
T his spring 
marked the 

end of the first 
year of my two-year term as president of 
the Delaware ACDA.  I had big ideas and, 
although I am always impatient and live on 
the edge of immediacy, I absolutely recog-
nize the strides we have made in making 
the fabulous ideals of ACDA accessible to 
many more of our state’s choir directors.  
Last October, I listed my two-year goals in 
Da Capo.  
 

• Include as many directors as possible 

• Involve veterans, young and future 
directors 

• Provide frequent opportunities for all 
of us to gather and learn from each 
other 

• Provide quality learning opportunities 
for all of us 

• Think BIG! 
 
Notice that I am not concerned about 
membership or growth.  I am convinced 
that will occur spontaneously because 
ACDA provides such a vital role in our 
growth as directors.  We just need to let 
people know what we do. 
 
To that end, the Board agreed that our 
newsletter, Da Capo, should be sent to all 
choir directors in the state, beginning with 
the Fall 2006 issue.  Delaware ACDA is 
comprised of the best choral minds in the 
state.  If you are a dedicated director who 
is proud of your craft, if you wish to im-
prove your skills, if you wish to help other 
directors improve their programs, there is 
simply no other way to achieve this than 
through Delaware ACDA.  If you have a 
question or problem, ask someone on the 
Board and I guarantee that you will get 

help. You -- the directors in Delaware -- 
are the reason ACDA exists. 
 
So, what have we accomplished this year? 
 

• Re-established the 4-5-6 grade Honors 
Choir.  Jeanmarie Braddock and Kara 
Newham did fabulous and FAST work 
so this choir could rehearse and per-
form this year. 

 

• Created a Music in Worship Music 
Reading/Singing Session thanks to 
Nicole Clouser and Betsy Kent. 

 

• Created a Delaware ACDA web site, 
thanks to Ryan Tibbetts; a graduate 
student and fabulous talent at the Uni-
versity of Delaware.  We will upgrade 
often!  Visit us at:  

 

www.http://deacda.com. 

 

• Organized, re-thought and hosted the 
Delaware State Choir Festival, thanks 
to Tom Sabatino, Gary Smith, Paul 
Gray, Joe Hocking and Paul Head. 

 

• Created three Da Capo newsletters, 
thanks to Marybeth Miller, that were 
filled with articles about auditioning, 
finding music online, beginning im-
provisation tips, finding community 
choirs, book reviews and much, much 
more.  We realized it was a shame that 
these excellent articles, written by 
Board members, were not being read 
by more people, so we decided to send 
our fall Da Capo to everyone in the 
state that we know might benefit from 
or enjoy these articles, written by 
some of the best directors I know. 

 

• Created a calendar of each school’s 
concerts this year. 

• Discussed and made suggestions re-
garding conductors and the operation 
of the All State Choirs. 

 
We have ideas for next year that we will 
pursue, but the thing I am most proud of 
this year is that I continue to learn so much 
from meeting with and relying upon the 
terrific directors that comprise the Dela-
ware ACDA Board. 
 
Again, we are here for you!  If you take a 
few seconds to tell us how we can help 
you, we will be happy to offer advice and 
assistance.  For free!  This is a resource 
that you really should use. 
 

Email: CCSAVocal@comcast.net 

Exposition and Recapitulation 
or, Our Year in Review 

Martin Lassman 
President 

Summer 2006                             Delaware ACDA Newsletter      Volume 11 Number 3 

Mark Your  
Calendar and  

Register Today! 
 

The 2006  
“Voices United”  

Conference 
 

August 10-12, 2006 
 

Featuring Dale Warland,  
Rollo Dilworth, and Eleanor Daley 

Hosted by  
George Mason University 

 
Details at  

www.http://www.acdamddc.org  
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Da Capo is the official newsletter of the Delaware ACDA chapter.  The purpose of our newsletter is to generate interest 
in ACDA and the choral art, inform members of upcoming member- or ACDA-sponsored events, offer support and en-
couragement to members, and provide helpful information and resources for members in all areas of choral activity. 

♫ 

The Delaware ACDA Officers and Chairpersons welcome your comments, suggestions, and article contributions!  
Please email each chair for chair-specific comments/concerns, or contact the Da Capo editor at mkm576@comcast.net.   

♫ 

The views, opinions, and conclusions or recommendations expressed in this newsletter are those of the author(s) and 
may or may not reflect the views of the editor or others affiliated with ACDA. 
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ACDA Children’s Honor 

Choir Captivates!  

& Summer Opportunities 

for Treble Voices 
Jeanmarie Braddock 

R & S Co-Chair for Children’s Choirs 

Part I – Soprano            
Hannah Abrams 
Kiki Adamopoulos           
Olivia Blythe  
Jordan Borkland   
Linzy Bouton  
Trevor Brant  
Eric Brown 
Susanna Carey  
Emily Ciuffetelli 
Caroline Colino          
Natalie Corrado 
Courtney Cox   
Charity Cramer                     
Abby Davis 
Annie Davis          
Kimberly Laws Ellis       
Erika Francis 
Megan Gordy   
Joy Gordy-Stith  
Emma Halbert 
Oliver Hanes 
Jamie Harding           
Duncan Hart 
Amanda Hetrick                   
Pam Huber                      
Emily Hunter 
Tallulah Ingram         
Saki Inuoe                     
Sarah James          
Emily Kennedy  
Krysti Lober   
Iyhana McCaskill  
Kelly McMahon  
Jacki Miller 
Caitlin Moloney  
Leah Morgan  
Jordan Moss 
Beverly Mullin 
Andrea Petraccelli 
Yasmin Pirestani          
Denarra Redick   
Alex Rubin   
Samantha Scarpone 
Mikaella Molly Schmitt    
Angela Schoonover  
Jake Simon           
Brooke Sinko             
Megan Stellini             
Karlie Stevens 
Alexa Swanson                  
Cara Tozzoli 
Katelyn Watkins                 
Paige Woodham                          
Olivia Xu  
Serena Zheng   

Part II - Alto                             
Kira Alejandro  
Alexandra Bartron 
Jaimie Carlson 
Lauren Carroll    
Jade Cassidy   
Sammy Cook                
Alexis Downey                 
Madeline Driban  
Alex Dunford      
Taylor Eichelr  
Matthew Ernst     
Lauren Fogelman  
Lily Gates       
Michael Gilbert 
Jackie Gillen                  
Jaime Glass      
Abbey Goslin   
Shelton Harder           
Morgan Harris 
Eric Holleran          
Lauren Holt            
Christie Husband 
Madeline Jones 
Kristen Kasnic        
Layton Keefer          
Lauren LaPorte                    
Sammi Lester   
Laurella Lutz        
Emerson Marine                  
James Mears 
Valerie Medoff     
Tim Millison 
Meghan Murray 
Victoria Newman 
Kelly Nolte 
Michelle Peterson 
Sabrina Realey 
James Richard             
Ali Richmond 
Samantha Rittenhouse 
Danielle Rizzo 
Ellen Sheehy           
Katie Siegfried   
Cary Smyth 
Bailey Spoon                  
Seth Tillman    
Megan Townsend 
Sudeepti Trivedi     
Taylor Wiley                   
Suzanne Varnell      
JaQuine Williams 
Mackenzie Winn                
Adam Wissner                         
Elizabeth Wuerstle 
Brianna Younger 

Congratulations to the  
2006 Children’s Honor 
Choir Participants! 

