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+ obtain a confirmation for your cheir to sing
the Sunday Latin Liturgy at St. Peter’s Basilica,

« arrange a formal concert in Rome as part of
an ongoing concert series.

+ arrange your choir’s participation at the
Papal Audience.
+ take care of all your travel arrangements,

leaving you to concentrate on the musical
mEmmsesle aspects of your tour.

PREVIEW A CHOIR TOUR! Continuing Education Programs for Music Directors

£ 3

MaGNIFIQUE QUEBEC - Montreal and Quebec City OCT. 15-20, 2005 g45% (pivs tax)
Surives oF Mexico - Our Lady of Guadalupe NOV. 04-10, 2005 1,005 (plus tax)
Vienmna, MELK, SavzBurG - Ewropean Masters NOV. 04-1C, 2005 1,205 (pius ta)

GrecoriaN CHant Stupy WEEK N ITaLy JAN. 1g-26, 2006 1,205 fpivs tay}

$

$

$

$
Seans - Barcelona fo Madrid JAN. 30- FEB. 06, 2006 $ 1,205 (alus tar)
EnGLAND - English Cathedral Music FEB. 06~ FEB. 13, 2000 $ 1,195 folus tay)
Eastern BEurorr - Harsaw, Krakow, Prague APR. 20-27, 2006 $ 1,2G5 (plus tax)
Hovy Lanw - Songs of the Scriptures IAN. 0g-18, 2007 3 LOGS (plus tax)
Frawnce - Besr in French Liturgieal Music 3an. 18-25, 2007 $ 1,2G5 {plus ta)
$ 7G5 {plus tax)
InpeanD - Land of Saints and Scholars FEB. 0§~ FEB. 12, 2007 $ 995/5550% (olus ta)

GRrescE - Footsteps of S¢. Paul FEB. 13- 19, 2007 $ 1,195 (alus tax)
Lnjoy these specially designed programs @ substantially rednced rates. Fully refandable from New York when you geturn with your own choir? ‘
*special price by invilation lo directors bringing thely choir within hwo years

Rome, Assist, Varican Crry - Roman Polyphony JAN, 29~ FEB. 05, 2007

PETER’S WAY TOURS INC.

25 South Service Road, Suite 240 Jericho, NY 11753-1065 Visit us at our website at
1-800-443-6018 or 1-800-225-7662 WWW.petersway.com

£ N Fax: 1-614-717-0347

/  Emuail: annette@peterswaysales.com or peter@petersway.com




From the President

How weli do U.S. Catholic teens compare with
their peers from other religious traditions in their
religious beliefs, experiences, and activities? Not so
well, according to the recent National Study of Youth
and Religion (NSYR). Researchers Christian Smith
and Melinda Lundquist have prepared a full report of
the study - Soul Searching: The Religious and Spiritual
Lives of American Teenagers (Oxford University Press,
2005) —and a summary appears in the most recent
issue The CARA Report (Fall 2005). The researchers
interviewed teens in seven religious categories,
including conservative Protestant, mainline Protestant,
Black Protestant, Roman Catholic, Jewish, Latter-Day
Saints, and no religion.

One of the findings that particularly disturbed me
was that just thirty-seven percent of Roman Catholic
teens say that they have ever had an experience of
spiritual worship that was very moving and powerful
{(compared with seventy percent of conservative
Protestant and sixty-four percent of mainline Protestant
youth). Even more troubling perhaps is the finding
that only ten percent of Roman Catholic teens regard
religious faith as extremely important in shaping
daily life {compared with twenty-nine percent of
conservative Protestant and twenty percent of mainline
Protestant youth). I suppose that these numbers bother
me s0 much because, like many adult Catholics,
can fook back to participation in vibrant liturgical
celebrations as one of the primary foundations of a
maturing faith that in turn nourished and informed
daily living.

Since Vatican 1L, liturgical leaders have devoted
considerable effort to promoting the active participation
of the assembly, but it is worth noting that the Council
also called for full participation of the assembly —mind,
body, and spirit. Have we served our communities well,
especially our young people, if we have not helped

them to participate in liturgies that touch their hearts
and draw them into full participation?

Qur sisters and brothers in both evangelical and
mainline Protestant churches are clearly doing a far
better job of involving youth in worship that both
engages them fully —including at the emotional
level—and that has an impact on their daily living.
While Catholic leaders have rightly been concerned
to implement the Church’s liturgical norms, have
we devoted an equal share of attention and effort to
celebrating the rites with joy and wonder, drawing

" participants into an experience of God’s saving

presence and action?

I'm hoping that musicians and other pastoral
ministers will be as disturbed as { am that so few
young people report that they have had powerful
liturgical experiences or see the intimate connection
between their faith and their daily lives. We need to
devote considerable reflection to pastoral strategies
that will address these problems. Yet we cannot afford
to wait for plans and studies but need to take action
now in our parish communities. Sorne of the ways that
pastoral musicians and other worship leaders can make
a difference right now include:

¢ helping children to build a strong liturgical
foundation before they reach adolescence;

o remembering that our assemblies include people
of all ages, especially when we prepare music and
homilies;

s involving adolescents in ministries, including
serving as cantor, singing in the choir, and
playing instruments;

» going beyond our own territory to collaborate
with other pastoral ministers, especially youth
ministers,

The NPM Board of Directors is currently completing
work on a four-year strategic plan entitled “Building
Bridges.” One of the bridges identified by the leaders
of our association reaches toward young people,
involving them more deeply and meaningfully in the
life of the organization. Clearly there is much at stake
here both for NPM and for the Church that we serve.

Pastoral musicians, clergy, and other leaders of
prayer are called to foster the active participation of
the assembly --including youth—in a corporate act of
worship. That active engagement in the liturgy should
open participants to God’s transforming power and
reshape their lives in the image of Christ. The task is
clearly an urgent one.

8.%%%

I. Michael McMahon
President
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Conventions 2006

(Gather in Stamford

June 27-30
StaMmrorD, CONNECTICUT
BuiLpinG BripGes

Particularly in the Colonial era, Ca-
tholicism survived in Connecticut in the
shadow of New England Congregaticnal-
ism. Though the area was under the care
of the Diocese of Boston, it was not until
1834 that a Catholic church was built in
Connecticut—Hartford’s Church of the
Holy Trinity. By the time that the Diocese
of Hartford was established nine years
iater, however, there were about 10,000
Catholics inthe Diocese of Hartford, most
of them in and around RhodeIsland. ltwas
not until 1953 that the Drocese of Bridge-
pott was created to serve Catholics in
Fairfield County, Connecticut. Currently
there are more than 363,000 registered
Catholics in the diocese—{forty-three
percent of the total population.

Twenty-nine families left Wethersfield,
Connecticut, in 1641 to form the town of
Stamford (originally named Rippowam)
on land purchased from Chief Porus
and the local inhabitants for (purport-
edly) twelve coats, twelve hoes, twelve
hatchets, twelve glasses, twelve knives,
four kettles, and four fathoms (twenty-
four feet) of white wampum beads made
from polished shells. The seitlers or their
ancestors had come from Lincolnshire,
England —anareathatsupplied more than
eighty percent of the settlers in New Eng-
land. The townremained strongly English
inheritageand Congregational in religious
practice until Irish Catholic settlers began
arriving in the mid-nineteenth century
with the opening of the railroad. Later
arrivalsincluded Germansin the 1880s. By
theend of the nineteenth century, the town
became known as “lock city,” because the
Yale and Towne Manufacturing Company
was the largest single employer in town.

Curiously, until 1949, there were both a
town and a city of Stamford, more or less
inthesame place. The two finally merged,
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St Patrick Cathedral, New York

and the city’s population grew throughthe
twentieth century, with a strong industrial
base, though, as was the case in many
places, that base declined after World
War II, and Stamford became one of the
bedroom communities for commuters
working in the New York City area.
When NPM comes to Stamford for
the 2006 Eastern Regional Convention,
we will be using the Stamford Marriott
Hotel and Spa as our headquarters hotel;
we will alse be using the Holiday Inn
Select. The major presenters who will
address our convention theme- “Build-
ing Bridges” -are Rev. Eugene F. Lauer,
director of the National Pastoral Life
Center; Paul Inwood, director of music
and liturgy for the Diocese of Portsmouth,
England; Richard P. Gibala, director of
music ministries at the Cathedral of St
Thomas More, Arlington, Virginia; and
members of the Taizé Community.
Musical performances will feature
noontime concerts, including a carillon
concert at First Presbyterian Church and
an organ concert at St. John Episcopal
Church, and there will be an everning
performance on Tuesday by the Stamford
Mendelssohn Choir. The major perfor-
mance day, however, will not be in Stam-
ford butin New York City. On Wednesday

afternoon, the whole convention will be
bused to New York for a performance of
“Sing a Song This Night--Lessons and
Carols for Music Ministry,” produced
by Alan Hommerding and presented at
5t. Paul the Apostle Church, completed
in 1885 and the mother church of the
Paulist Fathers. After dinner on our own,
we will gather for sung evening prayer,
coordinated by Dr. Jennifer Pascual, at St.
Patrick Cathedral, the largest gothic-style
Catholic cathedral in the United States,
which opened its doors in 1879.

in addition to daily prayer, Tuesday
night Taizé Prayer, and Wednesday eve-
ning prayer, wewill celebrate the Eucharist
onThursday evening with Bishop William
E. Lori of the Diocese of Bridgeport, who
will preside and preach.

Other great opportunities in Stamford
will include a Hispanic Ministry Day on
Sunday, June 25, a Musicians’ Retreat on
Tuesday, June 27, and special pre-con-
vention Music Educator Workshops on
Monday evening and Tuesday morning
with Donna Kinsey, Paul Tate, and Deanne
Light.

Gather in Grand Rapids

Jury 18-21
GraAND Rarins, MICHIGAN
SinG A New Worwp

Thearealaterknownas the Grand River
Valley has been inhabited for more than
2,000 years. Some of the first Europeansto
travel through the area that would become
Michigan were the Jesuits Isaac jogues
and Charles Ramoaut, who preached to
the Chippewas in 1641, and fur traders.
The fledgling United States surveyed the
area as part of the Northwest Territory,
but European immigrants did not begin
to settle in the Grand Rapids region until
the 1820s (when the rapids were much
“grander” —higher —than they are today).
Expanding around anoriginal fur-trading
center, Grand Rapids became a village in
1838. By the mid-nineteenth century, the
town was a lumber and woodworking
center, known as “America’s furniture
capital” in the 1880s. {Atone point, Grand
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the Diocese of Detroit was established,
Father Frederic Baraga celebrated the
first Mass for Catholics in what would
soon become Grand Rapids, and the first
parish in the area--St. Mary Mission,
which would soon become St. Andrew
Parish—was formed. The Diocese of Sault
Sainte Marie (later Marquette) was created
in 1857, and the Diocese of Grand Rapids
followed in 1882.

Grand Rapidsisnow thesecond-largest
city in Michigan. For the NPM Central e-
gional Convention, cur headquartershotel
will be the Amway Grand Plaza Hotel,
which incorporates the historic Pantlind
Hotel, built in 1913. Our keynote speaker,
introducing the convention theme “Sing
a New World,” will be Bishop Ricardo
Ramirez, csn, of the Diocese of Las Cru-
ces, New Mexico. Other plenum speakers

b e L include Dr John Witvliet, director of the
Grand Rapids skyline. Photo by Brian Keily courtesy of the Grand Rapids/Kent County Convention and Visitors Calvin Institute for Christian WO].‘Ship and
Bureau.

associate professor of music and worship
at Calvin College and Calvin Theological
Rapids was home to forty-four furniture  gancentered onDetroit, occasionalservic-  Seminary in Grand Rapids; Dr. Elaine
companies.) eswere provided to Catholicsthroughout  Rendler-McQueeney, assistant professor

While the Catholic presence in Michi-  thestate.In1833, forexample, theyearthat  of music theory at George Mason Univer-

“Ours is a singing faith
All thanks to God be sung
By people here both far and near

In every land and tongue”
fane Parker Huber

Your contribution to the NPM Annual Fund

helps strengthen and support:

€ Annual conventions € Scholarships for future
& Colloguia leaders

@ Certification programs @ Publications

@ [nstitutes & And much, much more!

Federal employees may support the NPM Annual Fund
thraugh the Combined Federal Campaign. Please |
use designation number 0836.

Please send your tax-deductible gift to:

The NPM Annual Fund
PO Box 4207
Stlver Spring, MD 20910-4207




sity, Farifax, Virginia; and Rev. j.-Glenn
Murray, 51, presbyter of the Diocese of
Cleveland and director of the diocesan
Office for Pastoral Liturgy.

Some of the performances at this
convention will take place at two historic
churches: the Catholic Cathedral of St.
Andrew, a continuation of Father Baraga’s
first mission —the current building was
opened in 1875—and LaGrave Avenue
Christian Reformed Church, formed by
Dutch immigrants as the Fourth Holland
Christian Reformed Church in 1887, with
a sanctuary built in the 1950s, when the
commumnity madeacommitment toremain
in downtown Grand Rapids when other
churches were relocating to the suburbs.

Performances include “Sing a Song
This Night: Lessons and Carols for Music
Ministry,” produced by Alan Hommerd-
ing; the medieval chant tric Vox Angelica,
who specialize in the music of Hildegard
of Bingen; the fourteen-member handbell
ensemble Embellish; Chicago’s Harmony,
Hope, and Healing Choir, directed by
Marge Nykaza —acreativermusic program
which strives to provide meaningfui
enrichiment opportunities to clients from
various sheiters and community outreach
programsin Chicago; the Holy Cross/IHM
Marimba Ensemble (which was such a
big hit at the 2005 National Convention
in Milwaukee); an organ concert by Jen-
nifer Pascual and Lynn Trapp, members
of the Liturgical Organists’ Consortium; a
performanceby the Grand Rapids Catholic
Central High Schoot Choir, directed by
Dennis Rybicki; and an African American
Festival directed by fames Abbington.

Sacramento from the Riverwalk
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There will also be a theatre organ recital
at the Van Andel Museum Center at noon
on Thursday.

Opportunities for prayerinciude Taizé
Prayer on Tuesday night, daily moming
prayer, ecumenical evening prayer on
Thursday, and the convention Eucharist
on Wednesday at the Cathedral of St
Andrew.

Pre-convention events include a His-
panic Ministry Day on Saturday, July 15;
aMusicians’ Retreat with Rev. James Mar-
chionda, op, and Sister Ann Willits, or, on
Tuesday morning; and Music Education
Workshops with Michael and Jill Gallina
and Sister Patricia Giljum, cs].

Gather in Sacramento

Avgust 1-4

SacrameNTo, CALIFORNIA
“Wuar You Have RECEIVED,
GIve As A GIer” (Marreew 10:8)

Although Father JuniperaSerrastarted
the first Franciscan mission in California
in 1769 {following some earlier work by
Jesuitmissionaries), Spanish explorers did
not reach this area of Northern California
until the early nineteenth century, when
Gabriel Moraga named the area and the
river for the Blessed Sacrament. And it was
not until 1850 that the first Mass was cel-
ebrated in Northern California: On August
10ofthat year, Father Peter Augustine, o,
gathered a group of Catholics at a private
home in Sacramento. Until 1860, when
the vicariate of Marysville was created to

serve Catholicsin Northern Californiaand
most of Nevada, Sacramento remained
a mission of the Church of St. Francis in
San Francisco. Marysville was replaced
by the Diccese of Grass Valley in 1868,
and the new Diocese of Sacramento was
created in 1886. Patrick Manogue, who
had served as the second bishop of Grass
Valley, became the founding bishop of
Sacramento. (Fe had earlier been a gold
miner--trying to earn money to study
for the priesthood in Paris-~and a priest
caring for miners working the Comstock
Lode in Nevada.)

Blessed Sacrament Cathedral, built by
Bishop Manogue one block from the state
capitol, is in the historic center of the city
which grew from a fort built by Johann
Augustus Sutter in 1840 (the same Sut-
ter whose mill, fifty miles from the fort,
became the heart of the California Gold
Rush in 1848), After a recent renovation
to restore its beauty, the Cathedral was
justre-opened to the publicon November
20.

Our headquarters in Sacramento will
be the Radisson Hotel Sacramento, a spe-
cial site with its own lagoon, about four
miles from Old Sacramento. One of the
highlights of the convention will be an
evening at Blessed Sacrament Cathedral
that will include evening prayer, the NPM
Awards Dinner in Cathedral Hall, and
“lazz atthe Cathedral,” a performance that
celebrates the tradition of using jazz and
Gospel-style music in Cathedral liturgies
during Sacramento’s annual jazz festival.
The event features the Jazz Jubilee Festival
Choir and some of the finest professional
musicians in the area.

David Haas will be our keynote speak-
er, introducing our convention theme on
Tuesday, August 1. Other plenum speakers
include BishopJaime Sotc of the Diocese of
Orange, California; Sister Suzanne Toolan,
rsM, composer and staff member at the
Mercy Center in Burlingame, California;
and Monsignor Ray East, presbyter of the
Archdiocese of Washington, DC, where
he serves as director of the Office of Black
Catholics, vicar for evangelization, and
pastor of St. Teresa of Avila Parish.

In addition to the special Tuesday
evening at Blessed Sacrament Cathedral,
performances during the Western Re-
gional Convention will include “Sung
Rosary” by Bob Hurd; “The Biblical Way
of the Cross” by David Haas; “Pananam-
palatayang Handog,” an exploration of
Filipino popular devotions; and a Hispanic
Festival of Music.

Qur prayer together is centered on
the Convention Eucharist on Wednesday
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evening, with Bishop William K. Weigand
of Sacramento as the ordained presider
and Msgr. Ray East as homilist. Other
prayer times include evening prayer at
the Cathedral, morning prayer, and Taizé
Prayer on Thursday night.

We will be offering a special Hispanic
Ministry Day onSunday, July 30, and pre-
convention Music Educators’ Workshops
with Sister Teresita Espinosa, csj, Mark
Friedman, and Janet Vogt are scheduled
for Monday and Tuesday, July 31 and
August 1. There will also be a Musicians’
Retreat with Jeanne Cotter on Tuesday
morning.

Late-Night Expo

Yep, it's back! The very popular late-
night expoe is part of all three convention
schedules for 2006. In addition to regular
exhibithours, the convention exhibits will
be open from 10:00 pm to midnight on
June 29 in Stamford, on July 18 in Grand
Rapids, and on August 1 in Sacramento.

Brochures and Gnline
Registration

Full brochures for the 2006 NPM Re-
gional Conventions will be mailed to all
members in January, and details will be
posted on the NPM website: www.npm.
org. You may also register easily online;
we have a secure siie.

2006 Institutes

0ld and New Friends

Our most popular summer institutes
will be returning in 2006 —those for can-
tors, choir directors, guitarists and en-
sembledirectors, musicwith children, and
pastoral liturgy. There will also be a new
institute that weaves together resources
for organists and vocal directors. Watch
for more details in the February-March
issue of Pastoral Music and on the website:
www.npm.org. Detailed brochures willbe
available early in 2006.

Members Update

Church-Related Music Ministry
Associations Meet

Representatives of music ministry as-
sociations from seven denominations met
at Calvin College in Grand Rapids, Michi-
gan, October 1719, 2005. The thirty-five
participants represented American Bap-

8

tists, Episcopalians, Lutherans (ELCA),
United Methodists, Presbyterians, Roman
Catholics, and the United Churchof Christ
as well as the Arrerican Guild of Organ-
ists. The purpose of the conference was to
explore jssues that are common among ail
the denominations: church life and mis-
sion, the role of musicians, the impact of
cultural shifts, the formationof church mu-
siclans, and repertoire. Short presentations
on these topics were followed by lively
discussion in small groups. (Read one of
those presentations on page eleven of this
issue.) Prayer at the conference wasled by
the various denominational groups, each
highlighting its own worship practices.

At the end of the meeting the del-
egates decided to form a network of
the organizations that will continue the
dialogue and consider the possibilities
for joint activities. The executive direc-
tors and elected leaders of the groups
will consider and plan for the next steps.

INPM was represented by seven mem-
bers: Jean McLaughlin, James Savage,
Charles Gardner, and Michael Connolly
of the NPM Board of Directors; Joanne
Werner, DMMD President; Paul Colioton,
NPM Director of Continuing Education;
and J. Michael McMahon, NPM Presi-
dent.

The conference was supported by a
grant from the Calvin Institute of Christian
Worship, based at Calvin College. The
institute promotes scholarly study of the
theology, history, and practice of Christian
Worship.

This report was prepared by Dr. Michael
Conitolly.

Photo Apology

We extend a belated apology to Li-

sette Christensen for the way her photo
appeared on the cover of the August-
September issue of Pastoral Music. The
background of the photo was washed out
because of problems with new software
used to preparethatissue. Here'sasmaller
version of her beautiful picture.

Premiére

On Sunday, October 16, at New York’s
St. Patrick Cathedral, Lynn Trapp per-
formed the premiére of a work that he
had been commissioned to compose for a
new recording tobe madeat the cathedral.
Cardinal Egan and the music ministry of
St. Patrick had commissioned Dr. Trapp
to compose the piece for a new chantand
organ CD. The Cardinal was given several
chants from which to choose the basis
of the organ work, and he selected the
Exsultet chant. Images of the Exsultet Chant
of the Great Paschal Vigil is a seven-minute
work which depicts the ritual, environ-
ment, and chant experienced during the
opening service of light in the Easter Vigil
of the Roman Rite. The work is published
by World Library Publications.

Meetings & Reports

National Meeting of Diocesan
Liturgical Commissions

The annual Natjonal Meeting of Di-
ocesan Liturgical Commissions gathered
147 delegates from 91 dioceses in Buffalo,
New York, October 11-15. The meeting,
jointly sponsored by the Federation of
Liturgical Commissions (FDLC) and the
U.S. Catholic Conference’s Bishops' Com-
mittee on the Liturgy (BCL), focused on
“sacred time” with the theme “All Time
and Seascns Belong to Christ.”

The major speakers offered insights
intoaspects of sacred time and itsrelation-
ship toliturgy. Liturgical language expert
Gail Ramshaw explored how the Sunday
gathering is transformed through Christ’s
presence in Scripture and the language of
liturgy. Gary Eberle took ananthropologi-
cal look at sacred time through the struc-
ture of the Roman Catholic celebration
of Eucharist. The seasons of the liturgical
calendar were examined by David Philip-
part in light of appropriate environment
and art. The final presentation by Dom
JohnEudes Bambergerlooked at the work
of liturgy as it entails a discovery of the
transcendent realities conveyed in words
andimages. Excerpts of theaddresses will
be posted on the FDLC web site (www.
fdlc.org).
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In the course of the meeting the Fed-
eration presented its annual Frederick R.
McManus Award for pastoral liturgy to
liturgical designer and consultant Rob-
ert Rambusch. Mr. Rambusch’s work in
the liturgical renewal spans more than
sixty years. In accepting the award, Mr.
Rambusch paid tribute to the numerous
personsand organizations involved in the
reform of the liturgy in the United States.
The complete text of Mr. Rambusch’s re-
marks is available on the FDLC web site
(www.idic.org).

During the meeting the diocesan del-
egates adopted four position statements.
Three were formulated during FDLC
regional meetings earkier this year; the
fourth was formed during the meeting
and presented by the FDLC Execative
Comunittee.

In light of the frequent clustering or
closing of parishes, delegates asked the
BCL and the FDLC Eucharist and Li-
turgical Year Committee to identify and
develop “pastoral tools, strategies, and
resources . . . to assist bishops, diocesan
offices of worship, priests, parish staffs,
and parish worship commissions in deal-
ing with ministerial and liturgical issues
hatresultfrom clusterings, mergings, and
closures of parishes or even loss through
natural disasters in order to provide a
pastoral response to the needs of our as-
semblies and an authentic respect for the
Church’s liturgical traditions.”

