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AROUND THE DIVISION: 

SUMMER 2013 CHORAL EVENTS

WCDA SUMMER “REFRESH!”
June 16–19, 2013
University of Wisconsin-Green Bay
Release the stress of the academic year; Rekindle your passion; Rejuvenate your 
connection to choir directors throughout Wisconsin. 2-1/2 days of singing, learning,
and fun! More information and registration form at www.wischoral.org.

UNIVERSITY OF SOUTH DAKOTA CHORAL DIRECTORS INSTITUTE
June 19–21, 2013
University of South Dakota, Vermillion
Clinician: Carol Krueger
The tuition costs may be paid online: www.usd.edu/cde/band-and-choral-institute.cfm,
by check with pre-registration, or on the first day of the institute. Choral participants
may also be asked to purchase music packets for reading sessions at a minimal cost.
Registration for the institute is $150. Pre-registration by June 1 is $125.

NCDA SUMMER CONFERENCE: 
Sing On
July 14–17, 2013
Doane College, Crete
www.nebraskachoral.org/node/249

2013 ICDA SUMMER SYMPOSIUM 
Building Bridges: Engaging the Complete Choral Artist
July 21–25, 2013
North Iowa Area Community College, Mason City 
Featured performances by Cantus, Great Northern Union, and Prometheus, with fea-
tured clinicians Jonathan Reed and Howard Helvey. For more information and regis-
tration, visit www.iowachoral.org/convention/. 

SDACDA SUMMER CONFERENCE AND HONOR CHOIR REUNION 
July 30–August 2, 2013
University of Sioux Falls, Sioux Falls
Featured guest: National ACDA Executive Director Tim Sharp 
The fortieth anniversary of the South Dakota Honor Choir will be celebrated at this
event as well. A Reunion Choir will perform with this year’s South Dakota Honor
Choir. For registration information, visit: www.sd-acda.org.

28TH ANNUAL ACDA-MN SUMMER DIALOGUE
August 6–9, 2013
St. John’s University, Collegeville
Headliners: Karen Kennedy, Jo Michael Scheibe, Sandra Peter, Lee Nelson
Discounted early online registration opens May 1. Conference program and 
registration information at: acda-mn.org. Back to “In this Issue”
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It is April, and the afterglow of the national ACDA conference in Dallas is slowly
fading. I cannot speak for others, but I found it rejuvenating, inspiring, and an all-too-
brief respite from the normal rituals of academia. Now it is back to earth, where we
have the awesome privilege of exposing our students and singers to music, with all its
gifts and benefits. Our North Central president, James Kinchen, describes this aspect
of our work quite poignantly in his column.

This issue of Melisma is full of great repertory ideas to share with your choirs,
courtesy of our expert Repertoire & Standards chairs. Cathy Britton, Pam Burns, and
Rhonda Fuelberth are just three of a robust and active set of R & S chairs, and I am
delighted to be able to share their ideas with you in this issue. Those of you who work
with children’s choirs will not want to miss Pam’s column. She has polled children’s
choir directors from each state and compiled a valuable list of repertory currently in
folders across the division. 

Jazz choir directors looking to expand vocal jazz in their area will want to read 
Fred Ritter’s column on starting a non-competitive jazz choir festival, full of
exceedingly practical advice for every aspect, from budgeting to facilities to food. 

At the division board meeting last October in Madison, discussion arose regarding
mentoring of new teachers. Iowa’s extensive mentoring program was noted, and ICDA
president-elect Linda Mitcheltree has provided an informative article in this issue
describing the Iowa Model of Excellence Mentor Program. Hopefully, teachers in
other states who are looking to implement a mentor program can find help and
inspiration from Linda’s description of the Iowa process.

In this issue, you will also find a review by Sean Burton of Agnus Dei: Music for
Bassoon and Chorus, featuring The University of Iowa’s bassoon professor, Benjamin
Coelho, and Kantorei, conducted by Timothy Stalter.  If you want to share your
recording with the division membership through Melisma, please contact me, and we
will get a review published. See the call for CDs in this issue for more information.

As spring slowly arrives and turns to summer, I wish each of you success in all of your
choral deeds. Melisma will return in the fall, full of important information regarding
our exciting, upcoming division conference in Des Moines in March 2014.

n

David Puderbaugh
Melisma Editor
Iowa City, IA
david-puderbaugh@uiowa.edu

Editor’s
Corner

David Puderbaugh

Back to “In this Issue”
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My choral career got off to a pretty inauspicious start. I was a seventh grader
accompanied by my father as I registered for junior high school. In those low-tech days,
all of the teachers were stationed at tables in the auditorium. At some point, we went
over to the music table to speak to the choral teacher, who was also on the music staff
at our church. She asked, “Boy! Are you going to sing with me?” I opened my mouth
to reply. To this day, I have no idea what I was going to say, but my father spoke,
instead: “Yeah, he’ll sing!” and that was that. There I was…here I am. After three years
singing with Ruby P. Askew, I went on to senior high and continued singing with
Alpha Hayes Moore.

What’s the point of all this? Like many of you, I sat in the recent Dallas conference as
inspirational speaker Tim Lautzenheiser regaled us with anecdotes intended to help us
bring what we do into sharper focus and clearer perspective. At one point he asked,
“How many of you are here because of a choral teacher in your past?” Virtually every
hand went up. I should have guessed as much, but I was caught by surprise. “Wow,” 
I thought, “we really do touch and change lives!” 

When I started seventh grade, I wanted to be an architect, then an architectural
engineer. As I moved to tenth grade, I had very serious aspirations toward the study 
of the law and a life of public service through politics. But, ultimately, my experiences
with these two women, both very different, yet very competent and highly dedicated
teachers, touched me and stayed with me in a way that changed my life and pointed
me toward music as a career. 

Both women were part of a cadre of teachers who taught us at a unique time and place
in U.S. history. We were in the South, which was still fighting the battle to overcome,
or continue, segregation, depending on which side you were on. Brown vs. Board of
Education was about a decade old then, and the powers-that-be still resisted the Court’s
ruling that separate but equal was not equal at all. Still, we saw the handwriting on the
wall. Our teachers, an all-black faculty in an all-black school, were working with
missionary zeal to prepare us for a new day that seemed inevitable, a new world that
would judge us on what we knew and what we could do. Mrs. Askew and Mrs. Moore
were part of that corps.

Ruby Askew was resourceful, innately musical, an excellent pedagogue, strict, and, yet,
possessing a lighter side. In those days, before many music educators felt that popular
music was acceptable for use in educational settings, she believed in diversifying the
canon. So in addition to the choral classics and “Negro spiritual” settings that we did 

President’s
Voice

James Kinchen
NC-ACDA President
Racine, WI
kinchen@uwp.edu

James B. Kinchen, Jr.
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(almost invariably SATB and many times with divisi), she made sure that we sampled
the popular music repertory, including the music of Broadway. The balance to her
strictness was that it was also important to her that we had fun. And she seemed
incredibly good at discovering talent, especially among the boys! There was always
some solo part that she was giving to a newly discovered talent. And that person would
be a star at least for a day!

Alpha Hayes Moore inspired the fear of God in us! Her nickname—used, of course,
when she was out of earshot—was “The Hawk.” That first day, as she sat perched on a
padded stool behind the piano, glasses low over her sharply pointed nose, hair wrapped
into a large braid twirled in a circle on her head, seemingly ready to pounce on any
unfortunate miscreant, I could see why. Beneath the strict, no-nonsense exterior,
however, I discovered a heart of gold. She was a disciplinarian, but she also believed 
in each of us as complete persons. She was free with her counsel, even for unwilling
students, and just as quick to help someone in need. We sang quality literature and
Mrs. Moore insisted that we care about the quality of our performance. She instilled
pride in us. She gave me opportunities to develop as a choral musician, including
singing solo parts, leading sectionals, and conducting, though for the last item, my
salvation was that I had no idea how much I did not know. While in tenth grade,
I acquiesced to music’s call on my life and, after considering a number of music
performance options, came around to my first love, teaching and conducting choral
music, a decision I have not regretted. My senior yearbook nickname said it all –
“Hawk, Junior!”

A long procession of undergraduate and graduate teachers confirmed my fitness for a
choral career. I look back with gratitude to all of them, even the adjudicators like early
ACDA president Elwood Keister, who said to an only partially comprehending tenth
grader, “James, you’ve got gold in that voice of yours!” But especially to Mrs. Askew
and Mrs. Moore. Like me, you, too, may be grateful to your past choral mentors and
teachers, but you really cannot repay them. Our only choice is to pass on the gifts that
they have given us to those who sing for us. In fact, I would argue that this is one of our
main purposes here on earth!

So, how can we better help make the choral experience a life-changing one for our
singers? Especially given the often delayed, diffused, and unintended nature of this
thing we call teaching? That is one way of reminding us of some seminal truths: in
spite of our best efforts, some students “get it“ late. Others may “get it,” but different
from how we intended. Some seem not to “get it” at all, but really are getting it,
though in a different way, like the student who decided to be an elementary educator
or to run a consulting business that focuses on developing human potential because of
us, or the tenor who feels that he is a better parent somehow because he sang in choir
with us, or the low-achieving student who surprises us years later with her resumé of
success. 

In no special order, here are some of the things that I learned from my choral
teachers:

• Authenticity is essential. Each of my mentors was who she was, without pretension
to be something or someone else. This is still an essential quality. The world does not

“In a tabloid world

where celebrities

and celebrity

wannabes

compete for

headlines and

notoriety, our

singers need us to

be real people,

deeply rooted in

who we are, what

we believe, and

how we approach

the practice of our

art.” 



need one more fake anything! In a tabloid world where celebrities and celebrity
wannabes compete for headlines and notoriety, our singers need us to be real people,
deeply rooted in who we are, what we believe, and how we approach the practice of
our art. 