Treble Choral Camp 
 

Dates: July 17-21, 2006 
Time: (M-Th) 9:00 a.m.-12:00 p.m. 

(F) 9:00 a.m.-2:00 p.m. 
Tuition: $160 

 
This camp is an introduction to sing-
ing for students grades 2-5 with un-
changed voices.  It is a wonderful 

preparation for singing in Wilming-
ton Music School’s Wilmington 

Youth Chorale which meets during 
the academic year.  In addition to 
rehearsing excellent 2-part treble 
literature, students learn the basics 

of healthy vocal production and per-
formance etiquette.  They also par-
ticipate in sight-singing, theory, 

rhythm, and listening exercises, and 
perform a concert at the end of the 
week.  Knowledge of basic musical 
concepts is recommended, but not 
required.  Class limited to thirty 

students. 
 

For more information, please contact 
the Wilmington Music School at 
762-1132 or visit the website at 
www.wilmingtonmusic.org 

O n Saturday, March 18th, approximately 135 fourth through sixth grade sing-
ers gathered at Independence School to participate in the 2006 ACDA 

Honor Choir.  Under the direction of Dianne Berkun, artistic director for the 
Brooklyn Youth Chorus, students from 10 participating schools, churches and 
ensembles sang together.  From the smiles seen on both the parents’ and stu-
dents’ faces it was deemed a success!  To all who participated, congratulations on 
a job well done!  We look forward to seeing many of you again! 
 

For those students in 2nd through 8th grade with unchanged treble voices inter-
ested in other singing opportunities, this summer there are several camps avail-
able.  Listed below are the names and a brief description of these camps with 
some contact information. 

 

Email: jeanmarie.braddock@theindependenceschool.org 

Children’s Choral Camp 
 

Dates: July 31-August 4, 2006 
Time: 9:00 a.m.-3:00 p.m. 

Tuition: $230 and includes lunch 
  

The camp is a week long program 
that includes large group choral 
rehearsals, sectional rehearsals, 

creative music making and theory 
activities.  The week concludes 

with a collaborative performance 
between the Children’s Choral 

Camp and the High School Vocal 
Camp in Loudis Recital Hall on 

Friday August 4 at 7:00 p.m.  The 
Children’s Choral Camp is open to 
rising 4th through 8th grade students 
with unchanged treble voices.  Ap-
plicants must be able to match pitch 
and have a recommendation of their 

choral directors/teachers. 
 

For more information, please call 
University of Delaware Community 
Music School Line: 831-1548 or 

visit the website at 
www.cms.music.udel.edu 

Summer Opportunities  

continued on page 14 
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W hen dis-
cussing 

multicultural 
pieces for 
choirs of any 

voicing, quite often the areas of the Far 
East and the Pacific Islands are left out of 
the conversation, most likely because peo-
ple are unfamiliar with the folk music of 

that region, the language pronunciation, 
the instruments used, and the harmonic and 
metric structure of the music.  In short, we 
haven’t done our homework.  In an age 
when “multicultural” is considered essen-
tial to every child’s education, we owe it to 
our students, our country, and ourselves to  
discover the wealth of beautiful music in 
all parts of the world, not just the usual 

selections from Africa and South America 
(of course, they certainly are essential to 
our multicultural music education as well.)   
 

Here is a sampling of treble pieces from 
the Pacific Islands and the Far East that I 
hope you will find challenging and excit-
ing.   

Email: mkm576@comcast.net     

SONGS FROM THE FAR EAST 
 

Soran Bushi 

A fisherman’s song from Hokkaido, Japan.  
Arr. Wendy B. Stuart, ed. Henry Leck.  
SSA a cappella.  Henry Leck World Folk 
Song Series, Colla Voce Music, Inc.   
 

Hitori 

A Japanese folk song with optional wind 
chimes and Orff instruments parts.  Arr. 
Mary Donnelly and George L. O. Strid.  
SA.  The Hal Leonard World Music Series, 
Hal Leonard, Inc. 
 
Moon at the Ruined Castle (Kojo No 

Tsuki) 

Japanese song arr. Audrey Snyder.  SA.  
The Hal Leonard World Music Series, Hal 
Leonard, Inc. 
 
Sakura 

A Japanese folk song arr. Michael Neaum.  
SSAA.  Cantamus Choral Series, Roberton 
Publications.   
 
Note: Many variations of Sakura exist; try 
Dwight Okamura’s Sakura, Sakura for an 
especially challenging and unusual SSAA 
arrangement.  San Francisco Girls Chorus 
Series, Alliance Music Publications, Inc. 
 

Korean Lullaby 

A lullaby by Kim Dai-Hyun, arr. James 
Wade.  SSA.  Shawnee Press, Inc. 
 
Nodle Kangbyon 

A traditional Korean folk song arr. Wallace 
Hornady.  SA/SSAA divisi.  The Anton 
Armstrong Choral Series, earthsongs 

Note: Like Sakura, there are multiple ar-
rangements of the above tune, Nodle 
Kangbyon.  The following two selections 
have different titles, but feature the same 
Korean melody. 
 

Arirang 

A traditional Korean folk song with op-
tional flute obbligato.  Arr. Judith 
Herrington and Sara Glick.  SA.  From 
Songs of the World Collection #3.  Pavane 
Publishing, Hal Leonard, Inc.   
 
The Hills of Arirang 

A traditional Korean folk song arr. Michael 
Braz.  SA.  Hinshaw Music, Inc. 
   

Diu Diu Dang A 

A Taiwanese folk song arr. Chien Shan-
Hua.  SSAA a cappella.  Music of Asia and 
the Pacific, earthsongs.   

 

 

SONGS FROM  

THE PACIFIC ISLANDS 
 

Tutira Mai Nga Iwi 

New Zealand Maori folk song, arr. John 
Barron.  SSAA.  McGroarty Music,  
http://www.longandmcquade.com  

or printmusic@long-mcquade.com. 