They also asked formore support from
the Bishops’ Committeé on the Liturgy for
Communion under bothkinds, particular-
Iy to “invite and actively promote the full
implemenzation of the lay faithful sharing
in the fullness of Commurion through the
reception of the Precious Blood.” Oneway
to do this, described in another position
statement, is by providing a “question/
answer tool to assist bishops, priests,
deacons, seminarians, and liturgists in
educating the laity, pastors, and pastoral
leaders on the importance and practice of
Communion from the Cup in order that
Holy Communion from the Cup be offered
to the assembly at all regularly scheduled
Masses.”

Finally, the voting participants ap-
proved a statement drafted by the FDLC
Executive Committee which strongly
urged the BCL “to continue to explore
with the Congregation for Divine Worship
and Discipline of the Sacraments and the
Congregation for the Doctrine of the Faith
alternate pastoral approaches regarding
reception of Holy Communion for those
peoplesuffering from Celiac Sprue disease
who are totally gluten intolerant.”
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| The National Association of Pastoral Musicians (NPM) fosters the art of musical

- work in the areas of professional concerns, certification, ongoing education, and
¢ conmununications.

The DMMD has created a network of support, education, and attention to profes- é

. meet during educational opportunities at NPM conventions and colloquia and at

- Musicians addresses the unique needs of current NPM members (see below); em-
- ployed in a position from which one derives primary income from church music

| staff; parish music teacher; or some combination of these positions). Membership

 hitp://www.npm.org/Sections/DMMD/membership.htm. Or phone the National
' Office: (240) 247-3000.

Benefits of Membership

. % Participation in the DMMD certification program, leading to the designation

- % Direct election of the DMMID Board of Directors.
| % Participation as members on DMMD Board Committees. i
.+ Participation in the development of position statements and publications per-

% Express registration and DMMD badge at all NPM national conventions.
. < Participation in advanced-level professional programs at NPM national and

% Listing in the DMMD Membership Directory published on the DMMD pass-
. % Participation in a united voice for advocacy through networking and liaison

- DMMD membership dues are $20.00 per year in addition to annual membership
. in NPM (membership fees are explained on the application form).

 articles of the Code are found on the NPM website; the complete text is also avail-
. able from the NPM National Office.

National Association of Pastoral Musicians

Director of |

liturgy. Its Director of Music Ministries Division (DMMD) reaches out to all those
who work as music directors, music and liturgy directors, and those with similar |
titles and duties to meet their needs in a specialized way. We do this through our

sional concerns for all who are directors of music ministry in the church. Members
special member meetings at national and regional conventions.

The Director of Music Ministries Division of the National Association of Pastoral

employment, or in a pastoral music and liturgy position, or in a combination of
positions (i.e., parish, diocesan, seminary, or religious community music/liturgy

is also open to all ordained clergy. To apply for membership, please read the
membership description and download the application form at the NPM website:

Certified Directar of Music Ministries. The USCCB-approved DMMD certification
program is open to all members of DMMD and focuses on the musical, liturgical,
pastoral, and organizational aspects of the work of a director of music minis-
tries. Members are encouraged to explore this program further by requesting
an application packet from the NPM National Office.

tinent ta the DMMD membership. Publications developed or approved by the
Professional Concerns and Education committees include: An NPM Workbook:
Job Descriptions, Contracts, Salary; Hiring a Director of Music: A Hundbook and
Guide; Qualifications for a Director of Music Ministries; and The Director of Music ;
Ministries in the Parish: Work and Remuneration,

regional conventions.

word-protected site on the NPM web page (www.npm.org).
% The DMMD quarterly newsletter Praxis.

with AGO,CRCCM, ADDM, FDLC, BCL, CG, NACPA, and others.

Al DMMD members must agree to uphold the NPM/DMMD Code of Ethics. The

More information at http://www.npm.org/Sections/DMMD/index.htm.
Or phone (240} 247-3000. '
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BY LORRAINE 5.

BRUGH

tmay be easier toaddress this question
by imagining its antithesis: a church’s
Llife and mission without music. Con-
sider for a moment a gathering for wor-
ship, the entrance of the ministers, and the
reverence of the moment without music.
Consider gathering around the table to
receive the gifts of Christ’s Body and Blood
without music. Consider the blessing and
sending back into our daily life at theend
of worship withoutmusic. It would beeasy
just to answer the question by affirming
that certainly music is integral to church
life and mission and sit down. Perhaps I
should, However, since [ have the time,
I'{l share with you some reflections I've
made over the past week.

I believe that we can't imagine any
of these things I have described. We
can't imagine them because they simply
couldn’t be. Music connects us in com-
munity, binds us as the Christian family,
connects worship with the rest of life.
“Glue” is a word that comes to mind
when I try to imagine the role of music in
a church’s life. We would become literally
unglued without it, because we would no
longer have ourbindings. Music connects
us to each other, places us in relation to
our Creator, accompanies our actions in
worship, proclaims the Gospel among us.
Itdoesall of these things while carrying the
words of God into our assembly, literally
putting those words in our mouths.

Music is 50 like proclamation of the
Word because both exist through time
and presume a community to speak or

Dr. Lorraine S. Brugh is the Frederick .
Kruse Organ Fellow, an associate professor
of music, university organist, director of
chapel music, and director of the Institute
of Liturgical Studies Center for the Arts at
Valparaiso University in Valparaiso, Indi-
ana. This article is based on her presenta-
tion at the Church-Related Music Ministry
Associations Conference at Calvin College
for Christian Worship in Grand Rapids,
October 1718, 2005 (seg the report on page
eight). Used with permission.

A “ 2

NPM participants in the Church-Related Music
Ministries Association Conference included
(seated) Ms. Jeans McLaughlin and Ms. Joanne
Werner; (standing} Dr. Michael Connolly, Rev. Dr.
Paui Colloton, or, Mr. Charlie Gardner, Tir. James
Savage, and D, J. Michael McMahon.

sing and listen. Word and music are a pair
that co-exists in the Christian assembly,
creating dialogues between leader and
congregation, cantor and congregation,
chotrand congregation. No other art form
does this like music, Visual art enhances
a space and can also proclaim the Word,
but it does not engage a community’s
participation like music. Drama and
dance, too, can enrich and diversify our
worship experience, giving it fresh mean-
ing and a new presentation. But these arts
seldom engage us as participants as fully
as the music of a congregational hymn or
sung response. Music is integral because
it builds up what the community does;
singing together makes the community
into the community. It is integral because
it forms the community through its com-
mon work: the church’s liturgy.

If music were not integral to the
church’s life and mission, would there
not also be other musical voids outside
of worship itself? What would we do on
that night we wake full of fear and can’t
return to sleep? What would we draw on
for comfort during that visit to our dying
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friend, when there arenowordsleft tosay?
What about that moment of joy we want
to share with that young child who has
been baptized? These moments, too, are
filled from the church’s music. Without
it, these would be empty spaces in our
lives.

Integral Means Primary

Integral means primary, notsecondary.
Something thatis integral isnota warm-up
for the main event; it is the main event.
It is not a way to cover an uncomfortable
silence; it is its own communication. 1t

"is not entertaining; it is engaging. Music

engages usatmultiplelevels —at thelevel
of our senses, for sure, but also at the level
of ourspirit, curemotions, and our psyche.
Music reaches our hard hearts, our tired
minds, our weak spirits, and our wounded
psyches. If the church were a self-help
organization, we could claim music’s
purpose to improve all of these things in
us. The better news is that these benefits
are still by-products of music’s function
in the Christian assembly. Music draws
us into the church’s life and mission by
engaging us in proclaiming and receiving
God's Word for us. As we sing together,
we embody God’s Word to us in this place
at this time.

Last Saturday evening I sat in the
Chape! of the Resurrection at Valparaiso
University to listentoan orchestra concert.
Since the university lacks a concert hall,
the chapel serves as the worship space for
our nine services a week and also doubles
as our auditorium for Music Department
concerts. As I listened to the orchestral
waorks of Schubert, Mozart, and Bernstein
in the space where  worship daily, | tried
te imagine this room without music.
1 couldn’t do it; in fact, as the evening
progressed, the music almost tock on its
own sense of worship, The backdrop for
the orchestra was the large Image of the
victorious Christ, lit at night, observable
from every seat. Music gave the room
meaning, even thoughwe weren'tengaged
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inwaorship. How muchmoresodoesmusic
infuse the worship gathering with its life
mission and meaning?

Is music integral to your life and mis-
sion? Integral to your own deepest sense
of who you are and who God called you
to be in baptism? By your presence at this
conference, 1 think I am safe in assuming
that you are answering with a yes. Re-
member, then, these words of Paul from
1 Corinthians: “Do younotknow that you
are the body of Christ, and individually
members of it?” Qur call as the church’s
musicians is to expose our baptismal
identity within the body of Christ. As we
assent to that call, we are also witnessing
to God’s work among us as the body of
Christ. We are witnessing to our own
place in the church’s mission as leaders
for others into these great gifts of God.
We are staking our claim on the belief that
there is something so important going on
in the church’s music that we will develop
and hone our own gifts for that service
leadership.

My guessis that we areherebecause we
believe that but are often too timid or lack-
ing in courage to admit it. Maybe we've

parish ministrye

GAPMD

@ Beginning with the January 2006 issue, Rite
is doubling in size to become an even better
resource for parish leaders and all who love
the liturgy. Each full-color issue will have

32 pages. They will foliow the course of the
liturgical year to provide guidance for liturgy
preparation, faith formation, liturgical art
and architecture, and the many areas of

BE SURE TO CHECK OUT
THE WEBSITE FOR Rite AT
WWW.RITEMAGAZINE.ORG

been beaten down by others’ criticism of
our work or our own self-doubt. Maybe
we've let our own gifts wither because
there seems to be so much urgency around
us. Deep within us, though, we have been
motivated to come this far today. Lets
take it as a sign of encouragement to one
another that we are all here. Through our
times of discouragement we have not yet
given up. We are still taking time away
from our busy lives to consider these
important questions of our church’s life
and mission.

Integral to My Life

As we prepare to move into our dis-
cussions on this question, I'll share with
you a personal, embarrassing example of
music’s integral nature to my ownlife and
mission. One beautiful summer morning
this past July, I was praying on the deck
of a cottage my brother owns in northern
Wisconsin. Jhad been struggling withmy
selfish desires and was feeling depressed
that 1 was so far from desiring God. As
I prayed, a song just came wandering
through my head, as often happens. It

was actually just the line: “You alone are
my heart’s desire, and 1 long to wirship
you.” I couldn’t even recail initially what
the hymn was or how [ knew it. About
the same time I remembered what the
hymn was, though, Iremembered [ didn't
even like it! The reason I knew this hymn
was that ] attend our weekly Praise Band
service in the chapel. It is not my favorite
service, but it is a part of the commu-
nity with whom I worship, and 1 attend
regularly. Sure enough, we had sung
that hymn there quite a bit last year, and
now here it had popped up in the middle
on the wilderness of the Northwoods at
the moment I needed it. I didn’t need to
remember it consciously or even like it,
Music had worked in me to bring God’s
word of healing for my life and mission,
allowing me to refurn again to my work
in the church. That's how integral it is.

Paul,. in his letter to the Philippians,
reminds us how important it is tokeep fo-
cused on the central and important nature
of worship: “If thereis any encouragement
in Churist, if there is any excellence, and if
there is anything worthy of praise, think.
about these things.” Let’s do that.

PHONE: 800-933-1800
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"BY ROB STRUSINSKI

s

remember pulling to the side of the
i'Oaci years ago to record Paul Simon’s
precise words describing Graceland,
" his Jandmark album fusing African mu-
‘sic with his inimitable pop/rock genius.
“Wheh we sing in someone else’s lan-
“girage,” he said, “our experience of God
becorries bigger. Our mother-tongue God
‘{stdosmall” I've never forgotten that wis~
dom;, and now after living for two yearsin
Japanand growing ina voice very foreign
‘from my dotted, previous multi-cultural
-attempts, my experience of God-—and
Church—has indeed become bigger.
5t The postconciliarliturgical life inJapan
is a microcosm (or better yet a blip) of the
‘global Church, offering a unique perspec-
:tive on how one culture, far removed
“from the Buro-centered Church in the
* Americas, has approached acculturation
-and the challenges of the vernacular. The
_year 2005 marks the twenty-fifth anni-
. versary of the implementation of Japan’s
national hymnal, Tenreiseika. In the 1970s,
he Japanese bishops named Saburo
‘Takata (1913-2000), anestablished, highly
espected composer and teacher, to lead
n'shaping the voice of the Church, and
hiswork hasendured for at least a quarter
facentury. Takata-sensei’s hymnal grew
- froin a psalter project begun in the early
70s under the direction of the Trappistsin
Hokkaido. What came outof this monastic
ommunity in Japars far north was a seed-
‘bed of sounds which would singularly
-become the voice of a new generation.
0 this day, Tenreiseika continues to be the
p nc1pa1 repertoire of parishes from the

ip of Japan’s North Sea to the end of the
Okinawa Islands-—~roughly the span of
California with ten times its population.
Since Japan is a country whose
emographic is less than cne percent

My, Rob Strusinski is the director of
hapel riusic and the Liturgical Choir at the
iversity of St. Thomas in St. Paul, Min-
ota. Fram 2003 to 2005 he was visiting
ssociafe professor at Osakn Gakuin Univer-
v it Osaka, Japan,
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istian, in which Catholics ac-
count for only a fraction of that
demographic (456,000 people),
the opportunity exists for a ho-
mogeneity unthinkable in the
United States, Whereas Sundays
in the Los Angeles Archdiocese
finds Mass celebrated in forty
languages, the Catholic commu-
nity injapan primarily represents
fiveorsixlanguages: asmattering
of English, Tagalog, Portuguese, Korean,
and Spanish in addition to the Japanese
vernacular.

A Changing, International
Church

It is worth noting, however, that the
face of the Church in Japan is changing
radically due to the influx of immigrants
to offset Japan's aging workforce and
declining birthrate. For the first time in
Catholicism’s 450-year history in Japan
(5t. Francis Xavier received permission
to preach Christianity in Japan in 1549),
there are more immigrant Catholics in
Japan’s sixteen dioceses and 800 mostly
very small parishes than there are native
Catholics.

And a majority of the native Catholics
are converts, Inmy parish (Ibaraki Catho-
lic Church between Osaka and Kyoto), 1
would estimate that less than one-third
wete baptized into the CatholicChurch as
infants. Passionist Father Augustine Kunii,
a liturgical scholar from Tokyo, explains
that in many places foreign Catholics are
the “life and joy” of the Church in Japan,
especiatly inthe countryside wheremany
large factoriesexistsuchas Toyota. He feels
the vibrancy of musicand style they bring
to liturgy is a positive, magnetic energy
not only to parish worship but also to
the very fabric of parish community life,
(I can attest to the sumptuous Filipino
potlucks after the English Masses and at
Christmas and Easter—a feast to satisfy
any sushi-laden diet to be sure!)

QOur spirited bimonthly English

.gnatius»c urch, Tokys

Masses, led by Filipino musicians, use
words-only sheets with the acclamations -
and Lord’s Prayer sung in Tagalog, various
Filipino songs, and examples of English-
language music that range from Joe Wise's
“Take QOur Bread” and Carey Landry’s
“Hail Mary” to titles that are somewhat
more recent. In fact, at an international
Mass on Pentecost Sunday in Tokyo, the
music included compositions by Haas,
Haugen, and Joncas—all sung beautifully.
(After that Mass, 1 went to the choir loft
to express my appreciation, since { had
noticed that the music director was non-
Japanese. When I introduced myself, he
responded: “Rob Strusinski, I know who
you are!” Excitedly he introduced me to
some of the singers, explaining: “This is
Rob Strusinski, whose name is on the mu-
sic. David Haas dedicated the piece[“Send
Us Your Spirit”] to him!” It turns out that
this director’s older sister was a student
in my Liturgical Choir in Minnesota.)

Influence of Tenreiseika

But in spite of the gradual immigrant
influence {(and exceptions suchas the fesuit
St. Ignatius Church of Sophia University,
which uses the hardbound third volume
of Giory and Praise plus their own com-
piled hymnal), Japan’s parish repertoire
is Tenreiseika. Parishes also use a weekly
published leaflet with readings plus music
for the psalm, Gospel acclamation (usu-
aily sung by all), and intercessions. Only
recently my parish instituted the ministry
of cantor; previously, the entire psalm
was sung enthusiastically by everyone.
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Strong in Faith
The first CD from the Voices As
One® Volume 2 Contemporary
Hymnal collection, produced by
Ed Bolduc. Features 20 songs
from the new hymnal, ideal for
listening in the car or at home,
Bl for youth group
gatherings, for
service project
days, or for teen
nights.
0F7301 ........... $17.00
Song Listing:
You're Worthy of My Praise (Ruis)
Every Move | Make (Ruis)
Trading My Sorrows {Evans}
God of Wenders (Byrd/Hindalong)
Here 1 Am 1o Worship (Hughes)
Thanks and Praise (Angotty/Botduc}
Your Grace 1s Enough (Maher)
Strong in Faith {(Bolduc)
Let Everything That Has Breath
{Redman)
Testily o Love (Field/Pool/
Van Manen/Riekerk}
{ See You (Mullins}
Forever (Tomlin)
In the Shelter of Your Arms
(Yackley}
Blessed Be Your Name (Redman}
Great God (Wilding)
Better Is One Day (Redman)
One Faith (Talbot)
God Is (Rose)
Freedom Reigns (Larson)
We Will Testily (Gleason)

BUY 2, GET 1 FREE™

* Buy Vioices As One*Volume 2 Assembly Edition/Hymnal and get the same number of copies of
Voices As OneVolume 1 Assembly Edition/Hymnal ABSOLUTELY FREE!

Call
1-800-566-6150
to order!

Hurry! Special offer
for NPM Members!

Lk

World Library Publications
3708 River Road, Suite 400
Franklin Park, Illinois
601312158

800-366-6130

www.wilpmusic.com

» More than 200 songs, including 20 of
the top 25 Contemporary Christian
songs as reported by CCLI, the
largest Christian licensing agency.

o will complement Voices As One®
Volume 1 or any hymnal or missal
you have in your pews

« introduces the new Mass of Celebration
by Ed Bolduc!

The assembly edition includes all 200 new
songs in a 6 x 9 size to match Volume 1 and
easily fit into hymnal racks.

006691 Assembly Edition/Hyrminal
1-99copies ....iiiiain s $4.95 each
100 ormore copies .. .......... /52,95 each

The Guitar Edition and the Vocal Harmony
Edition both contain all vocal harmony
and guitar chords.

The spiral-bound Guitar Edition (006692}
is designed to lie flat on 2 music stand.
006692 8% x 11 Guitar Edition .. ... $39.95
The Vocal Harmeny Edition (006693)

is sized and perfect-bound for ease of use
by vocal ensembles or even entire small

assetnblies.

006693 7 x 10 Vocal Harmony Edition

1-24 coples ... .. e $10.95 each
25 0rmore copies .. ... ..58.95

Also available:
006690 Keyboard Edition .. ........ $49.95
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exceptions of beautiful, melodic writing, e e e S st &L= e
but in generai his musicis fundamentally e = ; S
simple and pure, structuratly sound i€ not Haa—= BN P F =
somewhat sober. — v - O R BolmnE T

The earliest musicsung in the vernacu- P e wm“—h WP -
lar after Vatican I consisted largely of Eu- TS SRR === S i
ropean hymn tunes, Caecilian melodies, p—— T T s e w0
and Gregorian chants and psaims tones in
transiation. The result was abody of music L s e S
unsuited to the nature of the Japanese lan- %@AJ e e e R T
guage. Takata-sensei’s point of departure, s - w - o . e e w - om
in contrast to these other compositions, woom e e
considered placement of important Japa- F o —— _ﬁn—? ; ey
nese words, phrasing, and natural word v ; “:E;"&;. i e ——
accent (“Ka-mi” vs. “Do-mi-num”, e. g., . B - om - e oo st ~tiz -
the Japanese and Latin words for “Lord”) e = e e m—— e
as both fundamental and functional. F ‘ =3 R ==

Thirty years ago, the Catholic Church e o woe woombemme M-
in the United States enjoyed the gifts of
composers like Omer Westendorf and LB — P
Alexander Peloquin plus the imported RHiseni—s 2 AT 5 _"ﬂx_:::: = :
and transtated works of giants like Lucien Yow S - ' T )
Deiss and Jan Vermuist, but in its own B: i d}\m o ¢ oo™
way Takata's creative genius is far more é’; : V_, = == u?:?p‘P = dwgzmmw ]
pervasive and enduring in Japan than the si - ot - o, e
worksof any composers used in the United T T — PP e
States. {Of course, a nod must also go to =L == == £ =
the sparks set off by America’s Dameans, o a . © e
5t. Louis Jesuits, and a very early Michael Example two: “Maria Mater”
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Examples three and four: Kyrie (top) and part of the Sanctus (bottom): “Hosannal Blessed is he who comes

in the name of the Lord.”

repertoire list for Japan’s amazingly high-
jevel annual choral competitions. Some of
these profound miniatures show distinct
Buddhist/Shinto influences wedded to
contemporary, Western classical styles. In
“Salve Mater Misericordia” (exampleone},
the pentatonic do-re-mi (flat)-sol-la (c-d-e
flat-g-a) sonority can be found in ancient
melodies associated with rice-planting
ceremonies (“minmyou”) or songs that
Japanese merchants sang as they carried
bamboo polesladen with their wares (“fake
ya saodake” ).

“Maria Mater” {example two), on the
other hand, features ornaments on the
words “Maria clementiae” and “mortis”
whichare characteristicof Buddhist cantil-
Jations but also recall Eastern Orthodox
chants. Tt is difficult to notate the exact
rhythnic values due to the vocal flexibility
and color required to give this work stylis-
ticaccuracy withasomewhat pharyngeal,
nasal cotor. In addition to ornaments, the
unresolved cadences employ the added
major second characteristic sound of the
“shohichiriki,” a double reed instrument
used in traditional Shinto worship.

“Assumptaest Maria” isastately motet
ending with a wonderfully acclamatory
Alleluin related to traditional “gagakt,”
Japanese imperial household music dat-
ing back a millennium. These influences,
seemingly somber, very traditional, even
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stuffy or “old fashioned,” are perpetuated
in the service music and acclamations still
sung today (examples three and four).

Congregational Singing and
Musical Leadership

By Westernstandards thatwouldjudge
this repertoire staid or unexciting, it is a
marvel that Japanese parishes, by and
large, would have such good assembly
singing, but they do. Another striking
contrastwith typical parishesin the North
American Catholic Church is the almost
total lack of a professional music ministry.
With the impressive quality of congre-
gational participation, one would think
that there would be a network of highly
trained and paid musicians, but there are
few if any paid and no formal, full-time
career pastoral musicians. Nor is there
a publishing effort which compensates
liturgical composers. There is, however, a
smali nascens movementof compositional
activity which could change the future
climate, if leadership comes forth and if
it becomes a priority of the hierarchy.

Thesuccessful transmission of Japanese
liturgical music has depended on inspir-
ing, amazingly talented, and dedicated
faithful people committed to the cause
of good music and quality worship. For

example, from the first publication of the
national hymnal, a group of skiiled sing-
ers were devoted to recording LP’s so that
small parishes could learn and teach the
music. To this day, under the passionate
leadership of Ueda-sensei, CDs continue
to be recorded and disseminated through-
out the country, exquisitely performed by
a sensitive chamber choir of volunteers
with a polished “professional” sound.

