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Notes from the Returning Chair
by Carol Ann Weaver

Dear ACWC Composers, Friends and Supporters,
Having returned to Canada after six vivid months in South Africa and
Namibia, I was thrilled to learn about all the ACWC activity occurring
while I was away. I feel extreme gratitude to all those who worked at
various facets of the organization. First of all, huge thanks go to Janet
Danielson for her excellent and capable work on two fronts, as Acting Chair and Treasurer. In
fact, it’s tempting to insist she continue being Chair! I particularly laud Janet for expertly carrying
forth and continuing all the responsibilities regarding the 2015 Roberta Stephen Composition
Award. The two recipients of this award, Emily Doolittle (living in Scotland) and Rita Ueda (at
Simon Fraser University, BC) deserve our congratulations! The two international adjudicators
were Alexis Bacon of Michigan State University and Susan Frykberg from Australia.

And also, huge thanks go to Tawnie Olson for her excellent and on-target work as ACWC
Bulletin Editor (now called the ACWC Journal). Additionally, Tawnie Olson deserves our sincere
thanks and congratulations for her work in coordinating the collaboration between ACWC and
Sandbox Percussion, in which three ACWC composers have been selected for performances as
part of Sandbox Percussion’s 2015-17 seasons in New York City. The first concert, featuring
ACWC composer Bekah Simms’ 4 Miniatures for Soprano and Percussion Quartet, occurred
Sunday, December 20, 2015 at 3:00 pm, at St. John’s Episcopal Church, Brooklyn. The second
concert will occur in May, 2017 at Concerts on the Slope and will feature Anna Pidgorna’s
Weeping for a Dead Love and Vivian Fung’s The Voices Inside My Head.

Further thanks go to twelve ACWC composers who participated in the ACWC-supported Earth
Music Concert on Friday, September 18, at Conrad Grebel Chapel/University of Waterloo.
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Composers included Hildegard Westerkamp, Emily Doolittle, Gayle Young, Jana Skarecky, Laura
Pettigrew, Diane Berry, Carmen Braden, Joanne Bender, Caroline Bordignon, Katerina Gimon,
Emily Walker, and Carol Ann Weaver. Performers included the famed Laurier Singers
conducted by Lee Willingham, vocalists Rebecca Campbell, Gordon Burnett, Valerie Nunn,
amaranth player/composer Gayle Young, clarinetist Tilly Kooyman, and other chamber players
from Wilfrid Laurier University and the University of Waterloo. Support for this concert was
provided by a generous donation from Conrad Grebel University College/University of
Waterloo, ACWC funds, and heart-warming support by participating ACWC composers
themselves. Though this event occurred eight months ago, it is important to feature it here in the
ACWC Journal, in that it is one of the many all-ACWC- composer concerts that have occurred
throughout Canada since the beginning of the ACWC in the early 1980s. It is my hope that
many more all-ACWC-composer concerts can be planned, mounted, and financed by the
ACWC and outside granting agencies. It is admirable when composers themselves help support
their own events. After all, everyone within ACWC becomes a ‘contributing member.’
Composers for the September 2015 concert are welcome to contact me at
caweaver@uwaterloo.ca for sound files of their performances.

It is also important to note that a similar event, the British Columbia Suffragette Concert, is
currently being planned by Diane Berry. The concert, celebrating 100 years of women’s suffrage,
will take place in Victoria on April 7, 2017 and will feature the Emily Carr String Quartet and
Ensemble Laude women’s choir. Further details about this call for scores by women composers
from British Columbia can be found on page 34 of this bulletin.

We are currently reconstructing and updating our ACWC website, which will be
activated by mid-June 2016, using the same url: http://acwc.ca. Tina Pearson from BC
has generously provided us with indispensable, expert leadership as to how to set up the
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new site. Katerina Gimon, graduate composition student at UBC, has become our new,
highly capable web manager. Once the new site is fully activated, new features will
include a lively photo gallery, updated information about members, and posts on current
and upcoming events. Janet Danielson, Hillary Thompson, Tawnie Olson, and I have
also been involved in the new web construction. As well, I have undertaken the task of
archiving all the materials from our current site in order to keep our records stable and
up to date.

We ask all members to submit a bio so as to make the site yet more informative and
comprehensive. Should anyone notice text on the new site that requires further editing,
please contact me. All bios and/or edits can be sent either to caweaver@uwaterloo.ca or
to the web manager Katerina Gimon at katerina.gimon(at)gmail(dot)com. Also, we remind
members that ACWC dues payments are due July 1, 2016, which will be payable via PayPal on
our new website, or via surface mail. Special thanks, again, to Kat Gimon for setting this up
successfully!