 

Two Samoan Folk Songs 

Arr. Christopher Marshall.  SA.  Vaia’ata 
Print, http://www.canz.com/vaiaata or 
vaiaata@ihug.co.nz.  Includes the follow-
ing:  
 

1. Pusi Nofo 
2. Minoi, Minoi 

 

Three Pacific Island Lullabies 

Arr. Linda Spevacek.  SSA.  Heritage Cho-
ral Series.  Includes the following: 
 

1. Ili, Ili, Tulog Anay—A Filipino 
lullaby with optional bells, wind 
chimes, and finger cymbals 

2. E Hii Lei E—A Hawaiian lullaby 
with optional flute/recorder and rain 
stick. 

3. Taoto Bebe—A Tahitian lullaby 
with optional bells and wind 
chimes. 

 

E Nana Kakou I Na Manu 

A selection by Hawaiian composer Herb 
Mahelona, ed. Henry Leck.  SA.  Henry 
Leck Choral Series, Colla Voce Music, Inc.  
Optional piccolo part. 
 
Dandansoy 

A Filipino folk song arr. Martin Ellis and 
Henry Leck.  SSA.  Creating Artistry 
Henry Leck Choral Series, Hal Leonard, 
Inc. 
 
Paruparong Bukid 

A Filipino folk 
song arr. Martin 
Ellis and Henry 
Leck.  SSA.  Creat-
ing Artistry Henry 
Leck Choral Series, 
Hal Leonard, Inc. 
 
 

Tiare 

A traditional Tahitian folk melody arr. 
Aaron Sala and Martin Ellis.  Creating 
Artistry Henry Leck Choral Series, Hal 
Leonard, Inc.  ♫ 

Far East/Pacific Island Selections for 
Women’s Voices 

Marybeth Miller 
Da Capo Editor / R & S Chair for Women’s Choirs 
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W hich of these statements best de-
scribes the end of this past teaching 

year for you?   
 

• At last, the final concert was DONE!  
You wept with joy at the beautiful 
sounds the choir created and proudly 
accepted your new tenured position as 
Choral God, certified for life in the en-
tire solar system. 

 

• At last, the final concert was DONE!  
You were proud of your choir’s efforts.  
They made improvements over the year, 
and tried hard.  That’s what counts.       

 

• At last, the final concert was DONE!  
You realized that this had really been a 
“growing year.”  Your mother wants to 
hear your choirs sing, but you have 
somehow “lost” the tape of the concert. 

 

• At last, the final concert was DONE!  
You were proud of your choir’s efforts 
to arrive with their teeth brushed and 
shoes on both feet.  You don’t know if 
there actually was a concert; to maintain 
your sanity, the doctors have erased that 
block of time from your memory.     

 

• At last, the final concert was DONE!  
You dressed in sackcloth and ashes and 
moved to the barren wastelands of Ex-
tremadura, Spain.   

 

Whatever your experience was this past 
year (and I sincerely hope that you don’t 
identify with the last two examples!) it is 
certain we all found ourselves in a similar 
situation:   

 

The concert was DONE, and...  
several weeks of school remained.   

 

What did you do with those final weeks?  
Study halls every day?  When I was teach-
ing high school, I found myself loathe to 
spend the end of the year in a study hall, 
constantly trying to maintain order in a 
room of students that wanted nothing more 

than to be done with school.  I wanted to 
give the students something interesting to 
do that had to do with choral music, but 
wasn’t actually singing — so I tried to find 
ways to incorporate the other arts in my 
teaching.   
 
The activities that I came up with are great 
for end-of-the-year discussion, but are 
suitable at any time.   
 
Listening Logs 

As a year-long activity, my high school 
concert choir kept a listening log where 
they wrote informal, two– to three-
sentence responses to and answered ques-
tions about different choral pieces that we 
listened to in class.  Students then had the 
opportunity to give the listening selection 
a rating (one to five stars) according to 
how much they did or did not like it 
(ratings did not affect their grade on the 
log).   
 
These listening activities usually did not 
last more than five minutes and were a 
terrific way to start our class and get the 
whole group of more than eighty students 
to focus (at least partially).  It also gave 
them a chance to develop active listening 
skills; rather than just allowing the music 
to wash over them or provide background 
noise, they were instructed to discover 
meaning, emotion, and purpose within 
each musical example, taking the music 
beyond just notes and rhythms.  In addi-
tion, activities like this gave different stu-
dents the opportunity to demonstrate their 
skills in other areas — perhaps they were-
n’t vocal stars, but they could discuss mu-
sical foreshadowing and describe emo-
tional aspects of each piece.  I found that 
these types of activities were a refreshing 
change from the boring “meet-the-
composer” or “let’s learn about quarter 
notes!” handouts that I normally passed 
out to students at the end of the year.        
 

 

Longer Listening Assignments 
After students have warmed up to the idea 
of listening and discussion in small doses, 
you may wish to expand this type of activ-
ity into a major assignment.  Once a mark-
ing period, I normally gave an assignment 
that was more or less an expanded version 
of a listening log entry.  Depending on 
how many papers or projects I felt like 
grading, students had the choice of work-
ing alone or in groups of two to three peo-
ple.  You must decide, based on your ob-
servations of the class with short listening 
experiences, whether they can handle this 
type of listening situation or not. 
 
But HOW do I do it? 

These types of assignments are easier to 
create than you think.   
 
Choose your piece—one that you enjoy, 
one that has an interesting or unusual text, 
one that has a unique harmonic or rhyth-
mic structure, etc.  You have to like it to 
teach it well.  Think about the ages and 
maturity level of your students.  Is the text 
age-appropriate?     
 
Once chosen, think about what YOU love 
about the piece.  What treasures do you 
want the students to discover?  What 
meanings should they understand?  What 
life lessons can they take away from the 
text?  Create your questions so that you 
will guide them towards finding the 
“gems” in the piece.   
 

(continued on next page) 

Post-Concert Plans and Choral Assignments:  
Listening and Learning or 

Help! The Concert’s Over and There’s Nothing to Do! 
Marybeth Miller 

Da Capo Editor / R & S Chair for Women’s Choirs 

Listening Assignment  

Assessment Options 
 

• Class discussion as a whole 

or in small groups 

• Written assignment 
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Discussion and Visual Expressions of Music 

Agnus Dei by Krzysztof Penderecki  
 

A requiem is a funeral mass. It has at least five movements, some-
times as many as ten. Agnus Dei is a section or movement within the 

mass that asks God to grant eternal rest to the dead.  
 

• Describe the mood of this piece.  Does that feeling or mood stay 
the same throughout the movement?  If not, how does it change, 
and why?  

 

• What are the feelings of the people singing the words?  What are 
they asking?  

 

• The words, “Agnus Dei” (Lamb of God) are repeated many times 
in this piece.  Why do you suppose Penderecki wrote the piece 
this way?  Does the repetition express the same feelings through-
out the piece or does it change the character of the words?  

 

• Why does Penderecki use dissonance in this piece?  Using good 
adjectives, describe the effect that it creates.  

 

• Draw a simple (or elaborate, if you wish) “plot” line for this 
piece.  Use different colors, different line types, or different pic-
tures to describe visually where the piece begins, the climax, and 
the ending of the piece.  Mark the plot line carefully and include a 
key so that I understand your interpretation of this piece.  

