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NUN KOMM DER HEIDEN HEILAND 

1. Chorus 
Nun komm, der Heiden Heiland,  Now come, Savior of the Nations, 
Der Jungfrauen Kind erkannt,   recognized as the Virgin’s child; 
Des sich wundert alle Welt,   the whole world marvels 
Gott solch Geburt ihm bestellt.   that God ordained such a birth for Him. 
 
2. Recitative  
Der Heiland ist gekommen,   The Savior has come 
Hat unser armes Fleisch und Blut  has taken our poor flesh and blood 
An sich genommen    upon Himself 
Und nimmet uns zu Blutsverwandten an.  And accepts us as blood relations. 
O allerhöchstes Gut,    O Highest Good, 
Was hast du nicht an uns getan?   what have You not done for us? 
Was tust du nicht    What do You not do 
Noch täglich an den Deinen?   still daily for Your own? 
Du kömmst und lässt dein Licht   You come and allow Your light 
Mit vollem Segen scheinen.   to shine full of blessing 
 
3. Aria 
Komm, Jesu, komm zu deiner Kirche  Come, Jesus, come to Your church 
Und gib ein selig neues Jahr!   and grant a blessed new year! 
Befördre deines Namens Ehre,   Support the honor of Your name, 
Erhalte die gesunde Lehre   Preserve sound teaching 
und segne Kanzel und Altar.   and bless pulpit and altar. 
 
4. Recitative  
Siehe, ich stehe vor der Tür und klopfe an. See, I stand before the door and knock. 
So jemand meine Stimme hören wird  If anyone will hear my voice 
und die Tür auftun,     and open the door, 
zu dem werde ich eingehen   I will come in to him  
und das Abendmahl mit ihm halten,   and keep the evening meal with him, 
und er mit mir.     and he with me. 
 
5. Aria 
Öffne dich, mein ganzes Herze,   Open up, my entire heart, 
Jesus kömmt und ziehet ein.   Jesus comes and enters in. 
Bin ich gleich nur Staub und Erde,  Even though I am only dust and earth, 
Will er mich doch nicht verschmähn,  Yet He will not disdain 
Seine Lust an mir zu sehn,   to find his pleasure in me, 
Daß ich seine Wohnung werde.   that I might be His dwelling. 
O wie selig werd ich sein!   O how happy will I be! 
 
 
 
 



Amen! Amen! 
Come, you beautiful crown of joy, 
do not delay! 
I await you with longing. 

SALVE REGINA 

Hail, O Queen, mother of mercy 
Hail, Our life, sweetness, and hope. 
To you do we cry, poor banished children of Eve. 
To you do we sigh, mourning and weeping 
in this vale of tears. 

Turn then, you our advocate, 
those merciful eyes of yours 
toward us. 

And, after this our exile, show us Jesus, 
the blessed fruit of your womb, 
O merciful, O gentle, O sweet 

6. Chorale
Amen, Amen
Komm, du schöne Freudenkrone,
Bleib nicht lange!
Deiner wart ich mit Verlangen.

Salve Regina, mater misericordiae 
Vita, dulcedo, et spes nostra, salve. 
Ad te clamamus, exsules, filii Hevae. 
Ad te suspiramus, gementes et flentes 
in hac lacrimarum valle.  

Eia ergo, Advocata nostra, 
Illos tuos misericordes oculos 
Advocate nostra  

Et Iesum, benedictum fructum ventris tui, 
nobis, post hoc exsilium ostende. 
O clemens, O pia, O dulcis 
Virgo Maria.  Virgin Mary.  

TE DEUM 

Te Deum laudámus: 
 te Dominum confitémur. 
Te ætérnum Patrem omnis terra venerátur. 
Tibi omnes Angeli;  
 tibi cæli et univérsae potestátes. 
Tibi Chérubim et Séraphim  
 incessábili voce proclámant: 
Sanctus, Sanctus, Sanctus, Dóminus Deus Sábaoth. 
Pleni sunt cæli et terra majestátis glóriæ tuæ. 

We praise You, O God: 
 we acknowledge You to be the Lord. 
All the earth doth worship You, the Father everlasting. 
To You all Angels cry aloud:  
 the Heavens, and all the Powers therein. 
To You Cherubim and Seraphim 
 continually do cry, 
Holy, Holy, Holy: Lord God of Sabaoth; 
Heaven and earth are full of the Majesty of Your glory. 