• Save them all! That seemed to be my teachers’ attitude. My fellow students’ homes
ranged from upper middle class to the housing projects and tenements. It did not
matter to Mrs. Askew or Mrs. Moore. Everyone was worthy of their best efforts. During
my first year of teaching, a cynical colleague of many years, perhaps jaded by too many
unhappy stories, said, “You can’t save ’em all!” I thought about this, still brimming with
optimism and barely twenty-one, and decided: no, you cannot save everybody. But you
cannot really predict who will or will not be saved in the end, so the only thing to do is
try and give every student you teach your best shot. That is really our only viable
option. Are you not surprised at all the kids who are "saved" each year by music, by the
disciplines that it teaches them, by the love that you give them?

• Never stop believing in the music. This was a constant as I experienced the joys of
choral music as a youngster. And it is so important. One of the saddest things to see is a
colleague who has stopped believing! We deal with some powerful stuff! The best
choral teachers and conductors know that and they are not daunted in their faith in the
power of our art and our literature. They do not apologize for good music and high
standards. They keep on expecting great things from their students and their students
keep on delivering! We can connect our students with what is wonderful, salutary, and,
even, magical about our art if we ourselves keep believing in our work. That includes
challenging literature and the extra effort that it takes to engage it. 

• Never stop believing in students. Looking back, both women put a lot of faith in me.
Students badly need that today. It is not blind faith that I speak of, or a kind of
whimsical and warm, fuzzy optimism that glosses over their faults. My teachers were
bluntly, and even, sometimes, brutally, honest. We needed that, right alongside the
praise. Students always need our honesty. But they need us to believe in their
possibilities and in their potential. Sometimes this means seeing excellence in them
before they see it in themselves or even before it appears. And sometimes it means
believing in their “is-ness” at any given moment. They need us to believe in them and
affirm them as human beings, collectively and individually. 

• It is about the whole person. That was my teacher’s ethos. It is true today more than
ever before. This is not a commission to go and do social work. But we are reminded
that our mission is larger than a stunning performance. One of my favorite verses asks:
“Why build these cities glorious/ If man unbuilded goes?/In vain we build the world
unless/The builder also grows.” Through the choral art, we help to build the builders.
It is our instrument, really, for making the world a better place.

So, my thanks to you, wherever you are, whatever your setting, for the dedicated and
diligent work that you do in passing our torch to the next generation of choral artists,
educators, and conductors. Some of our students, decades from now, when prompted
by a question such as the one that Tim Lautzenheiser posed in Dallas, will raise their
hands and think of–and thank–us.  

n
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Nebraska never has been, nor will it be, the vocal jazz capital of the world; just saying
that makes me chuckle. So why would the newest Vocal Jazz R&S Chair for NC-
ACDA come from there? 

Well, the short story is because our past chair, Linda Vanderpool, recommended me
for the position. The longer story was ten years in the making. That is when I decided I
was tired of having to go out of state to attend vocal jazz festivals with my group, so we
built our own festival at Columbus (NE) High School. 

Ten years ago there were maybe two or three high school vocal jazz groups in the
entire state, and about the same number of college and university groups. I now can
name off approximately 15–20 programs in the state that have vocal jazz as part of their
choral program and at least six or seven college and university programs. In terms of
developing musicianship skills, a discerning ear, and experiencing the exhilaration that
improvisation provides, vocal jazz is right at the top of the list of things your students
should experience. It is my opinion that the establishment of the following vocal jazz
festival is one of the reasons for this growth in Nebraska, and it can help encourage
more participation in your area also. The remainder of this article gives a framework
for building a non-competitive vocal jazz festival based on the NCDA Vocal Jazz
Festival.

By the way, the title is in honor of my great Iowa vocal jazz friends and what they
taught me over the years. Thank you to Jean, Donna, Phil, Jeremy, Jason, Ray, and
Tim for being so supportive and willing to share with all of us.

This article contains limited direction for building a one-day, non-competitive vocal
jazz festival for choral programs of every size and educational level. The format of this
festival is an all-day experience with multiple performance opportunities and
opportunities for interaction between groups and directors. The non-competitive
format encourages learning and cooperation, benefiting those trying vocal jazz for the
first time and providing an opportunity for more experienced groups to grow. Everyone
moves forward from one level of experience to the next. 

COMMITMENT – To begin a viable festival you will need to get commitments from
at least six or seven other directors who will participate, promote, and help run the
festival. At least two of them should be college or university directors with established
vocal jazz ensembles that are committed to seeing vocal jazz thrive in your state or
area. Having groups that can demonstrate “another level” is important. These directors
are not hard to find, as this will often be fertile recruiting ground for their programs.

Fred Ritter
NC-ACDA Repertoire & Standards Committee Chair
Columbus, NE
fredrick.ritter@cps-ne.org

Vocal Jazz

Fred Ritter
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Building a one-day, non-competitive 
Vocal Jazz Festival

Continued

The NC-ACDA
2014 Division
Conference will
feature a 

Vocal Jazz
Experience
Day
on Friday, March 21
at Drake University,
Des Moines.

Guest Clinician will
be KIRK MARCY.

The format will be
based on the
concept and frame -
work as presented
in this article—the
NCDA Vocal Jazz
Festival, Columbus,
NE. 

Details soon at
ncacda.org!

http://www.ncacda.org
mailto:fredrick.ritter@cps-ne.org


Hosted by Dr. Sean Burton 
and Dr. Mary Day, O.S.F.

Cantus Great NorthernUnion 
Prometheus

JULY 21-25, 2013 NIACC, MASON CITY, IA

BUILDING BRIDGES: ENGAGING THE COMPLETE CHORAL ARTIST

SAVE THE DATE FOR THE 2013 ICDA SYMPOSIUM

Also featuring...
Ames Children’s Choirs, 
ICDA Directors’ Chorus, 
ICDA Retired Choir, 
North Iowa Choral 
Society, and Una Vocis 
Choral Ensemble

I   O   W   AVISIT OUR WEBSITE FOR MORE 
INFORMATION AND REGISTRATION
WWW.IOWACHORAL.ORG
CONTACT: SYMPOSIUM13@IOWACHORAL.ORG 

Andy Beck
Dr. Aimee Beckmann-Collier
Peter Benson
Joan Boytim
Nyssa Brown
Paul Carey
Dr. R. Paul Crabb
Dr. Peter Eklund
Linda Ferjak
Dr. Matthew Ferrell
Dr. Steven Grives
Dr. T.J. Harper

Howard Helvey
Dr. Allen Hightower
Dennis Lee
Gene LeVasseur
Kerry Marsh
Dr. Scott McCoy
Dr. David Puderbaugh
Dr. Jonathan Reed
Dr. Tim Sharp  
Dr. Donald Simonson
Dr. Jill Wilson
Dr. Giselle Wyers

Clinicians/Conductors...
Concerts, Worship 
Event, Expert 
Presentations, 
Reading Sessions, 
Social Events, 
All-State Jazz Choir, 
and more!
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The college and university directors that I have known are committed, selfless folks
who are involved for the sake of promoting vocal jazz as part of a total choral program.
Your students are also vital to running the festival. Assign your students to be guides,
run the sound and lights, and help backstage with set-up. If you have a parent
organization or a Tri-M Music Honor Society group, these can always provide
assistance, too. If you have the festival in a school, it would be best to pick a day when
the building is empty. I use the first or last day of our spring break so I don’t take up too
much of my students’ free time. Having these commitments in place provides a nice
framework for a successful festival.

SOUND SYSTEM AND FACILITIES – The performance venue should have a nice
stage and good acoustics. A quality stage, hall, and sound system are a big draw for
those schools that might not otherwise have access to this. Besides the main stage, a
second performing room for the secondary clinic, such as a choir room, is needed. At
least two other rooms large enough to hold multiple groups for breakout sessions are
also necessary. Also needed are locker rooms or bathrooms for changing outfits and a
homeroom area to hold belongings. We use designated areas in the gym.

A quality sound system with good monitors and mains is important to provide an
authentic vocal jazz experience. Not all groups will want to use it, but it should be
available for those that do. Sound systems can be intimidating for some groups the first
time, but that is the point of the festival: moving forward. Most festivals will offer 16–20
microphones. If it is available, a second sound system for the off-stage clinic would be
advantageous. It is possible that the breakouts may also need some limited sound. This
is where your college directors can come in handy, as they may have sound equipment
that could be used. The night before the festival, we have the college groups set up
their equipment rehearse and on the stage. This gives them extra practice time and
gives you the chance to make sure the sound systems are working well. 

SCHEDULE – A non-competitive vocal jazz festival must offer multiple opportunities
for students and directors to perform and learn vocal jazz technique. The format below
offers a twenty-five-minute main-stage performance/clinic with your main clinician.
After that the groups will go to a second twenty-five-minute clinic to work with the
secondary clinician. The breakout sessions allow students to learn more about vocal
jazz techniques and mix students together from participating schools. These sessions
might include jazz solo singing, improvisation skills, beat-box techniques, circle
singing, jazz warm-ups for your choir, and so on. The schedule allows for groups to
perform in the morning or afternoon and then breakout the opposite part of the day. At
the end of the day every group performs one last time in the “Parade of Choirs.” This
gives everyone the opportunity to hear the groups they missed while in breakouts. Also,
with twenty-five-minute time slots and one main clinician, 16–18 groups is really your
maximum size. 