Listening and Discussion 

Mass for double choir by Frank Martin  

(Sanctus and Benedictus mvmts.)  
 

The basic mass has five standard movements: Kyrie, Gloria, Credo, 
Sanctus, and Agnus Dei. The Sanctus movement praises God’s glory 

and holiness.  
 

• What is the general mood or feeling of the piece? Does it remain 
consistent through the entire movement? 

 

• Why does Martin use two choirs to express the text?  What ef-
fect does this have? 

 

• Frank Martin was a devoutly religious man, and he felt that the 
Mass for double choir expressed the very essence of his beliefs. 
He kept this piece hidden in a drawer for forty years before a 
friend finally convinced him to release it, but only after much 
persuasion. Why do you suppose Martin did not want this piece 
to be performed publicly? Do you agree with the reason?  

Listening, Discussion, and Score Study 

The Last Words of David by Randall Thompson 
 

• Based on the listening that we did in class, what is your impres-
sion of the mood of this piece? Is it consistent? Varied? Please 
explain your answer in great detail – what IS the mood? If there 
are more than one, please describe all of them.  

 

• Using the score of the music included, what techniques does 
Randall Thompson use to create emotion(s) in this piece? Circle 
(IN PENCIL ONLY) these on your score and describe them in 
your paper. Label each of them in the score so that I understand 
exactly what you are talking about. Look at what the voices are 
doing, look at the piano accompaniment, and all the dynamic 
and tempo markings. If you don’t know what they mean, please 
ask me.  

 

• Using the score of the music included, what techniques does 
Randall Thompson use to foreshadow King David’s death? Cir-
cle (IN PENCIL ONLY) these on your score and describe them 
in your paper. Label each of them in the score so that I under-
stand exactly what you are talking about. Look at what the 
voices are doing, look at the piano accompaniment, and all the 
dynamic and tempo markings. If you don’t know what they 
mean, please ask me.  

 

• Why do you think Randall Thompson included the “Alleluias” 
and “Amens” at the end of the piece? They are not part of the 
original text. Why do you believe Thompson thought they were 
necessary?  

Listening and Discussion/Comparison 

Fauré Requiem, Rutter Requiem  (Agnus Dei mvmts.)  
 

A requiem is a funeral mass. It has at least five movements, some-
times as many as ten. Agnus Dei is a movement that asks God to 

grant eternal rest to the dead.  
 

• Describe the general mood of both movements.  
 

• Does that feeling or mood stay the same throughout the move-
ment? If not, how does it change, and why?  

 

• What are the feelings of the people singing the words in the two 
movements?  

 

• Are they speaking to God in the same manner?  
 

• Does God have the same character in the Fauré and the Rutter? 
 

• Why do you suppose John Rutter added the English words?  
 

• How does the music express these words? (through pitch, dy-
namics, etc.) 

 

• What is the significance of the phrase, “In the midst of life, we 
are in death…”? Why is it repeated? 

 

• Which movement do you like better? Why? 

(continued from previous page) 
 

You can also do a compare/contrast assignment using the same song but different choirs (this can be hard for some students unless 
the choirs are very different) or the same text, different composers.   
 

Students can discuss the questions in class, turn in written responses, or prepare two– or three-dimensional visual representations of 
their answers.  Be creative and you will be amazed at how students respond.   
 

But I don’t have time!     

Then use someone else’s lesson plans.  Some of mine are listed below.  Feel free to change them and use them however you wish!   
 

Email: mkm576@comcast.net 
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Marybeth Miller 

R & S Chair for Women’s Choirs 

M ost of us have favorite choral com-
posers, arrangers, and choral se-

ries.  Some of us have favorite publishing 
houses.  I’d like to share one of mine with 
you in this article—Treble Clef Music 
Press.  As far as I am aware, there is no 
other publishing company dedicated solely 
to the publication of women’s choral and 
treble choral music.   
 

Treble Clef Music Press was founded in 
1995 by Mary Sherman Lycan, founder 
and director of the Women’s Voices Cho-
rus in Chapel Hill, NC.  While searching 
for quality repertoire for the choir, Lycan 
discovered a wealth of treble music that 
had never been published—most likely 
because the composers were females writ-
ing during a time when the composition 
business was most definitely male-
dominated.  Inspired by some of the Amy 
Beach compositions she unearthed, Lycan 
began her desktop publishing company 
over ten years ago, which now boasts a 
fantastic website at  

www.trebleclefpress.com.   
 

Composition Details 
TCMP’s site differs from other publishing 
companies in that it does not insult your 
intelligence by proclaiming that composi-
tion X is “sure to be a favorite with your 
women’s choir!” or that you should “get 
ready to bring down the house!” with com-
position Y.  Instead of useless fluff, the 
octavo descriptions give you information 
that you can actually use: the voicing, dif-
ficulty, accompaniment/instrumentation, 
language, and sometimes the number of 
pages, duration of the piece, and the vocal 
range.   
 

Composers 
This website features composer biogra-
phies, which I think is really exciting — 
especially if you are searching for female 
composers.  The majority of the TCMP 
catalog is comprised of works by women 
composers.  Some of the more famous 

names include Amy Beach, Lili Boulanger, 
Katherine Dienes, Nina Gilbert, and Alice 
Parker, to name a few.  Mainstream male 
composers write for TCMP also, like 
Daniel Gawthrop and Clifton Noble, Jr.   
 

Quality Literature 
Because TCMP is Lycan’s personal pub-
lishing company, she retains the right to 
choose which compositions earn a place in 
the catalog.  The website has a page de-
scribing in meticulous detail the process of 
composition submission.  Lycan’s focus is 
on musical and textual quality, and the 
selections in the catalog reflect this com-
mitment.  Here is an excerpt from her sub-
mission guidelines that gives one a brief 
idea of Lycan’s dedication to choosing 
excellent literature:   
 

“Text.  The text has to be so good that 
I can read it aloud, all by itself, with-
out feeling stupid.  This means both 
technical excellence and arresting im-
agery (no generalized ‘we are the chil-
dren of tomorrow’ drivel), and avoid-
ing mindsets I find unproductive.  For 
women’s chorus, this means I do not 
publish what Janet Galvan calls the 
‘I’m soft, I’m sweet, he left me, and I 
feel so bad’ subtext.  No victim texts.” 
 

“Good parts for all singers.  I have 
rejected pieces because the first alto 
sat on the d’-g’ tetrachord ninety per-
cent of the time: musically boring, vo-
cally damaging.  Please write vocally 
grateful parts.  Including some rests.  

If the piece is an arrangement of a folk 
song, spiritual, or carol, I hope the 
sopranos won’t have the melody all the 
time.  How about some counterpoint?” 