I look forward to an active upcoming ACWC year, and welcome news of any/all musical activity,
ideas, networking, and collaborative efforts. As the only professional association of women
composers and musicians in Canada, the ACWC/AFCC continues to play a prominent role in
supporting new music not only not only in Canada, but internationally as well. Many of our
members are located internationally, and are having their works performed widely around the
world. The ACWC provides an indispensable service to and outlet for Canadian composers,
both women and men, who support our continued work of encouraging, documenting,
publicizing, performing, and promoting our music.
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The ACWC: A Compositionalist Challenge
by Janet Danielson
This past winter I was honoured to take over as the ACWC Acting
Chair while Carol Ann Weaver was on an extended trip to Africa.
The ACWC was founded in 1981, when women were looking for
new organizational models in which individual power was replaced
by collective governance. As an organization without paid staff,
with many members eking out a piecemeal living in order to make
time and mental space for composing, the ACWC’s existence has
been at times precarious. But it has survived for 35 years, and since
its inception, women composers in Canada have flourished as never before. Whereas the absence
of a leader might compromise the operations of other organizations, in the ACWC, when
someone needs to step back, others step up to keep things in balance. We have a common goal,
and find creative ways to keep moving toward it. As women and as composers, we are resilient
and resourceful in how we put things together.
The stereotype of the composer promoted by patriarchy, that of a self-sufficient male
genius who stands at the forefront of the human race, is done and gone, demolished in the
academic world by cultural criticism, and replaced in the public imagination by the commercial
singer-songwriter pop star. But the process of composition itself has attracted new interest from,
of all people, sociologist of technology Bruno Latour, who sees in composition a new way to deal
with the threat to human life caused by large-scale environmental problems such as climate
change.
Latour’s “Compositionalist Manifesto” outlines his new paradigm. For him, the word
composition
underlines that things have to be put together (Latin componere) while retaining their
heterogeneity. Also, it is connected with composure; it has clear roots in art, painting, music,
theater, dance, and thus is associated with choreography and scenography; it is not too far
from “compromise” and “compromising,” retaining a certain diplomatic and prudential flavor.

"5

e-Journal ACWC/AFCC Spring/Summer 2016

Speaking of flavor, it carries with it the pungent but ecologically correct smell of “compost,”
itself due to the active “de-composition” of many invisible agents.1
Compositionalists take on the challenge of building a common world:
This common world has to be built from utterly heterogeneous parts that will never make a
whole, but at best a fragile, revisable, and diverse composite material.2
In the context of the science world, compositionalists “want matters of concern, and not only
matters of fact.” In the world of the arts, we might speak of matters of concern versus matters of
artistic concept or materials. Most composers already write music that reflects their concerns, so
how is a compositionalist approach different?
As Latour acknowledges, his emphasis on concern builds upon the work of feminists who
in the 1990s argued for the necessity and value of care, the inevitability of human vulnerability,
and the ethics of interdependence. Prior to their groundbreaking work, women in various arts
disciplines faced intense pressure to shield their professional work from the demands of caring. As
if the external pressures weren’t hard enough, chiding mental voices would echo, “She can’t be
really serious about her career,” or “She took time off to care for . . .” Caring—is it really time off ?
Recently, I was “on the job” watching a very fine ensemble rehearse my music, noting the
care they took to achieve good balance, to co-ordinate their timing, to be responsive to each
other, and to go over weak passages until they were secure and strong. The detail and beauty they
added to each note energized my score in ways I could never have imagined. A good rehearsal
epitomizes good caring.
This past winter I took “time off ” for regular visits to a geriatric rehabilitation hospital,
watching the caring staff work with my elderly mother, balancing and coordinating her physical,
social and medical needs, adjusting their programme to her slow recuperation from a broken
ankle, being attentive to minute details of her care. Good caring, I realized, is more than
sympathetic—it is symphonic.
The connection between care and music is worth exploring. Neuroscientist Walter J.
1

Bruno Latour, “An Attempt at a ‘Compositionalist Manifesto’” in New Literary History 41 (2010): 473-4. http://
www.bruno-latour.fr/sites/default/files/120-NLH-finalpdf.pdf (accessed May 25, 2016).
2