Groups also can try out some of the ideas presented by clinicians during the day. The
plan is always to have the college groups perform when everyone is in the hall so they
will not necessarily have to go again. However, that is up to you.
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1 Columbus CCJ On stage 8:00 - 8:25 8:25 Bacon

2 Stanton 8:25 8:25-8:50 8:50 Stafford

3 Columbus Middle School 8:30 8:50-9:15 9:15 Bacon

4 Bennington 8:50 9:15-9:40 9:40 Stafford

5 Millard South 9:15 9:40-10:05 10:05 Bacon

6 Omaha Central 9:40 10:05-10:30 10:30 Stafford

7 Wesleyan University 10:05 10:30-11:05 11:05 Kampen 

8 University of Nebraska-Lincoln 10:30 11:05-11:30 11:30 Stafford

Breakouts! - Groups 9 - 12 Band Rm. 8:30 - 9:00
Groups 13 - 17 Rm. 1530 Lomax/ Baxter 8:30 - 9:00

Breakouts! - Groups 13 - 17 Band Rm. 9:15 - 9:45
Groups 9 - 12 Rm. 1530 Schreuder 9:15 - 9:45 

LUNCH ON YOUR OWN 11:30-12:30 

9 Doane College 12:00 12:35-1:00 Kampen

10 Kansas City Community College 1:00 1:00-1:25 1:25 Lomax

11 Concordia University 1:25 1:25-1:50 1:50 Baxter

12 Sandy Creek 1:50 1:50-2:15 2:15 Bacon

13 Bellevue East 2:15 2:15-2:40 2:40 Stafford

14 Lincoln Southeast 2:40 2:40-3:05 3:05 Bacon

15 Sioux Falls Roosevelt 3:05 3:05-3:30 3:30 Stafford

16 Columbus 3:30 3:30-3:55 3:55 Bacon

17 University of Nebraska-Omaha 3:55 3:55-4:20 4:20 Stafford

18 Chadron State College 4:20 4:20-4:45 4:45 Bacon

Breakouts! - Groups 9 - 12 Band Rm 2:00 - 2:30
Groups 13 - 17 Rm. 1530 2:00 - 2:30

Breakouts! - Groups 13 - 17 Band Rm. 2:45 - 3:15
Groups 9 - 12 Rm. 1530 2:45 - 3:15

PARADE OF CHOIRS-
All junior/senior high schools sing one more time! 4:45 
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GROUP SCHOOL/ WARM-UP MAIN STAGE/ CLINIC CLINIC/
# DIRECTOR GREEN RM. JASPERSE CHOIR RM. CLINICIAN

NCDA Vocal Jazz Sample Schedule



CLINICIANS – To begin with, you need to have a big-name clinician for the main
stage performance.  Such a person will cost a little more, but will be worth it as a draw
to your festival. These clinicians (Marcy, Singh, Wier, Marsh, Rutherford, Shaw,
Zegree, Barnes, and Jasperse, for example, are some we have used) are great to work
with, but it is wise to secure them a year in advance, as they can be very busy. Go to
the websites of those you would like and just ask. Get opinions of others who have
worked with clinicians to find someone that is good at getting the most out of a group
in a short amount of time. After securing your main stage clinician you will need at
least four other clinicians to make the festival work. Preferably these are directors from
the colleges you have involved, or possibly their qualified college students. Two of
them will alternate as the secondary clinician and the other two will offer the breakout
sessions. 

BUDGET – It is crucial that you have your income and expenses for the festival all
mapped out. It will begin with paying your main clinician their fee and all expenses,
including meals and a room the night before and after the festival, and transportation
expenses. Often, facility rental is not a problem, as you host this festival in your
building, but double-check on any janitorial fees or facility rental. Other expenses will
include paying a stipend for your secondary clinicians, video materials, and printing
and advertising costs. Give yourself some room to work on your registration fee. You
will need at least 10 groups at the $200-per-group level to pay a top-notch clinician and
basic needs. The more groups involved, of course, the more you can add to the
festival’s features, such as professional video and sound, or possibly participation
plaques or trophies if you feel that is necessary. Another nice feature would be
professionally made banners to give a classy touch to your festival. If can come up with
enough support, you can use multiple clinicians and/or a professional jazz group:
Groove for Thought, Just 4 Kicks, M-Pact, for example. 

SUPPORT – If possible, convince your state ACDA organization to support your
efforts. This could come in the form of letting you advertise through their state
magazines or on their websites. If there is not an ACDA-sponsored jazz festival in your
area, contact your state R&S jazz chair to see if he or she will support your efforts.
Most likely the chair will be more than willing to do anything possible. You will need
exposure to promote your festival to convince others to join you. There may also be
grants available through local arts organizations, or, in our case, academic incentive
grants available through your school. 

EVALUATION – Each of the clinicians will be provided with a form to use when
providing comments to each group. Also, you can provide a DVD of each group’s
main-stage performance and clinic. Have a parent or student lined up to run this. You
will need two cameras so that you can finalize one while the other is recording.
Technology today will dictate how to do this. At the end of the festival, each group
should be provided with video and audio evaluations. You can decide if you would like
the clinician to give an unpublished rating to each group. You may also decide to
provide a participation certificate or plaque to each group after their performance or
with their exit materials. 

“A non-competitive

vocal jazz festival

must offer multiple

opportunities for

students and

directors to

perform and learn

vocal jazz

technique.” 
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You can also provide a student evaluation to teachers if they want their students to be
more involved in the learning process. This encourages students and directors to be
involved and to support all the groups during the day. I have given a small prize (candy
bar, pop, etc.) to students who fill out an evaluation on at least three other groups
during the day. A program with information on all music performed will allow others
to get ideas about literature for the future.

REGISTRATION LEVELS & STAGE SET-UP INFORMATION – We have three
levels of participation and fees. These levels should be advertised on the registration
page along with other necessary information for running the festival, such as how many
microphones the group will need and if it will require a piano, bass amp, or trap set: 

1. A regular participant would be any group who fully participates in the festival, doing
a main-stage performance and all of the breakouts ($200). 

2. A non-performing participant is a group that participates in all of the breakouts and
is able to watch the other groups but does not do a main-stage performance. This is
usually a first-time participant trying out jazz for the first time ($150). 

3. If your group is sponsored by your state ACDA chapter, you can have a slightly
higher fee for those directors who are not members to encourage membership ($250). 

PARENT INVOLVEMENT – A music boosters program or helpful parents can be
very helpful in the running of the festival. Having more adults in the area for
answering questions, directing students to breakouts, running video, and monitoring
home room areas are important. They also can provide lunch for the clinicians.
Having a concession stand to serve food can help support your efforts financially and
provide for hungry students. I usually do not have a concession stand, as this
encourages students to be in hallways instead of watching and participating. In other
festivals or competitions with less participation, you will often see students with time to
kill, but it is not so with this one.

I know there are lots of other ideas or thoughts on an effective jazz festival format. I
love discussion, so please email me at fredrick.ritter@cps-ne.org. I will try and share
ideas with the membership on the NC-ACDA website at
http://ncacda.org/repertoire/vocal-jazz . I am gathering a list of festivals from across
NC-ACDA country so that you can find one near you. Please let me advertise your
festival on the website. Send me the following information:

What, where, when, ACDA-sanctioned or private group, educational levels invited,
competitive or non-competitive, cost.

Also, if you would like other specifics on sound requirements, evaluation forms,
budgets, programs, I can provide you with samples.

n

“You can also

provide a

student

evaluation to

teachers if they

want their

students to be

more involved 

in the learning

process. This

encourages

students and

directors to be

involved and to

support all the

groups during

the day.”
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Pamela Burns
NC-ACDA Repertoire & Standards Committee Chair
Fargo, ND
lagirlschoir@gmail.com

The common quest for excellent repertoire is something children’s and youth choir
directors share with choral conductors at every level. 

The selection of great music is crucial to the artistic growth and success of our kids,
and it can take a huge amount of time to master this task, delightful though it may be.
Yet, there is one sure shortcut to help us all expand our repertoire horizons: 

Steal ideas from other successful directors!  

To that end, I invited children’s and/or community youth choir directors from each
state in our division to share the music that is currently in their folders. In most cases,
the annotations were supplied by the contributing directors. 

You will find four pages of recommended repertoire on pages 17–18 and 20–21. 
Feel free to print them for your files.

After you peruse this gold mine of titles, please consider sending me your favorites, 
so that I can add them to a treble
choir repertoire database that will
soon appear on the North Central
ACDA website. 

Enjoy! 

n     

“What’s in the Children’s & Community Youth  
Choirs’ FOLDERS?”

Pamela Burns

“ The total person sings, not just

the vocal chords.” 
~Esther Broner

Children & 
Community 
Youth Choirs
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GRAND CITY CHILDREN’S CHOIRS – 
GRAND FORKS, NORTH DAKOTA

POCO VOCE (grades 3 –4) directed by Erik Stordalen
Three Quotes by Mark Twain  
Andrea Ramsey
SA, piano. Santa Barbara Music Publishing SBMP592
I. The Silent Fool     II. Telling the Truth     III. My Dear Mother
Recommended for 3rd–6th grade and built on witty texts by this
beloved author. Each piece written in a different musical style 
(ragtime, waltz, blues).

Dormi, Dormi
arr. Mary Goetze
Unison choir, piano or harp. Boosey & Hawkes 48003968    
Italian carol. Great for Christmas or any time.

CANTO VOCE (grades 4–5) directed by Ruth Ann Tuseth
The Happy Wanderer
Friedrich Moeller
Two-part choir, four-hand piano. Alfred Publishing 00-37917
A beloved children’s song with a catchy tune featuring a four-hand
piano accompaniment.

Esa Noche Yo Baila
Betty Berteaux
SA, piano, guitar, trumpets. Alliance Music Pub. AMP–0394
This melody was sung by seventeenth-century African slaves in
Bolivia. The Afro-Hispanic feel of the piece is enhanced by the
addition of guitar, trumpets and percussion to the piano
accompaniment.

ACCORDO VOCE (grades 5–6) directed by Connie
Stordalen
Angus Dei 
Victor C. Johnson
Two-part choir (w/descant), piano. Heritage Music Press 15/2382H
This piece has a beautiful melody line with rich harmonic part-
writing and piano accompaniment to support it.

We Will
Jim Papoulis
Two-part choir, piano. Boosey & Hawkes 48019342
This song has a great text for kids to sing which, in turn, has a
powerful impact on the audience.

PRIMO VOCE (grades 7–9) directed by Founder and Artistic
Director, Melanie Popejoy

Bright Morning Stars
Kentucky Folk Hymn/arr. Jay Althouse
SATB. Alfred Publishing 31223
This is a well-crafted unaccompanied arrangement of the familiar
hymn. The harmonies are well written and can be effectively sung
in the round or from a balcony in the performance hall.