 

Browse Features 
The website allows you to view the online 
catalog using the following categories: 
Christmas music (sacred and secular), 
spirituals and folk hymns, other sacred 
music, folk song settings, and other secular 
music.  You can also find lists of TCMP 
octavos relating to special interests and 
programming needs, including songs about 
peace and war, music by historic women 
composers, early music, music for very 
young singers, music with more than four 
parts, a cappella, great concert closers, 
music just for fun, treble jazz arrange-
ments, and ethnic/multicultural selections.  
Or you may browse by composer, title, or 
view the list of most recent publications.  
If you are not sure where to begin, you can 
look at the entire catalog online.     
 

Listening/Viewing Features 
All of the new publications from the cur-
rent year feature scores that you can view 
and hear, using the Scorch plug-in (the site 
has a link to download this).  There are a 
few other selected octavos that have this 
feature as well.  The excerpts are quite 
long, which is a refreshing change from 
most publishing company websites which 
give you only about 30 seconds of music 
and do not always have a score to view.   

 

(continued on next page) 

 
“Lycan’s  

focus is on 
musical and 

textual  
quality.” 

“Instead of useless 
fluff, the octavo  
descriptions give you 
information that you 
can actually use.”  

Mary  
Lycan 

Publisher Reviews:Publisher Reviews:Publisher Reviews:Publisher Reviews:    
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Recover, Regroup, Rejuvenate 

Gary Smith  

R & S Chair for Junior High/Middle School Choirs 

A s we look 
ahead to 

the summer 
months, it 
seems like a 
great time to 
begin planning 

for next year.  One thing that I am re-
minded of this time of year is the opportu-
nity we have as teachers to bring each 
school year to a close and begin anew in 
the fall.  This is especially valuable if the 
year has been a bit challenging.   
 
I remember reading a book my first year of 
teaching that contained many words of 
advice for the beginning teacher, most of 
which I ignored at the time.  One section 
of the book described our job as being 
largely on-the-job training.  The author, a 
seasoned music educator, discussed how 
we learn and improve by trying new things 
in our classrooms, and by constantly re-
working that which seriously flopped.  She 
stated that much of what we eventually 
find successful in the classroom has come 
only after many attempts and probably, 
quite a few failures.  If the school year has 
had fewer successes than we would have 
liked, we have the opportunity to close that 
chapter, recover and regroup, and begin to 
plan for a new beginning.  There are not 
many careers that have this benefit. 
 
Along the way to becoming a better educa-
tor, there may be some students for whom 
we have not provided the most comprehen-
sive music education.  I shudder to think 
about my first middle school general music 
classes and what I forced my first seventh 
graders to endure.  I am sure they have 
recovered from my dismal attempts at 
teaching, and I thank them for the opportu-
nity they gave me.  But if the risks we take 
early in teaching provide for more sound 
teaching later, well then I consider it worth 
it.  I am sure my first students have long 
forgotten, and perhaps even forgiven Mr. 
Smith for his early teaching. 
 

So, now that we have completed this year, 
what will our plans be to prepare to begin 
again?  There are quite a few opportunities 
for choral teachers this summer.  At the 
end of June there is the IAJE (International 
Association for Jazz Education) Teacher 
Training Institute at the University of 
Delaware.  This promises to be a valuable 
experience for teachers in all areas of mu-
sic education, with tracks in instrumental, 
vocal, general music, piano, and technol-
ogy.  In early August, Dr. Paul Head is 
offering classes that focus on teaching cho-
ral music at the University of Delaware.  I 
took these classes two years ago and 
highly recommend them.  Not only does 
Dr. Head provide a refreshing view of cho-
ral education after an exhausting school 
year, but we have the valuable opportunity 
to share and learn with other choral teach-
ers in the state.  Also in August, there is 
the ACDA Voices United conference at 
George Mason University that will also be 
a valuable experience.  This year’s event 
features Rollo Dilworth, among other well-
known choral composers and educators. 
 
On the ACDA-side of things, my goal this 
summer and next year is to build the mid-

dle school choral community in the state.  I 
would like to increase our communication 
as a group, sharing ideas, and providing 
each other with solutions to problems that 
we have already faced.  I would like to 
know about and share some of the good 
things that are going on in our area 
throughout the state.  And I would like to 
make the Delaware ACDA a useful entity 
for middle school choral teachers.  In an 
effort to achieve this goal, I invite all mid-
dle school teachers to communicate and 
share anything that may assist another, as 
well as pose questions to which you seek 
an answer. 
 
People say the best teachers are the ones 
who have borrowed the most ideas.  If 
Delaware ACDA can be a place were we 
can house those ideas and provide access 
for all, imagine what that could do for mid-
dle school choral education in the state.  So 
again, I invite you to be a part of this en-
deavor.  Please feel free to contact me any-
time with ideas, comments, or suggestions.  
I wish you all the best as you enter the 
final stretch of the school year. 

 
Email: gary.smith@redclay.k12.de.us 

Publisher Reviews: Treble Clef Music Press 
(continued from previous page) 

 

Ordering Music 
Music from Treble Clef Music Press can be ordered by phone, fax, snail mail, or 
email.  An online ordering system will be available in the near future.  You can 
also become part of TCMP’s mailing list and receive their free newsletters with 
updates on the newest compositions and additions to the catalog.   
 
TCMP also features special offers that are truly great deals.  You can purchase 
single copies (for reference) of their recent new issues for less than a third of their 
regular price; single copies of the current year’s best sellers are available for less 
than half of their regular price.  Single copies of any title in the catalog are always 
50% off.  What a terrific way to check out that new composer or that unusual text 
you read about on the website.   
 
Please take the time to check Treble Clef Music Press out!  I’m sure you’ll be glad 
you did.   

Email: mkm576@comcast.net 
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A s I have previously 
written in this 
newsletter, one 
of my major ob-

jectives for our many community choirs 
within Delaware is to have an annual Com-
munity Choir Choral Festival sponsored by 
ACDA.  During the late spring and summer, I 
will to contact each community choir music 
director in the state.  There are many consid-
erations for such a large endeavor including 
location, format, guest conductors, clinicians, 
and/or adjudicators.  When details are firmed 
up, everyone will know. 
 
In the last newsletter, I discussed several 
ways to increase interest among our singers 
and our audiences such as planning collabora-
tive concert with other musical organizations, 
getting involved with or sharing a  concert 
with a school choral or instrumental program, 
or planning a concert tour, whether it be to 
the next town, the next state or overseas.. 

 
Another way is to commission a composition 
from a well known composer.  This is always 
an exciting event for our singers as well as 
our audiences.  It is a process, however, and it 
is important to keep several items in mind.  
First, your organization must decide exactly 
what you want from this experience.  For 
example, what composers do you have I 
mind?  How will the project be marketed?  
What length  composition do you desire and 
what are the performing forces, especially the 
accompaniment ranging from unaccompa-
nied, to just piano to full orchestra? Will your 
commissioned composition be sacred, secu-
lar?  Will it have an original text or an older 
text and is the text in the public domain or 
under copyright?  If the text is under copy-
right, your total fees will be greater.  Would 
you like the composer to choose the text?  
When do you wish to have the composition 
delivered, and do you wish the composer to 
be part of the premiere in any way?  Each of 
these decisions should be made before you 
make your most important step, that is, con-

tacting the composer. 
 