Te gloriósus Apostolórum chorus; 
Te Prophetárum laudábilis númerus; 
Te Mártyrum candidátus laudat exércitus. 
Te per orbem terrárum  
 sancta confitétur Ecclésia: 
Patrem imménsæ majestátis; 
Venerándum tuum verum et únicum Fílium; 
Sanctum quoque Paráclitum Spíritum. 
Tu Rex glóriæ, Christe. 
Tu Patris sempitérnus es Fílius. 

The glorious company of the Apostles praise You. 
The goodly fellowship of the Prophets praise You. 
The noble army of Martyrs praise You. 
The holy Church throughout all the world 
 acknowledges You: 
The Father of an infinite Majesty; 
Thine honorable, true and only Son; 
Also the Holy Ghost – the Comforter. 
Thou art the King of Glory, O Christ. 
Thou art the everlasting Son of the Father. 



Tu ad liberándum susceptúrus hóminem,  
 non horruísti Vírginis úterum. 
Tu, devícto mortis acúleo, 
    aperuísti credéntibus regna cælórum. 
Tu ad déxteram Dei sedes,  
 in glória Patris. 

When You took upon Yourself to deliver man, 
 You did not abhor the Virgin's womb. 
When You had overcome the sharpness of death: 
    You opened the Kingdom of Heaven to all believers. 
You sit at the right hand of God 
 in the glory of the Father. 

  
Judex créderis esse ventúrus. 
Te ergo quǽsumus, tuis fámulis súbveni, 
    quos pretióso sánguine redemísti. 
Ætérna fac cum sanctis tuis  
 in glória numerári. 

We believe that You shall come to be our Judge. 
We therefore pray You, help Your servants,  
    whom You have redeemed with Your precious blood. 
Make them to be numbered with Your Saints  
 in glory everlasting. 

  
Salvum fac pópulum tuum, Dómine,  
 et bénedic hæreditáti tuæ. 
Et rege eos, et extólle illos usque in ætérnum. 
Per síngulos dies benedícimus te. 
Et laudámus nomen tuum in sǽculum,  
 et in sǽculum sǽculi. 
Dignáre, Dómine,  
 die isto sine peccáto nos custodíre. 
Miserére nostri, Dómine, miserére nostri. 
Fiat misericórdia tua, Dómine, super nos,  
 quemádmodum sperávimus in te. 
In te, Dómine, sperávi:  
 non confúndar in ætérnum. 

O Lord, save Your people:  
 and bless Your heritage. 
Govern them and lift them up for ever. 
Day by day we magnify You; 
And we worship Your Name  
 ever world without end. 
Vouchsafe, O Lord   
 to keep us this day without sin. 
O Lord, have mercy upon us: have mercy upon us. 
O Lord, let Your mercy lighten upon us,  
 as our trust is in You. 
O Lord, in You have I trusted:  
 let me never be confounded. 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



PROGRAM NOTES 

“Papuri at Pasasalamat for me are the words that bind the season of advent. The phrase 
translates to “Praise and Gratitude”: Praise for the Lord God for sending his love to humanity 
though His Only Begotten Son who is the Redeemer of the world; and gratitude to the Blessed 
Virgin Mary for accepting the will of God to bear the Holy Redeemer, and also for her 
intercessions in the prayers of the faithful,  to save them from their sins. The works we will be 
doing tonight are a selection of sacred choral works of prayer and gratitude by two great 
musicians, Johann Sebastian Bach and Franz Joseph Haydn. 

When I arrived at Notre Dame, I learned that my recital was scheduled on the last day of classes, 
as the last conducting recital for this semester. Since it is in December, I planned of doing a 
program that would refer to the celebration of Advent. My participation  in the classes “The 
Music of J.S. Bach” and “The Masses of Franz Joseph Haydn”  paved the way for the selection 
of my repertoire,  with the help of my teachers Dr. Mary Frandsen, and Dr. Calvin Bower, 
respectively, under the mentorship of my Conducting professor, Dr. Carmen-Helena Téllez.  