Latour, “An Attempt at a ‘Compositionalist Manifesto,’” 474.
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Freeman argues that music, of all the arts, creates and maintains the channels of trust that enable
humans to learn and cooperate, to give and to receive care. The rhythm, pacing, volume, timbre,
and pitch of speech all help convey our intentions. Freeman describes music as “a human
technology for crossing the solipsistic gulf.”3 The channels of communication music affords are
vitally important for cooperative human activity.
Within our individual brains, channels of communication are also vitally important. The
brain is now being studied as a connectome, a network of connections, and the most recent research
indicates that the connectome is not a chaos of electrical signals, but rather is harmonic in its
operation.4
Most of us will face times in which our creative output is compromised, either by our own
vulnerability, or by the vulnerability of others close to us. No one is immune to injuries, insults, or
illnesses. However, adverse conditions beyond our control force us to rely upon caring,
cooperating, and connecting — sometimes routine, but often very creative and improvised. Could
the care we give and receive serve as a springboard for the musical imagination? Caring is so
undervalued, so equated with drudgery and duty, that it would take a real mental shift to become
attuned and attentive to those deep-level inspirational aspects of caring that can be modelled in
music.
Evan Ziporyn’s article Who Listens if You Care? 5 laments the Babel of musical languages
and the difficulty of engaging an audience in a world of completely eclectic listening habits; and
especially within the narcissistic and careless societal context he describes, translating the
operations of care into music may prove a radical and promising way to help build a common
musical world.
On a more mundane note, we hope to re-examine our ACWC bylaws in the coming
months; though this seems a tedious and bureaucratic project, it is intriguing to think about how
our bylaws can provide a framework for our supple compositionalist organization.
3

Walter J. Freeman, “A neurobiological role of music in social bonding” in N. Wallin, B. Merkur, and S. Brown,
editors, The Origins of Music, (Cambridge MA: MIT Press, 2000): 418.
4Selen

Asatoy, Isaac Donnelly, and Joel Person, “Human Brain Networks Function in Connectome-specific
Harmonic Waves” in Nature Communications 7, January 2016. http://www.nature./ncomms/2016/160121/
ncomms10340/full/ncomms10340.html#introduction (accessed May 24, 2016).
Evan Ziporyn, “Who Listens if You Care?” in Source Readings in Music History Revised Edition, Ed. Oliver Strunk and
Leo Treitler (New York: W. W. Norton & Company, 1998): 1311. See also Milton Babbit’s “Who Cares if You
Listen?” in the same volume, 1305.
5