Contacting composers today is reasonably 
easy.  First, many composers have their own 
web site.  If not, most composers can be con-
tacted through their publishers.  Many of my 
commissioned works were initiated through 
contacts given out by my various publishers.  
Composers fees for commissioned works can 
vary greatly and of course will be dependent 
upon the length and performing forces of the 
composition.  For starters, you can expect a 
three- to five-minute composition with piano 
accompaniment to cost at least $1500.00.  
Some composers might charge less, many 
will charge more, sometimes much more.  If 
you wish the composer to be part of the pre-
miere, of course the fees will be greater. 

 
Most composers are willing to negotiate and 
are very willing to accommodate your choral 
ensemble.  Speaking from personal experi-
ence, give the composer as much lead time as 
possible.  I usually will not accept a commis-
sion with less than a years lead time.  Some 
composers will request a partial payment at 
the beginning of the process, other will ask to 
be paid once the composition is delivered.  It 
is a business deal and should be treated as 
such. 
 
Finally, once the details of your project have 
been worked out with your composer, insist 
upon a contract.  This usually comes from the 
composer and of course is for everyone’s 
protection.  Be certain all the details are in-
cluded in the contract, especially the delivery 
date and payment details.  It requires thought, 
work, and financial resources, but I highly 
recommend a commissioned composition to 
increase interest and create an exciting musi-
cal experience for your singers and audiences.  
If you have any other questions about this 
topic, please do not hesitate to contact me. 
 
I hope that all your spring concert endeavors 
were most successful! 

 

Email: mlarksing@aol.com 

Keys To  
Commissioning Music 

Michael Larkin 
R & S Chair for Community Choirs 

Da Capo  
will accept  

advertising at the  
following rates: 

 
 

Full page—$100.00 
 

Half page—$50.00 
 

Quarter page—
$25.00 

 

 

Rates listed are for 
scan-ready or  

digital .jpg files.  A 
check made payable to 

“Delaware ACDA” 
must accompany the 
order.  Copy will not 
run without advance 

payment.   
 

Advertising copy is 
subject to editorial  
approval, and DE 
ACDA reserves the 
right to edit any  

advertisements for  
appearance, size, and 

readability.   
 

All advertisements 
should be sent to the 
editor, Marybeth Miller.   

 

(Address, p. 2.) 

 
 

Deadline for the next 
issue of   

Da Capo:  
 

September 1, 
2006 
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“Convention 

Crowd” 

 
University of 

Delaware ACDA 

Student Chapter 

members pose for 

a group photo at 

the 2006 Eastern 

Division  

Convention in 

New York City. 

 

 

“Music in  

Motion” 

 
Gary Smith,  

Middle School 

R&S Chair;  

Marty Lassman, 

President; and 

other choral  

educators and  

students at the  

Charlotte Adams 

seminar. 
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A Salute To Rodgers and Hammerstein 
Marji Eldreth 

Musicals & Opera Liaison 

I  love The 
Sound of 

Music!  I was 
first hooked on 
the show when 
I got the part of 

Louisa in a production at a dinner theatre 
when I was about 11 or 12.  Ever since 
then, I fondly think of the musical and 
watch the movie whenever it comes on 
TV. (God bless Julie Andrews!) There is 
something about a Rodgers and Hammer-
stein musical.  Maybe it’s the purity and 
innocence of the characters or maybe it’s 
just the great musical numbers and 
straight-forward plot. 
 
Audiences seem to never get enough of an 
R&H show. Theatres are always packed 
for productions of The Sound of Music, 

The King and I and Cinderella.  Many 
critics say that R&H productions are a 
dying breed, however.  Newer musicals 
like Les Miserables and Jekyll & Hyde 

seem to be taking over the stage.  I do 
think that these musicals are fantastic and I 
love to watch them. But it is nice to sit 
back and enjoy a lighter musical once in a 
while.  They are a part of the history of 
theater. In fact, Oklahoma! has been 
touted as the first Broadway musical to 
combine all elements of theatre into a co-
hesive performance.  The music, lyrics, 
storyline and dancing all contribute to tell-
ing the story to the audience.  Before Okla-
homa opened in 1943, the plot of many 
shows was stalled by dance or big produc-
tion numbers that made no sense in the 
context of the show. 
 

In the box below I have listed all of the 
shows on which Richard Rodgers and 
Oscar Hammerstein collaborated.  There 
were only 11, but they did produce several 
other Broadway shows and collaborated 
with many other professionals in their 
field.  Some of these joint efforts included 
Annie Get Your Gun, Show Boat and 
Babes in Arms. 
 
If you are thinking about producing a Rod-
gers and Hammerstein production at your 
school, you can visit their website at: 
www.rnh.com/org. It is a great resource 
for all of their shows, and the site has the 
rights to newer musicals as well. 
 

Email: 

marjorie.eldreth@redclay.k12.de.us 

 

Save the Date! 
Maryland, DC, Virginia, and Delaware  

ACDA present 
 

Voices United: 
A Capital Choral Convention 

 

August 10-12, 2006 

George Mason University 

Fairfax, Virginia 
 

Visit www.http://www.acdamddc.org  
For details and registration. 

A Complete List of  

Rodgers and Hammerstein 

Productions 
 

• Oklahoma!: 1943 
 

• State Fair: 1945 (written for the big 
screen in 1945, remade in 1962 then 
later adapted for the stage) 

 

• Carousel: 1945 
 

• Allegro: 1947 
 

• South Pacific: 1949 
 

• The King and I: 1951 
 

• Me and Juliet: 1953 
 

• Pipe Dream: 1955 
 

• Cinderella: 1957 (written for live 
television, then later adapted for 
stage) 

 

• Flower Drum Song: 1958 
 

• The Sound of Music: 1959 

(‘Edelweiss’ was the last song Ham-
merstein ever wrote) 
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S pring break 
was almost 

over (for many of us in private schools, 
that is) and I was looking ahead to the first 
few weeks back at school.  In the midst of 
planning what seemed to be a leisurely 
stroll toward our spring concert, the stark 
realization hit that I would be taking my 
choir to the ACDA Festival with only two 
rehearsals after we returned from break!  It 
was too late to change anything at that 
point, so I took a deep breath and counted 
the many reasons why it was a GOOD 
THING to go ahead as planned.   
 

Here’s why: 
 

• Singing for someone else is always, and 
I mean ALWAYS, beneficial.  It may be 
that the clinician says the exact same 
thing I’ve been telling them for months, 
but somehow, when it comes out of an 
“expert’s” mouth, it holds more cre-
dence.  I’ve long since let go of any 
bruised ego in these situations because 
the fact that they “get it” from the clini-
cian means that they’ll remember it bet-
ter when I remind them later.  More of-
ten, though, some new pearl of wisdom 
is disseminated and my choir becomes a 
new and improved ensemble. 