Nun Komm Der Heiden Heiland 
(Come, Redeemer of the Nations) 

Chorale Cantata BWV 61 was Bach’s first advent cantata.  Written in Weimar, it was first 
performed in December 2, 1714 on the first Sunday of Advent, which begins the liturgical year. 
Bach structured the cantata in six movements, beginning with a chorale fantasia, followed by a 
series of alternating recitatives and arias, and concluded by a chorale. The librettist of this 
cantata, Erdmann Neumeister, published the text in Geistliche Poesien in Frankfurt in 1714. He 
began and ended his work with a hymn stanza. "Nun komm, der Heiden Heiland" is the main 
hymn for Advent, which Martin Luther had adapted from the Latin Veni Redemptor Gentium, 
whch was set to a plainsong ascribed to St. Ambrose. Bach uses it in the opening chorus of this 
cantata as a chorale fantasia in the style of a French overture, following not only the 
characteristic rhythmic gestures, but also the tempo sequence of Slow – Fast (fugue) – Slow. In a 
French opera performance, the King of France would have entered during the overture; Bach 
used the hymn as a cantus firmus over a French overture to welcome the King of Kings. Two of 
the four lines of the chorale melody are combined in the first slow section, line three is treated in 
the fast fugato section, and line four in the final slow section. 

The second movement, “Der Heiland is Gekommen” (The Saviour Now Appeareth) is a 
recitative for tenor. It begins with as a recitativo semplice (or secco) and flows into an expressive 
and imitative arioso with the continuo. This lyrical style of recitative is an influence from 
early Italian operas and cantatas, where it was known as mezz'aria – half aria. This movement is 
followed by the tenor aria “Komm, Jesu, komm zu deiner Kirche” (Come, Jesus, come to Your 
Church). The introduction’s melody is in the rhythm of a slow gigue. Bach warmly scored this 
for continuo, tenor solo, and unison strings, emulating the texture of a trio sonata. Notably, he 
used the da capo aria form in this movement as well as in the 5th movement. It is known that the 



young Bach at this embraced the influence of Vivaldi’s styles through the music that the young 
Duke Johann Ernstand brought with him when he came back from the Netherlands.  

One of Bach’s finest recitatives is the 4th movement of this cantata. The recitative is assigned to 
the Bass who is the Vox Christi (voice of Christ). The text is taken from Revelations III. 20, 
"Siehe, ich stehe vor der Tür und klopfe an" (See, I stand before the door and knock). The 
orchestra plays chords in pizzicato manner throughout the movement, portraying the knocking 
on the door, which the voice also illustrates it at “und klopfe” (and knock). This is a short ten-
measure recitative, but with a satisfying musical logic and expressive text declamation. 

As a fervent response to the invitation to the faithful in opening the door for Christ, the 5th 
movement is the individual prayer of the soprano in da capo aria form and accompanied only by 
the continuo. The first section welcomes Jesus into the Christian heart - “Öffne dich, mein 
ganzes Herze” (Open, my entire heart). While the middle section in Adagio states “dust to dust 
returns”, this is not the end for those who are blessed with the Saviour’s presence. 

In the closing chorale, “Amen, amen! Komm, du schöne Freudenkrone”(Amen, amen! Come, 
You beautiful crown of joy), Bach uses the melody from another Christmas song, “Wie schön 
leuchtet der Morgenstern” (How beautiful is the Morning Star) to rejoice in welcoming Christ. 
The sopranos receive the melody line in long notes. Bach is trying to depict a picture of the 
Savior descending down to earth through the sopranos’ descending G major scale towards the 
last few measures. The other voices have expressive extended phrases on the word ‘Verlangen’ 
(longing), and in the last two bars, the violins climb up three octaves up to a G, picturing a 
radiant sound, which is Bach’s tone painting of the rising of the morning star.  

 

Salve Regina in g minor 

Salve Regina in g minor [Hob. XXIIIb:2] is the second Salve Regina by Haydn found in the 
Eisenstadt collections. Haydn began writing the music in 1770 and completed it in 1771. 
Haydn’s setting is for four solo voices (“a quattro voci ma soli”), obbligato organ, and strings. In 
the Doblinger edition, any choir may sing this beautiful work with a bigger group as long as the 
proportion of the instruments will achieve a good balance. For this concert, we are doing it with 
a triple quartet with soli/tutti alternations. 