Colorado Trail
Donald Moore
TTB, piano. BriLee Music Publisher BL162
This piece combines a manly text expressing the loneliness of the
cowboy with harmonic writing that allows male singers the
opportunity to sound absolutely beautiful.

Stay
Vicki Tucker Courtney 
SSA, piano. Alfred Publishing 00-37864
This song compares friendship to nature’s beauty and resonates
with young girls.

ANGELICA CANTANTI YOUTH CHOIRS – 
BLOOMINGTON, MINNESOTA

CONCERT CHOIR (grades 6–8 girls and boys including changing
and changed voices) directed by Nancy Grundahl

Music by Minnesota Composers
“Sunshine and Cloudless Sky” from Anne Frank:  A Living Voice
Linda Tutas Haugen
SSA, piano or strings. Ephraim Bay Publishing
This piece combines a powerful text on beauty with melodic,
mixed meter treatment–beautiful!

Daybreak
Stephen Paulus
SSA, piano, percussion. Paulus Publications SP105  
This is a rhythmic, upbeat, fun SSA piece with percussion.

Why Do They Shut Me Out of Heaven?
Joan Griffith
SSAA. Pleasing Dog Music 
This is a challenging and fun unaccompanied jazz setting of a
Dickinson text.

May You Be Blessed
Nancy Grundahl
S, SA, SSAA, SATB at same time or separately, piano. Manuscript 
A singer’s blessing.    

Songs from Around the World
Water Under Snow is Weary
Harri Wessman
SSAA, piano or strings and flute. Walton Music 08500326   
This is a winter song that may be sung in Finnish or English with
piano or strings. Gorgeous SSAA chords, especially effective with
string quartet and flute.              

Lauliku lapsepõli
Veljo Tormis
Earthsongs S-235  
Soloists sing the Estonian while the choir builds rich supporting
chords on humming and vowels. Including soloists, the piece
evolves briefly into eight parts before returning to unison.

Bonse Aba
Traditional Zambian Song arr. Andrew Fischer
SATB, percussion
Alliance Music Publications  15/2829H (Note: Also available in 2
part 15/2654H and SSA 15/2830H)
This SATB arrangement can easily be adapted for SSAA, with great
opportunity for movement.

Continued
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ANGELICA CANTANTI YOUTH CHOIRS – 
BLOOMINGTON, MINNESOTA

Songs from Around the World, Continued
Sililiza
Jim Papoulis
SSAA, percussion. Boosey & Hawkes  48021226      
A challenging, highly rhythmic new piece that combines phrases
from different countries.  Its translation:  “We are standing together
singing, creating hope for the future.”

Give Us Hope
Jim Papoulis
SSA, piano. Boosey & Hawkes 48021226     
This is a choir favorite with accessible SSA writing and a great
message.

El cielo canta alegria
Pablo Sosa, arr. Roger Bergs
SSA, piano. Boosey & Hawkes 48018823     
A worship song of Argentinian origin with an Alleluia section.

Reel a’Bouche
Malcolm Dalglish
SSA, dulcimer. Colla Voce AMP0714             
This lilting French Canadian piece is our “Malcolm piece” for the
year…pure fun…although they are asking for “Field of Wings,”
SSA, an all-time favorite about geese flying - available at
http://www.oooliticmusic.com.

A Celtic Blessing of Light
Eleanor Daley
SSA, piano. Alliance Music Publications AMP0878
Written for the Children’s Choir Commissioning Club last
year…beautiful! 

“Where is Love?” from Oliver
Lionel Bart, arr. Mac Huff
Piano. Hal Leonard 08621195
This is a lovely arrangement with many teachable moments! 

Musica
Jacob Arcadelt arr. Dietsch, ed. Nancy Grundahl
SSAA. Manuscript             
This traditional text on music is substituted for traditional 
Ave Maria text. Our only “early” piece. Must program another!

SOUTH CENTRAL NEBRASKA CHILDREN’S CHORALE -
HASTINGS, NEBRASKA

(grades 9–12) directed by Linda Johnson

Kompira Fune, Fune
Japanese folk song arr. Henry Leck and Martin Ellis
3-part treble, flute, taiko drum. Hal Leonard Corp. 08747353
This selection will be performed with Singers, the Hastings
College Women’s Choir.

Come, Enjoy God’s Festive Springtime
(Schmuckt das frohe Fest mit Maien)
Georg Philipp Telemann, ed. Joan C. Conlon
Unison voices, violin. Augsburg Publishing House 0800646487

Pie Jesu
Mary Lynn Lightfoot
Two-part choir. Heritage Choral Series 15/1227H

“Siyahamba” from South African Suite
arr. Henry Leck
Three-part treble. Plymouth Music Co. 21-20400     
Singing this unaccompanied piece at the spring concert has been a
tradition since the founding of our ensemble. Choir alumni join
the current singers on stage at the spring concert.

New Shoes Blues
Roger Lentz
Two-part choir. Heritage Music Press HV191           
A fun, easy blues piece.

Come Walk With Me
Suzanne Lord
Two-part choir, piano. Heritage Choral Series 15/1001   
This beautiful piece will be performed with the children’s parents.

From Last Semester and Some of Our Favorites
Music Alone Shall Live
Douglas E. Wagner
Two-part choir, piano. Heritage Music Press  H5842      
At the end of each rehearsal, the chorale sings this traditional
German round.

Children of Light
Valerie Ann Webdell, ed. Ruth E. Dwyer
Two-part treble, piano. Colla Voce 35028134    
This is a beautiful and emotionally powerful piece. This piece was
performed with the Hastings Symphony Orchestra at Christmas. It
is available in SATB and the combination of children’s voices with
the adults was quite moving.

Laudate Dominum
W.A. Mozart, arr. Doreen Rao
Two-part with optional solo, piano. Boosey and Hawkes 48004304    
This piece was performed with a professional soprano, who also
happens to be the mother of two of its singers, and the Hastings
Symphony Orchestra.  It was a great experience for the chorale to
sing with the orchestra and to hear such a tremendous soprano
voice.

LAWRENCE ACADEMY GIRL CHOIR – 
APPLETON, WISCONSIN

BEL CANTO (grades 9–12) directed by Karen Bruno

Pueri Hebraeorum
Randall Thompson
SSAA double choir. EC Schirmer 492      
This is an unaccompanied piece written in a high Renaissance
style, but by one of our own American composers while he was the
choir director at Wellesley. The text is from the Palm Sunday
liturgy: “The Hebrew children, carrying olive branches, went out
to meet the Lord, crying out and saying: Hosanna to God in the
highest!” It is fun in a space with balconies or front/rear
performance spaces to accommodate the two choirs.

NC-ACDA Melisma: Spring/Summer 2013, p. 18

Continued2.



NC-ACDA Melisma: Spring/Summer 2013, p. 19

The Wisconsin Choral Directors Association presents three of our upcoming events:

Registrat
ion

ONLY $35
!

Deadline

June 1

Release the stresses of the academic year • Rekindle your passion • Rejuvenate your connection to choir directors throughout Wisconsin!
2-1/2 days of singing, learning and having FUN! Details, Registration Form, and Housing Information online NOW at www.wischoral.org.

SEPTEMBER 6–8, GREEN LAKE, WI

NextDirection
Make it happen for YOUR students

Guest Clinician
Dr. Timothy Stalter
University of Iowa

with a staff of master teachers,
collegiate chaperones, and
passionate peers!

A 3-Day Choral Career Conference—not just for students already interested in careers in choral music, but also for the finest young choral musicians who
may have never considered becoming choral directors. Details and Registration Form online NOW at www.wischoral.org. Discount by June 15!

NextDirection is open to students of ALL ACDA members! 

Auditions for Performance/Call for Sessions:
The 2014 WCDA State Convention  January 10-11  •  Milwaukee
Deadline: June 21, 2013. Start preparing today! Guidelines and Forms at www.wischoral.org
We return to Milwaukee in anticipation of another outstanding 
convention. Save the Date!

Join us as we welcome our guest choir,
The Millikin College Choir, Brad Holmes, conductor.

Take this opportunity to be part of the convention!

http://www.wischoral.org
http://www.wischoral.org
http://www.wischoral.org
http://www.wischoral.org
http://www.wischoral.org
http://www.wischoral.org
http://www.wischoral.org


Opening Chorus from The Bartered Bride
Bedrich Smetana, arr. Emily Ellsworth
SSAA, piano. Boosey & Hawkes 48005126
The singers took the stage during the performance of this song in a
semi-staged performance. It is a very accessible piece for younger
choirs, Czech notwithstanding.

Cantate Domino
Daniel Friderici (1584-1638)
SSA. www.cpdl.org
Unaccompanied, in AABB form, with a mostly homophonic
texture.

No Time (Traditional Camp Meeting Songs)
arr. Susan Brumfield
SSAA, soloists, piano. Colla Voce 21-20260          
A beautiful, folksy setting of two early American melodies.

A Pescar Camaron
Cuban folk song, arr. Paul Caldwell & Sean Ivory
SSA, piano, percussion. www.caldwellandivory.com
From the arrangers: “A Pescar Camaron is a folksong from Cuba.
The original form is Son, the rural root of many well-known Afro-
Cuban dance styles. It represents a fusion of the music of Spanish
farmers with that of African slaves. In the 1800s, Son would have
been accompanied by tres (a smaller relative of the Spanish guitar)
and a small percussion ensemble (bongos, maracas, guiro, and
clave).”

Let It Shine!
arr. Kari Ala-Pollanen
Four-part treble. Walton Music WTC-1015
A fun, light, unaccompanied arrangement of “This Little Light of
Mine.”

“Amazing Grace” from Ower the Hills
Stephen Hatfield
Three-part treble, bagpipes or optional C/B-flat instrument.     
Boosey & Hawkes 48005132
This piece has been used as an on-stage transition and as a finale.
The audience was invited to sing the traditional “Amazing Grace”
melody, which is essentially the C instrument line, with the new
melody and harmonies written by Hatfield.