While on retreat last summer at the
Trinity Benedictine Abbey in the moun-
tains of Nagano, Thad the fortune tomeeta
fellow retreatant, Hashimoto-san, ayoung
man in his late twenties, whose path of
conversion to Roman Catholicism was
through music, He serves as a volunteer
organist at Sendai Cathedral, north of
Tokyo, and every day—after a long day
as a high school teacher of “old” Japanese
language—he stops at the cathedral to
practice the organ. He seemed shocked
when 1 asked him about his “professional
conditions,” since it would never occur
to him to play for remuneration. One
might think he was a dilettante, maybe
even unqualified, but I can assure you
that 've never met a more inspiring,
knowledgeable, weli-rounded musician
who did what he did out of absolute love
for the music. And, 1 feel agsured, heisan
extremely fine player.

Inculturating

Besides the use of cultural sonorities
in liturgical music, I was also struck with
the incorporation of traditional Japanese
customs into liturgical ritual, particalarly
the posture of bowing and the practice of
incense. “We are not a Buropean church,”
my pastor—Father Inoue- definitively
stated. “Kneeling is not our culture.”
must admit that all the theologicai rea-
soning and the stated official arguments
for kneeling as a upiversal attitude of
reverence, awe, prayerfulness, humility,
and other attitudes—all produced from
a European perspective—have gone out
the window since 1 have lived with the
tradition of bowing in Japan. By “bow-
ing” I don't mean the abrupt head nod
that seems to be the practice in the United
States. There are many levels of bowing
inJapan—and, thus, inJapaneseliturgy —
from a simple gesture in response o a
greeting of the presider toa deeper how
at the greeting of peace (of course, there is
no handshake), to a much deeper, slower
gesture at the institution narrative. There
isalsoa bow before receiving Communion
and another after stepping aside to allow
the next person to come forward —and
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none of these is done on the run! After
the 1940s war, many churches instituted
kneeling, perhaps as part of the dramatic
Westernization efforts, but it never took
held. Most churches do not have kneel-
ers and have resorted to a posture in line
with their authentic, indigenous custom
of plentiful and reverential bowing as
opposed to kneeling.

Visiting a traditional Buddhist temple,
one cannot help notice a powerful pres-
ence of incense. The practice of temple
visitors putting incense on a burner or
wafting the smoke by hand from a huge
cauldron finds its application in Japanese
Catholic funeral and memorial rites. Thad
no idea, one Sunday, why people were
lining up in procession before the closing
rite until a photo of a parish member was
prominently displayed in front of the altar.
Through the communal ritual of taking a
pinch of incense and dropping it on the
coals, I sensed a unique connection to this
man I never knew and to the community,
when [ too filed to the table (not unlike
the home shrines found in most Japanese
households) to “pay my respects.”

Bogged down by the challenge of
translation and implementation of the
revised General Instruction of the Roman
Missal and the new version of the Missale
Romarum that it introduces, the Catholic
Bishops” Conference of Japan is biding
its time in hopes of receiving special
consideration foradapting certain aspects
of the General Instruction—in addition to
kneeling-—which require an exemption
from the universal implementation of
the Instruction from Rome. Kissing the
altar by the priest, for example, is another
practice considered culturally incoherent
by Japanese church leaders.

A Fast Becomes a Feast

With few exceptions (like the time I
was called impromptu from the pew 1o
play for Mass and Benediction), my role
at liturgy inJapan was asa member of the
“choir” of the assembly. One Christmas
Eve, I played a half-hour organ prelude
of Bach and ¥ Aquin Neels, and on one
of my final Sundays I was the cantor for
the responsorial psalm-—a surprise to
many people, seeing their first “gaijin”
{foreigner) as psalmist. In preparation for
playing the parish’s new little Allen organ
on that Christmas Eve, T hadn't practiced
soasgiduously for decades, and inprepaz-
ing to cantor, I've never painstakingly
practiced a single psalm every day for
weeks! I was a nervous wreck.

But rather than [ooking at this time
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The Task That Remains: Incultumtmn L

The Second Vatican Council (1962
1965) marked the beginning of a thox-
oughgoing renewal in the Catholic
Church. It effected dramatic changes
in the counter-Reformation attitude
that had characterized the Church
ever since the Council of Trent. This
renewal worked its way into almost

every aspect of Catholic life from the-
inward, theological understanding of -

the Church--indeed of faith itself—to
its outward expressioninadministrative
restructuring, in liturgy, in legislation;

as well as In general attitudes and be- .

havior toward the present-day world
and toward other religions.

The impiementation of this renewal
has been an urgent task of the Catholic
ChurchinJapan, too, from the late 1960s
tothepresent. Beginning with the trans-
lation and publication of conciliar and
postconciliar documents, it went on to
include reform of the liturgy; updating
and realigning of administrative struc-
tures; re-ecdlucation of laity, clergy, and
religious; promotion of unity among
Christians; cooperation with other
religions; social involvement; and the

as a sabbatical from music ministry, |
view these two years as a “fast” which
not only provided the time and space to
be a member of the congregational part
of the liturgical assembly but also as a
“feast” that allowed me to grow in a new
appreciation of what it means to make
music with people of faith (and a chance
to practice my newly adopted tongue).
Singing from the pew (or, more accurately,
from a bamboo-backed bench) allowed
me 10 experience more deeply the role
of the whole assembly as the principal
choir, because the rele of the choir in
Japanese liturgy is exactly the same as
the role of the congregation! There is no
time out for anthems, motets, solo verses,
or descants, but there is an appreciation
for the meaning of “choir” in its deepest,
original sense: The choir sings with and
supports the voice of the pecple {albeit
often in harmony).

Saifthereareno real choirsin Japanese
Catholicchurches, what about musicmin-
istry asaformal, wage-earning endeavor?
Music ministry, renaissance motets, and
publishers’ latest solo choral offerings are
basically a Western phenomenon. Music
ministry as a profession is unheard of;
music ministry is rather a labor of love
in the truest sense of the word: an “ama-
teur” endeavor in service of community

' furthermg bt ]usnce and peace Today, =

too, the challenge continiies to'be how'
to incarriate the spirit of the Councit in
the lifé of contemporary Iapan : :
The first noticeablé change brough:
aboutasaresultof Vatican I was lituirgi:. -
cal reform. To manifést its great esteem_: :
for the characteristic’ individuality' of
each:’ region, culturé; and: language of
the world, the Council opted for use of. -
the vernacular in the liturgy to replace: -
Latin, which Had for centuries beeri the
sole liturgical language of the Roman_"
Rite. Accordingly, the Church'in japan, g
immediately after the Cotmcil, begari t6 -
use Jdpanese in the liturgy and make -
liturgical accommodatlons to ]a panese'. :
culture. :
thurglcal miusic was composeci-'_
to ht the Japanese liturgical texts and .
replace Gregorian chant. The task that
still remains, however, goes far beyond'_f
fapanese translations or cultural accorn-
modations. Itisthe authentic 1ncuItura~ i
tion of Christianity into Japan.- _.'
Adapted from the zuebszre of the Cafhalzc
Bishops’ Cozgferenceaffapan www cb]c mtholtc
jplenglindex. hfm B

worship.

My glimpse into the music makers
in Japanese parish life—from the simple
strum of a Filipino guitar to the fleet of
volunteer pianists recruited as organists,
who do theirbest with organ pedals, to the
consummate musicianship and passion
of people like the seasoned Ueda-senset
and the neophyte Hashimoto-san—was
for me humbling and inspiring. And
fumbling along inJapanese in the midstof
the selfless, abandoned singing of voices
young and wobbly and sometimes sour
and creaky was for me a foretaste of the
heavenly choit.
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BY FRANK BROWNSTEAD

good choir has two rolesin theliturgy. First, the
choir adds the element of beauty to the liturgy,
and, second, the choir encourages the singing of
the whole assembly. For a choir to be as effective
as possible, it must fulfill both of these roles and maintain
some kind of balance between the two.Whenever there is
asignificantfocus on one role to the exclusion of the other,
the choir is less effective. It’s all about balance.

1t is certain that the choir has the role of encouraging
the singing of the whole assembly -~ the congregation and
its ministers. Actually, the choir has the role of helping to
make the singing of the assembly irresistible. “Irresistible”
is a strong word, but it is the right word, and I think the
choir that encourages the assembly is a choir that sees
itself as a part of the assembly.

The sameis true for all ministers and ministerial groups
in the liturgical assembly: The presider who carries a
hymnal and takes part in the singing is acting as part of
the assembly. Assembly singing is something that we all
do together. The sound of the assembly singing with vigor
is a most thrilling and inspiring sound, and it celebrates
our unity.

Discouraging Assembly Song

Sometimes well-trained choirs, full of good musicians
and good intentions, make such a fuss with those songs
assigned to the whole assembly that the members of the
congregation are actually discouraged from singing.
When there are alternate harmonies at every turn, double
descants verse after verse, and then both harmony and
descant together, the congregation may tend to opt out of
the assembly’s song. The choir, in other words, may end
up replacing the assembly.

- Another practice that discourages full assembly par-
ticipation is over-amplification of the choir and cantor(s).
When one cantor, for instance, is louder than the entire
assembly, people may wonder if it is worth the effort to
join in. When the microphone is used as a weapon, it puts
people in a terrible dilemma. In one parish I served, we
decided that, for the Eucharistic acclamations, the can-
tor would step away from the microphone altogether. Tt
was almost impossible for our cantors to do this in the

Mr. Frank Brownstead is the director of music ministries
at the Cathedral of Our Lady of the Angels in Los Angeles,
California.
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beginning, because the drop in volume in the room was
so drastic. There is an initial panic, in such a situation,
that things are falling apart, and cantors feel an almost
unbearable urgetostepbackto the microphone, which will
only make things worse. This experience showed us that
the singing of the acclamations had not been done by the
whole assembly at all but primarily by those armed with
microphones. After afew weeks with thenew practice, the
singing during the Eucharistic Prayer became stronger,
and in a relatively short time people caught on that this
was their role: the role of the singing assembly.

If we do not trust our assemblies to sing, they will be
mute. Our Protestant friends serve as worthy models
of full-assembly singing, since they have been singing
beautifully without over-amplified leaders for more than
four hundred years. Once the assembly is familiar with
the music, they will sing if there is a reason to sing,.

Encouraging Assembly Song

The manner in whichnew musicis taughtto the congre-
gation and its ministers is part of the process of assuring
good strong singing. The role of the choir is crucial when
the whole assembly is learning new music. This became
evident when we began learning the Missa Emmaniel by
Richard Proulx at the cathedral in Los Angeles. These
Mass parts for Advent are based on the tune of “O Come,
Q Come, Emmanuel” set skillfully with a unison part for
the congregation and four-part harmony for the choir.
The temptation was to introduce ail of this at once, but
we decided to save the choir parts for later. At this point
we had a plan: Let the congregation’s part gain strength
then begin enhancing it.

On the first Sunday of Advent, after a short rehearsal,
the choir was prominent when we sang this setting, and
the rest of the assembly was a murmur. But by the last
Sunday in Advent, this had changed, and the congrega-
tion was singing with strength, We decided to use this
set of acclamations the next time Advent rolled around,
and by the end of the second year the choir was no lon-
ger prominent but was a part of the overall fabric. By the
third year, the setting had become part of the collective
memory, and people took it up right away with gusto.
It was now impossible to distinguish the choir from the
rest of the assembly. Finally it was time to add the choir
harmony parts, and in the beginning we chose a few
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singers in each section for the harmony parts, while most
of the choir was singing the assembly part. Then, as the
congregation continued to strengthen, we added a few
more choir members to the harmony part. Once the music
is part of the collective memory, we learned, it is strong
and vibrant, and then enhancements may be added.

Although this process may seem tedious, two things
are evident. The choir is first a part of the assembly, and,
in time, everyone finds that the new music has become
a part of them, individually and coflectively. We end up
learning the acclamations by heart. Be patient with this,
and do not hurry, but do have a plan.

Have you ever participated in a Mass without a choir
present and heard some assembly member singing achoir
part—even a descant—although everyone else is singing
the assembly part? Perhaps that is the only part this per-
son has ever sung, and he or she is unfamiliar with the
congregation’s part. We are not talking about a person’s
motive here, just a lack of understanding. It may be that
this choir member may not know the assembly part.
Whenever we are making decisions about the assembly
song, we must ailow the members of the choir to be part
of the whole assembly.

This same process appliestolearning new hymns. While
the congregation is learning new material, allow the choir
to be part of the assembly. It's a good idea to teach new
materials before the liturgy begins. The assembly —includ-
ing the choir—can learn new parts of the Mass in a short
rehearsal.

What do we do about a hymn that the congregation
seems unable or unwilling to sing? If the congregation is
not picking up new music, even over time and with the
help of the choir, it’s better to let the hymn go rather than
persist in trying to use it. This is not the time for persever-
ance; this is the time for acceptance. At an appropriate
place in the liturgy, the choir may sing a hymn which the
people are not ready to sing. A few years later, you may
find that the whole assembly then picks it up eagerly.

The musician’s job, in other words, is not to fuss with
the assembly’s song. Get out of the way so the people can
sing their part.

To Add Beauty

But the encouragement of singing by the whole as-
sembly is not the only role of the choir. The choir is also
called upon to add beauty to the liturgy. Here is a state-
ment by Pope Benedict XVI, written when he was still
Cardinal Ratzinger: “The Church is to transform, improve,
humanize the world—but how can she do that if at the
same time she turnsher back on beauty, whichis so closely
allied to love? For together, beauty and love form the true
consolation in this world, bringing it as near as possible
to the world of the resurrection.”

What is this beauty described here? Dictionaries list
the components of beauty as a pleasing quality, excel-
lence of craftsmanship, and truth. The pleasing quality
of beauty can be difficult to describe, depending on the
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background of the individual or the group of people, the
cultural framing, or past experiences. And that’s just the
beginning.

We hear quite often that music is the international
language. Nothing could be further from the truth. Eth-
nomusicologists tell us that when people who have been
separated from the “civilized” world and are quiteisolated
hear the music of Mozart, for instance, one group sits and
listens attentively while another runs away in horror! To
say that music—especially music with text--has power is
one thing. To say that music that is beautiful to one group
is equally pleasing to the next is quite another. The best
we can do is to discern this component of beauty based
on the people attending our churches. Who are the people
in your church? What is pleasing to them?

Making such discernment can be quite a task. The
Cathedral of Our Lady of the Angels in Los Angeles is
Jocated in the most culturally diverse city in the history of
humankind, and there are lots of responses to every kind
of music that is chosen. Sometimes, however, instead of
responses to the music, there are reactions, and some of
these reactions are surprising. A popular and beautiful

There is nothing wrong with building a
bridge, but if no one is willing to cross it,
there is no purpose in all the effort.

bilingual setting (Spanish and English), which hasbeenan
astounding success atliturgy conventions, elicits absolute
silence at a well-attended Mass celebrating the life and
work of Cesar Chavez, but one of the hymns that is part of
the collective memory of the culture brings a thunderous
response. Does this mean that the bilingual selection is
not worthy? Not necessarily. But it does mean that it was
a poor choice for the group which had gathered. It may
also mean that the world of liturgy and musicconventions
is a different world than most parishes and cathedrals.
(Please note that [ wrote “different” and not “better” or
“worse.”) It also means that the process of learning about
a culture begins with the selection of music of that culture
and not music that is created to be a bridge between two -
cultures. There is nothing wrong with building a bridge,
but if no one is willing to cross it, there is no purpose in
all the effort. Begin by sharing the gifts of the culture:

A worship leader ministering in a setting this diverse
needs to make friends with and get to know the musi-
cians who are immersed in the cultures of the peoples
who participate in the liturgies. Making good friends
outside of our own culture(s) is challenging, sometimes
confusing, and very time consuming. It’s alotlike learning
a new language or mastering a difficult piece of music,
but the payoff is more than worth the effort. It really is
a gift to anyone who is willing to give it a try. When the
cathedral was dedicated on September 2, 2002, the choir
learned a lengthy antiphon in Vietnamese. We invited
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some of the good Vietnamese singers
to come and teachushow tosing this
antiphon, and we were absolutely
amazed at the satisfactionwe derived
from this. When our teachers said
that we sounded okay, we were so
pleased with our efforts. They were
very patient withus, So, welearned,
we need to find mentors with the
skills we need, and we involve these
friends inthe process of the selection
of music as well. What a gift!

The second attribute of beauty
is excellence of craftsmanship. This
attribute may be confusing, because
excellence of craftsmanship does
not have a direct connection to
style. Whatever the style of music
we choose, we need to look for the
best music possible in terms of the
way that music is crafted. A poorly
crafted selection may seem all right
the first time or even after a few
readings, but in time the repetition
of the piece becomes almost unbear-
able. Conversely, a well-crafted choral piece serves well
for a long time. In the parts of the liturgy that are not the
song of the whole assembly, the choir sings well-crafted
choral music.

Somesay thatmusicians alone can determine this aspect
of beauty. Maybe the musicians are the only ones who
can explain or create a great work, but most people can
sense a well-crafted work of art as opposed to something
sloppy or cheap, whether they can explain the difference
or not.

Choirs which do not sing choral music are not good
liturgical choirs. Statements like “the choir should not
perform” are confusing. The answer to such a challenge
is: “It depends on what you mean by ‘perform’.” If to
perform means maintaining good posture, breathing from
deep down, making a pleasant tone with understandable
text, singing in order to communicate Gospel values ef-
fectively, then perform away. If it means that the choir’s
understanding of their role is as a perfoerming organiza-
tion first and foremost, then the choir is unaware of or
uninterested in the context in which they are functioning.
Liturgical context is the key to determining the balance
we are talking about.

It’s quite an irony that the good choirs have come in for
so much criticism in some parts. In 1970, such criticism
was not a surprise, because the choir was such a vivid
reminder to some of the rite and its presumptions we
had left behind. As we have seen, however, the role of
the choir today has nothing to do with suppressing the
voice of the whole assembly. In: the twenty-first century,
we ought to be able to step out of our hostile and oppos-
ing camps and look toward reconciling.

1find that young people today are fascinated by choral
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Jear: McLaughtin directs choir members at $t. Joan of Arc Church, Toledo, Chic.

music, and our universities are filled with great choral
groupssinging world music, old music, new music, atonal
music, and everything in between. Is this kind of beauty
appropriate only for the university?

Thethird aspectof beauty istruth. One of the great things
about the choral art is that the medium uses language.
Choral music is capable of presenting the messages of
the Gospel with great power and sensitivity. (Remember
that we are considering choral music as a component of
fiturgy apart from the assembly song.)

Whatis going on whenahomily, the meod of the liturgy,
the assembly singing, and the contribution of the choir

Liturgical context is the key to determining
the balance we are talking about.

all seem to come from the same source? Such coherence
happens when the source for everything is the readings.
If, for five weeks in a row, the Gospel readings are filled
with images of the nature of the heavenly kingdom, then
we must all dialogue about what kind of vision we are
reflecting in alf parts of our liturgy.

At our cathedral, the people involved in liturgy (in-
cluding the ordained people) meet once a week to read,
study, and pray about the readings. Over time, trust has
developed in the group, and this trustisreflected in every
aspect of the liturgy. Some of the results come from the
simple and practical information that we have shared.
Perhaps a homilist will choose to emphasize the middle
reading. Fine, we all know that. Butatamuchdeeperlevel,
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we are all sharing our faith each week, describing things
that the Creator has done for us that we could never have
done for ourselves. We share the things that vex us and
the things that give us inspiration. We are allonajourney
of faith, and the sharing that takes place goes deep within
us. The results at the liturgy on Sunday are notaboutus as
individuals but about the journey of faith of our cathedral
family and the larger Church. Many times one or another
of us will make significant changes in plans as a result of
these meetings. This process—or something akin to it—is
the essential component in bringing the truth of love and
beauty together.

If the goal of 2 good choir istoadvance the Gospel truth
through beauty, then that is different from the goal of a
choir whose aim is to excite the people gathered. This is
not to say that excitement cannot occur when the truth
of the Gospel is given the cloak of beauty by the choir.
It's a little like the difference between fun and joy: They
are both good things in their way and time, but we do
not have fun at a funeral, although we may be filled with
joy. If the goal of the choir is to excite, then the choir will
need to sing faster, louder, and higher each Sunday, but
there will inevitably be a limit to such escalation. If the
choir’s contribution of beauty isbased on the harmonizing
of the Scripture with appealing and well-crafted choral
music, on the other hand, then the joy is overwhelming.
There are transcendent moments that are worth all the

The beauty that the choir providesis ...
especially important for the humiliated or
the downtrodden.

time and effort it takes, but some of them are so quiet as
to be almost inaudible (like the still small voice that Elijah
heard}.

Encouragement and Beauty

If there is to be a good choir at liturgy, the group needs
to offer both encouragement to the singing of the whole
assembly and the choir's unique contribution to the liturgy,
which links beauty and love.

2

Perhaps we are not as diligent as we should be in pro-
moting choirs. Often we hear excuses for inaction based
on lack of appreciation or lack of funding. The beauty that
the choir providesisimportant foreveryone, butitisespe-
cially important for the humiliated or the downtrodden.
Others can drink in the beauty of music in any number
of contexts, but the poor deserve beauty in worship, for
it may be the only place where it is readily available to
them. We must work hard to promote good choirs.

Musicis so powerful that we must use it wisely. Where
text may divide, musicbrings together. The German phi-
losopher Arthur Schopenhauer (1788-1860) saw music
as an expression of deep feeling and human will. In his
principal work, The World as Will and Representation (first
published in 1819, revised in 1844), he wrote that music
is “of the essence” of human existence:

The invention of melody, the disclosure in it of all the
deepest secrets of human willing and feeling, is the
work of genius, whose effect is more apparent here than
anywhere else, is far removed from all reflection and
conscious intention, and might be called an inspiration.
Here, as everywhere in art, the concept is unproductive.
The composer reveals the innermost nature of the world
and expresses the profoundest wisdomina language that
his reasoning faculty does not understand.

Therefore music is by no means like the other arts,
namely a copy of the Ideas, but a copy of the will itself,
the objectivity of which are the Ideas. For this reason, the
effect of the music is so very much more powerful and
penetrating tha is that of the other arts, for these others
speak only of the shadow, but music of the essence.

Through our music, both assembly song and the choral art,
the liturgy is well served, and the essence of the Gospel
message is able to shine throughina compelling way.

For the choir, it's all about balance. The balance to be
achieved is between assembly song and the choral art; it
is between the old and the new; and it is between cuttural
framings we are comfortable with and ones which make
us uncomfortable. The balance is between loud and soft,
between women and men, and between maintaining the
differences and finding common ground.

When we all come to the one table as friends with dif-
ferences, the balancing act occurs, and once again God
has done for us what we could not do for ourselves.
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BY BENNETT JOHN PORCHIRAN

ne of the most delightful activities in which a
pastoral director of music ministries may en-
gageis choral direction. Whether one directsa
quartet, anoctet, or agroup of twenty or more;
whether the groups are composed of children, youth, or
adults, the sheer joy of plying our musical skills together
and rendering a worthy performance of a piece of musicis,
Ibelieve, one of the finest and most satisfying experiences
that musicians can have. But there are several criteria that
must be met and certain skills that must be developed to
make good music together in a liturgical setting.

The first criterion is the proper function of the group
that is singing. In the Constitution on the Liturgy, the bish-
ops of the Second Vatican Council described that function
in broad terms: “A well-trained choir adds beauty and
solemnity to the liturgy and also assists and encourages
the singing of the congregation” {112). Under this rubric,
choirs may function in several ways in the liturgy: sup-
porting and bolstering congregational song; embellish-
ing the assembly’s song with harmonies, descants, and
perhaps a more florid version of the verses than a cantor
might sing; and singing an anthem or motet on their own
atappropriate times in the rite. This article is intended to
give a closer look at the repertoire for a choir in this third
functionand to help answer this question: What principles
govern the selection of choral repertoire? To answer that
question, we need to take a look at some basic music
skills and liturgical principles and how they apply to the
use of choirs in the liturgy and to the selection of proper
repertoire.

