Brussels Conservatoire in
1920, and died near his birthplace in
1953. Although most of his output has
been neglected until recently, he is re-
garded as the leading figure in Belgian
music during the first half of the twenti-
eth century.

The Mass was originally performed as
part of a liturgical service, but it is ap-
propriate for the concert hall as well. The
six-movement work (lasting between
twenty and twenty-five minutes) is writ-
ten in a style following the French
tradition of Fauré, Franck, Widor, and
Schmitt (Jongen was a virtuoso organist).
It displays a transparency that belies the
fullness of the orchestration. An interest-
ing note about the original performing
forces, courtesy of John Scott Whiteley’s
excellent editorial remarks, reveals that
Jongen’s choir consisted of sixty sopra-
nos and contraltos, sixty tenors and
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basses, and, most likely, one brass instru-
ment on a part; formidable but certainly
well within the resources of many large
choral organizations.

The writing is primarily homophonic,
the harmonic language is tonal, and the
demands made on a solo quartet are
modest. Both the frequent divisi indica-
tions and the fullness of the sonority
require a group of at least sixty trained
voices augmented by even more ama-
teurs, even if organ alone is used for
accompaniment. Although the vocal
parts are not difficult, offering a realistic
challenge for the amateur choir, the
organ part does require some study, and
the instrument should be modeled
after, or able to simulate at least, the
distinctive orchestral sonorities of the
nineteenth-century Cavaillé-Coll organ.

Stephanie Henry

Medieval Rowndes
Ian Milkington (ed.)
Various voicings, unaccompanied,

Old Masters Press, #OMP 742, $2.75

This remarkable set contains what are
probably the earliest examples of imita-
tive counterpoint yet found in the
British Isles. The manuscripts were dis-
covered by editor Milkington in the
wall of a ruined hut located high on a
rocky hillside in northwest Wales. The
vellum-covered sheets were apparently
spirited away to such an unlikely hiding
place in order to avoid capture by the
armies of Edward I. The pieces appear
to have been utilized as passwords.
Those who could sing the notes and an-
cient text correctly were friend (Welsh);
those who could not hold the part were
clearly foe (English). In spite of the rig-
ors of climate and the thousands of
sheep who have sought refuge in the
ruin over the centuries, the calligraphy
is still partially legible. The ancient and
often racy Welsh texts, which the editor
calls “Welsh rarebits,” are underlaid
along with singable translations in old
English.

Of particular interest are three
works on seasonal texts: “Sprynge is
y sprungene uppe,” “Falle is y fellen
owte,” and “Wyntere is y freyzene mye
(untranslatable).” Unfortunately, the
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manuscript for summer has only a
drone, the melody having been nibbled
off by hungry sheep.

The two extant pages of “Stille,
Stille, Stille” exude a strong, fermented
aura. “I muste awaye to ye privie
chaymber” may have either a political
or a sanitary derivation. The sprightly
“Harlech’s Harlotte” appears only with
its initial alliteration (HHHHH). The
complete text is available from the pub-
lisher with proof of age. The final canon

is a tour de force on a Welsh place-name
spelled with seventy-two letters, all of
them consonants. Singers fortified with
a pint or two will find these robust
pieces irresistible.

Charles Batonwaver
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Messe No. 6 in G major Gounod produced a significant

Charles Gounod - number of sacred works, perhaps reflect-
SATB, organ, ing his decision at one time to consider
Carus-Verlag, (Mark Foster) entering the priesthood. The Mass is
#40.637/01, $8.70.

charming in its simplicity. Gounod’s

lyric melodies combine with a chordal
and diatonic harmonization to make the
work both attractive and accessible. The
organ serves to reinforce vocal parts. Brief
unaccompanied sections are also in-
cluded. There are no solos in
the work.

Two additional movements are
included: “O salutaris hostia” and
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“Domine salvam.” The editor describes
these as traditional French additions to
the Mass, though they may be omitted.
The complete work lasts approximately
twenty-two minutes.