 

• Even though my students get a lot of 
support from their parents and peers, it 
seems to mean a little more when a total 
stranger gives them positive feedback.  
We had a great experience with Stan 
Engebretson from George Mason Uni-
versity back in February, and his com-
ments have buoyed my choir since then.  
We even picked up a few new catch 
phrases that have come in handy!  

 

• The program for a festival, unlike a 
year-end concert, is short and gives the 
choir a chance to focus in on fewer 
pieces.  The hope is that they’ll do better 

with less to distract them.  It may not 
always work out that way, but at least 
we go in with a bit more confidence! 

 

• This is an ideal moment for the students 
to have some say in what pieces to pre-
sent.  While many of us may be reluctant 
to let the kids dictate repertoire, letting 
them choose their favorites from your 
list gives them a sense of ownership, 
even if you give them a little guidance 
(sort of like letting a toddler pick which 
vegetable to eat).  And let’s face it, they 
sing better when they like the song! 

 

• My choir gets to hear other high school 
choirs and even though we’re not really 
competing, it gives them a better picture 
of where they fit into the big picture. 
They will always come away realizing 
that they do some things very well.  In-
evitably, it also gives them ideas of what 
they can do better. Sometimes it seems a 
little like comparing apples and oranges 
between public and private schools, es-
pecially considering the frequency of 
rehearsals, but since my students know 
so many of their public school peers, it’s 
still a valuable experience. 

 

• Any time my choir goes off campus, 
they seem to rise to the occasion.  OK, 
they’re not always perfect, but there’s 
something about getting them out of 
their day-to-day routine and environ-
ment that puts them on their toes a little 
more. 

 

• Leaving school together creates a special 
bond within the choir, both among stu-
dents and between student and conduc-
tor.  We have new shared experiences 
(some musical, others not!) that add an-
other layer to our relationship. 

 
Several weeks ago, I participated in what 

promises to become an annual event.  The 
Princeton Singers, with whom I’ve sung 
for eleven seasons now, hosted a high 
school choral festival in Princeton.   Each 
choir had some workshop time, we re-
hearsed together on one piece, and, after a 
short dinner break, we shared a concert 
that was open to the public.  This wasn’t 
an adjudicated event, but rather a day of 
sharing our collective musical talents.  At 
the concert, each high school choir pre-
sented a short set of three to four songs.  
The Princeton Singers offered their own 
brief set, and we closed the concert with all 
the choirs combined singing a new work 
written especially for the event.  Each of 
the three participating high school choirs 
(two private schools and one church choir) 
put their best foot forward and presented 
beautifully balanced programs that fairly 
matched their abilities.  What struck me 
was how “tuned in” each group was when 
taken out of their normal setting (I’m fa-
miliar with all the choirs that participated).  
They truly rose to the occasion.   
 
Of course, as I was listening to the choirs 
sing before we went on, I couldn’t help but 
think of how my own choir would have 
done in this setting, had it not fallen smack 
in the middle of our spring break.  Then I 
remembered the great performance oppor-
tunity they have each year with our own 
ACDA Festival.   
 
So, even with only two rehearsals left to 
brush up our tunes, we happily (and a little 
nervously) boarded our bus to Dickinson 
High School and began to make the most 
of that shared experience that resulted in a 
new cache of musical memories for my 
students and me.  Next year I hope to see 
you there, too! 

 

Email:  

mbutterfield@wilmingtonfriends.org 

FESTIVALS:  
The Good (going), The Bad (not going) 
 and The Ugly (wishing you had gone) 

 

Margaret Anne Butterfield 
Private Schools Liaison 
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N ow that the school year has ended, I wanted to share two books on vocal jazz that I recently experi-
enced. Both are excellent sources for teachers who may be considering stepping into the waters of 

jazz choir. 
 
Give these books a try if you are a bit hesitant to teach vocal jazz. Jazz choir is not only fun for your stu-
dents, but it includes academic and musical merits that will give young choirs a strong background for 
future singing.  Also, don’t forget there are vocal jazz workshops taking place this summer and one of 

them is at the University of Delaware.  Check your March edition of Choral Journal and MENC Journals for specifics. 
 

Email: grayp@christina.k12.de.us 

Book Reviews: Vocal Jazz Literature 
Paul Gray 

R & S Chair for Jazz Choirs 

 

The Complete 
Guide To  
Teaching  
Vocal Jazz 
 
by Dr. Stephen Zegree 
Heritage Music Press,  
copyright 2002 
120 pages; 
$29.95 suggested retail 

 

TTTT    he Popular Choral Handbook was written by Scott 
Fredrickson and is relatively new.  It contains a lot of 

musical examples for warm-ups as well as illustrations to 
demonstrate conducting gestures and proper singing pos-
tures.  Two CDs are included as well.  
 
This book presents a lot of the same information as Ze-
gree’s book, but contains chapters on other matters such 
as leadership and score preparation.  It also talks more 
about modern styles of music such as rock and country.  
The writing style is not quite as warm and inviting as the 
previous book, but it is still very informative for any choir 
director.  At 320 pages, it should be considered a compre-
hensive source of information for the vocal jazz director. 

S teven Zegree is a well-known choral jazz director 
with many popular arrangements.  His book The 

Complete Guide to Teaching Vocal Jazz is a recent work 
and is a worthwhile source of information for any choir 
director.  The book has a personable approach with the 
author using his humor and passion for music to help the 
reader gain insights into the concepts presented.  

 
“I always wondered how that was done.” 

 
“Oh, so that’s the best way to teach that skill.” 

 
These reactions happened to me several times as I read 
this book.  The information is presented in a non-
threatening way as the author assumes the reader has a 
limited knowledge of jazz choir.  He even speaks of his 
own inexperience in his early years as a jazz director.  
Topics that are presented include, swing style vs. ballads, 
vocal arranging, articulation/diction and instrument en-
sembles to perform with jazz choirs.  The book also 
comes with a CD that has recorded examples that are 
printed out in the book.  

 

The Popular  
Choral  
Handbook 
 
by Scott Fredrickson 
Scottmusic.com, 
copyright 2004 
320 pages;  
$34.95 suggested retail 

“In jazz, the printed page is the point of 
departure,  

not the point of arrival.” 
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Choral Auditions 
for Children, 

Youth, and Adults 
 
Auditions are being held by appoint-
ment for the following choral groups 
based at Wilmington Music School: 
 

Wilmington Youth Chorale 
(ages 8-10).  A group designed to help 
young singers develop and improve 
healthy, independent singing skills 
while learning basic musicianship.  
Students will study unison and two-
part repertoire. 
 

Delaware Children’s Chorus 
(ages 10-14).  A select ensemble de-
signed for young people who have 
some previous choral or musical ex-
perience. Repertoire explores various 
cultures, historical periods, languages, 
and styles. Musicianship taught 
through an emphasis on healthy vocal 
tone, sight singing, ear training, and 
three- and four-part singing.   
 