Three Principles

Three principles govern the selection of choral repertoire
to be used in Catholic liturgy. The first is identified by the
bishops of the Council: “a well-trained choir.” Producing
good choral music will always be a challenging task in
either the secular or sacred music arenas. Much time and
attention must be spent in rehearsals on proper breath-
ing, breath control, voice placement, tonal production,
articulation, diction, and all of the other vocai skills that

Mr. Bennett John Porchiran is the director of music min-
istries at 5t. Elizabeth Church, Pittsburgh, Pennsylvania. He
is a former member of the DMMUD Board of Directors and is =~
co-chair of the DMMD Choral Anthem Project. '
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singers must be conscious of and develop in order to
sing well. Vocalises and exercises are necessary to help
the singers attain and maintain good vocal techniques.
Whether the ensemble is composed of paid professionally
trained musicians or volunteer amateur singers doesn't
make a difference when it comes to laying the foundation
for good vocal and choral proficiency. A talented choral
director must have the know-how to help the members
of the ensemble develop these skills. In the early years
of my formation as a musician, I had the good fortune
to study privately with several very talented choral
conductors. One of them told me something that made a

“Virtually any group of singers can be
formed into a good choir. It's up to the
conductor. A choir will only be as good as its
director.”

greatimpression on me, and 1 have never forgotten it. He
said: “Virtually any group of singers can be formed into
a good choir. It’s up to the conductor. A choir will only
be as good as its director.” Over the years, T have found
this to be true. When a group performs music well, it is
because the director is skilled at preparing them well.
When they do poorly, the conductor hasn’t done a good
job. It's that simple. A choir is just another instrument for
making music, much like the piano, guitar, or organ. Un-
less the musicis rehearsed and practiced well, it cannot be
rendered beautifully. Good musical skills are primary to
the production of good music, including choral music.
Second, the selection of music will take into account
the size and makeup of an ensemble. As obvious as this
might seemn, sometimes a director may choose music that
just is not possible for the group to perform. The size of
the group, their vocal abilities, and their level of skill de-
velopment must be considered when selecting repertoire
for them. Another consideration is the composition of
the group. If you are planning to do music in parts, then
it makes a difference how many sopranos, altos, tenors,
and basses you have and the ratio of the number in each
section. If the choir is made up of four sopranos, eight
altos, six tenors, and a bass, doing an SATB piece will not
work well. It might be wiser to choose an SAB or even a

" two-part mixed voice arrangement of the piece, if one is
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available. If that option is not available, then shelve the
piece until the group has a better balance of voices and
choose something else for the group that exists currently.
The group needs to have a good feeling about what it
does. The director may challenge the singers and skill-
fully bring them up to a level of proficiency that will
allow them to perform that piece in the future. Butif it is
significantly beyond them, they probably will perform
the piece poorly. Such selection of pieces that are beyond
the existing choir’s ability may, over time, become very
frustrating for them. Choeosing music that will meet the
needs of this choir’s size, composition, and abilities will
allow them to grow as well as have a sense of satisfaction
with their presentation of the piece and a good feeling of
accomplishment.

Oux music for liturgy is not just ars gratia
artis but sung prayer.

Third, when we are selecting music to be performed at
fiturgy, we are not dealing simply with the music itself.
It is important to remember that our music for liturgy is
not just ars gratia artis but sung prayer. The guidelines in
Music in Catholic Worship (MCW), first issued in 1972 by
the U.S. Bishops’ Committee on the Liturgy (and confirmed
by the USCCB) and modified somewhat in 1983, apply to
all the music that is chosen for worship: congregational,
instrumental, solo, and choral. The document outlines a
threefold judgment that should be used to choose music
for the liturgy. The three parts of that judgment are its
musical, liturgical, and pastoral aspects.

The musical judgment, the document tells us, should
determine that the music being considered for worship
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is technically, aesthetically, and-expressively good and
artistically sound (MCW, 26); This is-an evaluation that
should be made by competent, well-trained musicians.
Without being able to analyze a piece of music critically; it
is difficult to determine the value or quality of that piece,
its usability in the liturgy, and whether your ensemble
would be able to perform it. Otherwise, there is the
danger of selecting something that might just appeal to
our taste or because we like the sound of it. Some people
might raise an eyebrow at that comment and suggest that
there’s nothing wrong in choosing a piece becatise we like
it and even infer that there is a bit of musical snobbery in
that statement. But I would suggest that such a practice
in suggesting music is not unlike a nutritionist, whose
training and responsibility is in preparing well-balanced
meals, just serving foods that appeal to the nutritionist’s
palate, despite the nutritional needs of the patient. It
is important, therefore, not to confuse the quality of a
piece of music with its style. “Taste” usually has more
to do with the preference for a particular style or genre
of music—folk, classical, or contemporary, for example.
Taste, of course, will alwaysbe a considerationinselecting
repertoire, but assessing the quality of a piece of music is
something different. And though some musicians have a
better “ear” than others for quality in music, one must be
able to look beyond pleasing melodies to the harmony,
structure, form, and overall texture of a piece to make an
informed decision aboutitsmusical value. While youdon’t
necessarily need a degree inmusic to make this judgment,
appropriate fraining in musical knowledge will give you
the tools to do it.

The [liturgical judgment will help us to determine
whether the music is appropriate for a particular rite or
part of Mass. The nature of the liturgy or a particular
part of the rite helps us to select the texts that should be
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sung at a particular time. Most rites have particular texts
assigned or suggested for singing—texts that could or
should be used for a particular ceremony or part of the
rite. Tt is also usually understood that the congregation,
when possible, would be singing these texts, but some-
times that is neither practical nor possible. When that is
the case, and where the option exists to sing something
other than an assigned text, then an appropriate choral
piece may be used. To be sure, consideration must be
given to the length of a piece. If the music chosen is too
long, it may overshadow the meaning and power of the
ritual itself. Music at all times should support the ritual
action. Music, after all, is a handmaiden to the liturgy: It
serves the liturgy and not the other way around.

The pastoral judgment asks the question: “Does music
in the celebration enable these people to express their
faith, in this place, in this age, in this culture?” (MCW,
39). When we apply this judgment in dedding on music
for worship in our parishes, it is extremely important to
select music that will be most effective in allowing our
congregations to express their faith as fully and richly as
possible. In the United States, since most parish commu-
nities are ethnically and culturally pluralistic, our choral
repertoire must reflect that ethnic and cultural diversity.
But cultural considerations are not the only ones that we
need to keep in mind.

Pastoral musicians share a great responsibility when
developing a repertoire for our choirs. The music we
choose should represent not only our local communities
but also the Church at large. We are a catholic—ie., a
universal —Church, and we are a Church with a rich his-
tory of music. When building choral repertoire, we should
take care to keep these two points in mind. Music of all
styles and ages should be a part of any choral ensemble’s
repertoire: chant, renaissance polyphony, baroque, classi-
cal or romantic motets, spirituals, Gospel, contemporary

The music we choose should represent not
only our local communities but also the
Church at large.

anthems, and contemporary Christian compositions, for
example. These are all valid styles of music that can be
used at liturgy and can be part of any choir’s repertoire. In
fact, the bishops have challenged us specifically to “find
new uses for the best of the old music . .. explore the
repertory of good music used in other communions . . .,
[and] find practical means of preserving and using our
rich heritage of Latin chants and motets” (MCW, 27).
Arrangements that are unison, two-, three-, and fouz-
part or more can have a place in the liturgy. Palestrina’s
setting of Panis Angelicus or Mozart's Ave Verum are won-
derful “general” pieces to use in reflection on Communion
(but not to replace the assembly’s song or as a hymn after
Communion). G. F. Handel’s “Halleluiah! Amen!” from
the oratorio Judas Maccabeus is a delightful SATB anthem
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Choral Anthemn Project
IYear-A Y Year-B | Yoar-C .
Inlroduction: Around 1993-94 the membeys of the Education
Committes of the Direster of Music Ministries Division
(DMMID) of NPM, under the chaimanship of $r. Sheila
Browne, RSM, initiated what was to become known as the
“Lectionary Project.” The vision of the Education Committes
was simply to compile a list of chord anthems that would be
related to any of the four main scriptures af a given Sunday
liturgy. What o Brst seemed a simple task soon turned ints an
undauntingly compiicated one. The size efthe project as weil
as the faot that music is taken ot of print on aregular basis
made posed many problems. For example, the original
ntention of the committee was to publish 2 book listing afl of
the material. However, since musicis taken out of print on a
regular basis, it was felt that the collection would be out oFdate
before it actually was published. So, anather vehicle for
publishing this information was sought. In 1999 the committes
decided to have the material posted on the MPM webaite.
Purpose: to list repertory suggestions for parish choir directors,
independent of publishing industry imterests, so that thoss
responsible for selecting and preparing choral antherms may
have arich store of selections efhigh guality choral music
related to the Sunday scriptures from which to choose.
Listing Criteria:

* Anthems be direclly ralated 1o the 0d Testament, Psalm,
Hew Testament or Gospel of the day From the Lectionary or
the Enlranca Antiphen or Cammunion Song from the
SBacrarmentary, whethor direclly quoting the scripture,
paraphrasing the scriplure or suppotting the thematic content
of the scripture

»  Music for choirs of all sizes, voicing and levels of ability
should be included (unison thyough SSAATTEB, childran's
ensembles through adull

The Introductory page for the Choral Anthem Project at the NPM website,
WWW.NPIM.OrgE,.

that would work as a prelude or recessional/postlude on
the Third Sunday of Advent. The spiritual “Since I Lay
My Burden Down” is a great piece for a choir to sing at a
funeral or even ata penance service. “Santo, Santo, Santo”
from Argentina is another good song available through
several publishers in arrangements from unison through
SATE; it could easily be done at the presentation of the
gifts. “Do You Know Your Shepherd’s Voice” by Suzanne
Lord is an excellent contemporary motet for the Fourth
Sunday of Easter or at any time that imagery of the Good
Shepherd is used in the liturgy. The list is certainly longer
than this! We not only have a rich heritage, we also have
the luxury of living in an era with many talented compos-
ers writing good music for choirs.

A Great Resource

A great resource for selecting and building repertoire
for choirs for the liturgical year is NPM's own Lectionary
Choral Anthem: Project. This project began in 1993, when
members of the DMMD Board of Directors decided to
put together a resource that would list anthems, motets,
and sacred songs for each Sunday of the church year for
all three cycles of the Sunday and-festival lectionary. The
object of the project was to list “repertory suggestions
for parish choir directors, independent of publishing
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industry interest, so that those responsible for selecting
and preparing choral anthems may have a rich store of
selections of high quality choral music related to the
Sunday Scriptures from which to choose.” There are
three criteria for inciuding a compositon on the list. First,
the anthems must be directly related to the Scriptures of
the day, either quoting the text directly or paraphrasing

Good choirs singihg music of good quality
do play a vital role in today’s liturgy.

the Scripture or supporting its thematic content. Second,
music for all sizes, voicings, and ability levels must be
included. Third, the list must include “anthems that are
recommended because of the quality of the compositional
craft and the relationship of its text to Scripture and have
received merit (or demonstrated the potential of merit)
through use over time.” This music, “in the judgment of
the committee, has established its validity through use to
be good musicand appropriate ritually and/or liturgically
for worship.”

After a decade of work, the listings are finally being
made available through the NPM website: http://www.
npm.org/Choral_Anthem_Project/index.html. Once there,
just click on year A, B, or C and then on the particular
Sunday or feast you are interested in. You will get a listing
of anthems related to the text of each reading as well as
suggestions for anthems that will supplement the texts
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of the entrance chant and the Communion chant found
in the Roman Missal (Sacramentary). The music is listed
alphabetically by title and gives you the voicing, instru-
mentation, composer/arranger, publisher, and publisher’s
number for each anthem. Anthems are listed in voicings
fromunison through SATB or S5AATTEB. Although there
are many anthems listed, the Choral Anthem Project is
still inits infancy and is growing daily. When you visit the
website, you will also find directions on how to submit
anthems that you have used successfully over the years
that the committee could consider adding to the list.

Transported by Song

We have all had the experience of hearing a piece of
music performed by an ensemble that hasbrought silence
to the congregation as they were transported into the
world of sound by the richness and beauty of an anthem. -
We have had the experience of the hush that falls over us |
when the beauty of music has lifted us briefly out of the
ordinary and has given us a glimpse of the holy in much .
the same way as we can be overwhelmed by the splendor
of a flower, a sunvrise, or a child’s first smile. Choirs will -
evoke the “full, conscious, and active participation” of .
the assembly they serve when good anthems that speak
to the liturgical season or ritual moment are presented at
liturgy and performed well. Good choirs singing music
of good quality do play a vital role in today’s liturgy.
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BY WILLIAM BRISLIN

oft, sanctuary, or transept? Front or rear? High or
low? The range of possibilities can be daunting
when considering the placement of the choir. A
helpful process of discernment should include an
articulation of pastoral, liturgical, and acoustical values;
challenges of the space which may place these values in
conflict; and solutions which realize thoughtfully chosen
compromises.

Values

Pastoral, liturgical, and acoustical values are governed
by three key principles: The song of the whole assembly is
primary, the choir is part of the assembly with a particular
musical-liturgical ministry, and the choir must be heard
in order to perform that ministry.

Songof the assembly. In the more than forty years since
the promulgation of the Constitution on the Sacred Liturgy, it
hasbecome universally accepted that the song of the whole

My. William Brislin is the divector of music for the Dio-
cese of Orlando, Florida.
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assembly is primary in vocal aspects of liturgy. The first
role of choirs is to support and embellish this song. This
is best accomplished when the congregational part of the
liturgical assembiy hears itself sing and hears the natural
support of a choir. Though the choir must also be able to
sing alone intelligibly, this second choral function is welf
served when the first is given proper consideration.
Many liturgical acousticians suggest that a two-second
reverberation is the absolute minimum which will allow
the assembly to hear its own voice.' The exact location of
reflective and absorbing surfaces will affect this. There-
fore, churches must be designed to facilitate more than
one sound source. This contrasts with the reverberation
needed inaconcerthall whichisdesigned toaccommodate
one sound source: the stage. However, the acoustics for
many worship spaces often muffle the natural sound of
the congregation, thus decreasing the vigor of their song,
When the major part of the assembly cannot hear its own
voice, thereisan unfortunate tendency to “fix” the problem
by projecting more amplified sound from the musicians.
This may overwhelm the congregation, encouraging it
to assume a passive role like an audience. Therefore, the
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choir’s ability to project into the rest of the worship space
without over-amplification is a critical factor in choosing
its placement.

Part of the assembly. The General Instruction of the Roman
Missal specifies the placement of the choir this way: “The
choir should be positioned with respect to the design of
each church so as to make clearly evident its character as
a part of the gathered community of the faithful fulfilling
a specific function. The location should assist the choir to
exercise its function more easily and conveniently altow
each choir member full sacramental participation in the
Mass.”2 This guideline is echoed in Built of Living Stones,
the USCCB statement on liturgical environment and art
published in 2000: “Because the roles of the choirs and
cantors are exercised within the Hturgical community, the
space chosen for the musicians should clearly express that
they are part of the assembly of worshipers.”?

Support liturgical action. The bishops also said: “The
ministers of music are most appropriately located in a
place where they can be part of the assembly and have the
ability to be heard. Occasions or physical situations may
necessitate that the choir be placed in or near the sanctu-
ary. In such circumstances, the placement of the choir
should never crowd or overshadow the other ministers
in the sanctuary nor should it distract from the liturgical
action.”*

If the primary function of the choir is to lead
the whole assembly, the choir’s ability to
project natural sound into the room is critical
to the fulfillment of this function.

If the primary function of the choir is to lead the whole
assembly, the choir’s ability to project natural sound into
the room is critical to the fulfillment of this function. As
the need for artificial amplification grows, so does the
perception that the choir is performing for the rest of the
assembly, thereby diminishing the choir’s ability to lead.
Specific attention to the presence of reflective surfaces
above, below, around, and across from the choir will
greatly affect the success of its placement.

Since another vital role of the choir is to sing alone or
in alternation with the congregation, texts rendered by
the choir must be intelligible. Proper training of the choir
in vocal projection and diction will greatly help even in
an acoustically challenging space.

Summary. These values may be summarized this
way:

1. The natural voices of the choir have an innate abil-
ity to animate and lead the song of the assembly.
Over-amplification of the choir impedes the ability
of the rest of the assembly to hear its own voice.

2. The choir members are members of the worship-
ing assembly. Lofts on a completely separate verti-
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cal plane or areas with obstructed views convey
separateness not connectedness.

3. It is not enough to see the choir; they must be
heard to minister effectively. However, the placement
which allows for this should not distract from the
central liturgical action.

Challenges

The space chosen for the placement of the choir will
only be satisfactory if it is surrounded by hard surfaces
in such a way that their sound will be projected into the
room. Choral singing is effective in leading congrega-
tional singing because the choir is singing into the rcom
as are the other members of the assembly. Though some
amplification may be necessary to assist articulation and
presence, it should always be done to enhance the natural
sound projected into the room not to replace it. When
artificial amplification is necessary, it should never be so
great that the listener perceives any voice —especially the
combined voice of the choir —aslouder than natural voices.
Amplification is helpful when it reinforces natural sound
rather than becomes something of its own. Therefore, any
placement of the choir should consider the acoustical
needs alongside the liturgical desire to allow them full
participation as members of the liturgical assembly.

Renovations of older worship spaces present extraor-
dinary chatlenges. The long narrow church with a small
sanctuary and a rear gallery is perhaps the most chal-
lenging. In such a setting, it may be necessary to place
the choir in the rear loft to avoid the problems of poor
projection orunduedistraction. However, even whensuch
a compromise is reached, necessary modifications can be
made toincrease choir members’ ability tosee and hear the
liturgical action and, if possible, the rest of the liturgical
assembly itself. Making provision for the choir to receive
Communion with the rest of the assembly, rather than in
the loft, will also increase their sense of being one with
the whole liturgical assembly.

Solutions

A preferred place for the choir seems to be a position
to the left or right of the sanctuary within sight of the
congregation and the ministers as well as the altar, ambo,
and chair. Architecturally, this placement allows the choir
to project into the room with minimal amplification so
that the rest of the assembly is supported in their song
and additional choral singing is heard and understood
throughout the room. Hard surfaces surrounding the
choir will assist in creating a satisfactory band shell effect,
as long as the location already has some merit as a place
from which sound can travel throughout the room. It is
easiest to make this placement successful innew construc-
tion. Existing buildings may not lend themselves to this
adaptation, -

Transepts often offer the possibility of satisfactory
placement; but the real value of this solution witl vaty
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considerably from
building te building.
Transept placement
may ailow for the choir
to face the crossing or
toface the central nave.
This has the advantage
of keeping the choir
out of a rear loft and
out of the sanctuary.
Acoustical appropri-
ateness should be care-
fully tested. The use
of permanent choral
risers can often heip
make this placement
successful. In the case
of a deeply recessed
sanctuary, it may be
necessary to move the
altar, chair, and ambo
forward to ensure vis-
ibility by those seated
in transepts.

Sanctuary place-
ments are particularly
challenging since they run therisk of creating a distraction
which overshadows theliturgical action. In older churches,
the area originally intended for side altars may house a
small choir satisfactorily.

Though some amplification may be
necessary to assist articulation and presence,
it should always be done to enhance the
natural sound projected into the room not to
replace it.

The area behind the altar is a possibility, but that
placement for the choir often meets with the greatest
resistance. In most of our buildings the best sound projec-
tion occurs when a choir is placed against a wall of the
central axis, i.e,, in the loft or the sanctuary. However,
many see placement of the choir on the rear wall of the
sanctuary as a great distraction to the action at the altar.
These placements seem most successful when the rest of
the assembly is already seated on three sides of the altar,
the choir thereby completing the circle. Additionally, a
separate raised platform for the altar serves to give it

- prominence as an area separate from the choir.

Often, parishes with multipie choirs will find that
different piacements are preferred for different groups.
Multiple instruments or moveable organ consoles increase
this flexibility. This way, a smaller choir may be able to
ministereffectively from alocation which hasmore liturgi-
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cal advantages, even if a larger choir is necessarily placed
in a loft.

Best of Both

In their statement Music in Catholic Worship, the bish-
ops remind us: "A well-trained choir adds beauty and
solemnity to the liturgy and also assists and encourages
the singing of the congregation.”® Effective placement of
the choir supports the choir’s dual role of leading the as-
sembly and singing alone. Since liturgical considerations
are sometimes in conflict with the acoustical constraints
of a room, it is not sufficient to place a choir based solely
on one or other of the choir’s responsibilities. Structural
modifications are often necessary to improve a placement
option. Inthe end, thoughtful compromises will mostoften
be made that best serve musical and liturgical values.

Notes

1. See “A Musician’s View--Good Acoustics for Music and
Word” in Meeting House Essays Number Two: Acoustics for Liturgy
{Chicago, Illinois: Liturgy Training Publications, 1991). This
article was originally published by The Hymn Society in the
U.S. and Canada.

2. General Instruction of the Roman Missal, third edition (GIRM),
312

3. Built of Living Stones (BLS), 90.

4. Ibid.

5. Music in Catholic Worship, 36.
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BY MICHAEL WUSTROW

n the evening before an annual Liturgy cel-
ebrating the Feast of 5t. Francis, choristers
of all ages file into the Cathedral of St. John
the Divine, the largest gothic cathedral in the
world, located at 110th Street in New York City. Among
the 250 singers is a large children’s choir that will help
present Missa Gaia, a Mass setting written in the 1980s by
Paul Winter, Paul Halley, and Jim Scott. With so many
adult singers forming this vast choir, an observer might
wonder why there is even a need for children’s voices.
Given the cavernous acoustic of the building, after all,
how can these children make a difference in the sound of
the group? As the rehearsal gets started, the percussion
sectiontakesits place withdozensof differentinstruments
from around the world. Paul Winter is nearby with his
soprano saxophone, coordinating not only the percussion
section but also organ, piano, bass, cello, and oboe. The
rehearsal starts, and from an elaborate set of speakers
the call of a humpback whale intones the beginning of
the Sanctus. Soon singers and band are in full force, and
twenty dancers carry through the nave and sanctuary
banners depicting different kinds of animals.

A children’s choir makes a unique
contribution . . . for the sound of children’s
voices is like no other.

Surely, the observer thinks, in this gathering of voices,
instruments, and movement, the voices of the children
will not make much difference! Just then, the dean of the
cathedral arrives and welcomes everyone after the first
piece is rehearsed. He sets the tone for the evening, ex-
plaining how the cathedral has been celebrating the Feast
of St. Francis in a very elaborate way long before other
churches caught on to the idea. He reminds everyone that

M. Michael Wustrow is the co-director of music at St
Agnes Cathedral in Rockville Centre, New York, where he
conducts a children’s choir (grades one to kwo), fwo girls”
choirs (grades three to eight), @ high school girls’ choir, and
1 150-voice diocesan choir. A member of the NPM Council,
Michael also serves on the DMMD Board of Directors and
chairs the NPM Standing Committee for Choir Directors.

30

A small part of the adult choir for Missa Gaia

animals of every kind will be welcomed into the space at
the liturgy the next morning.

Now animals will be added to the mix, the observer re-
flects, and surely the children’schoir willbe overwhelmed,
withlittle to add. Butit quickly becomes apparentjust how
powerful the sound of children’s voices can be when we
beginrehearsing the Kyrie. Thereisatenor soloiststationed
midway in the cathedral to sing the intonation based on
the call of an Alaska tundra wolf. Then the children’s
choir repeats the same melody, singing in octaves, and
everyone gets goose bumps from the pure tone and the
haunting, lyrical line. When the adults join them there is
a more sophisticated, more cultured sound, and it does
ot sound as innocent as the children’s voices had.