HEARTLAND YOUTH CHOIR - DES MOINES, IOWA

All choirs directed by Founder and Artistic Director,
Barbara Sletto

CANTILENA (grades 3–5) 

Peace Like a River, Kum Ba Yah
arr. Jean Anne Shafferman
Two-part choir, piano. Alfred 11461            
A nice partner song and great for beginning solfege work.

Dona, Dona
Sheldon Secunda, arr. Ruth Dwyer
Two-part choir, piano. Colla Voce 21-20525              
A good piece with piano for teaching la-based minor tonality and
beginning harmony.

Kookaburra
arr. Carolee Curtwright
Three-part choir, piano. Boosey & Hawkes 6255           
Harmony is achieved through two ostinati added to the melody.

Seagull, Seagull
arr. Susan Brumfield
SA, piano, percussion. Colla Voce 20-96450               
One of the themes uses the same melody as “London Bridges,”
which makes it a fun and easy partner song to teach.

Bim Bam
arr. Shirley McRae
Two-part choir, piano, clarinet, tambourine. Colla Voce 24-96530     
This is a great piece for teaching sixteenth-note patterns.

Carol of the Cuckoo
Carolyn Jennings
Unison/Two-part choir. Choristers Guild CGA-228               
This is an excellent piece for teaching light singing, dynamic
contrast, and tempo changes.

Uskudar
arr. Barbara Sletto
SA, piano, two clarinets, optional xylophone. Colla Voce 20-96610      
This arrangement includes piano accompaniment and a clarinet
duet as well as suggestions for an optional xylophone part.
Instructions for a Turkish dance are available from the composer.

CHANTE (grades 5–6) 

Ej L�sko L�sko
arr. Lukas Cerny
Two-part choir, piano, cello, obbligato recorder or other instrument
Colla Voce 24-96490    
This piece sports beautiful vocal parts and accompaniment. The
Moravian language is not too difficult.

Little David, Play On Your Harp
arr. Rollo Dilworth
Two-part choir, piano. Hal Leonard 08749820         
This is a great piece to work on style and articulation.

Three Quotes by Mark Twain
Andrea Ramsey
SA. Santa Barbara Music SBMP 892    
An absolute favorite!  It is short, cute and fun for all ages. “Telling
the Truth” is fabulous for intermediate solfege reading.

Tum Balalaika
arr. Jay Broeker
SA, piano, optional violin or clarinet. 
Santa Barbara Music SBMP 228                
A lovely piece that stays with the singers and audience. Could be
performed unison.

This Little Light of Mine
arr. Ken Berg
Unison, piano, optional cello. Colla Voce 20-96460            
A beautiful setting with fresh ideas; a great teaching piece.
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HEARTLAND YOUTH CHOIR - DES MOINES, IOWA

CHANTE (grades 5–6), Continued

All choirs directed by Founder and Artistic Director,
Barbara Sletto

Free At Last
arr. Barbara Sletto
SSA, piano. Colla Voce 21-20258                
Martin Luther King quoted words from this song in his famous
speech. Singers of all ages enjoy singing this song and improvising
on the three solos.

CANTEMUS (grades 6–9) 

Colinda
arr. Michael Scott
Two-part choir. Alfred SV8924     
The Cajun French is easy to teach, with a pronunciation guide
right below the text in the body of the song.

Aloha ‘Oe
arr. Wanda Gereben
SSA. Hal Leonard HL.8742794

Feel Good
Tyson/Scott arr. David Elliott
SSA, piano, optional jazz ensemble. Boosey & Hawkes OCTB6711 
Kids and audience love this arrangement. It provides a nice
contrast to a more serious program.

Beneath the African Sky
Paul Caldwell & Sean Ivory
SA, piano, obbligato oboe. www.caldwellandivory.com
Gorgeous, meaningful piece with an inspiring text and a beautiful
oboe obbligato! The Cantemus singers love this piece!

I Am His Child
Moses Hogan, arr. Janet Scarcella
SA, piano. Alliance Music Pub. AMP 0649           
The singers love the message in this piece.

Psaropoula, Song of the Fishermen from Hydra
arr. Laura Kakis/Arkadi Serper
SA, piano, clarinet. Colla Voce 21-20532   
Great for fine-tuning singing in thirds. Singers enjoy the chance to
learn some Greek text and culture.

Two Native American Songs
arr. Barbara Sletto
SSA, recorder, percussion. Colla Voce 21-22200        
Two very contrasting styles, including “Ancient Mother,” a prayer,
and “The Earth is our Mother,” a celebratory song.

Carmina Burana
Carl Orff
SATB with children’s choir, orchestra. Schott 49015666
Cantemus will perform this with the Des Moines Symphony in
April.

A Ceremony of Carols
Benjamin Britten
SSA, piano or harp. Boosey & Hawkes 48008894    
Cantemus performed this masterwork this year for the 100th
anniversary of Britten’s birth.

HYC BOY CHOIR (grades 4–7 unchanged voices) 

Quiet Sea
Jill Friedersdorf/Melissa Malvar-Keylock
Unison, piano. Colla Voce 24-96545   
Singers of all ages and genders enjoy working on this beautiful
song.  It is great for beginning solfege, with a prominent do-mi-sol
pattern throughout.

Oseh Shalom
Joan Beckow
Two-part choir, piano. Hal Leonard 08745046              
A good introduction to Hebrew. The harmony is easy to teach
because of the piece’s canonic style.

Clap Your Hands, Rejoice!
Andy Beck
Two-part choir, piano. Alfred 30917              
This is an upbeat song with piano that works well for the guys.
They get to clap and sing out!  It does, however, have a more legato
middle section, providing a nice opportunity to teach contrast.

Guiding Star
K. Lee Scott
Unison/Two-part choir, piano. Art Masters Studios 541    
A nice intro to la-based minor, with contrasting major sections.

“Johnnie Cope,” from I Landed with Seven Men
Ken Johnston 
Two/three-part choir
National Youth Choir of Scotland, www.nycos.co.uk   
Boys LOVE it and so does the audience! A little harder to order,
but well worth it!

Aweigh, Santy Ano
arr. Cyndee B. Giebler
Three-part choir, piano. Colla Voce 20-96360        
An excellent piece to teach la-based minor and basic three-part
harmony. This song also works well in unison.

n

“Music is important. It says things your heart

can’t say any other way, and in a language

everyone speaks. Music crosses borders, turns

smiles into frowns, and vice versa.” 
~Dan Rather

“Let us take our children seriously! Everything

else follows from this...only the best is good

enough for a child.” ~Zoltan Kodaly (1941)
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I selected the following songs as “go-to” literature—when
you need to program selections that have been identified
as successful literature for the new high school singer. You
may already know these pieces or they may be new to you.
If you know them, consider this a reminder that they work
well to get your singers started in the fall. The works range
from standard classical to present-day literature. The literature can be used in grades 7–
10, depending on your own situation, and it works well with the male changing voice
as well.

1. “Praise the Lord” from Judas Maccabaeus, G.F. Handel, arr. Hal Hopson. 
SAB, piano. Shawnee Press HL 35017273 

Hal Hopson’s adaptation of “Praise the Lord” from Handel’s Judas Maccabaeus is a
standard in most choral libraries. This majestic and triumphant song of adoration is
now accessible to all choirs for any number of festive occasions. It is an outstanding se-
lection to introduce students to classical literature and style. It is also available in
SATB, TTBB, and two-part mixed.

2. American Folk Rhapsody , arr. Linda Spevacek. 
SATB, piano. Heritage Music Press 15/1205H 

This is good concert or festival feature and excellent as a combined 7–12 selection. It is
a creative combined setting of Cindy, Simple Gifts, and Pick A Bale Of Cotton. Accessi-
ble to all choirs, and especially useful to get your young high school singers started in
the fall.  It is arranged in a unique, fresh style, with optional hand claps to add to the
fun! Also available in the following voices: three-part mixed, two-part, TB, and SSA.

3. God Is Our Refuge, Allan Pote. 
SATB, piano, optional trumpets. Hope Publishing A 583

This is a good, solid anthem with a driving, rhythmic accompaniment and optional
trumpet duet accompaniment. It has an easy-to-sing melody and is a nice introduction
to mixed meter for young singers. This is quality material without being difficult; I have
performed this again and again. It is now also available in SSA and SAB arrangements.
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Cathy Britton
NC-ACDA Repertoire & Standards Committee Chair
Sioux Falls, SD
cbritton@sfcss.org

Cathy Britton

High School
Choirs

Successful octavos for young high school singers, 
grades 9 & 10, or smaller high school choirs

“Remember, 
information is
not knowledge;

knowledge is
not wisdom;

wisdom is not
truth;

truth is not
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“If a composer

could say what he

had to say in

words he would

not bother trying

to say it in music.” 

~Gustav Mahler
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4. Here’s One, arr. Mark Hayes. 
SATB, piano, obbligato oboe. Hinshaw Music HMC-501

This spiritual setting uses fresh harmonic style for your young singers and subtle blues
accompaniment along with a haunting obbligato for oboe. Highly effective and appeal-
ing, this is a popular selection for district, regional and All-State festivals. The first verse
is unison for tutti voices. There is an accessible unaccompanied middle section, which
allows the young students to experience success while singing without accompani-
ment.

5. Laudate Dominum, Dan Davison. 
SSATB, piano. Walton Music WW1461

The setting is in a neo-classical style and is both an excellent teaching piece and a very
effective performance selection. With the doubling of the girls voice parts with the
boys voice parts in several different combinations, Laudate Dominum allows the young
boys in a first-time SATB experience to be successful in singing two- or three-part liter-
ature, with the four-part harmony coming at the cadences. There is a middle section
that highlights your SSA women. I use it in the fall of the year to get my kids singing,
and the students are always excited because they feel they are singing difficult music.

n
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The Iowa Choral Directors Association (ICDA) participates in the Iowa Model of
Excellence Mentor Program under the umbrella of the Iowa Alliance for Arts
Education (IAAE), along with the Iowa Music Educators Association (IMEA), Iowa
Bandmasters Association, Iowa String Teachers Association, Art Educators of Iowa, and
Iowa Communication Association. The program is funded through a grant from the
Iowa Department of Education (DOE). It is designed to improve the quality of arts
education through the mentoring of first-year arts teachers.