Haydn seems to have depended on the Blessed Virgin Mary as a source of comfort and hope. 
According to a plausible anecdote, he composed either the Stabat Mater or the Salve Regina as a 
thanksgiving offering after having recovered from a severe illness. I chose to include this in the 
program as my gratitude offering for Sacred Music at Notre Dame and to the University of Notre 
Dame for choosing me as one of its scholars starting this academic year. (After all, the motto of 
the university was taken from the Salve Regina antiphon: “Vita Dulcedo, Spes).  

There is no account of Haydn writing this Salve Regina for any specific occasion. Possibly for a 
service at the Schlosskapelle in Eisenstadt or for the nearby Church of the Barnherzigen Bruder. 
An autograph of this Salve Regina is preserved. It employs a rather curious, though at that time 
fashionable, method of establishing the year of composition. At the end of the autograph there 



are two prayers to the Holy Virgin to accord help to the composer. Each is in the form of an 
acrostic, its capital letters to be interpreted as Roman numbers which give the year of 
composition – 1771. 

Oro te o pla o DVLCIs Virgo Vt asslstas CoMposItorI 
pla DVLCIsqVe Virgo assiste CoMposItorI 

 
Following the structure of the text, Haydn built the composition in three movements: An Adagio 
sets the beginning, an Allegro is placed in the center, and an Allegretto introduced by a Largo 
concludes the work. In this work there are many textual phrases or concepts in terms of what has 
been called “musical imagery” (musikalische Bildlichkeit). 

The broadly constructed Adagio sets each of its five lines of text as an independent paragraph on 
a different theme. The fourth line even divides into two distinct subsections. At the beginning the 
organ is entrusted with an extensive solo, and subsequently its cantilena, somewhat reminiscent 
of the idiom of woodwind instruments, alternate very attractively with the utterances of the 
vocalists. Following a half cadence prepared by an augmented 6th chord on Eb, it moves through 
three successive deceptive cadences, also on Eb, until the voices unexpectedly cry out, “Salve” 
on an augmented 6th chord, yet again on Eb. This event creates a structural role for the 
submediant. This salutation will continue with more joyous sound through repetitive and 
imitative melodic lines and ornamentations. Haydn brings back the augmented 6th chord at the 
end of the first line using the same material and structure to close the first section. The Eb 
augmented 6th chord appears as a “quasi-ritornello” due to its regular occurrences in the entire 
work.  

On the second text line (vita, dulcedo), the music turns to Bb Major (relative major of the 
original key, G minor) and develops with ever greater expressiveness. Up to this point, we have a 
typical exposition for a large-scale vocal movement: introduction; first paragraph in the tonic; 
second paragraph in the related key. But the continuation did not unfold to the expectation of an 
overall binary or sonata form. Each text-line receives a separate paragraph and the various motifs 
and topic seem to have little to do with each other; instead, as if no other source of coherence 
were available, Haydn increasingly focused on word-painting. 

The third Line, “Ad te clamamus, exsules, filii Hevae” (To thee do we cry, poor banished 
children of Eve) was divided into two phrases. The first phrase, “Ad te clamamus,” receives 
homophonic passages depicting a loud cry, followed by the second phrase with a darker melodic 
line on “exsules filii Hevae.” 

The succeeding fourth and fifth lines are the most dramatic sections of the entire work. On “Ad 
te suspiramus,” a gesture of sighs interrupted by sixteenth rests were assigned to the four solo 
voices beginning with the soprano, followed by the tenor, alto, then the bass. The mourning and 
weeping (gementes et flentes), were projected through the succession of minor 2nd intervals 
between the soprano, alto and tenor, followed by a short passage of chromaticism moving down 
towards a new tonality in F minor. Haydn made the next section even more dramatic by 
juxtaposing the two parts together, expressing sighs through the soprano, then mourning and 
weeping through the lower voices.  This is an architectural form where Haydn takes a material, 



then transposes it (in this case, down a fourth), and then superimposes other material on top of it 
while each maintains its musical integrity.  

This leads to a climax on the fifth line “In hac lachrymarum valle.” Haydn used contrapuntal 
writing through canon gesture which allowed the voices to imitatively tumble down into the 
valley of tears, eventually sinking into the lowest register under increasingly dark and diminished 
harmonies, until literally at the last moment and via succession of diminished chord progression, 
the Adagio modulates to Eb major, and closes the first movement.  