"7

e-Journal ACWC/AFCC Spring/Summer 2016

The strength of the ACWC lies in its fragile, revisable, and diverse organizational
structure, which is maintained by care, constant co-operative re-balancing, and connections. The
story behind our new website is a stunning example of this paradoxical strength. We were
advised in mid-March that our website would be shut down in three months. We had no budget
allocation, little time, and no one on the board with the expertise except Hillary Thompson, our
previous web manager, who had just taken on a new job. Carol Ann Weaver, a superb motivator,
swung relentlessly into action and kept the connections going until the job was done. Tawnie
Olson, in the midst of completing a commission, stole precious hours (probably from her sleep) to
advise and assist. Tina Pearson, with extensive experience in web management, and Kat Gimon,
who just happened to have a break after composing opera scenes for a grad project at UBC,
stepped forward with the needed expertise, and created our new beautiful new website at
minimal expense. I strongly suspect Carol Ann put in an all-nighter archiving the old site, though
she would not admit it. It was breathtaking to watch it all happen. As composers we understand
that things have to be put together, and put together well. When we pool our diverse talents, great
things happen!
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Yunnan Revisited
by Vivian Fung
This article is a more detailed look at my interest in the minority cultures of the Yunnan province of China,
previously featured in the New York Times article entitled “Vanishing Languages, Reincarnated as Music” (March
30, 2016). http://www.nytimes.com/2016/04/03/arts/music/vanishing-languagesreincarnated-as-music.html?
My interest in the culture of Yunnan
stems from a desire to understand and
rediscover parts of myself. Yunnan,
which borders Tibet to the north, and
Myanmar, Laos, and Vietnam to the
south, is home to the highest
concentration of minority cultures in
China, with more than 25 diverse
ethnic groups culturally distinct from
the Han Chinese majority. I was
originally drawn to Yunnan by its
music, in the course of writing a piece
The author (photo: Charles Boudreau)
for Fulcrum Point New Music Project in
Chicago in 2011, a work that became “Yunnan Folk Songs” for mezzo-soprano, baritone, and
large ensemble (http://vivianfung.ca/music/yunnan-folk-songs/). The variation in the music
among the different ethnic groups, particularly in tone, ornamentation, and timbre
characteristics, make for culturally rich and captivating material. But apart from the music, I also
wanted to find out what the concept of “minority” meant in the most populous country in the
world. The word “minority” is a term I relate to; having written an article several years ago
entitled “Embracing My Banana-ness: One Composer’s Journey Towards Finding Her
Identity” (http://vivianfung.ca/2013/11/embracing-my-banana-ness-one-composers-journeytowards-finding-her-identity/), questions of my identity often surface in the course of my work as
a composer. I am racially Chinese, but was born and raised in Edmonton, Canada, and now live
in the United States. Accordingly, I have always been an outsider of sorts, not fitting exactly into
any particular ethnicity.
In preparation for my Fulcrum Point project, I listened to various recordings of music from
Yunnan. One compilation particularly struck me: a series recorded and assembled by Professor
Zhang Xingrong of the Yunnan Art Institute, in Yunnan’s capital, Kunming. Professor Zhang
traveled throughout Yunnan with his wife in the 1980s, making field recordings and transcribing
songs of many of the ethnic groups in their original dialects. Yunnan Folk Songs is based on my
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interpretations of seven of those recordings, drawn from the Yi, Hani, Lisu, and Jingpo
nationalities.
To see and hear firsthand the music that I found so appealing, I arranged to stay in Yunnan for
five weeks in the spring of 2012. I contacted Professor Zhang, and he agreed to become my
guide and mentor. I stayed on the campus of the Yunnan Art Institute for a part of my time in
Yunnan, analyzing and discussing the more theoretical aspects of the region’s music, such as the
subtle differences in ornamentation between the subgroups of the Yi tribe, distinguishing the
music of the different minorities, and getting acquainted with the many different types of
indigenous instruments.
The more involved part of my stay came during various road trips that my husband and I made
with Professor Zhang to visit the villages of several of the minority groups and to record their
singing, playing, and dancing. We sometimes stayed in hotels, but more often spent the nights in
the homes of the musicians we were visiting.
We made three different trips, each several hours from Kunming over unpaved, winding roads
into the mountainous regions of the Honghe prefecture, south of Kunming. I was quite
surprised by how significantly the music—and even the food—varied from village to village, even
though the people were considered to be from the same Yi minority group. Apparently, because
many of the Yi live in mountainous regions where travel is difficult, cross-fertilization between
communities is rare. The segregation puts into question the number of distinct minority groups
actually present in Yunnan. Although the official government count totals 26, controversy on
both the number of groups (some say the number should be higher) and the way the groups are
defined prevails. There are many examples of small groups being lumped together with larger
groups with which they have little in common linguistically or culturally.
One of the most striking aspects of the music is the heterophonic singing and playing that exists
in some of the cultures, particularly the Hani. For the Hani people, terraced rice farming has
become a way of life, and the scenery was breathtaking in the mountain villages we visited.
Traditionally, while planting seeds or harvesting crops, the farmers would sing folksongs to pass
the time. As a result of the layouts of the terraced rice fields, the singers would not sing in
unison, but sing contrapuntally, as they were a distance away from each other and would feel free
to react to each other. I heard this quite prominently in the field recordings that Professor Zhang
recorded in the 1980s, featuring as much as eight-part counterpoint, so I was quite eager to
experience this firsthand during my trip. We did have the pleasure of recording a group of
musicians and dancers who traveled many miles by foot to come greet us. However, the
