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Graduate Conducting Recital Program Order

Coro D’Angeli
Rob Shepherd, piano

Vivos Voco Joan Szymko
Michael Ababio, Daniel Carmignani, Alexander Day, Bob Demaree, T.J. Herbers,

Andrew Jones, and Adam Steiger, handbells

The Last Rose of Summer arr. Earlene Rentz

Beau Soir Claude-Achille Debussy

arr. Linda Spevacek

University Singers

Lucas Ensign, piano
From Misa Criolla Ariel Ramirez

Sanctus

Abigail Colby, Megan King, and Cody Wisman, percussion

“Ah, se inforno” Christoph Willibald von Gluck

Jrom Orfeo ed Euridice



Singing Pioneers

Rob Shepherd, piano
From Finian’s Rainbow Burton Lane

How are Things in Glocca Morra

From The Lion King Elton John
Can You Feel the Love Tonight

Chamber Choir

Lucas Ensign, piano
Though Amaryllis Dance in Green William Byrd
“Let thy hand be strengthened” George Frideric Handel
Coronation Anthem No. 4

Philip Bergman, cello

Otofio Porteifio Astor Piazzolla



Vivos Voco
Music: Joan Szymko

Text: a combination of Medieval Virtutes and Julian of Norwich 14™ century

Joan Szymko (b.1957) was born in Chicago, IL. She was the youngest of five children in
a strongly devout Catholic family. Even as a small child the high values of the Catholic faith as
well as arts and education as a whole were stilled in her. She grew up listening to a wide
variety of music. Her home was filled with the voices of Joni Mitchell, the Beatles, Rodgers &
Hammerstein, as well as Mussorgsky, Benjamin Britten, and Leontyne Price. Exposure to such a

wide range of voices instilled within her a lifelong interest in exploring different styles of music.

Her musical curiosity 1s evident from the diverse styles, ensembles, movements, and
rhythms present in her compositions. Many of her compositions are based on traditional songs
from around the world. 4dama, based harmonically on a traditional Israeli melody while
mimicking various rhythms found in Israeli folk songs, is a beautiful example of her innate
ability to incorporate diverse concepts into a masterpiece. Szymko studied piano and
participated in choirs through high school. She received a B.S. in Music Education with an
emphasis on vocal/choral education from the University of Illinois. She then traveled the world
and found a new home in Seattle, Washington. Soon after, she started directing women’s and

church choirs in the area.

As she searched for repertoire for her progressive ensembles. she discovered that there
was a need for literature in ethnic genres. She found herself filling this need by arranging and

composing music for her own choirs. Through her experiences she became a self-taught



composer. In 1993, she was invited to Portland, Oregon to work with a women’s chorus. Aurora

Chorus 1s a non-auditioned 100 voice women’s community chorus which she still directs today.

Discussion of Text

Thus text has two sources and is very dramatic. The first sources is from, Virtutes, literally
“moral virtues.” This is the title of the short statements that are inscribed (usually in Latin) on
the tower bells at the top of ancient churches. Bells that rang were thought to chase away evil
spirits that were believed to hover over rooftops. The ringing was then propelled toward the

heavens as prayers.

The second source 1s from Julian of Norwich who was on her deathbed at the age of 30
when she suddenly recovered and received visions of the Passion of Christ. For the rest of her
life, she meditated, prayed, and wrote on these visions. Julian of Norwich is generally accepted
as the author of the first book known to be written by a woman in English. The impact that her
text displays has crossed the centuries and still speaks to our modern times; “all shall be well,

and all shall be well, and all manner of things shall be well.”

Teaching Methodologies

One technical aspect of the piece that 1s challenging 1s the 6-part division. With 30-35
voices, this requires each musician to be independent and more advanced in terms of hearing the

divisi chords and singing their assigned part accurately.

Additionally this selection provides the opportunity to include a bell choir. The bell

players will support the tintinnabuli style of the choir.