The initial three-year grant request was written by IAAE Mentor co-chairs Leon
Kuehner and Liz Fritz, under the direction of Rosanne Malek, Fine Arts Consultant at
the Iowa Department of Education.  When the grant was renewed, it became part of
the Teacher Quality mentorship grant, written by the DOE, and funded by the federal
government. It has recently been renewed for a third time. According to the IAAE,
“Program innovations include: identification of first-year teachers, assignment of both
‘active’ and ‘observation’ mentors (area-specific), development of a communications
network to assist the mentoring process, development of a first-year teachers
symposium, and the awarding of scholarships to join professional organizations and
attend state conferences.”1

The IAAE co-chairs for the mentor program manage the information gathering and
financial aspects of the program; they also maintain communication with the DOE
and facilitate the Fall Symposium for first-year arts educators. They also send a mailing
to school districts, explaining the program and asking principals to contact the
individual association mentor chairs if they have a new teacher in the arts areas. Each
organization’s mentor chair receives a copy of IAAE’s Structuring A Statewide
Mentoring Program, a copyrighted document that contains procedures and templates
for letters to teachers, administrators, and observation mentors, as well as forms for
observations and reimbursement.

Each organization under the IAAE’s umbrella maintains its own mentoring structure.
In ICDA, the President-elect serves as the mentor chair. Much of the groundwork of
the ICDA mentoring program is accomplished through the mass e-mail component of
our online membership directory. The process begins in early April, when an e-mail is
sent to all ICDA members requesting information on those who plan to retire and/or
change jobs. When the responses indicate a potential opening, that district and
position are noted. Retired members are contacted about their interest in being an
observation mentor.

In early summer, a mass e-mail is sent, listing the positions that are still unfilled and
requesting information. Hint: multiple reminders yield the best results! Once a first-
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year teacher is identified, the job of the mentor chair is to invite them to participate in
the mentoring program and to assign a retired ICDA member to serve as their
observation mentor.

The observation mentor will not only communicate with the first-year teacher but visit
them in their school up to four times during the school year. They receive an
honorarium and reimbursement for meals, housing, and mileage. The scope of the
visits is determined by the mentor/mentee pair, but should include either observation
of the new teacher or work with the students while being observed by the new teacher.
These observations, however, are not to be used for the purpose of teacher evaluation,
nor is this information shared with administrators.

Second-year teachers are encouraged to remain in the program or join if they did not
participate in their first year. In the case of second-year teachers, the observation
mentor is reimbursed for two visits.

Each first-year teacher is also assigned an active mentor, who is responsible for keeping
the mentee informed of registration deadlines, conference procedures, as well as
answering questions and being a friendly face at professional meetings. The active
mentor is an ICDA member who is currently teaching in the same area as the mentee.
The ICDA district chairs are responsible for procuring active mentors for the new
teachers in their districts.

In addition to the reimbursement for the observation mentors, the grant funding the
Iowa Model of Excellence provides scholarships for first-year teachers to join
professional organizations and attend state conferences. They have $250 to use during
their first year of teaching or immediately beforehand or afterward. This is a terrific
“carrot” to dangle when these young people are facing so many demands on their time
and their finances. It also helps some of them get over the hurdle of admitting they
could use some help.

A key component in identifying the need for mentors is the sharing of information
among the organizations. This is accomplished through a Google Doc, maintained by
the past president of IMEA and accessed by the six mentor chairs. Information
pertaining to the school district, job opening, previous teacher, new teacher, new
teacher’s contact information, whether they are a first- or second-year teacher,
observation mentor assigned, and observation mentor contact information are all
contained there. Each mentor chair is responsible for updating their information. The
IMEA mentor chair contacts new teachers with Pre-K–8 responsibilities and the ICDA
mentor chair contacts those with grade 7–12 assignments.

The Fall Symposium for First-year Arts Educators occurs at the end of October.
Housing, meals and transportation are covered for attendees, who make their
reservations through their mentor chair. All first-year arts teachers receive an invitation
even if they are not already in the mentor program. “The information presented ranges
from ‘survival’ to ‘mastery’ skills needed to be successful in the arts classroom”2, and is
discipline-specific. Mentors and college students are invited to attend as well.

ICDA contacts new teachers in early summer, encouraging them to attend the
Summer Symposium in late July. There they discover a network of choral educators
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eager to assist them. While dormitory life does not include in-suite bath or air
conditioning, the camaraderie of living together and dining on-site is unsurpassed. The
new teachers also receive a complimentary copy of ICDA’s Getting Started manual.
On a related note, ICDA offers full symposium scholarships to college students
through their student chapters. These college students arrive early and, under the
direction of the Student Activities chair, assemble symposium materials and assist
during the interest sessions. They are introduced the first day, and included in all
symposium activities as well. Many of the first- or second-year teachers who take
advantage of the mentoring program first attended the Summer Symposium on a
student scholarship.

The Summer Symposium also provides opportunities for the mentor chair to make
contacts and arrange mentor/mentee matches. One day includes a performance by a
Retired Choir, which gives its singers an opportunity to renew relationships as well as
meet the new teachers. Most retired members who attend the Symposium serve as an
observation mentor to one or more first-year teachers.

n

For more information, visit the Iowa Model of Excellence Mentoring Program at
www.iaaementor.org. 
1, 2 “Structuring a Statewide Mentoring Program” © 2011 Iowa Alliance for Arts

Education.
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While the combination of bassoon as a solo instrument with chorus may not
immediately come to mind as a common occurrence in the choral repertoire, this
recent recording by Brazilian bassoonist Benjamin Coelho and The University of Iowa
Kantorei demonstrates the effectiveness of such a pairing. The combination of
Coelho’s virtuosity with the exquisite intonation and distinctive dynamic capabilities 
of The University of Iowa Kantorei, under the direction of Timothy Stalter, yields an
outstanding resource for conductors of advanced choruses. Keeping in mind that the
membership of The University of Iowa Kantorei is approximately two-thirds graduate
voice and choral conducting students and one-third undergraduates, the complex
repertoire featured on this recording merits the attention of choral conductors in high-
level university or professional circumstances. 

The choral repertoire on the disc includes Norwegian composer Egil Hovland’s
twenty-five minute Agnus Dei, Dutch composer Bernard van Beurden’s The End of
Troy, British composer Adrian Williams’ My Heart Is Steadfast, German/Swedish
composer Eberhard Eyser’s Orationes Pro Pacem, and British composer Adrian Vernon
Fish’s clever Oferen Gernewek Vyghan (“A Little Cornish Mass”). All of the works on
this disc date from the twentieth- or twenty-first centuries and several are world
premiere recordings, which is to be expected, considering the sheer musical skill
necessary to perform any of these pieces in an artistically satisfying manner. Stalter’s
choir succeeds in this respect throughout the entirety of the disc. Further, the impact
of Coelho’s magnificent technical brilliance on the success of every composition
featured in the recording cannot be overstated.

To this conductor’s ear, van Beurden’s The End of Troy, scored for female choir and
solo bassoon, is particularly compelling and I urge leaders of experienced treble choirs
to consider it as a convincing anchor selection for future programs. Likewise, Fish’s 
A Little Cornish Mass, for bassoon with four vocal soloists and double choir, explores
the vast panorama of choral expression attainable by ensembles at the premier echelon.
Another bonus of this recording is the inclusion of Brazilian composer Francisco
Mignone’s Five Songs in its version for bassoon and soprano soloist, a stunning set of
pieces which exploit the exceptional musicianship of soprano Michelle Crouch. 

Overall, the disc is elegantly packaged with informative CD notes, primarily by 
David Puderbaugh, though also with a fine contribution by Coelho, the sum of which
provides excellent introductory material on the composers and compositions, complete
texts and translations, and personnel listings. Unfortunately, specific information about
performing editions was not included, a detail which would have further enhanced the
final product. In short, this new recording offers a significant contribution to choral
scholarship and performance; therefore, I heartily endorse it. 

Agnus Dei: Music for Bassoon and Chorus is available for purchase online at MSR
Classics MS 1407 (2012; 76:41) http://www.msrcd.com/catalog/cd/MS1407 n

Get your choral
recording reviewed 
inMelisma!
A published CD review is
an excellent way to get
the word out. A Melisma-
reviewed CD will get
press across the six states
of the division. Not only
will that help your sales;
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too! Only recordings that
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distributable can be
considered at this time;
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mechanical rights
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Reviewer: Sean Burton, Sioux City, Iowa

Agnus Dei: Music for Bassoon and Chorus
Benjamin Coelho, bassoon
The University of Iowa Kantorei, Timothy Stalter, conductor
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As teacher/conductors, we are all inspired to choose literature for any number of
reasons. We take into consideration the type of ensemble we are working with, the skill
and developmental levels of the singers, the music concept/knowledge outcomes
attained through encountering each work, the technical development inherent in each
piece, the event or concert for which the selected music will be performed, and
hopefully, the affective development that students will gain through the study,
preparation, and performance of each piece.

The focus of this article is on the development of the 2012–2013 Minnesota All-State
Women’s Chorus concert program, Extremely Loud and Incredibly Close. I want to
express my gratitude to the Minnesota ACDA and MMEA for the opportunity to work
with the eighty incredible young women in the choir; they are all amazing musicians
and people! I thought the process for selecting and then teaching these pieces would
serve as an extension of our 2012 NC-ACDA Conference theme, Beyond the Notes.
Consider this a High 7—rather than a High 5—set of recommended pieces, selected
to work together to form a cohesive program.