Dawn O. Willis

Missa Brevis No. 1 in F

‘— Joseph Haydn

SATB, 2 violins, basso continuo,
Carus-Verlag (Mark Foster),
40.601/03, $5.80

Missa Brevis No. 3 in G (“Rorate coeli
desuper”)

Joseph Haydn

SATRB, 2 violins, basso continuo,
Carus-Verlag (Mark Foster),
40.602/03, $4.65

Missa Brevis No. 7 in B-flat (“St.

Joannis de Deo™)

|| Joseph Haydn

SATB, 2 violins, basso continuo, organ,
Carlus-Verlag (Mark Foster),
40.600/03, $4.95

H.C. Robbins Landon, who discovered
Missa Brevis No. 1 in Goettwig Abbey in
1957, suggests Viennese copyists attached
one of Haydn’s teachers’ names (e.g., Georg
Reutter or Ferdinand Arbesser) to the piece
because Haydn’s name, still unknown, was
unlikely to enhance the sale of scores. Thus,
the true composer became hidden from his-
torians. Pohl believed the work was created
in 1742 when the composer was ten years
old. The music reflects the style of the missae
brevi Haydn had sung at the Cathedral (e.g,,
Caldara and his choirmaster/teacher,
Reutter) and not his later study of treatises
of Fux, Mattheson, and Kellner, and the
sonatas of C.P.E. Bach, which encourage
more emotional content, counterpoint, and
Neapolitan operatic virtuosity.

Missa Brevis No. 3 in G (“Rorate coel
desuper’) receives its name from the Isaiah
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text used as the Introit for the Fourth Sun-
day in Advent, “Drop down, ye heavens,
from above, and let the earth be opened
with righteousness.” “Rorate” masses were
comonly held throughout Advent in
German-speaking regions. It is unusual to
find a plainchant melody utilized in an
eighteenth-century choral setting with in-
strumental accompaniment, but it is
difficult to refute Haydn’s use of the five
scale-like puncti of “aperiatur” in the chant
setting. It seems natural that a youthful
composer, writing only his third mass,
would choose the conjunct notes over the
words “be opened” rather than the chant’s
leaping first phrase underpinning “rorate.”
The ascending line opens both the Kyrie
and the Credo (Haydn’s youthful pun?),
and traces can be found throughout the
little work (the Gloria is only eight bars).
This Mass is an excellent selection to
introduce the Mass form and eighteenth-
century classicism to a choir, yet satisfying
in content for the sophisticated listener.
Saint John of God is the founder and
patron saint of the Brothers of Mercy
order. The monks’ chapel, near their hospi-
tal in Eisenstadt, had very limited choir
gallery space, prohibiting orchestral forces.
The presence of a fine, albeit small, organ
of the early 1730s encouraged the composer
not only to compose Missa Brevis No. 7
with two violins, bass, and “verspielte”
organ solo, but also to serve as organist for
the first performance in the winter of 1777~
78. This thoughtful setting shows a greater
sensitivity to the words than earlier settings;
e.g., the ending “dona nobis pacem” is
marked pianissimo and perdendpsi. The
soprano solo of the Benedictus with its em-
bellishing organ solo is magnificent. Most
of the singer’s line is doubled by violin;
however, a well-coached voice is needed.
Greisinger, Haydn’s acquaintance and
contemporary biographer, concluded that
the composer’s attitude toward church
music was not “gloomy and repentant but
gay, reconciled, and trustful.” These three
Missae brevi are gems that illustrate
Haydn’s religious spirit. They serve as ex-
cellent precursors and training grounds for
choirs preparing to undertake the more ma-
ture masses of his last years.
D. Royce Boyer
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JACKSON BERKEY, featured keyboardist with
MANNHEIM STEAMROLLER, performs his
hauntingly beautiful music for the Great Smoky
Mountains and Olympic National Park, highlighted
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Philip Lane, the arranger of this forty-
minute work, refers in his preface to
Mussorgsky’s own practice of drawing
upon his early works in writing his later
ones. Lane makes the case that other
people, particularly Rimsky-Korsakov,
whose orchestrations are used in this
Mass, have assisted in the preparation of

performance editions of Mussorgsky’s works.