Tintinnabuli 1s a compositional style promoted by the Estonian composer Arvo Part.
Throughout the piece, both the choir and the bells demonstrate this style. This is evident
beginning in measure 22 where a call and response texture starts. The upper soprano starts the
phrase along with the upper alto voices and a measure later the lower voices repeat the same

phrase. This mimics the tolling echo of church bells as they ring in the distance.

This piece is an effective resource when teaching more advanced independent
musicianship skills. The women sing in cluster chords which are more difficult to hear. The
students must be independent with their melody and also with their thythms in the middle section
of this piece. Beginning at measure 40, the composer utilizes the tintinnabuili style to imitate the
ringing of multiple bells. Polyphony demands the singers to be independent musicians and
requires us to work on this skill by layering in the voices 1 — 2 at a tume. This allows the

students to understand how their own part functions within this polyphonic section as a whole.

There are also frequent changes in meter. The changes of meter shift the division of
strong and weak beats in the measures. This can be challenging for younger musicians as they

have to consistently be counting as well as being conscious of the changing word stress.

In addition, this piece calls for a more mature women’s sound. It starts out with a
declamatory cry to the heavens. Even though it was originally written for children’s choir,
provides instantaneous fullness of sound and that timbre supports this passionate text. If I had
younger singers singing this piece, I would want a rather large ensemble (50 +) of voices to
achieve the rich, dramatic sound that this piece needs. As technical aspects are more advanced, I

believe that this selection would be a challenge for most young musicians.



To introduce the various sections in this piece and make it a more successful learning
experience for students, I started teaching this piece at measure 40. It begins in unison, expands
into 2 parts and then into 5 parts. However, it primarily uses the same rhythms and melody that
are passed through each voice. The challenge is that each voice must count correctly to enter at
the right time. Moving through measure 66 to the end, it is essential that students are aware of
the meter changes as well how and where the music divides into three parts and five parts. Once
the students sang that section successfully, I chose to go back to the beginning and work through

the multitude of structural and metric changes that are prominent in this song.

The Latin text should be performed with a full and supported sound. Measure 12
demonstrates contrast and effective text painting as the choir sings mn parallel octaves that are
exposed and raw as they plead to the heavens. The choir continues the Latin text in measure 22

but now there are multiple parts functioning in call and response format.

As the poetry discusses the “driving away the overcast sky”, the voices and bells join as
they seem to push away the clouds. With the change of language in measure 40, the simplistic
writing of the unison “All shall be well” demonstrates the calm and parting of the heavy clouds
that were evident 1n the beginning of the piece. Measure 74 through to the end interweaves the

Latin melody of chaos and anxious feelings with the English message that “All shall be well.”

The Last Rose of Summer
Music: Irish Air
Arranged: Earlene Rentz

Text: Thomas Moore



Earlene Rentz is a contemporary composer and arranger who was born in 1956 in
Georgia. Rentz earned her bachelor’s degree in Music Education from the University of
Montevallo in Alabama and taught at the elementary, junior high and high school levels for seven
years in Habersham County. She then moved on to teach music education students at California
State University-Long Beach, The University of Texas at Austin and Baylor University. Rentz
frequently serves as a speaker and clinician on choral music education techniques. Her clinics
focus on behavior modification techniques and developing supplements for the rehearsal to

support student choral music learning.

Rentz has composed more than 300 secular and sacred choral publications. She writes her
music for a wide variety of ensembles including elementary, middle school, high school and

church choirs for several publishers including Hal Leonard and Shawnee Press.

Discussion of Text

The lyrics were taken from a poem by Irishman Thomas Moore (1779-1852). Written in
1805, it was set to music by Sir John Andrew Stevenson two years later. However, a German
composer by the name of Friedrich von Flotow has erroneously received credit for this song

because he used it in his opera Martha.

Flotow is not well known in the music world and only Martha is regularly performed

th

today. Martha was extremely popular opera in the mid-19™ century and included 7he Last Rose
of Summer. Due to Martha's reasonable popularity, it perpetuated the “Irish air.” Flotow
eliminated the third verse of the song, leading many to believe that the piece only had two

verses. However, even today its popularity endures as this Irish song has been used in several





























































