The second movement allegro in 3/8 is a binary movement in C minor which is the relative 
minor of the previous tonality, Eb major. Each of its two parts comprises three paragraphs: “Eia 
ergo, advocata nostra, illos tuos misericordiae.” The first movement begins in an aria-like 
passage sang by the soprano and followed by entries of the other voices creating a 4-3 
suspension, and 7-6 suspension between bass and alto, then tenor and soprano. This series of 
suspensions can be attributed to a classic baroque writing. Preceding these events, all the voices 
are unified through singing in homophony asking the Blessed Virgin to have pity on Her people. 
Diminished 7th chords (specifically F# A C Eb, and its different inversions) are very much 
present, projecting painful suffering. The pleading continues through the phrase “ad nos 
converte” (toward us), eventually reaching a merciful response by resolving in Eb major.  

The first part is another clear exposition, while the second part conflates development and 
recapitulation. Haydn used the same materials in the second movement with a few variations in 
the vocal lines. On the development section, a long Bb pedal tone from the bass sounded as if 
Haydn was preparing the Eb cadence, but it was a deceptive cadence. He was playing with our 
ears of going to Eb, but he went to C minor, which is the original key of the 2nd movement. Here 
he tonicized the C minor and led to the ending of the movement with a big cadence in C through 
a short passage in unison.  

The final movement is introduced by an Adagio and has a similar structure to the second 
movement with a figure of exposition with an ambiguous development section. It opens with an 
accompanied recitative for the tenor on lines eight and nine, in which the supplicant asks to be 
shown a sign of Jesus. It begins on the same diminished 7th, however instead of resolving 
normally, it descends chromatically into remote regions. There is no apparent tonal center. 
Eventually, the tenor cadences on a vaguely familiar motif, echoed by the violins, and suddenly 
all singers call out the crucial words “Jesus ostende nobis” (Show us Jesus) on the same motif 
and the same augmented 6th Eb chord as their initial entry in the Adagio. This return of the motif 
can be considered as a gesture of recapitulation. 

Now, the third movement proper is an Allegretto in ¾ meter. The same diminished 7th chord 
(which was heard several times in the previous movements) is used in the opening of the 
Allegretto. The preceding sections continued with gestures of adoring the Blessed Virgin led by 
the soprano in “O Clemens, O pia, O dulcis” (O merciful, O loving, O sweet), then answered or 
followed by the other voices. A flamboyant motion of bringing back the different motifs is 
functional in this movement. It behaves almost like a merry go round, somewhat reminiscent of 
Josquin des Prez’s style, by repeating lines and just breaking them gently. It conveys a 



madrigalian attitude with lots of musical imagery. This third paragraph brings multifold 
elongations, including another deceptive cadence yet again in Eb. A surprising Neapolitan 6th 
from the voices interrupts the cadence of the organ. Up to this point, Eb is still a critical pitch 
and a unifying chord in the entire work. The voices hush pianissimo and even fade out a 
cappella, then the orchestra bursts in and the tonic cadence in G minor follows directly. The 
voices close in a renewed threefold invocation of the Virgin, “O Clemens, O pia, O dulcis,” this 
time led by the tenor but now in the tonic. Salve Regina unexpectedly closes on the tonic major 
chord. More than a conventional ‘picardy third,’ Haydn might be projecting a sense of salvation 
through this motion of closing to the parallel major.  

 

Te Deum in C Major 

Franz Joseph Haydn’s early and first Te Deum was completely forgotten until its resuscitation at 
the Holland Festival in 1967. There are many occasions for which he might have composed this 
Te Deum at Eisenstadt, beginning with Prince Nicolaus’s official entry into Eisenstadt in May 
17, 1762; continuing with the marriage of Count Paul Anton and Marie Therese von Erdödy in 
January 1763, when we know a Te Deum was played in the Castle Chapel, and – for a final date 
– a ceremony in 1764 connected with Prince Nicolaus’s return from the coronation at Frankfurt. 
This latter event is the occasion suggested, without any actual evidence, by Haydn’s biographer, 
C.F. Pohl. It is curious that no parts at Eisenstadt have survived, neither in the Esterhazy 
Archives nor in the Parish Church of St. Martin. We find the following statement in the 
Doblinger edition, which we are using for this concert: “Haydn entered it in his Entwurf-Katalog 
about 1765, and the earliest manuscript was in Göttweig Monastery, where it was copied by 
Pater Joseph on 28 November 1765.” 