A large orchestra combined with a
romantic harmonic vocabulary create a
sound easily identified as Mussorgsky/
Rimsky-Korsakov in style. The extensive
choral writing and infrequent use of solo-
ists keep the work from taking on an
operatic quality. Brief solos are assigned
to mezzo-soprano (listed as a soprano solo
in the score) and baritone. A semichorus
of boys’ or girls’ voices is added for the
final movement.

St. Nicholas Mass would be accessible
to most large choirs interested in an ex-
tended work outside of the usual
repertoire yet based on the music of a
known composer. Vocal scores as well as
orchestral scores are available on rental
from the publisher.

Dawn O. Willss

Te Deum in D, MH 827
Michael Haydn

SATB, orchestra,

Carus-Verlag (Mark Foster), #CV
50.342/01, $12.75

Also available: Chorus parts,

#CV 50.342 05, $3.80; wind set (2 oboes,
2 trumpets, timpani), #CV 50.342/09,
$9.30; organ, #CV5.342/49, $4.95; violin I,
(CV 50.342/11), violin IT (CV 50.342 12),
viola (CV 50.342/13), cello/bass

(CV 50.342/14), $3.50 each

Haydn composed five settings of the
Te Deum over the course of his life. The
present edition is of the last of those set-
tings and dates from September 20,
1803. The piece represents the mature
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composer sure of his compositional style
and intent. Itis, in fact, a true gem of the
Classical period, and its publication, in
this beautiful and usable edition by
Charles H. Sherman, will ensure that it
quickly assumes its rightful place in the
standard repertoire.

The piece consists of four short, con-
tiguous movements: “Te Deum,” “Te
ergo quaesumus,” “Aeterna fac,” and “In
te Domine speravi.” The first movement
is a sprightly vivace characterized by dot-
ted rhythms and highly ornamented
violin parts. The eleven-measure “Te ergo
quaesumus,” while marked largo, is also
characterized by bravura violin parts.
Verse three, “Aeterna fac,” is set as an al-
legretto in triple meter. The final
movement is a fugue in duple meter and
is marked vivace. Throughout the piece
ranges and tessituras are accessible and the
vocal lines are eminently singable.

Neither orchestral nor choral parts are
overly demanding, and the Te Deum text
is appropriate for many purposes. This is
a beautifully crafted, affordable edition
which deserves to be heard and, one
hopes, recorded in the very near
future.

Vance D. Wolverton

This Day

Marvin Curtis

SATB, keyboard,

Mark Foster Music Co.,
#MF2058, $1.30

This Day is a festive piece character-
ized by energetic rhythmic drive. From
the outset it makes use of syncopations,
alternating triplet and sixteenth-note fig-
ures, and traditional jazz and rock
rhythmic patterns. Choral passages are
full and sonorous, making frequent use
of unisons expanding into harmony. The
writing throughout is essentially homo-
phonic. Ranges are relatively high. A
large choir with good intonation for the
unaccompanied singing is required.

There are some curious anomalies on
page 9. The B in the accompaniment in
the second measure is clearly a misprint,
but the d in the tenor against the pedal
D-flat appears to be correct. On the first
page the relationship between the allegro
4 and the § which follows is not clear
in the score. Does eighth equal eighth,
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or does the 4 quarter equal the § dotted
quarter?

The effective piece was commissioned
for the inauguration of the first presi-
dent of Clark Atlanta University. [ts two
texts are scripturally related: “This is the
day which the Lord has made” and
“Teach me, o Lord, the way set out in
Thy statutes.” The work is long burt
worth the effort.