A Unique Contribution

A children’s choir makes a unique contribution to
the life of a parish and to whatever music is being sung
for the sound of children’s voices is like no other. But to
understand that contribution more fully, consider the
distinction between the message being presented and the
messenger doing the presenting. Inthe case ofachildren’s
choir, the message being presented is the message of
Jesus Christ. In addition to hearing from the children’s
choir, the assembly hears that same message proclaimed
by the lector, the deacon, the priest, and other choirs. In
fact, the congregationitself proclaims the Gospel message
through the hymns and sacred songs that the members
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sing during the liturgy. What makes the message unique
when it comes from a children’s choir is how we “hear”
the message. At one level there is a greater tendency to
block out our pessimistic view of the world because when
children sing we are more apt to give them the benefit of
the doubt.

Further, when a parish has a children’s choir, it says
that children have an important place in the worship life
of the parish. It is sometimes said that children should
be seen and not heard. Not so at liturgy! During those
formative years children learn by doing— participating in
and experiencing the liturgy through the music they sing.

It is sometimes said that children should be
seen and not heard. Not so at liturgy!

We need to give them every opportunity to participate.
A children’s choir is an important part in the sound of a
singing assembly, which incorporates every voice from
that of babies in their parents’ arms making unintelligible
sounds to the voices of the elderly, who participate in
the song of the assembly with sometimes feeble and frail
voices. A children’s choir provides the foundation for a
full range of choral music ministers that includes youth
and adult choirs as well.

In addition to having the right to participate now as
members of the singing assembly, the children in the choir
are also being prepared to participate in their later years.
First, they are learning the importance of singing in the
liturgy, so they will be prepared to sing as members of
the assembly even apart from their role in a choir. Second,
children’s choirs are feeders for youth and adult choirs.
Many non-Catholic churches (and some few Catholic
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churches as well) have a music ministry in place that
begins with the “cherub” choir and offers participants
choral opportunities at every stage of their development.
Some even end with a “senior” choir for older adults.

Choral Opportunities

Sometimes the choir will be singing hymns with the
assembly, adding a descant to the last verse which soars
above the music of the congregation and organ; at other
times they sing by themselves. Perhaps, on the first Sun-
day of Lent, a children’s choir might present a choral set-
ting of a penitential psalm during the preparation of the
gifts. (There are dozens written specifically for children’s
voices, from simple unison settings toelaborate three- and
four-part pieces. There are settings of Latin texts from
the sixteenth century and others written in the past ten
years.) The music takes on a new dimension when it is
sung by children and heard by assemblies who marvel
at the pure lyrical tone or the hearty excitement of the
children’s voices.

There can be moments in the liturgy when the choir
is-in dialogue with the assembly, perhaps when it leads
Bernadette Farrell's simple but powerful piece “Everyday
God.” The children sing the invocations (which might or-
dinarily be done by a cantor}, and the rest of the assembly
responds with “Everyday God, O Jesus, O Spirit, come,
be with us.” If you are unsure what repertoire to use with
children, take a look at the music your assembly already
knows, and be creative. Look to other musicians for ideas
and suggestions about working with a chiidren’s choir.

Recruiting

Unlike the members of an adult choir, children outgrow
the choir in five or six years, which makes it important to
recruit new singers constantly. Yes, it can be challenging
to keep recruiting singers. Soccer games, scouting events,
academic tournaments, or parental visiting rights arejust
a few of the confiicts that arise with choir practice and
performance, and all these conflicts need to be negotiated.
But if you work hard, you will find parents who place a
priority on developing their own spiritual lives, and they
will also value their children’s involvement in church
activities like a choir. Reaching out to such parents and
communicating your goals to them is the best way to keep
the children involved, Even parents who may be a little
shaky in their personal commitment to the faith respond
well to a children’s choir that makes spiritual and musical
development a priority.

But it’s not all serious: You also need to create social
opportunities for the children (and maybe the parents,
too!) to interact with one another and create asmaller com-
munity within the larger parish community. Remember
that the children’s choir of today will have a big influence
on the church of tomorrow.
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BY HELEN NATHAN

n the summer of 2003, 1 felt as if I had suddenly
become part of a Mission lmpossible episode. I could
almost hear in Father Bob's invitation echoes of Bob
Johnson’s recorded voice addressing Mr. Phelps:
“Good morning, Ms. Nathan. I'm distressed because
all attempts to build a youth choir at
St. James have failed. Your mission,
should you decide to accept it, is to
establish that choir. As always, should
you or any member of your team fail,
the parish secretary will disavow any
knowledge of your actions. This tape
will self-destruct in five seconds.”

In that summer, 1 was serving as
a cantor at St. James, and although
Father Bob, the pastor, knew I had
never directed a parish music ministry
full-time, he offered me the position
of parish director of music and liturgy
only three days after the former director resigned. Since I
had many years of choir experience and a degree in vocal
music education, I eagerly accepted the challenge.

Iwas granted as much time as Ineeded to begin, but the
goal was to succeed at something that had never worked
before —forming a youth choir. It was going to be tough,
but I had faith that I would be granted the grace and
wisdom to make it work.

Peter Graves as
Jim Phelps in the
CBS series Mission
fmpossible.

or new directors facing the challenge of starting a
youth choir from scratch, I've outlined in this article
ten practical steps that worked well for me.

1. Take your time! The parish’s Catholic Youth Minis-
try Choir had disbanded in 2002, and the pastor wanted
a youth choir as soon as possible, but I did not start a
new one immediately because I needed time to analyze
what had gone wrong with the earlier choir. The previ-
ous groups, it seemed to me, started out too large, and
they quickly spun out of control. Unrehearsed musicians
were allowed to show up and “jam”; soloists sometimes
went AWOL; members who only came to church if they
were singing were allowed to choose music, and most of
their selections were unknown to the parish. There was
little cooperation or respect, and everyone was unhappy.

Ms. Helen Nathan is the director of music and liturgy at
St. James Catholic Church in Mukwonago, Wisconsin.
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I vowed not to repeat those mistakes with my group.

2. Choose your core group carefully. Our school can-
tors are drawn from students in the sixth through eighth
grades, and our children’s choir includes children from
third through eighth grade. It was logical to form the
youth choir around members of these two groups, since
they were already activein our musicministry, knew what
was expected of them, and would be around for several
years. [ decided that the charter members of our youth
choir would be my first set of “graduates” from these two
groups.

3. Love working with teens if you expect them to stay
involved. If you don't really care about teens, they will
sense it immediately, and I believe you wiil be doomed
to fail, no matter how fabulous your credentials may be.
The students think it’s cool that I also play guitar, and
they enjoy learning traditional hymns as well as some
fun contemporary songs.

4, The adults who work with teens shouidbe prepared
to assume aduit responsibilities. Teens don’t expect or
want to be the primary planners. It is the responsibility
of the trained adult director to make imnportant decisions
for the choir.

5. Set high standards and motivate teens to do their
best. It's important to establish why the choir exists right
from the start; We are not a “rock band” that entertains;
we're music ministers in our faith community. In order to
put evervone in the proper frame of mind, our rehearsals
begin with prayer, and everyone offers special intentions.
My few strict rules involve proper behavior and attire. All

It’s important to establish why the choir
exists right from the start: We are not a “rock
band” that entertains; we’re music ministers
in our faith community. '

music ministers are taught how to setup properly, handle
and putaway everything we need, and not to goof around
or be careless with the equipment. Our rehearsalsare vefy
productive, but they're also quite relaxed and fun. Before
each Mass, I remind students of the rules, and for special
events they receive a written reminder. I am blessed with
a great group of kids who happily do what is expected of
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Four members of the St James Youth Cheir—Meghan, Missy, Kirstie, and
Annie—-sing at the parish festival Mass. Photo: Pat Hik.

them and strive for excellence.

6. Keep it simple but fun. Directors should resist the
urge to add instrumental musicians until after the choir
is stable. The function of the choir is to foster “active
participation of the faithful through the singing” {General
Instruction of the Roman Missal, 103.) Extrainstruments are
embellishmentsnotrequirements. Acouple of strong teens
singing a cappella in unison can serve the assembly very
well, while a large group of poorly-prepared musicians

i 3

Youth choir instrumentalists Matt, Bobby, and Chis prepa for the St. James
Parish Festival Mass. Pholo: Pat Hitt.
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and singers serves no one. Schedule a small youth group
with your adult or children’s choir if they need support,
butremember that quality groups attract quality members.
Nobody wants to join an organization that is chaotic or
dreadful.

After the choirhassung a few times, add simple percus-
sion with tambourine, claves, bongos, finger cymbals, egg
shakers, or several handbells. It’s fun to watch people’s
faces light up when theyre asked to play a cowbell or
tambourine; some also enjoy simple tasks like filling out
the cantor song sheet or announcing the song numbers.
These responsibilities can be shared or eventually become
someone’s special job.

The kids at 5t. James are not just the “future” of our
church, they are valued members of our music ministry
now and, Lhope, for life. I encourage members to get more
involved as they gain experience. In January 2004, the
five eighth grade cantors sang at their first Sunday Mass.
By September, they were cantoring regularly, and they
sang and played handbells at our Parish Festival Mass,
supported by our adult choir. That launched our official
youth group, which doubled in size and took off like a
rocket! Our first instrumentalist—a clarinetist—played
the following Christmas.

By Easter 2005, we had grown to fourteen members,
and the group was ready to sing for confirmation. That
summer, two members became full-fledged cantors. They
and our clarinetist now serve with and without the youth
choir.

7. Don't focus too much on so-called “youth” music. |
find it unnecessary to toss out classics, and we sing some
of those, because people of all ages generally respond to
any well-crafted piece played with feeling and energy.
Breathe new life into traditional hymmns with a little brass,
strings, or timpani; use a synthesizer if you have one. Just
choose good, lasting music of various styles for all your
choirs, and perform the music well. Traditional music can
sound fresh and new without alienating the assembly. For
the most part, our youth choir sings the same lineup sung
at all other Masses that weekend. However, they enjoy
choosing their favorite songs as pretudes, and lencourage
and use their creative ideas when appropriate. The right
balance of input will keep your choir happy!

“Contemporary” Christian musicis not part of Catholic
tradition, and much of it was never intended for use at
Mass. (Luckily, the teens I've worked with don’t particu-
larly like that type of music anyway.) Young adults who
outgrow LifeTeen musicaren’tmagically going tobecome
mterested in the adult choir’s musicif thereisno common
ground in the repertoire. So don't deprive teens of our
heritage; given the chance, they sing traditional hymns
with just as much gusto as their grandparents. If they
have nowhere else to serve, you may lose them forever.

8. Forget about regular rehearsals for a youth choir—
you have to accommodate them. Scheduling irregular
rehearsals requires patience and sacrifice, but that’s what
ministry is alt about. By the Parish Festival Mass 2005, our
group had quadrupled to twenty members, now outnum-
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St. James Parish Youth and Young Adult Choir 2005. Photo: Pat Hitt,

bering the adult choir that had backed them up the previ-
ous year! Efficientscheduling was critical in preparing the
repertoire for this Mass: Six new musicians were playing,
so we had three focused rehearsals: separate sectionals
for the cantors and musicians and a dress rehearsal for
afl. Except for our pianist, each musician only had to
learn two or three pieces. Using different combinations
of instruments yielded maximum effect with the lowest
stress for everyone.

Frequent rehearsals are impossible for our
group since everyone is over-committed
already.

Frequent rehearsals are impossible for our group since
everyone is over-committed already. Singers arrive one
hour prior to weekend Masses to practice for that day
only, soongoing commitments are notrequired. Whenever
musicians want to play or singers want to learn harmony
parts or new material, anyone interested rehearses at least
once in advance as a group. When nobody can attend an
extra rehearsal, new music is sung in unison, except pos-
sibly the psalm refrain. But that’s still fun anyway; so it’s
a win-win.

9. Consider the all-inclusive choirmodel. ['ve sung in
two vibrant choirs that welcomed teenagers and adults
alike. The adults are mentors to the younger members,
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the influx of new teer members keeps the group ever-en-
ergized, and people feel comfortable joining at any time
in their lives. This is the only choir model that reflects the
entire faith community and offers a lifelong home, so for
meit’s theideal. Our graduating seniors will be considered
“young adults” this summer, and it would be bizarre to
tell them they no longer qualify for our youth group. If
they stay in Mukwonago, Thope they’lleventually become
the mentors of the St. James graduates of 2056!

10. Make a spark and pray that the Holy Spirit will
keep it going. | started playing guitar at Mass and sing-
ing at weddings when I was in the seventh grade, and |
continued through high school and college. It was fun
getting to share my musical gifts at church, and my service
was valued, even as a young teen. Without that founda-
tion, I doubt that I'd have been drawn to music ministry
as an adult. Like many, [ drifted away as a young adult
but, shortly after I returned to church, the desire to serve
again was burning in my heart. [ joined the choir and
began cantoring—seven Masses every weekend for two
years!

eveloping this youth choir has been very reward-
ing for me personally and professionally, and the
most exciting aspect is the transformation of “my
kids” into confident, mature music ministers. [ pray that
their involvement in this choir will be powerful enough
to keep them active in the faith as adults. Father Bob, that
will be a mission worth accomplishing!
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Mickey Rooney and Judy Garland. Photo courtesy of MGM.

n the 1930s, Judy Garland and Mickey Rooney were
America’s Hollywood sweethearts. In a number of
movies which featured their musical talents, their
solution to a problem was: “Let’s get the kids together
and put on a show!” Flawlessly executed, the show went
on.

Fast forward to the year 2005. A group of NPM chapter
officers gets together to plan the year’s events. Discussion
centers on how to increase attendance at meetings and
ways to build unity among the musicians in the chapter
and diocese. Someone proposes an idea which gains mo-
mentum: “Let’s get the folks together and put on a choral
festivalt”

Real life rarely mirrors the movies, and with choral
festivals much is involved in order for “the show to go
on.” This article discusses the many practical details that
areinvoived in producing a choral festival. If haphazardly
planned, the experience will be frustrating and a disap-
pointment. If planned well, a choral festival isa rewarding
experience full of excitement and joy.

Defining the Event

Once a chapter or diocese decides to sponsor a choral

Revw. James Chepponis, a presbyter of the Diocese of Pitts-
burgh, Pennsylvania, is the director of the Office for Music
Ministry of the Diocese of Pittsburgh and pastor of St. John
Capistran Parish.
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festival, the event must be defined. Different formats can
be considered. It can be a large-scale concert event with
invitations extended to all parish choirs in a diocese or
region, or the number of singers could be limited. The
massed choir could sing all of the music programmed, or
a smaller schola could perform some challenging works
that might be difficult for the large group. A few hymn
concertatos with assembly participationon certainstanzas
would add variety to the program.

Another approachisa parish choir “invitational” event,
where each choir is invited to sing a selection of its choice.
With this model, a few combined pieces might also be
sung,. :

Instead of a concert, the event might be planned as a
worship service such as evening prayer. The choirs could
sing preludes and embellish the service music with har-
monizations and descants.

Space Considerations

The format of the choral festival is largely dependent
on the space where the event will be held. The number of
singers ina massed choir will be determined by the size of
asanctuary or choir loft. The placement of musical instru-
ments in a church is alse a very important consideration.
If the singers are to be in the sanctuary, the accompanying
instruments should benearby. Althoughitisnotimpossible
to have the singers in front accompanied by an organ in
the balcony, such a division of forces can present many
challenges including issues of coordination, thythm, and
volume.

The singers must have good visual contact with the
director. This can be accomplished by having the sing-
ers stand on the different levels or steps in a sanctuary.
However, choral risers may also be necessary, especially
if the group islarge. Although standing for the length of a
congert or service can be difficult for singers, this may be
inevitable, since providing chairs for all singers can be a
challenge. Moving singers back and forth from the church
pews to a sanctuary during the event can be distracting
and also cost valuable time.

The acoustics of a space play a large part in the musical
success of a choral festival. Choirs sound better in rever-
berant rooms. The use of a particular space also depends
upon the support (and permission!) of a church’s pastor,
and the cooperation of the church’s music director. There
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are many on-site practical issues that directly involve the
local musician. Among these are concerns about opening
and closing the church, thelocation of the lighting controls,
the operation of the public address system, set-up, and
clean-up.

The Musical Director

The musical director of a choral festival needs to be
someone who is musically qualified and has a lot of
patience! Many challenges await a director who works
with singers who have never sung together before. The
director could be a trusted local person from the chapter
or diocese or a guest from outside the area. When a guest
director is invited, precise communication with the direc-
tor is essential. Issues to be determined include the fee,
travel arrangements, and accommodations. Don't presumne
that guest conductors appreciate staying ina busy rectory
with a dirty guest room just to save some money! Other
hospitality concerns include the provision for meals and
comfortable arrangementsfor travel to and from anairport
if necessary.

Whether a local or a guest director is decided on, that
person should be consulted about the repertoire used for
the choral festival. The director also should give input
on the musical order of the event as well as items to be
included ina printed program such as the director’s photo
and biography.

Organizing the Event

Once you have determined the nature of the choral
festival, you need to publicize the event. This invoives
both the recruitment of potential singers as well as the
potential audience or, in the case of a liturgical service,
the assembly. Nothing works better than a personal invita-
tion! Other avenues to pursue are diocesan and chapter
newsletters, church bulletin announcements, the local
diocesan newspaper, and the secular press.

You will also need a process to deal with the registra-
tion of participating choir members. Someone needs to
be in charge of the details and have the definitive answer
to the many possible questions about the event, such as
whether or not there is a registration fee for the singers,
who orders the music, how the musicis distributed to the
singers, who pays for the music purchase, whether the
registration is open to all, or if there will be an attempt to
balance the vocal sections. If all are welcome to partici-
pate, there will probably be more women than men, as
in many parish choirs, and this should be kept in mind
when choosing repertoire.

The coordination of a printed program is an important
task, and the person who actually types the booklet and
produces the layout must pay attention to many details.
If singers’ names and parishes are to be included, the in-
formation needs to be accurate. If texts to sung anthems
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are printed, copyright clearances may be necessary. When
hymns for the assembly are included, clear directions
concerning which stanzas the choir sings alone should
be given. Once the program is ready, someone needs to
consider questions regarding a printer and costs. With-
out doubt, an attractive program booklet adds to the
importance of the event and serves as a keepsake of the
festival.

Rehearsals

Fruitfu! rehearsals are crucial to the success of a cho-
ral festival. Individual choirs need to learn the music in
advance with their parish choir director. If the diocese or
chapterencompasses asmaller geographicarea, combined
rehearsals can be held in a centrally located space. The
number of rehearsals would vary according to the needs
of the singers and the repertoire chosen. The singers must
make a commitment, and the rehearsals should be seen as
something mandatory. Combined rehearsals also need a
local director and accompanist, Ideally, the accompanist
for rehearsals would be the accompanist for the choral
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An annual Catholic school choir festival takes place each year in the Town Hall at Cape Town, South Africa,

festival itself.

In dioceses or chapters with a wide geographicspread,
it can be helpful to have rehearsals in various locations.
However, at least one or two combined rehearsals are es-
sential for a local director to make sure all the notes are
right and to help shape the music, even if a guest director
will be conducting the festival itself.

The most important rehearsal is the “dress rehearsal,”
often held the evening before the event, when the con-
ductor works to make music from the notes learned by
the singers. This is not the time to be teaching individual
vocal parts! If additional instrumentalists such as a brass
ensemble are participating in the choral festival, they need
to be present as well. The final rehearsal is a “warm-up”
rehearsal on the day of the event itself.

The Day of the Festival

Youhave paid attention to all of the preliminary details,
the dress rehearsal has gone well, and now the day of
the festival finally arrives! There’s a sense of exciternent
as well as some nervousness. The singers gather, the
instrumentalists tune, the warm-up is complete, and the
festival begins!

Some final practical considerations you need to take
care of for this event include determining who might
welcome the assembly and introduce the event and what
kind of spoken acknowledgments should be made in front
of all who have gathered. Other issues include recruiting
greeters todistribute programs, deciding whetherornota
Pastorar Music ® DecemBer-Jantary 2006

“free will” offering will be taken to help defray expenses,
and organizational details of 2 possible reception after the
event.

Once the festival is over, all can bask in its beauty, but
the work is not over yet! Bills may need to be paid. De-
pending on its nature, a choral festival can be produced
for a minimal cost, or it could cost thousands of doilars,
which might include the fees and expenses of a guest
director, music purchase, paid instrumentalists, and pro-
gram booklet costs. Thank-you notes should be written to
significant persons. The event should also be evaluated.
How was it successful? Were there any shortcomings?
If we do it again, what changes would we make? Were
there any hurt feelings? Musicians can be sensitive, and
post-event outreach is sometimes necessary.

Let’s Have Another Choral Testivall

If most things went
well, thesingersaswell
as the audience/as-
sembly will be asking
when the next choral
festival is scheduled.
There’s no doubt that
planning and produc-
ing a choral festival is
abigundertaking, but  Photo courtesy of MGM
the sharing of faith, music, and fellowship far outweighs
the investment.

37




- | ANDOVER | BEDIENT B BERGHAUS H BIGELOW B BOND B8
o
o
-} =
] !
&
fa
= [ |
5 o
=
= 2
2
Z =
= &
- =
2 &=
= 7]
o
s H
[
(¥ 2)
!
Q
| 2
s
=
Z =
s
% %
e
| =
~
z
< W
<
N
=
B
. |
ﬁ o]
c z
)
o 2
s
-]
=
%
5 3
> s
2 S
| o)
Re
=
© S
[} NOACK B MURPHY B Kroo B JAECKEL B HOLTKAMP B HENDRICKSON - |




BY LESLIE SELAGE

Being Professional,
Building
elationships

My family and I tock refuge at Friend-
ly’s on a typical Sunday afterncon. We'd
printed, revised, and reprinted worship
aids and made sure our reprint permis-
sions were in order. We'd transposed the
psalm into two different keys, entered the
partsin Finale, and rearranged the anthem
planned for the 9:45 Mass since three of
our four tenors waited until Saturday to
tell us they'd be out of town. In addition,
we'd prepared three different sets of pre-
sider books to accommodate a baptism,
a renewal of vows for a fiftieth wedding
anniversary, and the commissioning of
lectors. The prayers of the faithful had
alsobeen adjusted toinclude these events,
and we'd made certain that the cantors
could pronounce the names on the sick
list with something approaching accuracy.
As usual, we'd provided either vocal or
instrumental leadership at four Masses,
including filling in for a sick cantor. So
here we were at Friendly’s, about to dig
into our well-deserved Fribbles, when
a lovely woman 1 could swear I'd never
seen prior to that moment stopped me
and proclaimed (in a voice that caused
me to make a mental note: Invite her to
lector): “You're the one from St. joseph's!
You have a beautiful voice, and you do
such a good job. FHave you ever thought
of being a professional?”

“Being a professional”: What might
that mean? As an organization, we've
done well to make clear to parish and
diocesan leadership the need for profes-
sionally trained and accountable directors
of music ministry. The various certifica-
tions offered by dioceses, NPM sections,
and the DMMD certification process show
our continuing progress. We've also done
well with thosein the choir lofts and music
areas of our parishes. Our choirs love us,

Ms. Leslie Selage, a member of NPM's
Director of Music Minisiries Division
(DMMD), is the director of worship at St.
Joseph Cathelic Church, Palm Bay, Florida.
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don't they? For those of tis who also lead

the liturgical ministries, “love” may over-
state our relationship with those ministers,
but mostof them atleastappreciate us. But
what about the peoplein the pews? Should
it matter to us what they think? Does the
average parishioner recognize a need for
professionally led musicministry? Whose
responsibility is it to plant and grow that
understanding?