Haydn’s Te Deum is clearly rooted in the Austrian tradition: the organization of the work in three 
parts, and the key of C, are features we find in many such compositions of the 1740s and 1750s, 
such as may be examined in many Austrian monastery collections (Göttweig, Melk, 
Kremsmünster). This work is originally scored for SATB soli; SATB choir, two trumpets, 
timpani, strings, and organ continuo. 

The opening consists of primarily homophonic choral writing, with a series of scales, sixteen-
notes, triplets, and in general, the use of the violins in the manner of Georg Reutter, the former 
Kappellmeister of St Stephen’s Catedral in. Vienna. Haydn occasionally added a short passage of 
counterpoint that moved away from homophony, and thus gave a different texture in the middle 
of the first part. Eventually he unified the voices again in the word “Ecclesia” (church), 
followed by a big and powerful moment in the next line, “Patrem immensae majestatis” (Father 
of infinite majesty) through homophonic singing. After a few more bars, a long tenor solo (‘Tu 
Rex gloriae, Christe’, etc.) leads to a half cadence on G. 

In the middle section, “Te ergo quaesumus, tuis famulis subveni, quos pretioso sanguine 
redemisti” (We therefore pray, help Your servants, whom you have redeemed with Your 
precious blood), Haydn used darkly shifting harmonies, with only pulsating strings in piano 
dynamic accompaniment. This short middle segment is intensely powerful and prayerful. 



The final section has the same homophonic structure as the opening of the first section, 
projecting a celebratory and festive mood. Afterwards, Haydn introduces the other solo voices 
(soprano, alto, and bass) in a short passage. This third part has, again in the best Austrian 
tradition, a fugue on the words “In te Domine speravi: non confundar in aeternum” (O Lord in 
You have I trusted: let me never be confounded). At the end of the relatively long fugal section, 
Haydn reintroduces the music of the work’s beginning (Reutter-like scales, triplets, semiquaver 
patterns), thus giving the whole a fine sense of unity. 
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and Brandon Hollihan for being my generous assistant conductors.  

Big thanks to The Filipino Choir of St. Therese Little Flower, headed by Mrs. Apple Royeca, for all their 
support to me and for making me part of the Filipino community in South Bend. Thanks to Arnold and 
Apple Royeca, Gerald and Mian Rinon, Connie and Jerry Besario, Catherine Catral and Jose Raymundo 
Catral and Isagani, Susan Corpuz, Carlo Zenarosa, Arvin Rustia, and Florencio Guinhawa for their all-out 
support to me and for looking after me here in South Bend. 

Thanks to the Cathedral Choir and music ministry head, Michael Mittleman of St. Matthew Cathedral in 
South Bend for always cheering me on. 

My love and appreciation for my uncle and aunt Mario and Mary Judith Santiago for their valuable 
support to me ever since. 

To my parents and family in the Philippines, I thank them for endlessly loving and supporting me in all 
my endeavors. Thanks also to Eugenio and Evelyn Bedetti for their endless support. 

To the love of my life, Julianne Eris Navarro, I thank you dearly for not getting tired of me and for the 
love you send to me every day, thank you so much. 

Finally, my Praises and Gratitude goes to the Lord for sustaining and blessing me all these years, and for 
being the Optimal conductor of my life, and our lives. Ad Majorem Dei Gloriam! 



The continuo organ used in this performance, Taylor and Boody, opus. 75, is a gift of the 
Geoffrey P. and Deborah L. Hunt Family. The Sacred Music Program at Notre Dame 

gratefully acknowledges the Hunt family’s generosity. 