Don A. Andre

4 N
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To Shepherds as They Watched by
Night

Johann Schelle

SSATB, two trumpets, two violins,
cello/bass, timpani, keyboard,
Concordia Publishing House, #97-6001,
$5.50, instrumental parts #97-6002

This concerted setting of six verses of

Totus Tuus

Henryk Mikolaj Gérecki
SATB, unaccompanied,
Boosey & Hawkes, $7.50

Gérecki’s Totus Tuus, op. 60, was
first performed on July 19, 1987, by
the Choir of the Warsaw Academy of
Catholic Theology at a high mass, held

Universi, qui te exspectant
Johann Ernst Eberlin

SATB, keyboard,

Roger Dean Publishing Company,
#HRD 330, $1.50

The style of this motet, a gradual and
alleluia for Advent, is typical of Eberlin’s
straightforward, somewhat old-fashioned

Martin Luther's Christrias hymn  Vow
Himmel kam der Engel Schar is by one
of J.S. Bach’s predecessors at the
Thomaskirche in Leipzig. The wonderful
piece appears in an excellent and usable edi-
tion by Dale F. Voelker. Ranges and
tessituras should not prove to be an ob-
stacle even for choirs of modest means. The
- vocal parts; except in the brief concluding
presto, are surprisingly free of Baroque
fioriture. Embellishment of the familiar
chorale melody is assigned primarily to the
accompanying instruments. Variety of mu-
sical treatment adds interest to the several
statements of the chorale tune. The origi-
nal German is underlaid along with an
English translation that sings remarkably
well. The admirable edition fully adheres

to ACDA/MPA editorial standards.
Vance D. Wolverton

Square, Warsaw. Although Gérecki is
described in the score as an interna-
tional figure in the Polish avant-garde,
the text and its musical setting can
hardly be described as avant-garde. The
work is quite sonorous and demands a
large chorus. Because of limited vocal
ranges, slow tempi, and sectional rep-
etition of text and music, the work
provides little difficulty for a good
church choir.

The edition is a manuscript facsimile
which is readable though faint in places.
At $7.50 a copy one would hope for bet-
ter print quality.

The work is tied to its occasion of
composition and, while very beautiful,
would provide some programming diffi-
culties for the concert hall. Performance
during eucharist or some liturgical func-
tion which requires a long choral work
would seem appropriate. Totus Tuus lasts
eleven minutes, and its tempo and slow
harmonic rhythm demand a live acousti-
cal environment. No translation of the
Latin text is provided.

Joe Hickman
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language: imitation abounds at the fitth
and octave for the first thirty-three
measures and is interrupted briefly by a
three-part homophonic accompaniment
to a soprano melody. The remainder of
the piece is comprised of imitative sec-
tions contrasted with trio and duet
textures. The “alleluia” sections are
thythmically the most interesting, with
syncopated duets between soprano and
bass creating a most unusual effect.

The text is presented in both the
original Latin and an English singing ver-
sion. Tessituras and ranges for all voice
parts are moderate. The vocal lines move
primarily stepwise with leaps no greater
than a fifth. The keyboard part (marked
“organ or piano”), which does little more
than double the voice parts, is rather un-
idiomatic for either instrument. For the
pianist the writing does not lie within the
hands: there are numerous stretches
which are impossible to reach. For the
organist numerous adjustments would
have to be made to transcribe the two-
stave score to three staves.

The publication unfortunately pro-
vides no explanation of editorial
procedures. Neither the source of the
Latin text nor the derivation of the
English text are identified. Also missing
is any historical information on the gen-
esis of the piece: when it was written,
why, and for whom. For these reasons
the edition does not meet the editorial
standards of ACDA/MPA and cannot be
highly recommended.

Sharon A. Hansen

Visions

John McCabe

SSAATTBB, unaccompanied, Novello
(Theodore Presser), #07 0498, $5.25

“Visions” is a nine-minute setting of
two secular texts by the Irish poet James
Clarence Mangan. Together with “Motet”
and “Siberia,” this work completes
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McCabe’s Mangan Triptych. Tessituras
and ranges are moderate in alto and bass, but
tenors must sing b-flat!, and sopranos
require b-flat? with much singing hover-
ing around f? and g% Individual lines
contain occasional large or difficult leaps
(e.g., diminished fifths) but generally con-
sist of common intervals. While the
thythm is not overly difficult in much of
the piece, some passages use syncopations,
divisions of the beat into sextuplets, nu-
merous cross-rhythms, and frequent
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metrical changes. Harmonies are mildly
dissonant with passages of bitonal writing
and chromaticism. Many changes of mood
and compositional technique occur; unity
is provided by rondolike repetitions and

sional choirs seeking a longer-than-aver-
age and challenging piece of good music
should examine “Visions.” The work is
well crafted and full of subtle nuances.
David W. Music

permutations of the opening section.
Directors of large university or profes-
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SUCCESSFUL SIGHT ¢ SINGING

A Creative, Step by Step Approach

by Nancy Telfer

Teach sight-singing in just 5-10 minutes a day!