No Inner Sally Field

First, we need to put aside our inner
Sally Field, who yearns to be liked —to be
reallyliked. Thisallows ustoacknowledge
that our score on the likeability test is
often based on how -
well the respon-
dent iked the hymn
choicelastweek orif
the descant (or the
cantor’s hemline)
was “too high and
distracting.” I pro-
pose that we have a
professional obliga-
tion to nurture an
understanding, in
the mind of the average parishioner, of
the need for a professionally trained and
accountable music ministry. Putting aside
my own need for popularity, I'm geing to
suggest that we, as a ministry, have not
done well in building this understand-
ing.
To test my hypothesis in a most unsci-

entific manner, Linvited agroup of regular
{if not weekly) Mass attendees to discuss
their perceptions of whom and what a
director of music should be. They were
graciousand generousin their kind words
for the musical ability and the breadth and
depth of knowledge held by their direc-
tors of music, But we didn't fare quite as
well on what it meant to be a professional
pastoral musician.

It probably won't surprise anyone that
some people in the group have perceived
us to be prone to arrogance. Each time
we inferact with those we serve, we have
both the right and the responsibility to
go beyond the commercial exchange of a
bit of our expertise for their unquestion-
ing gratitude. It is our responsibility to
answer questions both professionally and
pastoraily. “Because it’s not fiturgically
appropriate,” may be true, for example,
butit’s anincomplete and a professionally
inappropriate answer. It'’s not sufficient
for us to recite what the documents say
orwhat diocesan norms require, let alone
offer our bentonissuesof aestheticor taste.
Often, parishioners phrase their questions
awkwardly or are hesitant o approachus,
We need to accept that their vernacular
and ours might be different. They may
not have the background or experience to
discuss music or liturgics with the same
ease we do, so it’s our responsibility to
provide the translation. Once we've built
this lingua franca, we can find a common
ground to hear and respond to their real
questions.

39




nspired Performance Tours

Others promise custom-created performance tours. Encore delivers.

“The concerts just kept getting better as we went along. Qur last performance was in Busseto, the
birthptace of composer Giuseppe Verdi. it was a real treat for the kids to get to play his music, in his
town, in a theater that was built for him while he was stilf alive. Encore did a great job publicizing our
concerts so we atways played to packed houses.”

- Keith Rector, Encore Tours Group Leader, Central Kentucky Youth Orchestra, Kentucky

“The venues challenged students to rise to a level beyond their expectations. For our final concert we
were on a bill with the Edinburgh Philharmonic - truly & ‘wow’ experience!”

- Marge Camphell, Encore Tours Group Leader, Director, Chester County Voices Ahroad, Pennsylvania

encore

A BIVISIGN OF ACIst tou rs i

Call us today at 1-877-460-3801, or visit us at www.encoretours.com.




Some members of my unscientific
survey group mentioned that we always
seemed to be toobusy. I wassurprised that
many felt that their questions or issues
weren't important enough to bother any
of the staff for an answer. The too-short
break between Masses onSunday isnotthe
best time to discuss the theological rami-
fications of singing of our wretchedness,
regardless of how important that issue
may be to anyone. So it’s important that
professional directors of music ministries
beaccessibleand visible atother times dur-
ing the week. Use the bulletin to remind
the parish of your office hours. Flow many
of us have set aside an hour or two each
month and encouraged parishioners to
visit? You don’t even have to clean your
desk for these visits; invite parishioners
inta the process. Let them peruse your
library. What better way to show that the
musical decisions we make aren’t capri-
cious but reasoned and researched?

Most Catholics” only face-to-face in-
teraction with a musical and liturgical
professional is during the preparation
of a wedding or funeral liturgy. Our
conventions and conferences are filled
with sessions on repertoire for these
celebrations, and our contracts and job
descriptions outline compensation and
bench fees. Perhaps we need to look as
well for some pastoral offerings to help us
with the communication of our policies.
We have parish guidelines for wedding
and funeral music, but I was surprised
that some people saw those guidelines
as a codex of the forbidden rather than a
frame on which to hang an appropriate
and effective liturgy. Certainly individual
directors can’t bear the weight of the
Church’s historic propensity to declare
anathema. Instead, we need tolook at our
guidelines as well as our demeanor from
the other side of the desk. Maybe we even
need to move to the other side of the desk
to work as collaborators rather than as
adversaries of people who come seeking
our expertise and ministerial skills. We
need to make certain that our job descrip-
tions—and our schedules—leave us time
for these consultations.

A Practical Reason

Thereis certainly a practical reason for
building the relationships I've suggested
here. I'm not the first person to note that
our parish pastoral councils and finance
boards are filled with people from the
pews, many of whom have little or no
theological or liturgical formation. We've
heard the horror stories of such representa-
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tive parish groups removing —or, at least,
recommending theremoval of —qualified
directors of music in order to hire ad-
diticnal support staff becausse someone’s
brother can play piano and he'll do it free.
In too many places, a parish council or
stewardship board has decided that the
music needs to be more (or less) upbeat,
orlouder (or softer), or in Latin (or English
or Spanish or Polish), and the board has
demanded oversight of future repertoire
decisions. While these happenings are

unconscionable, we have to accept a bit of
the responsibility for the kind of ignorance
which breeds them.

I 'was in line at my city cashier’s office
the other day, and I noticed a huge framed
poster that read: “You wor't care how
much we knoew until you know how much
we care.” I'm not a fan of sloganeering,
but I'm troubled when { have to consider
that the politicians and government bu-
reaucrats may be ahead of the pastoral
ministers on this one.
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BY EILEEN BALLONE

Children’s Cholrs:
Strengthening the
Connections

Jesus said it: “Let the children come
to me, never hinder them. The kingdom
of God belongs to such as these” (Mark
10:14). And if the liturgy of the Church is
aforetaste of the heavenly liturgy - of that
“song of praise . . . that is sung without
ceasing before the throne of God and of the
Lamb” (General Introduction to the Liturgy
of the Hours, 16)—then it is only right that
children have a unique and compelling
role in leading the church’s worship, as
they have through the centuries, for only
children can bring a distinctive blend of
spontaneity, enthusiasm, and pure joy to
the worship of God.

Spiritual Development

The primary goal of the children’s choir
should betoteach each participant whatit
means toworship God. Throughthe efforis
of this program, each child should learn
to worship effectively and should also
develop an understanding of his or her
role in worship. Spiritual growth should
be encouraged in the chiidren’s choir
program, for this program gives children
a golden opportunity to express their
faith through the songs they sing. This
is, for many children, the first significant
expression of faith.

When they are carefully chosen, songs
whose texts are drawn from Scripture or
reflect scriptuzal truth allow children to
memorize Scripture. These texts most
often stay with children for their entire
lives.

Through the ministry of music, chil-

Mprs. Eileen Ballone is the president
of the NPM Music Education Division
(NPM-MusEd). She is a music teacher at
St. Francis of Assisi School in Ridgefield
Park, New Jersey, and the director of music
minisiries at 5t. Margaret of Cortona Ro-
man Catholic Chierch in Little Ferry, This
article is © 2005 Eileen Ballone.
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dren experience the glory and majesty
of God. The musical compositions they
sing express concepts and ideas beyond
the limits of the written word.

Liturgically, members of children’s
choirs are exposed to the liturgical calen-
dar, allowing them to focus on particular
events in the life of Jesus Christ. In addi-
tion, they learn the order of the liturgical
cetebration in which they are serving as
music ministers and how to participate
fully in worshiping God.

As participants in a choir, children
also learn about the discipline of regular
attendance and the necessity of honoring
God with their best efforis (stewardship).
They learn a sense of commiiment and be-
gin to prepare for lifelong involvement in
praising God. Some might become musical
leaders in their churches, carrying on the
teaching they received. Others will grow
up to become active participants in the
adultchoir. The children's choir definitely
serves the church by enabling and prepar-
ing young musicians for the life of service
to the church.

Musical Development

it is important for our children to de-
velop mugically as well as spiritually. Of
course we should encourage the children
to enjoy music; they should always be
encouraged to participate and never be
encouraged merely to perform.

Music literacy should be emphasized
because it will enable children to enjoy a
lifetime of music. Other important musical
skilis such as ear training, rhythmic and
vocal training, and ensemble skills such
as part-singing should be developed, too.
Children have a knack for learning these
skills when they are young; they learn
by hearing, much as they do when they
learnalanguage. Areas of musical growth
can be added once the children have the
basics — the nammes of the notes, steps and
skips, and dynamics and phrasing arejust
some topics that can be addressed.

Social Development

In addition to spiritual and musical

growth, the children’s choir offers an op-
portunity for social development. It is a
significant way for the children fo learn
that they are important, cared for, and
loved. They obtain a sense of accomplish-
ment from taking on a task and seeing it
through to its conclusion. By participating
inachildren’s choir, they grow in poiseand
self-confidence, and they learn responsi-
bility and working within a group.

The ministry of children’s music is a
joyful expression of praise as well as a
commitment to developing within each
child a deep love and unders%andmg of
worshiping God through music. -

Resources

There are many wonderful resources
available for children’s choir directors.
Here are a select few:

Kemp, Helen. Of Primary Importance.
Garland, Texas: Choristers Guild,
1989.

. Of Primary Importance
JI. Gatland, Texas: Choristers Gmld
1991.
Natstal, David T. Children’s Choir Ba-
sics, Portland, Oregon: Pastorai Press,
1999.
Witvliet, JohnD., ed., ACh:IdShallLead
Children in Worship. Garland, Texas:
Choristers Guild, 2001,

Choristers Guild is a wonderful asso-
clation for anyone involved with teaching
children’s choirs. They have a wealth of
information inthe Choristers GuzId Journal,
published bimonthly.

If you have never attended the NPM
Institute for Music with Children, offered
every summer, you have missed out! The
institute focuses onworking with children
not only in the classroom setting but also
inthe children's choir setting. Thisintense
institute is a must for all music educators
working in a Catholic setting. When you
receive the brochure for the Institute
for Music with Children 2006, seriously
consider this opportunity for summer
enrichment.
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Choral Recitative

All the items reviewed here arve from World
Library Publications.

Anthem for the Annunciation of the
Lord. Christopher M. Wicks. SSA. 005867,
$1.25. This chant-like anthem is great for
a choir with strong women'’s voices. The
part-writing is very contemporary but
not crunchy at all. Rather, Wicks creates
a hollow sound, eschewing the expected
parallel thirds for a far more open texiure.
You'ilhave to getthese harmonies in your
ear, but once you do, they’ll remind you
of Hindemith and Barber.

Behold! T Make All Things New. Steven
C. Warner. SATB, cantor, congregation, flute,
trumpet in B, organ, opl. string trio and
chimes. 007288, $1.40. There is comfort in
this text and strength in the music. Using
Bernard of Clairvaux’s words, Warner has
made something special that a congrega-
tion can sing easily and a choir can really
sink its teeth into. A strong, forceful dec-
lamation of this text should be your first
priority, especiaily in the refrain.

The Blessing of Blessings. Laurence
Rosania, SATB, descant, cantor, congregation,
guitar, and keyboard. 008736, $1.25. This
sweetand lyrical setting of the traditional
blessing from Numbers 6 (the blessing of
Aaron) could easily become a favorite of
both choir and congregation. Perfectasan
anthem or postlude, the first two verses
are very simple, while the key change
for the third verse is adventurous and
elevates the work.

Campanas de Belén. Arr. Samuel Milligan.
SATB, organ, opt. glockenspiel, handbells,
and harp. 008768, $1.40. Milligan uses
the glockenspiel and handbells nicely to
~paint “the Bells of Bethlehem.” This is a
villancico—an unjustly neglected form
. once very popular throughout Iberia and
- the Americas. Inkeeping with its original
: formation as a musical composition in the
- vernacular performed in sacred celebra-
: tions, this composition includes both
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Spanish and English texts. A light touch
with the registration is necessary to keep
this piece at its brightest.

Christ Has No Body But Yours, Steven C,
Warner. SATB, cantor, congregation, flute,
guitar, and keyboard. 007284, $1.30. St. Te-
resa of Avila'sfamous prayer is beautifully
and dramatically set here. The opening a
cappella solo is arresting, and the choral
writing is very sweet, The flute and guitar
are nice touches but not absolutely neces-
sary for full enjoyment of this work.

Come to the Manger. Chrysogonus Wad-
dell, ocso. SATB, cantor, and congregation.
005864, $1.15. The simple, singable re-
frain, coupled with verses reminiscent
of Brahms’s part-songs, will carry this
work to many choirs. While some of the
cadential formulae may sound a bit too
forced, the sweet melody overcomes this
problem and will be what most listeners
will take away from this piece.

Concerto on Grosser Gott: Holy God,
We Praise Thy Name. Arr. Paul M.
French. SATB, descant, congregution, two
trumpets in Bb, horn in F, frombone, tuba,
timpani, suspended and crash cymbals, and
organ. (008766, $1.85. This is a beautiful
big piece, one that marshals large forces
and deploys them well. The choir has it
pretty easy, as the part-writing sits well
in the ranges. The descant on the fourth
verse, after an impressive instrumental
interlude, is incredibly dramatic. Your
congregation will appreciate joining in
for most of the verses.

Enter with Praise. Thomas Lucas. SATB,
cantor, congregation, guitar, gnd keyboard.
001211, $1.25. This jazz waltz is a nice,
laid-back gathering song. The choral
harmonies are contemporary, while the
cantor line has a nice swing to it. The
guitar line is a bit tricky, but the keyboard
is supportive of the voices. The verses ebb
and flow, while the refrain pushes forward
with those entering the sacred space.

Holy Day, Christmas Day. James V. Mar-
chionda, op. Unison or two-part choiz, cantor,

congregation, guitar, and keyboard. 007849,
$1.30. This sweet little piece is easily
adaptable to small forces and could serve
a children’s choir very well. To my eas,
the guitar accompaniment alone brings
out the simple melody while offering just
enoughsupport for the voices, This would
be an easy piece to learn and have in your
pocket for Christimas.

Homeward Bound. Ken Muacek. SATB,
cantor, congregation, guitar, and keyboard.
008189, $1.30. Idontknowhow toclassify
this piece; I just know that I like it. Its in-
fectiousrhythm and greatharmonies will
soon make it a favorite for many others.
While it has a Gospel flair, it doesn't fall
into the trap of overmarking the musicin
a wrongheaded attempt to enforce some
swing. Keith Kalemba's piano arrange-
ment and Paul Tate's choral arrangement
both capture the pure joy of Psalm 126,
celebrating the return of the Jews from
Babylon.

I Believe This Is Jesus. Asr. Alan |. Hom-
merding. SATB, descant, cantor, congregation,
and opt. keyboard, 005255, $1.25. Ediste
Isiand, from which this spiritual comes,
is one of the barrier islands off the coast
of South Carolina, {As a resident of up-
state South Carolina, I couldn’t pass this
one up.) Hommerding has taken what is
usuaily described asa “witnesssong” and
turned it into a nice Communion proces-
sional. The rhythm is important here, as
the melody is simple--perfect for those
without books. Hommerding does not
burden this song with toomany markings,
which is good, because it’s almost impos-
sible to mark up a plece well enough to
capture the nature of the spiritual. His ad-
ditional versesmalke this song appropriate
throughout the liturgical vear.

If Today You Hear His Voice. W. Clifford
Petty. SATB, cantor, congregation, guitar,
and keyboard. 001214, $1.25. My favorite
setting of this text is an: old one from the
monks of St. Meinrad. This Gospel version
coukdn’t be further from that setting, but
it's a forceful piece inits ownright. Unlike
many other Gospel pieces, thisone doesn't
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try to force the syncopation or mandate
vocal pyrotechnics. And, for that, it's allthe
better, as it sits well in the choir's registers
and works well with the whole assembly.
Your kevboardist and guitarist will work,
but it’s worth the effort.

People, Look East. Arr. Jares E. Clemens.
SATB. 008752, $1.40. This is one of the
better pieces I have seen in recent years. It
hasinteresting textures and very nice part-
writing. I especially enjoy the building of
density throughout the work. The text is
serviceable, but that's nnot the point. The
tripping melody, which passes through
every part, will soon make this a favorite
with many choirs.

Stewards of Earth/This Is My Song.
Music by Jean Sibelius, text of “Stewards of
Earth” by Omer Westendorf; text of "This Is
My Song” by Lloyd Stone, Georgia Harkness,
and Bryan Jeffery Leech; arr. by Jeffrey Honoré,
SATB, congregation, trumpet in Bbor C, and
keyboard. 007945, $1.25. Jeffrey Honoré’s
arrangementand new trumpetline, along
with the text of “This Is My Song,” are
the reasons for buying this edition. The
tune FinLANDIA can always bring tears to
my eyes, and —with its brilliant mixture
of nationalism and universalism— “This
Is My Song” should make this your first
choice for national holidays.

Today Is Born Our Savior. Mark Mellis.
Three-part choir, cantor, congregation, flute,
guitar, keyboard, and opt. string quartet.
006268, $1.30. This setting of Psalm 96 is
based on the Apeste FipeLes tune. Since
Psalm 96 is the psalm for Christmas
Midnight Mass, the tune is more than ap-
propriate. Beyond the clever pairing of text
and tune, however, this is a nice setting.
Mellis does not merely ape the tune but
creates some fine verses here, offering a
distinct musical experience.

Joe Pellegrine

Cantor Recitative

The Passion of Qur Lord According to
John. Rembert G. Weakland, oss. World Li-
brary Publications, 005252, $14.95. Afriend
to pastoral musicians for many years,
retired Archbishop Rembert Weakland,
osB, now gives us a chant version of St.
John's Passion for narrator, speaker, and
Christ. While it is difficult to convey
many emotions in chant {and the nature
of John's Passion doubles that difficulty),
Weakland achieves success in this task
through the plaintive descending lines
he uses so well.
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Exodus. Robert W. Schaefer. Tiwo cantors,
violin, and organ. World Library Publications,
005781, $2.50. This dramatic setting of the
third reading in the Easter Vigil's liturgy
of the Word would be an interesting
addition to your Triduum. The cantors
move freely from chant to metered nota-
tion. Haunting and beautiful, the violin
both supports them and engages them
melodically. While there are not many
liturgical occasions for the performance
of this work, I would certainly lock for
any oppaortunity to do it as a prelude or
as a call to worship.

Joe Pellegrino

Organ Recitative

38 Chorales pour orgue. Lionel Rogg. ECS
Publishing, 6210, $35.00. The composer
describesthis collectionas “distinguished
by avariety of styles,” many of which “are
treated ina Romanticmanner, evoking the
sound of Brahms or Reger.” The collection,
based on Lutheran chorales, contains
plecesvarying indifficulty and style. There
are ornamented chorales, trios, and varia-
tion sets. Looking at the music puts one
inmind of Bach’s Orgelbuchlein because of
thirteen of the actual melodies set here as
well as the variety of styles, the general
length of each piece, and the fermatas
whichmark the end of each phrase. Unlike
the Bach collection, however, Rogg’s are
presented in order of composition rather
than through the unfolding of the year or
alphabetically.

The variety of forms represented here
inchudes trios, canonic pieces, toccata-iike
pieces, and variation sets; the majority
requires a two-manual organ with pedal.
Most of the pieces present the chorale
tunein a straightforward, unornamented
manner, though the accompanying voices
in some pieces offer a quite interesting
contrast. There isasetting of “Vater unser,
in Himmelreich” which has a Cromorne a
deux parties, en taille {cantus firmus played
in two parts in the tenor voice in an or-
namented fashion, using the Cromorne}.
fust as the chorales themselves are quite

varied, soare thelevels of difficulty. Some

are easy, and others will require even
keen-sighted readers to spend some time
getting acquainted with them. Inany case,
the musicis very satisfying and well worth
the time spent.

Atthe Cross Her Station Keeping: Four-
teen Varied Accompaniments for Use at
Stations of the Cross. Christopher Bord.
CanticaNOVA Publications, 6038, $4.25.

These alternate harmonizations, based
en original bmprovisations from Gary
Penkala, areintended to foster meditation
on the various stations. They do so effec-
tively. The fourteen accompaniments are
all different; the “flavor” of each is based
on the action of the station which follows
it. Organists will appreciate the variety,
especially when they play for stations on
a weekly basis.

Variations on Jesus Shall Reign. David
Cherwien, MorningStar Music, MSM-10-
570, $9.00. Each of the four variations
on the fune Duke STregr is based on a
different stanza of the hymn text “Jesus
Shall Reign” by Isaac Watts. The first is a
lively gigue; this is followed by a more
reflective varjation for the stanza which
begins “To him shall endless prayer be
made.” The lively third variation—for
“Blessings abound” —leads to the final
variation, written for the text “Let every
creaturerise and bring”:abrilliant toccata
marked “With Fire!”

The marked registrations are quite
colorful, like the music itself. However,
some organists may find the instrument
at their disposal will not accommodate
these. Further, although not marked “at-
taca,” thenotation suggests a performance
of the variations as a set. Use of the usual
creativity and imagination required of
organists will sofve both issues and allow
the piece to serve as a recital offering or a
dynamic prelude to Sunday worship.

Heather Martin Cooper

Books

The Liturgical Ministry of -
Deacons T

Second edition. Michael Kwatera. The
Liturgical Press, 2005, 112 pages, paper-
back. $9.95.

According to its preface, this book “is
offered to all deacons (both permanent
and transitional) in the hope that it will
promotetheir formation forservice within
the Church’s Eucharist, other sacramen-
tal rites, and communal prayer.” The
book has three main sections: The first
provides background information, the
second explores the deacon’s role in the
various rites of the Church, and the third
contains prayersand a listing of additional
TeSOUITes. o

In the introduction, Kwatera pro-
vides the reader with a brief overview
of the history of diaconal ministry in
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the liturgy, emphasizing the crucial con-
nection between service to the poor and
service within worship. This emphasis is
expanded in the first chapter, “Flying Duo
in the Liturgy,” which comments on the
importance of the deacon as sacramental
sign in the contemporary Church.
Inchapter two (“Some Preliminaries”),
the author turns his attention to practical
matters such as vesting, ministering with
others, and the place of rubrics in the
Kturgy. The distinctive ministry of the dea-
con, which Kwatera was careful to defend

in the previous chapter, is minimized by
his description of the deacon as an “extra
‘chief’server” and his claim that the usual
role of leading the intercessions-—a prime
locus of intersection between liturgy and
the rest of life— could be readily left tothe
reader (page 22). Later, he also suggests
thatthe deacon forego ministering the cup
at Communion (page 48}. 1 am concerned
that such a functional approach reduces
the deacon’s ministry to optional tasks
rather than one that flows integrally from
diaconalidentity —a caution of particular

I would like to commend you on a hymnal that is flexible in its

approach 1o how parish communities worship and responsive to the

diverse cultural needs af worship yet retains a connection to the

musical heritage of the Church.”

- Most Rev. Donald W. Trautman,
Bishop of Erie, PA

With more than 840 tites, Journeysongs, Second Edition, offers a

perfectly balanced repertoire of traditional hymns, contemporary

songs, and music for mulbticaltural parishes. All components,

including 23-CD recording library and accompaniment books,

now available! Find out more at ocp.org/js2.

PLACE YOUR ORDER TODAY!

Oregon Catholic Press | |-800-LITURGY {548-8749) | ocp.org
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concerninthenew National Divectory for the
Formation, Ministry, and Life of Permanent
Deacons in the Uniked States (see especially
chapter one).

I must also disagree with Kwatera’s
reference to rubrics as simply “friendly
guides” (page 24) rather than as binding
(albeit to varying degrees) norms. While
the liturgy is open to local pastoral ad-
aptation, Kwatera’s calls for numerous
changes to the rites outside the context of
a concrete community give the impression
that the deacon is free to do as he wills
with the liturgy (for example, moving the
nuptial blessing [page 64]). The intimate
knowledge of the liturgy and of the local
community required for sound adaptation
requires a more complete and nuanced
discussion.

In the third and longest chapter, “The
Deacon’s Rolein . .. ,” Kwatera spells out
the particular task of the deaconin each of
the Church’s liturgical rites. Throughout
the chapter, he offers liturgical “pearls
of great price.” The discussions and
diagrams relating to choreographing the
Gospel procession {pages 37-40) and the
marriagerite (pages 62-64) are particularly
helpful.