I began to select literature for this program at about the same time as we, as a nation,
were commemorating the ten-year anniversary of the unspeakable events of September
11, 2001. During this period of time, I reflected heavily on the role of music in events
that surrounded the commemoration ceremonies and the relationship of that role to
the reasons for music study in education. It was within this context that the following
program theme emerged:

Extremely Loud and Incredibly Close: Music, Mirror of our Humanity

We look to music of the past and the present, to the music created by those artists
whose art has comforted us in our deepest, darkest hours. Families speak of loved ones
whose lives were taken from us in an act of unmitigated violence and unfathomable
tyranny. Silence follows. The only possible response— 

…a song sung by a keeper of our musical and cultural heritage like James Taylor;

…a chant from a time long ago, and yet from a time when those before us lived, and
loved, and mourned as we do today;

…the sound of a flute whose mellow, yet hollow timbre and fluid melody comforts
our very being;

…Danny Boy sung in remembrance of a firefighter who ran into the unknown to
save a life;

Rhonda Fuelberth
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…the sound of a lone cello during the reading of a list of names so long one cannot
comprehend the magnitude of loss felt by parents, children, friends, and
neighbors, communities, and nations;

…the Spike Lee-produced State Farm commercial featuring 150 school-aged
children singing a cover of Alicia Keys and Jay-Z’s Empire State of Mind while
walking through the streets of the forever-changed city;

…countless concerts and memorials.

Music expresses that which cannot be said and on which it is impossible to be silent. 
~Victor Hugo

Music, in a way unlike any other art form, is with us in our celebrations, in our rites of
passage, in our waking, and in our sleeping. We celebrate lives just beginning. We
celebrate the joining of two lives into one family. We mourn lives lost, and
simultaneously celebrate life lived—some we know so well, and others we never had
the opportunity to know. 

Why do we look to music as catharsis? Why do we look to music for reflection, for
celebration, or for hope? Because it is a reflection of our culture, the embodiment of
our emotional lives, a catalyst for change and rebellion, and a companion in the times
when no other companionship will fill the hole left by tragedy and loss.

Shortly after the commemorative events of the ten-year anniversary of 9/11, the movie
Extremely Loud and Incredibly Close, based on a 2005 novel of the same title by
Jonathan Safran Foer, was released in theaters, and, shortly after, received an Academy
Award nomination for Best Picture. Both the novel and the movie received divisive
reviews. The content of these reviews, while an interesting study, is too broad for the
scope of this article. What I understood from the commentary was that the topic was
too close, too soon, that it bordered on exploitation. Critics either heralded it or
condemned it. It is one thing to look at events of the very distant past and to use film as
catharsis; it is another to look at a tragedy so vast in its impact, and so close to our own
time. This is particularly the case for an event that created a firm delineation in our
concept of thinking about time itself. The term “post-9/11” is actually a delineation of
time itself for all of us who, in some way, felt the weight of that day.

The story of Extremely Loud and Incredibly Close is that of Oskar Schell, an eleven-
year old New Yorker, who searches for a message he believes is left by his father, who
died on the day he calls “The Worst Day.” Oskar finds a key among his father’s
belongings and sets to find his father’s hidden message by searching for the lock that
pairs with his treasured key. In this search, he makes connections with a myriad of
people he encounters while on this quest, this potentially healing journey.

Film critic Roger Ebert commented on the film, “No movie has ever been able to
provide a catharsis for the Holocaust, and I suspect none will ever be able to provide
one for 9/11. Such subjects overwhelm art. The artist’s usual tactic is to center on
individuals whose lives are a rebuke to the tragedy. They sidestep the actual event and
focus on a parallel event that ends happily, giving us a sentimental reason to find
consolation. That is small comfort to the dead.” 
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The end result can indeed be problematic, but it is the very essence of artistic
endeavor to interact with real events as catharsis.While I respectfully acknowledge the
discourse that accompanied both the novel and the film, the title Extremely Loud and
Incredibly Close seemed to be a compelling title for a program that would seek to
explore a range of human emotion and reflection. What better title for a program of
music written for women’s voices? This program includes a set of pieces, recently
composed, but with homage to our musical past, music that evokes joy, anguish, love,
fear, anger, peace, tranquility, and hope. All of these are part of the human experience,
and all of them together make our lives worth living.

1. Extremely Loud and Incredibly Close: Music Mirror of our Humanity
Vivos Voco
Joan Szymko
SSSAAA piano and handbells. Santa Barbara Music Press  SBMP615

The text of Vivos Voco comes from two sources. The Latin text is from the
short statements inscribed on tower bells in medieval churches. Szymko
states “Blessed and often baptized, church bells were often regarded as
somewhat semi-divine beings with distinct personalities (hence the first-
person statements). Bells rang outward, chasing away the evil spirits that were
believed to hover over the rooftops, and upward, as prayers to the heavens.”
The bells also served a warning function, similar to the warning systems put
in place in our communities today.

VIVOS VOCO I call the living
FLEO MORTUA I cry for the dying
MORTUOS PLANGO I wail for the dead
CONSOLO VIVA I console the living
DISSIPO VENTOS I disperse the winds
COMPELLO NUBILA I drive away the overcast of the sky

The second source of the text comes from the writings of Julian of Norwich.
The text “All shall be well, and all shall be well, and all manner of thing shall

be well” is taken from her longer text Revelations of Divine Love. A medieval mystic,
Julian describes visions that came to her on her deathbed when she was a little over
thirty years old. Julian was an anchoress, one who chooses to live in isolation, spending
time in contemplation and prayer. 

This piece seemed the perfect opening piece for Extremely Loud and Incredibly Close,
with its powerful message, its beautiful and impeccably set text, and the inclusion of
the handbells as physical and aural reminders of the medieval church bells that were
the inspiration for the piece. The piece also leads to an interesting discovery about the
place of bells in our history, and how interest in church bells survives to this day
through handbell choirs and change ringing groups and societies. While I was
unfamiliar with the St. John’s University Abbey Church before performing with the
choir this past summer, it was incredibly fortunate that we were able to sing Vivos Voco
in this place. Directly in front of the church stands the striking Saint John’s Abbey Bell
Banner, measuring 110’ tall and 100’ wide, with the largest of the five bells, produced
by the Petit & Fritzen bell foundry in Aarle-Rixtel, Holland, weighing in at 8,000
pounds.
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It is almost impossible to plan such a moment, but I am very grateful to Axel Theimer
for telling me that the Abbey Bells could sound if we timed it just right. Since we were
first on the program, we were able to start Vivos Voco with the sounding of the Abbey
Church Bells—a stunning moment for all of us!

In terms of skill development, appropriate breath energy is essential throughout the
piece. The piece presents many opportunities to work on phrasing, dynamic contrast,
intonation, balance, and the technical demands of creating variety in tone quality.

Musically, the piece begins in E-flat, and the seemingly complex chord clusters can
certainly be taught using solfège syllables which are all diatonic. It also presents an
excellent opportunity to learn about Dorian mode as D-flat is introduced in the second
section to create an E-flat Dorian modal quality. A new section begins in F major with
the text “All shall be well.” Many opportunities for success exist in this section with a
repeated descending line on sol fa mi re, even amidst a complex texture, that doesn’t
really resolve until the apex of the piece where the descent to the tonic is complete.
The piece then combines the Latin text with the “All shall be well” text for a
compelling end: bells ring, with the strong dynamic marking fortissimo for bells, voices,
and piano. A perfect opening for Extremely Loud and Incredibly Close!

The piece also presents many opportunities for group discussion: the presence or
absence of warnings to tell us of life’s difficult moments, the comfort that comes when
someone tells us that everything is going to be okay, even when we are faced with great
difficulty.
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2. Ubi Caritas
Ola Gjeilo
SSAA. Walton Music 8501677

Ubi Caritas sounds both ancient and modern simultaneously. Norwegian composer
Ola Gjeilo’s music is performed by many different types of choirs. The composer
himself is an incredible improviser and integrates this in his own compositions and in
performances of works. Because the All-State experience in Minnesota includes a
week of camp, we were able to integrate a number of improvisation and listening
activities into our schedule. One of our listening activities for this piece was the
composer’s own performance of Ubi Caritas with the composer improvising at the
piano at various interludes in this otherwise unaccompanied piece. The recording with
improvised piano adds even more depth to the ancient-meets-modern elements of this
piece: http://www.youtube.com/watch?v=8_7mcGqsKP8

Where charity and love are, God is there.
The love of Christ has gathered us together.
Let us rejoice and be glad in it.
Let us revere and love the living God.
And let us love from a pure heart. Amen.

3. Psalm 23 
Z. Randall Stroope 
SSAA, piano, flute and oboe. Alliance Music Publishing AMP0463

A lush and beautiful setting of this Psalm of David, Stroope’s Psalm 23 combines
phrases of the Psalm text with the interjection of the Latin word lauda [“praise”]. The
publisher states: “The treatment of the text resembles someone reading the psalm, and
then perusing back through it, internalizing certain words and phrases, not necessarily
always in order. As a result, parts of this musical setting are meditative, others are
triumphant, and still others have the sense of feeling comforted and loved.” Psalm 23
is a springboard for talking about how people of a variety of religious and cultural
practices look to poetry and other writings for guidance and comfort. The nature of
God’s guidance in the text is one of gentleness and compassion, rather than fear or
intimidation. 

Musically, the piece provides an opportunity to explore rubato, as indicated by the
compositional devices employed, and melodic/textual indications in the piece. Breath
management and phrasing are essential, and the piece’s diatonic nature is easily
introduced using solfège. The initial phrase introduces the melodic and rhythmic
motives that permeate the entire piece. The pervasive triplet figures add rhythmic
challenge, and seem to propel each musical phrase forward. 

4. I Dream a World 
Joan Szymko 
SSAA, piano. Santa Barbara Music Publishing SBMP 613

As an introduction to I Dream a World, we embarked on a bit of a musical journey/
experiment. Because I was thinking about this program in terms of a theme, I wanted
to create as many bridges between the pieces as possible. As it turns out, I Dream a 
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World is in G major. I happened to be listening to U2 in my car one day and started to
play with the tune in U2’s MLK, which also works well in G major. I was also thinking
about the original chant “Ubi caritas,” which is so beautifully used in the SATTB
setting by Maurice Duruflé. It turns out that the Gregorian chant Ubi caritas also fits
in G major. Of course, the setting of the same text by Paul Mealor, for the most recent
British royal wedding, would also be an interesting listening activity. Royal Wedding +
High School Women = Interest, yes?