This easy-to-use method, written for grade four through adult singers,
can be used with church or school groups, private students or voice

classes. The Teacher’s Guide contains all of the materijal found in the
Vocal Edition, plus detailed yet concise instructions for each lesson.

Experienced teachers and those who have never taught sight-singing
(even those who cannot sight-sing themselves!) will find a wealth of
valuable information in Successful Sight ¢ Singing.

SUCCESSFUL SIGHTs SINGING:

¢ motivates success through Milestones of achievement.

is written for beginners or experienced sight-singers needing a review.

gives singers the skills needed to sight-sing by themselves, away from a piano or other singers.

is designed for either unison or two-part singing.

introduces rhythms and intervals sequentially. -

systematically incorporates elements of music such as key signatures and changing time signatures
and reviews them regularly. )
presents a variety of creative activities to introduce and reinforce new musical elements-skills such
as how to find entrance cues.

Singers learn to enjoy making music while learning to sight-sing!

RS

L4

"SSe¢S" PERFORMANCE SELECTIONS
Complementing SUCCESSFUL SIGHT ¢ SINGING by Nancy Telfer

SATB
Kyrie from Mass in G (Schubert) (Soprano solo) - accompanied (8729)......c.cceeeveverrrieirenrnereveenenn, Milestone 2
Laudate Dominum (Mozart) (Soprano solo) ~ accompammied (B731) .....vvevvreererevnsrevsrreessersesssersssnens Milestone 3
Rackety Brackety ~ optional accompaniment (8726) .....occeevuririmrereniieneesessesresseesessersarssessessesseenns Milestone 4
SA, TWO-PART & UNISON
Bay Dooka (*No. 2 from:"Steps to the Future") (2PT spoken) - a cappella (8727).......ccervvvervrerreennn, Milestone 1
The Swallow (*No. 4 from "Steps to the Future") (SA)-accompanied (8735).....ccevvervrmrccrrvrsversrrannes Milestone 2
Explosion (*No. 1 from ‘Steps to the Future") (SA) - accompanied (8732) .....ooveveevreverimirerseessrevenens Milestone 3
Magnify (*No. 6 from "Steps to the Future") SA)~accompanied (8733)......cceveverrreresresreererreessannens Milestone 3
Sidewalk Game (*No. 5 from "Steps to the Future™ (SA) ~accompanied (8728)......c.ccvvvrrvrveernennnes Milestone 3
Agnus Dei from Mass in C (Mozart) (Unison)- accompanied (8736)......cccvvervmnreirieriveessnmreesienessenns Milestone 4
Benedictus from Mass in G (Schubert) (2PT, SA or Unison) — accompanied (8730)......c..cccceverrrnrens Milestone 4
Stress (*No. 3 from "Steps to the Future") (SA)-accompanied (B734).....cceevvrvivrireririnrereneeesseenannes Milestone 4
*Six styles of Contemporary music.
Other CHORAL MUSIC by Nancy Telfer
SATB & SAB SSA, SA, TWO-PART & UNISON
Advent Song (SATB) - accompanied (GC186) The Magi (Unison) ~ accompanied (GC181)

‘Who Will Sing a Song? (SAB; 3PT) - a cappella (GC187) Jubilate Deo (2PT) ~ accompanied (flute) (GC182)
Un Flambeau, Jeannette, Isabella (Bring a Torch, Jeanette,
Isabella) (SSA) - optional accompaniment (6127)
What Glorious Sounds (SA) -~ accompanied (GC188)

w Neil A. Kjos Music Company - Publisher
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