Select Choral Ensemble  (ages 
14-18).  A select SATB choral ensem-
ble for young adults.  Focusing on all 
aspects of choral and vocal technique, 
repertoire will include music from all 
eras and quality arrangements of some 
popular music and vocal jazz.  Ensem-
ble singing, blend, balance, diction, 
stylistic accuracy and expressive con-
tent will be thoroughly investigated.  
 

Delaware Women’s Chorus 
(women ages 18 and up).  Repertoire 
will include music from all eras and 
quality arrangements of some popular 
music. Ensemble singing, blend, bal-
ance, diction, stylistic accuracy and 
expressive content will be thoroughly 
investigated. 
 
Auditions for these ensembles will be 
held by appointment at the Wilming-
ton Music School.  Please call the 
school at 302-762-1132 for more de-
tails or to schedule an audition time.   

T he basic training of every singer 
should, of course, include myriad types 

of practical and theoretical emphases. One 
important area which is often neglected, 
however, is the art of one-upmanship. The 
following rules are intended as guides to 
the development of habits which will pro-
mote the proper type of relationship be-
tween singer and conductor.  
  

• Never be satisfied with the starting pitch. 
If the conductor uses a pitch-pipe, make 
known your preference for pitches from 
the piano and vice-versa.  

  

• Complain about the temperature of the 
rehearsal room, the lighting, crowded 
space, and of a draft. It's best to do this 
when the conductor is under pressure.  

  

• Bury your head in the music just before 
cues.  

  

• Ask for a re-audition or seating change. 
Ask often. Give the impression you're 
about to quit. Let the conductor know 
you're there as a personal favor.  

  

• Loudly clear your throat during pauses 
(tenors are trained to do this from birth). 
Quiet instrumental interludes are a good 
chance to blow your nose.  

  

• Long after a passage has gone by, ask the 
conductor if your C# was in tune. This is 
especially effective if you had no C# or 
were not singing at the time.  

  

• At dramatic moments in the music 
(which the conductor is emoting), be 
busy marking your music so that the 
climaxes will sound empty and disap-
pointing.  

  

• Wait until well into a rehearsal before 
letting the conductor know that you don't 
have the music.  

  

• Look at your watch frequently. Shake it 
in disbelief occasionally.  

•  When possible, sing your part either an 
octave above or below what is written. 
This is excellent ear-training for the con-
ductor. If he hears the pitch, deny it ve-
hemently and claim that it must have 
been the combination tone.  

  

• Tell the conductor, "I can't find the beat." 
Conductors are always sensitive about 
their "stick technique," so challenge it 
frequently.  

  

• If you are singing in a language with 
which the conductor is the least bit unfa-
miliar, ask her as many questions as pos-
sible about the meaning of individual 
words. If this fails, ask her about the 
pronunciation of the most difficult 
words. Occasionally, say the word twice 
and ask her preference, making sure to 
say it exactly the same both times. If she 
remarks on their similarity, give her a 
look of utter disdain and mumble under 
your breath about the "subtleties of in-
flection."  

  

• Ask the conductor if he has listened to 
the von Karajan recording of the piece. 
Imply that he could learn a thing or two 
from it. Also good: ask, "Is this the first 
time you've conducted this piece?"  

 

• If your articulation differs from that of 
others singing the same phrase, stick to 
your guns. Do not ask the conductor 
which is correct until backstage just be-
fore the concert.  

  

• Find an excuse to leave the rehearsal 
about 15 minutes early so that others will 
become restless and start to fidget.  

  

• During a long and very meaningful rest, 
either hold the note before a second too 
long or come in one beat before the rest 
is over. 

  

• Make every effort to take the attention 
away from the podium and put it on you, 
where it belongs! ♫ 

CHORAL CHUCKLES: A Chorister’s 
Guide to Keeping Conductors in Line 

Author unknown 
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American Choral Directors Association    Membership Application 
——————————————————————————————————————————————————————————————————————————————————————————————————————————————————————————————— 

 

Member No.:__________________   � New  � Renewal 

 
Name:  Mr.   Ms.   Mrs. ____________________________________________________________________ 
 

Home Address: � Primary Address   Office Address: � Primary Address 

 

As an ACDA member, I will comply with the copyright laws of the United States of America.  
(Compliance with these laws is also a condition of participation by clinicians and performing ensembles  

that appear on any ACDA sponsored event or convention.) 
 

Please select payment type:  � Discover      � MasterCard      � Visa  
Credit Card #: __ __ __ __ - __ __ __ __ - __ __ __ __ - __ __ __ __      Expiration Date: __ __ / 20 __ __ (Month/Year) 
 
Name of Card Holder: __________________________________________ 
 (Must be same as member’s name) 
Billing Address for Credit Card: __________________________________ 
 
_____________________________________________________________ 
 
Signature: __________________________________ Date: _____________ 
I agree to pay above total amount according to card issuer agreement and ac-
knowledge all sales are final unless duplicate payment is made. 

Address: _________________________________________ 
 
               _________________________________________ 
 
City/St:   _________________________________________ 
 
Zip + 4:  _________________________________________ 
 
Country: _________________________________________ 
 
Phone:    _________________________________________ 
 
E-mail:    _________________________________________ 
 
Fax:        _________________________________________ 

Address: _______________________________________ 
 
 _______________________________________ 
 
City/St:   _______________________________________ 
 
Zip + 4:   _______________________________________ 
 
Country: _______________________________________ 
 
Phone:    _______________________________________ 
 
E-mail:    _______________________________________ 
 
Fax:        _______________________________________ 

Check Member Type 
 

� Active (US/Canada)    $75 

� Associate     $75 

� Student     $30 

� Retired     $35 

� Institutional   $100 

� Industry                $125 

� Foreign Airmail  $100 

� Foreign Surface Mail    $90 

� Life ($200 Installments)      $2,000 
 
 Installment  $_________ 

Check All Choir Types 
 

� Children 

� Boy 

� Girl 

� Male 

� Women 

� SATB/Mixed 

� Jazz/Showchoir 

� Ethnic/Multicultural 
 
 

Check All Activity Areas 
 

� Elementary School 

� Junior High/Middle School 

� Senior High School 

� ACDA Student Chapter 

� Two-Year College 

� College/University 

� Community Choir 

� Church/Temple 

� Professional Choir 

� Supervisor/Administrator 

� Youth and Student Activities 

Please fill out the application completely and 
remit with a check (payable to ACDA), money 
order, or credit card in USD to: 
 

 ACDA National Office 

 ATTN: Membership 

 545 Couch Dr. 

 P.O. Box 2720 

 Oklahoma City, OK 73101-2720 
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Marybeth K. Miller, Editor 
The Wilmington Music School 

4101 Washington Street 
Wilmington, DE 19802 
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