Sacred Music at Notre Dame 
Fall 2019 Events 

For More Upcoming Events, please visit: 
sacredmusic.nd.edu/sacred-music-events/ 

For more information about Sacred Music at Notre Dame, please visit: 
sacredmusic.nd.edu/ 

September 
Sun 
15 

SMND CONDUCTING RECITAL: JAMES GOLDRICK, 
4pm 
St Monica Catholic Church, 222 W Mishawaka Ave 

Mon 
16 

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 4:30pm 
Church of Our Lady of Loretto, Saint Mary's College 

Sun 
22 

GUEST ORGANIST DANIEL SANSONE, 8pm 
Basilica of the Sacred Heart, Notre Dame 

Mon 
23 

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 4:30pm 
Church of Our Lady of Loretto, Saint Mary's College 

Wed 
25 

CAROLINE HELTON MUSICAL THEATER 
MASTERCLASSES, 4pm 
136 O'Neill Hall, LaBar Performance Hall, Notre Dame 

Mon 
30 

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 5:15pm 
Basilica of the Sacred Heart, Notre Dame 

October 
Fri 
4 

NDCC HYMN FESTIVAL OF HEALING, 7pm 
Christ the King Lutheran Church, 7195 Cleveland Road 

Sat 
5 

NDCC FARMER’S MARKET CONCERT, 10am 
South Bend Farmer’s Market, 1105 Northside Blvd 

Sun 
6 

SMND CONDUCTING RECITAL: JOSHUA WANG, 4pm 
136 O'Neill Hall, LaBar Performance Hall, Notre Dame 

Mon 
14 

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 4:30pm 
Church of Our Lady of Loretto, Saint Mary's College 

Mon 
28 

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 5:15pm 
Basilica of the Sacred Heart, Notre Dame 

November 
Fri 
1 

COLLOQUIUM: PROFESSOR HELEN PHELAN, 12pm 
306 O’Neill Hall, Notre Dame 

Thu 
7 

CONCERT: GUEST HARPSICHORDIST JORY 
VINIKOUR, 7pm 
120 O’Neill Hall, LaBar Recital Hall, Notre Dame 

Sat 
9 

MASTERCLASS: GUEST ORGANIST STEFEN ENGELS, 
10am 
DPAC, Reyes Organ and Choral Hall, Notre Dame 
*Event is ticketed

Sun 
10 

Sun 
10 

Sun 
10 

Mon 
11 

Mon 
11 

Mon 
18 

Mon 
25 

Sun 
1 

Mon 
2 

Mon 
9 

Thu 
12 

Fri 
13 

Sat 
14 

November (cont.) 
SMND CONDUCTING RECITAL: BRANDON 
HOLLIHAN, 2:30pm 
136 O’Neill Hall, LaBar Performance Hall, Notre Dame 

CONCERT: GUEST ORGANIST STEFEN ENGELS, 4pm 
DPAC, Reyes Organ and Choral Hall, Notre Dame 
*Event is ticketed

CONCERT: NEW YORK POLYPHONY, 8pm 
Basilica of the Sacred Heart, Notre Dame 

MASTERCLASS: NEW YORK POLYPHONY, 12:30pm 
136 O’Neill Hall, LaBar Performance Hall, Notre Dame 

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 4:30pm 
Church of Our Lady of Loretto, Saint Mary's College 

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 4:30pm 
Church of Our Lady of Loretto, Saint Mary's College 

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 5:15pm 
Basilica of the Sacred Heart, Notre Dame 

December 
NDCC CONCERT WITH THE SOUTH BEND 
SYMPHONY ORCHESTRA: POLAR EXPRESS 
CONCERT, 2:30pm 
DeBartolo Performing Arts Center, Notre Dame 
*Event is ticketed

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 5:15pm 
Basilica of the Sacred Heart, Notre Dame 

NOTRE DAME CHILDREN'S LITURGICAL CHOIR: 
VESPERS SERVICE, 4:30pm 
Church of Our Lady of Loretto, Saint Mary's College 

SMND CONDUCTING RECITAL: EMAN DE LEON, 
7:30pm 
120 O'Neill Hall, LaBar Recital Hall, Notre Dame 

NDCC LESSONS & CAROLS, 6:30pm 
Church of Our Lady of Loretto, Saint Mary’s College 

NDCC CHAMBER & SERAPHIM CHOIR CONCERT, 
8pm 
Basilica of the Sacred Heart, Notre Dame 

https://sacredmusic.nd.edu/sacred-music-events/
https://sacredmusic.nd.edu/
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