Unfortunately, the book in general —
and this chapter in particular—would
have benefited from a more deliberate
use of current liturgical documents. For
example, the deacon with the Book of the
Gospels doesnotlead the entrance proces-
sion (see General Instruction of the Roman
Missal [GIRM] §120), and the water used 1o
purify the Mass vessels is to be consumed
and not poured down the sacrarium (see
GIRM §279, which, curiously, Kwatera
then quetes). While the dalmatic “may be
omitted ... outofnecessity oronaccount of
alesser degree of solemmnity” (GIRM §119),
Kwatera overstates the case by calling for
itsuse only during episcopal or Holy Week
liturgies {page 19}. Most importantly,
he fails to distinguish between Sunday
Celebrations in the Absence of a Priest and
weekday Communion services, during
which the rite found in Holy Commumion
and the Worship of the Eucharist outside Mass
is used.

A careful discussion of the role of the
deacon when other sacraments are cel-
ebrated within Mass or when a presbyter
presides at non-Eucharistic rites would
have been helpful. In such circumstances,
it seems to me that the deacon’s role—in
keeping with diaconal identity —would
be to assist the presider and not to split
presidential functions with him.

Overall, Kwatera’s treatment of the
liturgical role of deacons is uneven and

DrceMpBER-JANUARY 2006 » PasTorar Music




icdiosyncratic. The historical introduction
and his insistence that service within and
outside of the liturgy are intimately con-
nected are most beneficial. The treatment
of the individual rites contains numerous
practical reminders that novice and expe-
rienced deacens alike will find helpful.
However, the concerns mentioned above
Hmit this book's usefulness, especially as
anintroductory text for those in formation
for the diaconate or for parishes welcom-
ing a deacon’s ministry for the first time.
The Liturgical Ministry of Deacons, as other
handbooks in the series, would have ben-
efited from more careful editing.

Frank Agnoli

The Liturgical Environment:
What the Documents Say

Second edition. Mark G. Boyer. The Li-
turgical Press, 2004. 200 pages, paperback.
$17.95.

Anyonefamiliar with the firstedition of
Mark Boyer’s book will warmly welcome
this second edition, necessitated by new
or updated liturgical docwuments like the
2002 General Instruction of the Roman Missal
{GIRM)and the .S, Bishops' Builtof Living
Stones(BLS). Liturgicalenvironmentisnot
just about worship space and things used
therein but concerns the way in which
these affect full and active participation
for good or ill. All this is premised on
foundational sources: What do the docu-
ments actually say? So if BLS is devoted
entirely to art, architecture, and worship
based on the GIRM, why invest in The
Liturgical Envivoniment? For its pastoral
insight as well as its practicality.

The basic theological principle of
Vatican II established in the first chap-
ter centers on the baptized peopie: The
church building is designed around them
and their liturgical activity. Successive
chapters lock at the altar or table, ambo,
presider’s chair, place for baptism, and
tabernacle. Shorter chapters follow on
sacramentals like the paschal candle, ves-
ture, the holy oils, and the reconciliation
chapel. Two new chapters round off the
book. Questions concluding each chapter
are thought-provoking and bound to get
adult education off to a good start.

This handbook enables us to see the
significance of the church environment
and its various furnishings and appoint-
ments, and itexplores prayertextsinorder
to highlight the meaning. Such formation
is essential for improved liturgical partici-
pation. Larger chapters on “The Gather-
ing Space of the Community” {chapter
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one) and on the baptismal font {chapter
five) offer theological depth, nuance, and
inspiration. Current Eucharistic theology
in “Eucharistic Reservation and the Tab-
ernacle” (chapter six) ensures a balanced
presentation to questions sometimes
fraught with misunderstanding or half-
truths. The chapter on vesture (chapter
eight) sits comfortably within the theol-
ogy of minjstry. A sound contemporary
introduction to Rome's treatment on the
veneration of images in its Direcforyon
Popular Piety and the Liturgy appears in
“Shrines for Popular Devotion” {chapter
eleven). Any one chapter will deepen peo-
ple’s spirituality and practice in churches
new or old, renovated or needing further
renovation, and all will appreciate the
pastoral appreach in this book,

Boyer makes numerous interesting
points: The bishop who presides over a
liturgical function ina parish, for instance,
actually reclaims the parish priest’s chairas
a temporary cathedra (page 59). While the
final chapter looks at a variety of church
items thatare minor when compared with
ambo and altar—e.g., cups and plates,
doors, belfry beils, organ, and sacristy —it
makes the point that the blessing of bells
emphasizes God's work of calling people
together. Salutary in these daysareBoyer's
reminders that renewed Eucharistic
adoration should lead us to “feeding the
hungry and caring for the poor” (page
98) and that the active celebration of the
Eucharist makes the church building a
sacred space—not the presence of the
reserved sacrament (page 99).

My only quibble with the book is its
repetition in presentation and discus-
sion, probably due to the way material is
organized (theology and then the praxis
arising from the theology). So, forexample,
a point about what is placed on the altar,
madeon pages20-21, isrepeated on pages
38-39. Other reiterated points include
the note that the use of incense recalls
our dedication to God (pages 28 and 34);
appropriate ways to “clothe the altar”
{pages 28 and 34-35); and the reasons for
use of one cross or crucifix (pages 16-17
and 37-38). While some readers wili find
such reinforcement of theology helpful,
one wonders if there might not be another
way to integrate this material —as occurs
mn the last and newest chapter, The book
finishes with a basic bibliography of the
documentsused, butitomits Eucharisticum
mysterium (1967), used in chapter 6. The
list includes websites for just a few docu-
ments, yet most —if not all —are available
online.

Good practice, as Boyer asserts

throughout, flows from sound theology.
Theeuchological texts (the prayers used in
therites) are treated well. Use of footnotes
instead of endnotes together with the ab-
sence of direct quotations {used liberally in
the earlier edition) make for easier reading
and more effective theolegical-pastoral
interpretation. At the same time, parts of
the author's discussion are dense. Reading
a prayer for oneself is often easier than
reading a lengthy paraphrase.

Parishes and environment ministers
who read this work will have cause to
reconsider their current praxis, e.g., the
placement of altar servers’ chairs flanking
the presider’s chair, which represents a
pre-Vatican [l arrangement; the use of altar
vesture that should not be like that of the
old frontals or facades; the use of mate-
rial for the altar cloth that does not have
signs, symbols, or slogans embroidered or
painted on the cloth (and the same goes
for the decoration of the ambo, which is
not a place to hang a banner, affix signs
and symbols, or place flowers, nativity
scenes, or plants). Boyer includes a perti-
nentexplanation of how signs work (page
129).

This book is a classic for every parish.
May ordained ministersand environment
ministers have courage to understand
what the documents say. . T

Veronica Rosier, op

The Axt of Discernment:
Making Good Decisions

Stefan Kiechle. Ave Maria Press, 2005,
128 pages, paperback. $9.95.

In this small book, Stefan Kiechle pro-
videsa very readable overview of the pro-
cess of prayerful decision making found
in the Spiritual Exercises of Saint Ignatius
of Loyola. The focus of this book is the
making of good personal decisions while
living in a world with ever-increasing and
confusing choices. More particularly, it is
targeted at those who want toincorporate
spirituality as the basis of their decision
making.

Kiechle takes Saint Ignatius’s “Rules
for Discernment,” which can seem com-
plicated —especially to those unfamiliar
with the experience of the Spiritual Ex-
ercises —and illustrates them in the light
of contemporary situations. These very
rejatable scenarios, sprinkled throughout
the chapters, help the reader toabsorbboth
the author’s and Saint Ignatius’s points
maore easily.

The book opens with a look at the
difficulties of discernment, seen through
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cameo stories and presented by some of
the decisions we face in our time. The
author follows this with an introduction
toSaintIgnatius and his time. Kiechle then
presents the concept of indifference: the
inner freedom needed in order to make
good decisions and reflect on the things
that one might need to be freed from in
ordertobefree “to,” whichisillustrative of
the dynamics of the Spiritual Exercises.
Like turning the facets of a prism,
Kiechle turns to the light each component
part of “making good decisions in your
world choices.” The book systematically
lights up facets of the prism. The final
four chapters focus on criteria for discern-
ment, methods of discernment, difficulties
during the discernment process, and ten
guiding principles of discernment.

In his chapter on criteria, Kiechle ex-
plains the Jesuit understanding of “magis”
and how one might consider “the more.”
This brief chapter offers thoughts on
serving others and on finding increased
fruitfuiness and spiritual consolation.

The chapter on methods of discernment
gives attention to the need for quiet time,
toprayer, to finding greaterinner freedom,
and to use of imagination. Moving to dif-

Toys That Teach
Lee Gwozdz

This newest Lee Gwozdz
video/DVD shows you how to
use the toys in the Singing
FUNdamentals Toybox with
any singing ensemble! Lee
demonstrates how to use each
of the twelve toys in his Toyhox,
using the exercises that are in
" the Toy Handbook. All four of

choral group.

007184 Video
007189 VD

L3

World Library Publications
800-566-6150
www.wipmusic.com

Lees choirs are featured, from cherubs through adults,
showing how the toys are effective for ali ages. His inno-
vative techniques present a positive and effective
approach to creating the best vocal sounds with any
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ficulties, the author considers the painful
issues of revising previousdecisions{e.g.,
divorce); becoming aware of individual
traps and psychological issues that can
derail discernment; and facing decisions
at times of crisis and stress.

Throughout the book the frequent use
ofthelife scenarios places the discernment
process squarely in our twenty-first cen-
tury everyday world. These little stories
allow the author to say a great deal about
the process of discernment in a rather
simple and straightforward manner. In
fact, the book could be thought of as a
discernment self-help book. For someone
unfamiliar with the Spiritual Exercises, this
beok providesasolid basicunderstanding
of adiscernment process and a sense of the
occasions when he or she might need to
seek some additionathelp fromaspiritual
director.

Thebook makes clear that discernment
is a process of listening to the heart, evalu-
ating with the mind, and paying attention
to "gut” feelings. Our personality tends
to lead us to prefer a particular way of
making decisions: rationally, emotionally,
or intuitively. Good decisions come from
the input of all three, :

" NewforMusi ducators and Choi iectors_

venen 55000 A great help for choir directors or instrumentalists who
....... $50.00 work with volunteer singers who have no or minimal
music-reading ability.
017290 Singlecopy ................ veieen $39.95each
10 or more copies ........ veereees..58.95 cach

Sight-Sing a New Song:
A Workbook for Music Reading Basics

Jennifer Kerr-Breedlove

Here's an excellent introduc-
tion to the basics of reading
music, designed for adult
learners who want to have or
~ improve music reading skills
for parish music ministry.
Kerr-Breedlove’s common-
sense approach, honed by
use in the classroom, is pre-
sented in five units. Lessons
are of manageable size, with
plenty of exercises and exarm-
ples to assist new music readers in using their skills.

The final chapter is an especially useful
quick reference. The “Rules for Discern-
ment” are distilled into “ten guiding
principles,” each one elaborated by a
page of explanation. These could provide
an excellent tool for the neophyte and a
useful reminder for those more seasoned
in the spiritual exercises.

Overall, Kiechle’sbook offersa valuable
resource for anyone searching for a way
to make and monitor personal decisions
that resonate with the integrity of one’s
soul.

Ellen Crowley

What Happens at Mass

Jeremy Driscoll, osg, Liturgy Training
Publications, 2005, 144 pages, paperback.
$10.95.

In the Introduction, Jeremy Driscoll
states his purpose in writing this volume:
“I'wantto show what the Mass meansand
where its center is. And I want to stress
this word happens in the title, for indeed
that is the point. Something happens at
Mass. God is acting . . . . God has con-
centrated the entirety of His saving love
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for the world into the ritual action and
words of the [Elucharistic liturgy, I want
to speak of the Mass in these terms.” The
bookiswritten for any Catholicinterested
simply inunderstanding the Mass better.
But, he warns, “if I try to speak as simply
as possible, I will still be speaking about
something that cannot be named, or can-
not easily be named, something we call
mystery, So I will aim to speak without
losing the sense of mystery, for thereis no
resolvingit. Butthereisa deeperentry into
itand a way of learning to move withinits
spaces. This is what I hope to offer here:
deeper enfry avid a certain grace of movement
within the forms” {(emphasis mine).

The author examines the ritual of the
Mass in great detail. “I will look at what
we say and do during the Mass, and I will
try tosay something aboutalithathappens
when we say and do that. Paradoxically,
to go more deeply into the meaning of
the Mass, we must remain also always
on the surface, never leaving behind its
actual forms.” This methodology of pay-
ing careful attention to the details of the
rite generates in the hands of this author
avery rich document. He demonstrates a
mature and comprehensive grasp notonly
of the theology and history of the Eucharist
but also of the dynamics of ritual action
and people’s capacity to enter into it,

Althoughthisisasmallbook, it willnot
beread speedily, evenby one theologically
trained; yet, it is understandable and for
the layperson its rich content will best be
apprehended in discussion with others.
It offers a wealth of new information to
the average reader, but—of equal impor-
tance—it challenges readers to use their
sacramental imagination as they enter
inte the contemplation of various parts
of the Eucharistic rite. This might be the
greatest challenge to the reader, a chal-
lenge which Driscoll initiates in the first
chapter by dealing with the sacraments
as “mysteries” and which he continues
through the book.

The concern of many who work in
liturgy and catechetics these days is to
develop a successful method for lead-
ing people into a deeper participation in
sacramental rites. This is a difficuit chal-
lenge when dealing with technologically
oriented and practical minded people
like many Americans—especially Euro-
Americans. Some wonder, as Romano
Guardini did irn 1964, whether Westerners
are capable of “the liturgical act,” that is,
capable of entering into a symbolic act.
Guardini was thinking of whatothershave
described as “flatmindedness,” sternming
both from the high valuation placed on
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empirically verifiable truth and disinter-
est in —if not distrust of - metaphor. The
language of ritual is symbaol which itself
has a metaphorical structure, hence the
special challenge.

But my experience tells me that the
capacity to appreciate symbol has not
disappeared in contemporary people;
rather, itislikea computer programin the
mind that has not been accessed ina long
time and that can be awakened. Driscoll’s
book will be a wonderful tool to use in a
formation process precisely because of its
combination of sound analysis of the deep
patterns of therite, solid theology, and the
rich reflections of one who clearly has an
awakened sacramental imagination.

I highly recommend this timely
bock.

Lawrence |. Madden, s)
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Publications and other resources available from the National Association of Pastoral Musicians

Publications

LITURGY FORMATION RESOURCES

Minstries in Sung Worship:

A Documentary and Pastoral Resource
Documentation from official instructions and ritual books
and pastoral applications for each musical ministry.

J. Michael McMahon and Gordon E. Truitt

Itet $LER-B.ovveenns Single COPY v iiisaressnsisareee, $15.00

New!

Psalmist & Cantor:

A Pastoragl Music Resource
A collection of practical articles drawn from Pastoral Music
and Likurgical Singer. Various atthors

Ttem $LFR-6.vvnas Single CopY o $7.00

New!

Singing Faith info Practice

Essays in Honor of Robert W, Hovda  Series II
Six pastoral scholars reflect on the impact of Vatican 1I's Constitution on
the Sacred Liturgy on liturgy and other aspects of Church life.

Various authors .

{7003 W3 L R — Single COPY oo, $10.00

A Pastoral Musician’s Guide to the General Instruction 2000
ith American adaptations.
Michael McMakon

tem #LFR-3 ... Single cOpY vervecvcrcrireninenern . $4.00
....10 ar more copies ................... $3.50 each
he Way We Worship
Pastoral Reflections on the General Instruction of the Roman
Missal
dited by Gordon E. Truitt
tem #LFR-4.........Single cOpY i 57.00
PROFESSIONAL ISSUES

Hiring a Director of Music: A Handbook and Guide

n aid to identifying the right musician for a particular
arish and the process it takes to find that person.
DMMD Professional Coneerns Committee

NPM Workbook: Job Descriptions, Contracts, Salary.
Revised Edition, 1996

Amethod for developing a cantract, job description, and an
. appropriate salary for a pastoral inusician, with sections for
 the pastoral musician, parish, and diocese. Vrrgzl C. Funk
temt #PRO-4 ........ Single copy ... - $15.00
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New! -

Saruple Contract

The sample contract found in the NPM Workbook.

Ttem HPRO-5 oo SINEIE COPY i, 52,00
Work and Remuneration: A Statement and Worksheet
Because music is integral to liturgy, the employment of
well-trained directors of music ministries in the Catholic
Church is vital, and the church has a moral obligation to
pay its musicians fair and equitable salaries.
Director of Music Ministries Division

Ttem #PRO-6 ........ SINGEE COPY wrvvmtriviririmmmrsrssnsinsssrrensen

$5.00

National Standards for Arts Education: A Catholic Perspective
A detailed application of the National Standards to education for the
Catholic student (K~12). NPM-MusEd Board of Directors

Ttert BMED-2ur e SINGLE COPY o $3.00

LITURGICAL DOCUMENTS

Built of Living Stones
Guidelines on art, architecture, and worship from the United
States Conference of Catholic Bishops.

Item #LD-1...........1-9 copies .., $11.95 each
n10-24 copies . ... $10.95 each
v COPIES v ereieeniennn. §9.95 @ach

The Music Documents:

Music in Catholic Worship & Liturgical Music Today

The 1983 revised text from the Bishops’ Comunittee on the

Liturgy, and a 1982 statement of the Bishops’ Committee
on the Liturgy, published ten years after the original Music

" in Catholic Worship.

Item $LD-6...........S5Ingle COPY oo $5.95

General Instruction of the Roman Missal

The official English translation with adaptations for the
US.A.

Ttetn #LD-4 ..... coreenn $12.95
$10.95 each

... 38.95 each

Smgle €opy ..

Introduction to the Order of Mass
A Pastoral Resource of the Bishops’ Committee on the
Liturgy.

Item #LD-5 ............SIngle COPY e $9.95

e 1024 COPILS vt $8.95 each
w25t COPIES e $7.95 ach

MUSIC IN CATHOLIC WORSHIP: STUDY

NPM Commentary on Music in Catholic Worship

Tkemt #MCW-L i SINELE COPY wirivirivirinisnsisninisernees $6.95

NPM 6-Session Lesson Plan for Music in Catholic Worship

Item $MUW-2..orinnar e SINZEE COPY v e $5.00
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Gift Items

e

| NPM Baseball Cap New!
Beige cotton, blue bill and trim, adjustable

TEEHE BGIE-T oot $12.00
NPM Travel Mug l\]e\f\/l
Stainless steel exterior, anti-spiash lid, non-skid base
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|
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NPM Cookbook: With Lyre, Harp, and Spatula

“Pastoral musicians should make excellent cooks, for cooking and music
making have so much in common.” Richard Gibala

TE0H FGIF-3 coervererrresremsseenresnsneer SHGLE COPY covvinrarrsrrmineresercnnnns 5400

A Pastoral Musician’s Bock of Days

Information, enjoyment, and a source of prayer for all who
recognize the central value of sung worship in the Christian
life. Gordoii E. Truitt

Itetn # GIF-6..oerene. Single CopY wmmrmcnncsnsennee- 515,00

St. Cecilia

The patron saint of musicians. Poster or Notecard (inside
blank). World Library Publications.

A Michael O'Neill McGrath, osrs

Poster ..., # GIF-7........5108]e COPY oo $15.00
Notecard......# GIF-8..8ingle copy e $2.50

All God’s Critters Got a Place int the Choir

Based on the popular song. Poster or Notecard (inside blank). World
Library Publications, Michael O'Neill McGrath, csrs

Poster .. - SINGLE COPY rrmvrnierersrmrmsneesirsin $20.00
Notecm'd.‘.......‘ . BINELR COPY v irsisssinnres $1.50

Pastoral Resources

These resources from other publishers are also available from
NPM. Order them today to enrich your ministry.

Cantor Basics, Revised Edition

Answers 112 of the most comumon guestions about the min-
istry of cantor, from recruitment to technical issues. Pastoral
Press. Jim Hansen, Melpnie Coddington, Joe Simmons

Ttem 8PR-1 s Single cOPY c.ovicnrnvirnrereneecen $14.93

Handbook for Cantors

Updated approach to the roles, skills, and spirituality of the cantor.
LTP. Diana Kodner

Trem #PR-2 e Single Copy v $10.00

. A handbook for children’s choir directors; w;th resources

()rderT'day! By phone- (240) 247-3000, ext. 26 Online: www.npm,
Suite 210

Children’s Choir Basics

developing, and rehearsing a children’s choir. Pastoral Press.
Dawid Nastal L
Ttem $PR-3 v SiNgle COPY coomeremrrereccceicarrivensie 3

Choir Director Basics

Technicues for recruiting, rehearsals, choral sound, ritual celebrations,
and administration --from an expert in the feld. Pastoral Press.

Oliver Douberly

Ttem #PR-2 e Single Copy ..o $14.95

Choir Prayers

Prayers to help choir members focus on the liturgical seasons during
weekly rehearsals. Pastoral Press. Jearne Hunt

Ttem BPRAG (oo SINgle COPY wrrnmrmmrnrmeeisisinnens §7.95

Mare Choir Prayers

More seasonal prayers todeepenachoir'sunderstanding of the liturgical
seasons, Pastoral Press. Jeanne Hunt

Ttemt $PR-6 ..o SINgLe COPY orcvrrrmrrnrmaersissersenn 795

Prayers of Those Who Make Music
For organists, choir members, cantors, and all who love music: psalms,
poems, prayers. LTP. Compiled by David Philippart

Tem #PR-7 i Single Copy «oveimimmncnsrmrininnneens $5.00
............................................................ 524 COPIES ovvvnrirrsrnrrrronn $4.00 each
vni 25 COPLES rvniernnrne $3.50 each

Blessed Are the Music Makers

Warm ups for the musician’s spirit—for choirs and music
enserrbles before and after rehearsal and in preparation for
worship. World Library Publications. Alan Hommerding
Ttem #PR-8.....coencinn SINGle COPY orvvvvrasmrriensrrcserseeen $14.95

A Music Sourcebook

A rich anthology of texts that sing the praises of music. LT Compiled
by Alan Hommerding and Diana Kodner

Ttem PR-G e, SINGIE COPY ormvorerrenresirmsremsinions $18.00

Acoustics for Liturgy
Six professionals offer advice for improving the acoustics of the assembly’s
singing. LTP. E. A, Sivik, Dennis Fleisher, et al.
Ttem BPR-10 oo SIRELE COPY wirrmrmesreesnrneesenesenss $6.00
EEBgeen Toward Ritual Transformation
Remembering Robert Hovda: Essays chalienging us to
continue the pilgrimage toward beauty and justice in
lieurgy. Liturgical Press.
Gabe Huck, Robert Houda, Virgil Funk, . Michael Joncas, Nathan
== Mitchell, James Savage, and John Foley, si

Ttem §PR-11..............SINgle COPY i $15.95

Magazine Back Issues

Buck issues of Pastoral Music are excellent resources for clergy,
musicians, and Hhose who prepare liturgy.

astoral Music ............ SINGIE COPY eavrcrrieranrseersramssivinnns $7.00
tem *MAG-1 Specify volume and issue number

llver:Sprmg,_




Hotline is a service provided by the
Mermbership Department at the National
Office. Listings include members seeking
employment, churches seeking staff, and
occasionally church music supplies or
products for sale. We encourage institu-
tions offering salaried positions toinclude
the salary range in the ad. Other useful
information: instruments in use (pipe or
electronicorgan, piano), size of choirs, and
the names of music resources/hymnals i
use at the parish,

A listing may be posted:

¢ on the web page—www.npm.org--
for a period of two months ($50 for
members/$75 for non-members);

# in print twice—once in each of the
next availabte issues of Pastoral Music
and Notebook ($50 for members/$75 for
non-members);

+ both on the web page and in print
($75 for members/$125 for non-mem-
bers}.