The singers learned the Ubi caritas chant from Gregorian chant notation. They were
given notation using unmetered notation, but were introduced to Gregorian chant
notation through one of the YouTube videos with Latin lyrics sung by the Choeur
Gregorien de Paris: http://www.youtube.com/watch?v=b_QEP-RHYLY

These videos provide a wonderful opportunity to learn by discovery, by watching the
notation flow in real time as the chant is sung. Without instruction, the singers shared
how they thought the notation was processed and turned into sound. This made for a
wonderful transition to the unmetered notation used in their copy of the chant. We
were able to discover together how the Gregorian chant notation was better able to
reflect the nuance of the text as the guiding force behind the rhythmic elements in the
chant.

The next segment of our experiment was to conceptualize an introduction to I Dream
a World that incorporated Ubi caritas and MLK.We did this together, with the women
of the choir learning all of the melodies and then alternating them for a beautifully
haunting opening, accompanied by handbells playing G-pentatonic tones.

Ubi caritas 

Ubi caritas et amor. Deus ibi est. (Where charity and love are, God is there.)
Congregavit nos in unum Christi amor. (The love of Christ has gathered us together.)

U2’s MLK 

Sleep 
Sleep tonight 
And may your dreams 
Be realized 
If the thunder cloud 
Passes rain 
So let it rain 
Rain down him 
So let it be 
So let it be 

We were also able to draw meaningful connections between the Langston Hughes text
in I Dream a World to the texts of others who have emphasized the importance of
having a dream or vision of what they want to see in the world: 

I have a dream that my four little children will one day live in a nation where they will
not be judged by the color of their skin, but by the content of their character.

– Martin Luther King, Jr.

In another attempt to create meaning in performance, the women in the choir were

NC-ACDA Melisma: Spring/Summer 2013, p. 34

“We were able to

discover together

how the Gregorian

chant notation was

better able to reflect

the nuance of the

text as the guiding

force behind the

rhythmic elements

in the chant.”

http://www.youtube.com/watch?v=b_QEP-RHYLY


asked to write about their own dreams for our world. We used simple index cards for
this writing activity, and shared many of these in both rehearsal and performance.

At this point, I offer material from one of my previous Melisma “High 5” articles:

Although she has published choral works for mixed and men’s voices, ACDA’s 2010
Brock Commission composer, Joan Szymko, is perhaps best know for her significant
contribution to choral music for women’s voices. Szymko consistently writes
thought ful and challenging pieces that highlight the beauty of women’s voices. 
The text, a poem by Langston Hughes, provides many opportunities for creating
meaningful learning and performance experiences for singers. Appropriate for
youth, high school, or collegiate ensembles, the piece integrates unison, two-part,
and four-part writing.

I Dream a World was the first piece we learned during the camp week. It presents an
excellent opportunity to work on developing vowel unity, as well as attention to breath
energy and phrasing. It is also a piece in which solfège singing is very approachable,
even if the singers have limited experience with solfège. The opening melody can be
taught by rote using solfège hand signs, experiencing the solfège “in the air” before
seeing it represented in notation (John Armstrong, Beyond the Notes Immersion Day).
As I mentioned earlier, the piece is in G major, with a very short modulation to 
E minor. This creates the perfect teachable moment to introduce the concept of
relative minor, as the singers are able to read this section in la-based minor.

The text by Langston Hughes provides a springboard for discussion about a number of
important and timely issues: equity and freedom, for example. Szymko is masterful in
her setting of the text. We explored a number of compositional devices in this piece
that she uses to create nuance. For example, the composer uses a very unsettled, yet
beautiful tone cluster to set the word “pearl” in “And joy, joy like a pearl.” We see the
pearl as a precious object, yet natural pearls begin as a response to an irritant to the
mollusk, who then responds to the irritant with the substance that becomes the actual
pearl. There is also sacrifice involved in the harvesting of the pearl. Similarly, there is
often great sacrifice in creating environments where people experience both freedom
and joy.

I dream a world where man 
No other man will scorn, 
Where love will bless the earth 
And peace its paths adorn 
I dream a world where all 
Will know sweet freedom’s way, 
Where greed no longer saps the soul 
Nor avarice blights our day. 
A world I dream where black or white, 
Whatever race you be, 
Will share the bounties of the earth 
And every man is free, 
Where wretchedness will hang its head 
And joy, like a pearl, 
Attends the needs of all mankind- 
Of such I dream, my world!
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5. Cancion de Los Tsachilas 
arr. Michael Sample
SSAA. Alliance Music Publishing AMP0837

The Tsáchilas, also called “Colorados,” are a group of people from the Santo Domingo
de los Tsáchilas province in Ecuador. Their history is marked by the appearance of
plagues and diseases brought to their homeland by visitors from the outside. The color
red has special prominence in the culture because it is the color of the seed of the
achiote, which the Tsáchilas people mixed and applied to their bodies due to its ability
to increase immunity to disease. The tribute to the healing properties of the achiote
seeds is still a cultural symbol, reflected in a striking way through the hairstyling of
men in Tsáchila communities.  

Cancion de Los Tsáchilas is an arrangement of four different Tsáchila songs, all of
which deal with the celebration of nature and spirit through ritualistic music and
dance. The text, in their native language of Tsafiki, comes from a typical song that is
sung in times of celebration. “Kasama” is the festival of the Tsáchila new year, a
time of purification from negative energies of the past and a celebration to invite
positive energy for the future. —Michael Sample

I chose this particular piece because of its vibrance and energy and the opportunity it
gives to explore a variety of tone qualities. I connected it to the program because the
special role of the women referenced in the piece. The women are depicted as strong
and beautiful. They are the ones who create the environment—the celebration. It also
depicts the ability to rise above conflict and difficulty; we always find a way to
celebrate. It is in this way that music also functions in our everyday lives. Holidays
come and go, but there is regularity to them. No matter the circumstances of the
previous year, or what we may be going through at the time, when we enter into a 
New Year, people all around the world celebrate!

Chiwipi Tsachi Nala Sona beautiful woman of the “Chiguilpe” community
Chiwipi Sona Somba Sona woman strong woman
Pa’Ko Mala Kemin Sona woman that prepares the drink for celebration
Ku’chu Mala Kemin Sona woman that prepares “chicha” (the beverage) 

for the celebration
Mala Karin Ku’chila Kede we will always drink “chicha”
Mala Karin Ku’chila Ke’sa we will always toast “chicha”
Wa Furimbi Ku’chila Kede we will drink in a large cup
Wa Furimbi Ku’chila Ke’sa we will toast drinking a large cup
Kunta Pinda flash of lightning
Tsáchila true people
Kasama New Year
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6. Bumble Bee 
Anders Endenroth 
SSAA. Walton Music HL08501747 

Bumble Bee can find its way home to a variety of choral ensembles. At first I was a bit
hesitant about programming a piece arranged for small jazz ensemble for a choir of
eighty. The more I thought it through, the more I thought the number of singers would
actually add to the atmosphere created by the accompanying voices that recreates the
“buzzing” of the very busy bee in the piece. 

Real Group composer and singer Anders Endenroth weaves a beautiful and simple
melody over this buzzing rhythmic accompaniment. Every section in the choir has an
opportunity to sing the melody, and the movement of the melody from section to
section adds an interesting visual and aural dimension to performance of the piece. 

From the composer:
The creative vision I had when writing Bumble Bee was to place the pure and simple
poem in an effortless and ever flowing musical world. The message is quite clear —
we should try not to take the wonders of life for granted, whether evident or yet
unknown. The deeper meaning of this will vary between individuals, so please find
your own personal rendering.

7. Still I Rise 
Rosephanye Powell 
SSAA. Gentry Publications HL 08739824

What better piece could provide a culmination of this theme Extremely Loud and
Incredibly Close, than Still I Rise? 

Powell writes about her composition:
Still I Rise was inspired by the poem of the same name by poet laureate Maya
Angelou. It is a women’s anthem, saluting the strength of women to persevere
through life’s difficulties: low self-esteem, physical and emotional abuse, rape,
incest, prejudice, abandonment, and such like. In summary, though a woman’s life
or past may be filled with tears and heartaches, with each day that she finds herself
still living, she finds that she has grown stronger and risen a little higher because her
circumstances have not overcome her. Thus, every new day can be one of hope and
joy because, regardless of the past, today “still I rise!”

One of the most poignant learning moments with this piece included introducing the
poetry through the voice of the poet. Maya Angelou herself reads the original poem in
this incredible YouTube video: http://www.youtube.com/watch?v=JqOqo50LSZ0

She states at the beginning of the video, “Everyone in the world has gone to bed one
night or another with fear, or pain, or loss, or disappointment. And yet each of us has
awakened, is arisen…and has seen other human beings and has said, ‘Good morning,
how are you?’ ‘Fine, thanks, and you?’ It’s amazing! Whenever that abides in a human
being, there is the nobleness of the human spirit, despite it all…”
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While the composition is inspired by, but does not contain, the entire text, we were
able to explore the text as poetry, independent of and then wedded to Powell’s setting.
Literary devices in poetry influence compositional devices in music. We were able to
explore and identify the use of simile, repetition, metaphor, hyperbole, and symbolism,
drawing connections to how these are used not only in the poetry, but also in the
composition. 

The piece also provides wonderful opportunities for improvisation. In the rehearsals,
everyone had the opportunity to improvise. In the final performance, almost every
singer had an opportunity to improvise as the piece first simmers over the bass line,
with ostinato figures building in gospel style, before coming to a full boil by the end of
the piece.

It was truly an amazing experience to work with these eighty amazing young women
from the state of Minnesota, and to work with Christine Starr, an incredible pianist
and musician, as well as section leaders Caroline Swanson, Brandy Klingel Gullikson,
Gladys Hovland, and Kathy Reese. I will always remember the opportunity to explore
music and humanity through the theme Extremely Loud and Incredible Close with
each of these fine musicians and human beings. 

n
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