Ads will be posted on the web page as
soon as possible; ads will appear in print
in accord with our publication schedule.
“ Format: Following the header informa-
tion {position title, church or organization
rame, address, phone, fax, e-mail, andfor
website addresses), ads are limited to a
maximum of 100 words.

Adsmay be submitted by e-mail tonpm
mem@npm.org, faxed to (240)247-3001, or
mailed to: Hotline Ads, 962 Wayne Avenue,
Suite 210, Silver Spring, MD 20910-4461.
When submitting your ad, please include
your membershiprumberand the name of
the person to whom or institution to which
the invoice should be mailed.

Position Available

CALIFORNIA

Music Ministry Positions. 5t, Irenaeus
Church, 5201 Evergreen Avenue, Cypress,
CA 90630, Phone: (714) 826-0760, ext.
125; fax: {714) 826-1608; e-mail: kwargo@
sticypress.org. Three positions open, could

be combined into one position. Teen En-

semble Music Director requires: practicing

54

Catholic; strong contemporary keyboard,
vocal, choral directing skills; experience
in Catholic contemporary music; global
and parish liturgical perspective. Respon-
sibilities: Tuesday rehearsals and Sunday
evening liturgies. Choir Accompanist re-
quires: excellent piano and organ skills;
expertise in sight-reading and classical
and contemporary styles; experience in
Catholic liturgy. Responsibilities: Thurs-
day rehearsals and Sunday Mass at 9:45
aM. School Music Teacher requires: strong
piano, vocal, and teaching skills; love of
God and children. Responsibilities: teach
musicappreciation classes for grades K-4
on Friday mornings, two performances.
Send résumé to Kimberly Wargo. HLP-
6584,

Music Director. Blessed Kateri Catholic
Church, 22508 Copper Hill Drive, Santa
Clarita, CA 913501499, Phone: (661) 296~
3180; fax: (661) 296-7854; e-mail: fri-
elds@blessedkateriparish.org. Part-time.
Knowledge of liturgy and liturgical music;
accomplished instrumentalist (organ or
piano); experienced with different styles
of music; ability to lead and work as
part of a parish team; good communica-
tion and organizational skills; ability to
train/develop music ministers; degree or

equivalentinmusicand/or liturgy. Blessed
Kateri Catholic Parish in Santa Clarita,
California, has 4,000 families. Masses
celebrated in English and quarterly in
Spanish. HLP-6592.

Organist. Holy Trinity Catholic Church,
209 N. Hanford Avenue, San Pedro, CA
90732, Phone: (310) 548-6535, ext. 306;
e-mail; dbarnes@holytrinitysp.org. Holy
Trinity Catholic Church is a vibrant,
welcoming community seeking anaccom-
plished organist/pianist for the salaried
position of parish organist/accompanist
to collaborate with music director. Excel-
lentsight-reading, accompaniment, hymn
leading, improvisation skills, experience
in accompanying choral rehearsals and
working with cantors in Catholic litargy
are required. Approximately elevenhours
per week. Competitive salary conumensu-
rate withexperience. Funerals, weddings,
and additional liturgies pay extra. Open
immediately. E-mail or mail résumé to
Donna Barnes, Director of Music, or cali
above number. HLP-6601.

CONNECTICUT

Music Director. St. Mary Star of the Sea
Church/St. Mary School, New London,
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CT. Phone: (860) 447-1431; fax: (860) 437-
1889; e-mail: pastor@stmarynewlondon.
org. Multicultural urban parish (with
Geddes twenty-six-rank, twenty-one-
voice, twenty-six-stop pipe organ} seek-
ing qualified organist/pianist to play two
weekend liturgies, all weddings, funerals,
and special parish celebrations; direct
English-language choir; and collaborate
with Spanish-language choir for major
feasts (parish uses United In Christ/Unidos
en Cristo). A good grasp of traditional and
contemporary Roman Catholic worship
music is essential. Part-time teaching at
parish school (pre-K through eight) is
also possible as well as accompanying
monthly school Masses. Salary dependent
onduties; $30,000to $35,0001s likely. Send
résumé to Rev. Robert Washabaugh, pas-
tor, HLP-6590.

FLorina

Music Minister/Organist/Music Teacher,
st Anthony Catholic Church, 820 Marcum
Road, Lakeland, FL.33809. Fax: (863) 859-
1036; e-mail: yroscoe@stanthonyparish.
com. We are a faith-filled parish of 1,800
families seeking an energetic, faith-filled
person with organ/choral skills and back-
ground in variety of liturgical music tobe
responsible for weekend/holy day Masses.
Duties include accompanying cantors,
adult/children’s choirs, and ability to work
well with staff/volunteer ministers. Posi-
tion can be full-time if person can teach
music in elementary school. Salary com-
mensurate witheducationand experience.
Applicants send résumé viafax/e-mailand
video or DVD via mail to Music Minister
Search Committee. HLP-6613.

ILLinois

Contemporary Ensemble Director/As-
sociate Music Director. 5t. James the
Apostle, 480 8. Park Boulevard, Glen Eb-
lyn, 1L 60137. Fax: (630) 469-7590; e-mail:
stjamestheapostle@wideopenwest.com.
Responsibilities include development of
contemporary ensembie to lead 11:30 am
celebration of the Eucharist. Also respon-
sible for one other Sunday celebration on
rotating basis. Must be collaborative, able
to work with people of various ages and
musical abilities. Keyboard and/or guitar
skills necessary. Position may expand to
include some funerals and weddings.
Salary commensurate with education
and experience. Résumé to Music Search
© Committee at address above or send via
fax or e-mail to Rev. John J. Quper, pastor.
. HLP-6586.
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Associate Director of Music and Lit-
urgy. St. Petronille Catholic Church, 420
Glenwood Avenue, Glen Ellyn, IL 60137.
Phone: {630) 469-0404; e-mail: williamss@
stpetschurch.org; website: www.stpetsch-
urch.org. Pull-time position for suburban,
2,700-family parish where music and
liturgy are priorities. Music program in-
cludes cantors, two adult choirs, chamber
choir, two children’s choirs, youth choir,
instrumental ensembles, and concert se-
ries. Schantz pipe organ; Kawai, Steinway,
and Yamaha grands; Whitechapel beils.
New musicrehearsal suiteand officeswere
completed in2004. Share liturgy planning,
service playing (organ and piano), and
conducting duties with director of music
and liturgy. Experience in Roman Catho-
tic Church required. Bachelor’s in music
or liturgy preferred, Salary negotiable,
diocesan benefits, teaching privileges.
Send résumé and references to: Stephen
Williams, Director of Music and Liturgy.
HILP-6587.

InDIANA

Director of Music. St. Bartholomew Cath-
olic Church, 1306 27th Street, Columbus,
IN 47201. Phone; (812) 379-9353, ext. 236.
Large, lively parish of 1,500 families seeks
a fuli-time director of music. Church seats
900 and has a state-of-the art choir area
and sound system. Applicantshould have
aworking knowledge and understanding
of Catholic liturgy; competency expected

Log on and take the tour!

ANNUAL AND ONE-TIME COPYRIGHT PERMISSIONS
WITH THE CLICK OF A MOUSE

invocal, choral directing, cantor training,
and keyboard. We currently have six dif-
ferent choirs with styles ranging from
traditional to contemporary. Director
of music plans with liturgy coordinator
and oversees all music ministries. Some
knowledge of Spanish preferred but not
required. Full benefits. Salary commen-
surate with education and experience.
Come join us in our new worship space!
Send cover letter and résumé to Mr. Bill
Algee, HLP-6611.

MaryLAND

Cantor/Director of Music, Abiding
Presence Lutheran Church, 11310 Mont-
gomery Road, Beltsville, ML) 20705, Fax:
(301) 937-7575; e-maik: cantor@abiding-
presence-beltsville.org; website: www.
AbidingPresence-Beltsville.org. Abiding
Presence, a strong evangelical catholic
congregation with K~6 day school, seeks
cantor/director of music. The cantor
provides all musical leadership in the
congregation (two Masses each Sunday,
plus Advent/Lenten midweek services,
holy days, weddings, and funerals) and
serves as music educator for the Augs-
burg Academy. The position reports to
the senior pastor. Leads aduit choir and
intergenerational handhell choir. Position
is twenty hours per week. Salary com-
mensurate with AGO/ALCM guidelines
and includes health insurance and 403(b}
plan. HLP-6585.

+ EASY—online permission and reporting
+ ECONOMICAL—based on average weekend attendance
+« THOROUGH—your favorite songs

+ CONVENIENT—includes a growing list of publishers
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MASSACHUSETTS

Director of Music Ministry. 5t. Augustine
Church, 43 Hssex Street, Andover, MA
01810. Phone: (978) 475-0050; website:
www.staugustineparish.org. Full-time
position for 3,300-family parish. Respon-
sible te meet the musical needs in parish
celebrations. Music program is well estab-
lished and includes an adult choirand two
youth choirs: teen Mass and three-octave
handbell choir; volunteer cantor and junior
cantor ministries; wedding and funeral
liturgies. Grand piano and two-manual
pipe organ. Coordinate and train music
ministers. Strong piano and organ skills
desired. Voice skills a plus. Salary com-
mensurate with experience. Requires BA
with advanced degree or minimum three
years experience. Send résumé to Rev.
William Cleary, osa (paster} or to Paul
Doliard. Position available July 1, 2006.
HLP-6600.

Director of Music Ministry and Liturgy.
5t. Catherine and St. Mary Churches,
Charlestown, MA. Phone;: (617) 242-4664;
e-mail: INRonan@aol.com. Full-time posi-
tion, advanced music degree preferred.
Must have strong keyboard skills and
liturgical knowledge. Four weekend litur-
gies. Some vocal ability required. Must
recruit and train adult, children’s choir,
youth music program, and volunteer can-
tors. Average of thirty weddings and fifty
funerals a year. Send résumé to St. Mary
Parish, 46 Winthrop Street, Charlestown,

MA 023129, HLP-6614.
Quro

Director of Music. 5t. joseph Church,
5373 5. Main Street, Sylvania, OH 43560.
Fax: (419) 882.5235; e-mail: wrelation@
stjoesylvania.org. Full-time music di-
rector needed for large, active parish.
Applicant should be highly qualified
with a master’s degree and ten+ years
experience in a parish setting preferred.
Must have a thorough understanding of
Cathelicliturgy and strong skillsinchoral
conducting, organ, and piano. Responsi-
bilities include five to six weekend Htur-
gies; weekday school liturgies; directing
adult and c¢hildren’s choirs; and working
collaboratively with parish staff, school
staff, and lay leadership to manage and
grow a vibrant program. Salary/benefits
commensurate with experience. Position
available August 2006. Send letter of inter-
est, resumé, and three references toSearch
Committee, c/o Wendy Relation, at above
address. HLP-6607.

PENNSYLVANIA

Director of Contemporary Music. St
Francis of Assisi Church, 4821 Greene
Street, Philadelphia, PA 19144. Phone:
(215) 842-1287. Part-time director needed
at small parish for two weekend liturgies
(5:00Saturday and 9:00 Sunday) plusholy
days and special feasts. Must have solid
piano/keyboard ability with skills to train

SPECIAL PRICE! Only $14.95

2006 Calendar featuring

art by Mickey McGrath
13 x 24-inch wall calendar

with large, easy-to-use monthly

grids, designations of daily
liturgical color, secular and

spiritual fast days, feast days,

holidays and solemnities.
009560

NOW —$14.95

A great gift for colleagues,
friends, and family.

Buy two — you'll want to keep

one for yourself!

World Library Publications

mw 800-566-6150

www.wipmusic.com
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and lead cantors and direct choir of ap-
proximately fifteen members. Director will
hold regular rehearsals and utilize and ex-
pand repertoire from OCP Breaking Bread
hymnals. Familiarity and comfort with
GIA Lead Me, Guide Me a plus. Collabo-
rate with parish Gospel choix for special
events and work with liturgy committee
as needed. Should understand Catholic
liturgy and seek full participation of as-
sembly. Position available January 2006.
Contact Father Richard Rock. HLP-6612.

WasHINGTON

Pastoral Assistant for Musicand Liturgy.
St. Mary Church, 4001 5t. Mary’s Drive,
Anacortes, WA 98221, Phone: {360) 293-
2101; fax: (360) 293-8556; e-mail: dicon@
fidaigo.net. Full-time position. Qur pasto-
ral assistant for musicand liturgy mustbe
askilled singer and choral conductor with
a broad knowledge of sacred music from
Gregorian chant to renaissance polyphony
to the best work of the twentieth century
and beyond. Duties: hiring, directing, and
arranging music for smali instrumental
ensembles, sincebrassand string quartets
areoftenused toenhance special liturgies.
Other duties: recriit, train, and schedule
altar servers, lectors, and Eucharistic min-
isters. Finally, the PA for Mé&L assists with
somae office work, therefore must possess
a reasonable degree of computer literacy
and administrative skills. HLP-6596.

For Sale

Song Books. We have 155 copies of the
Journeysongs books {second edition) and
Latin supplements (Laus Tibi, Christe)
available. All books are brand new and
have been stored in the church in boxes
since they were purchased. The parish
ordered more than needed and has stored
these books inaclimate-controlled roomin
the sanctuary. The books are for sale with
the supplements for $2,300,00. If interested
in purchasing these books, please contact
Music Director Steve Jannetti at {904) 285-
2698, ext. 110, or e-mail: sdi@olsspvb.org.
Our parish will cover the cost of shipping
the books. If you want to insure the books,
the purchaser must cover this expense.
HLP-6595.
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FPebruary 20-23

JOCERCC (National Organization for
‘the Continuing Education of Reman
athotic Clergy} National Convention.
cus: Continuation of NOCERCC's
g-term focus on U. S. Bishops” Basic
2lan for the Ongoing Formation of Priests.
o include dialogues involving bishops
nd formation directors. Pre-convention
seminar with international presbyter-

s, workshiop for new directors of con-
nuing clergy formation. Place: Hilton
cottsdale Resort and Villas. Barly-bird
epistration (with discount) available.
otel reservation: call (800} 445-8667 or
-(480) 948-7750. For more information

1 the convention, call (312) 781-9450 or
:mail: nocercc@nocerce.org.

CALIFORNIA

ebruary 16-18
Chicago Festival of Faith. Place: Donald
- Stephens Convention Center, Rose-

mont. Events include Saturday choral
festival. Keynote speakers, 120 break-
uts, spotlight events. Contact: Depart-
ment of Evangelization, Mary Koflet, sp,
F(312) 751-8385. Online registration at
ww.catholicfest.org.

Pastering workshop in multicultural
and multiethnic communities. Keynote
by Grayson Warren Brown. Our Lady
Queen of Heaven Church. Contact Fa-
ther Keith Pellerin at (337) 478-3845.

MICHIGAN

Grand Rapids

January 26-28

Calvin Symposium on Worship. Place:
Calvin College and Calvin Theological
Seminary. Seven extended seminars and
more than seventy workshops. Musi-
cians include James Abbington, Randali
Bradley, Jorge Lockward, Ken Medema,
Bradley Welch, and Deanna Witkowski.
Also preachers, educators, theclogians,
and visual artists. Information and reg-
istration at www.calvin.edu/worship.

NEVADA

Reno

January 6-7

Reno Diocesan Conference. Theme:
Blessed Are the Peacemakers/Felices
Los Que Construyen la Paz. Friday
evening concert with Teny Alonse, John

YOUR CHRISTMAS
to children around

join us in supporting.
one of America’s’

most respected charities!

25% of the proceeds wﬂ_i.go to
Mercy Corps’ relief efforts.

16 new songs by today’s
best-known contemporar
Christian artists.

CO (200075A) 520007

CALL TODAY! 1-8

Flaherty, and Michael Mahler; Saturday
workshops for music ministers. Infor-
mation at www.catholicreno.org.
Contact: Maxine Lavell, Monique Jacobs
via e-mail: Maxinel.@catholicreno.org or
MoniqueJ@catholicreno.org.

NEW MEXICO

Albuquerque

January 14-15

Liturgical inculturation seminar with
Ricky Manalo at Catholic Center. Con-
tact Dolly Sokol at {505) 831-8194.

NEW YORK

Brooklyn

January 24

Diocese of Brooklyn workshop with
David Haas. Contact: Harcourt Religion
Publishers, Jeffery Bukholter, at (866)
877-6115.

OHIO

Cleveland

January 14-15

Cantor workshop with ValLimar Jansen
at Sacred Heart Chapel. Contact Elaine
Davila at (440) 322-5834.

Concerts, Festivals, Rallies

COLORADO

Denver
January 27-28
Lenten Joy workshop and concert with
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Full brochures will be sent to all NPM members and subscribers ear
“Check the NPM website—www.npm.org—for the latest information
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: }énét Sullivan Whitaker. Contact Gerard
- DiMartini at (303) 455-3613, ext. 31.

' Durango.

- January 20

- Intergenerational concert with Jesse
Manibusan at St. Cofumba Parish. Con-
tact Mary Ralph at (970} 247-0044.

DISTRICT OF COLUMBIA

Washington

January 23

Pro-life rally with Steve Agrisano at
MCI Center. Contact Tom Grenchik at
{301) 853-5318.

MARYLAND

Burtonsville

January 23

Concert by Steve Agrisano at Resurrec-
tion Church. Contact Helene Stever at
(301) 263-5200, ext. 13,

Laurel

January 22

Concert by Sarah Hart at Pallotti High
School. Contact Nancy Vawter at (301)
725-3228, ext. 316.

MINNESOTA

St. Louis Park

January 31

Hvening concert with David Haas and
friends at Benilde-St. Margaret High
School. Contact: Benilde-St. Margaret
High School at {952) 927-4176.

MISSISSIPPI

Jackson

January 28

Youth raliy with Jesse Manibusan and
Ken Penaliver at Crown Plaza Hotel.
Contact Kathie Curtis at (601} 949-6934.

OREGON

Forest Grove

January 13-14

Workshop and concert with Steve
Agrisano at 3t. Anthony Parish. Contact
Carol Merez at (503) 357-2989.

PENNSYLVANIA

Pittsburgh

February 26

The Mendelssohn Choir of Pittsburgh

. with guest conductor Joseph Flummer-
- felt and organist J. Christopher Pardini
perform the Fauré and Durufié Requi-

ems. Place: Shadyside Presbyterian
Church. Information at www.shady-
sidepres.org or phone (412) 682-4300.

Retreats

CALIFORNIA

Santa Rosa

January 21

Retreat with Steve Agrisano at St.
Elizabeth Seton Church. Contact Stan
Cordero at (707) 566-3343,

Overseas

GREECE

Athens, Corinth, etc.
January 31-February 6
Footsteps of 5t. Paul: subsidized

continuing education programs for
directors of music. Contact Peter’s Way
at (800) 443-6018; e-mail: annette@peter-
swaysales.com.

IRELAND

Dublin, Cashel, etc.

February 6-13

Land of Saints and Scholars: subsidized
continuing education programs for
directors of music. Contact Peter’s Way
at (800) 443-6018; e-mail: annette@peter-
swaysales.com.

Please send announcements for Cal-
endar to: Rev. Lawrence Heiman, c.re.s.,
Saint Joseph's College, PO Box 8§15, Rens-
selaet, IN 47978, E-mail: [heiman@saintjce.
edu.

*$3,500 NPM
= 3,500 NPM Pe
- $2,000 NEM
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isters to Suns

en congregational singing was intro-
duced into the celebration of the Sunday
liturgy in the 1960s, many musicians,
clergy, and ordinary Catholics thought
that there would nolonger be aneed for
choirs. As it turned out, however, choirs are more needed
than ever. Liturgical documents highlight the choir’s
ministry, and pastoral experience has demonstrated the
choir’s importance in supporting and leading the singing
of the whole assembly. In fact, many parishes today boast
a variety of choirs that sing music in various styles. In ad-
dition to the standard mixed-voice adult choir, there are
Gospel choirs, contemporary musicensembles, children’s
choirs, youth choirs, funeral choirs, and family choirs.

The primary ministerial role of the choir is to sing vari-
ous parts of the Mass in dialogue or in alternation with
the rest of the assembly. Some parts of the Mass, like the
Kyrie and the Agnus Dei, have the back-and-forth form of
alitany, so they work well as this kind of dialogue. Other
parts have a call-and-response form, in which the choir
intones a line that is repeated by the congregation. The
Gospel acclamation works a bit like this. Other parts of
the Mass may be sung in various ways—sometimes by the
choir alone, sometimes by the whole assembly, sometimes
inalternation between the choir (or a cantor) and everyone
else. Two long texts may be sung this way: The Gloria may
be sung by everyone together, or by the congregation
alternately with the choir, or even by the choir alone;
and the profession of faith may be sung by all together
or alternately between the congregation and the choir.
The three major processional chants of the liturgy —the
entrance, offertory, and Communion chants—may be
sung alternately between the choir and the congregation
or even by the choir alone, and the first two (entrance and
offertory) may be sung by all together.

The place for the choir in the building reflects its ritual
function: The official texts say that the choir should be
located where it is clearly part of the whole assembly but
also where it can best do its assigned tasks.

Copyright 2005 National Association of Pastora
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ether singing with the rest of the as-
sembly, in alternation, or alone, the
choir’s role is always understood in
refation to the full, conscious, and ac-
tive participation of the faithful. When
it is not singing its own special repertoire, the choir joins
the song of the whole assembly, supporting the congre-
gation and adding beauty and variety to the singing by
harmonies and descants.

To perform their liturgical task, choirs need plenty of
rehearsal, for it is only when the music is well prepared
that the choir can really support the singing of the whole
assembly. Thorough preparation is also needed if choral
singing is to express the mystery of God through beauty
and if it is to foster the dignity of the celebration.

The participation of the assembly receives anenormous
boost if a parish has a good liturgical choir, but the role
of the choir is always ministerial, serving the action of the
liturgy and fostering the participation of those who have
gathered.

members without further reprint permission. For other uses, contact the NPM editorial office at npmedit@npm.org. A pdf version

of this page is available at the NPM website: www.npm.org.




Start with our affordable 2 octave, 25
note set. Add sets gs your expetience
fevel increases. 3rd octave, 4th octave
and new 5th octave bass note add on

sets put on a spectacular show!

7, Most

aluminum, Suzuki ToneChimes have
adjustable clapper heads for variable
xpression”and overtone tuning for
petfect harmonics. Beautiful yet cost
ffective ways to share the music.
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Rugged, heavy duty padded travel

cases (models HB-25/12a/12b},

25 note set has wheels and pull
handle —another Suzuki
exclusive! ToneChime tables

are both beautiful and functional,

Only _Sc.fzukr oneChimes feature
ubular bells with rounded tone

Suzuki Tonechime method books

show you a step by step approach
on how it’s done, even if you've

never plaved before. Scored for

25 notes. Now in 13 volumes.

Free 06 Catalogue.
Dot Stast Class Withoat Orel

nsemble with the lowest cost
himes available today.

ki ToneChimes have the highest standard
ality and projectable sound than any

P.O. Box 261030, San Diego, CA 92196
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A\ e organs

150 Locust Street, P.O. Box 36, Macungie, PA 18062-0036 Usa

: spec&f' atmns in every console:

Enghsh:Cathedrai French Romantic and
Neo-Baroque. An optional Orchestral sp
“perfect for blenéed ‘worship, offer”'man" popular.
sounds found in ettemal MIDI mod les such as -

Pictured above:
The Quarium™ Q-385

80 Stop Three-Manual Console.
visit www.allenorgan.com
for more information about our
Quantum instrurcents as well as

Phone: 610-966-2202 Fax: 610 965-3098 E-mail: aosales@allenorgan.com other innovative Allen products.