counterpoint was not as pronounced, and the distinct lines not as focused, as in Professor’s earlier
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recordings. It was wonderful nonetheless to hear in person the melodies weaving in and out.
Here is an example:
http://vivianfung.ca/wp-content/uploads/2016/03/Hani-Rice-Planting-Song.mp4
Over the course of our journey, it
became clear to me that things have
changed in the years since Professor
Zhang made the recordings I had
admired so much before our visit:
modern living has crept into even
the most remote parts of the
province, and traditional customs,
such as folk singing and dancing, are
slowly changing and fading away.
Children of minority villages are
often housed at governmentphoto: Charles Boudreau
sponsored boarding schools miles
away, where only Mandarin Chinese is spoken, and the original languages and dialects of
minorities are being threatened. Many of the minority languages are passed down orally only,
without any phonetic written form, so time away from the family means that the younger
generations will not be as conversant in their mother tongues. Folksongs, also passed down orally
and once an important part of daily village life, are becoming more precious in the cultural
landscape, as TV and radio have wider influence, and more and more villagers move into bigger
cities to find work and a steady living.
We visited a woman who Professor Zhang knew from the time she was a teenager living in a
small village. When he first met her, she was quite a gifted singer and known for her ability to
carry a tune. Zhang and I decided to pay her a visit at the end of our trip from the mountains.
Now a wife and mother, she lives in a thriving city known for its marble quarries, in a modern
two-story house with the amenities that most villagers aspire to – electricity, kitchen appliances,
television, and motorbikes. When we asked her which way of life she preferred though, she
responded that she dearly missed her life in the communal countryside, where the extended
family was always available for support and the traditional way of life was the norm, even if some
of the modern amenities were lacking. I got the sense that she felt isolated and lonely in the big
city, and missed the close-knit relationships formed from doing daily chores together. When
Professor Zhang asked her if she might still be able to sing some of her childhood folk songs, she
remembered a few of them, but struggled to remember many others, and I could see her holding
back tears, as she had not thought about her home for quite a while. On the surface, the modern
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way of life is appealing, certainly more comfortable, but this visit gave me a chance to reflect
deeply about the tradeoffs made in pursuit of a “better” life.
Most of the minority groups still live off the land as farmers and sell their modest crops at the
market. For all the glitz and glamour that has become the big cities in Eastern China, Beijing
and Shanghai being of course at the top of the list for the extravagant and indulgent lifestyles of
the new middle class, we saw none of that in Yunnan, especially the further we traveled from
Kunming. People are poor, though for the most part, the lands of Yunnan are fertile enough to
live off of. Nonetheless, the year we went the land was experiencing severe drought, and farmers
were struggling to survive with meager harvests. The Chinese government prides itself in
allowing autonomous regions to exist and minority groups to live independently, but the minority
groups seem, for the most part, distinctly less well off than the Han Chinese majority. We visited
a state-sponsored village that seemed to thrive, but during that visit, an official guide from the
local cultural affairs office was our escort, and the village seemed to have an air of a tourist
attraction rather than a real, lived-in village.
We were fortunate to have the help of Professor Zhang, who knew many of the musicians
personally and thus was able to give us more of an intimate and private view of village life.
Although we still had to register with the local government cultural ministers in each village that
we visited, without someone so well acquainted with the local communities we likely would have
been taken only to “reserves,” where state-sponsored housing and collectives are built for the
minority communities. Reserves in favor with the government get more tourism and funding
than other, less favored ones, though the latter are more likely to preserve their traditional
cultures.
I have many extraordinary memories from this trip, and hope to filter them into upcoming works,
including ideas for an opera. I went to Yunnan for the pure love of the music, but came away
from the experience with a more comprehensive view about the complexities that arise when
traditional ways of life clash with modern development, as is the situation in much of rural
China now.
For more video and photo footage of the trip, please visit: http://vivianfung.ca/research/
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The Canadian Chamber Choir: Sacred Reflections
by Julia Davids
Established in 2000, the Canadian Chamber Choir is a national professional
choir whose mandate is to bring new and existing Canadian choral music to
every corner of Canada. This has allowed singers, conductors, audiences,
and composers to come together in celebration of the depth of this
country’s choral heritage. As the Artistic Director of the CCC since 2004, I
have endeavoured to promote established and emerging Canadian
composers through performances of their diverse music.
Our first recording (In Good Company, 2010) clearly demonstrated this goal – it featured a wide
range of sacred and secular works for a cappella choir and combinations with piano and cello,
including selections by Jocelyn Morlock, [ACWC member] Tawnie Olson, and Eleanor Daley,
some great names in female Canadian composers. Our latest release (Sacred Reflections of Canada –
A Canadian Mass, 2015) has followed this model but within an organizational framework inspired
by the Ordinary of the Mass. Associate Conductor Joel Tranquilla and I selected movements
from a wide array of Canadian settings of the Mass and also included other reflective pieces with
the ultimate goal of showcasing the depth, talent, and diversity of Canadian composers.
Nominated for a Juno in 2016, Sacred Reflections has received widespread praise for the level of
performance as well as the diversity of fine repertoire.
The Canadian Chamber Choir is an incredible
choir to work with – they can sing anything and
completely invest themselves in every performance.
Singers come from across the country, bringing
their unique experiences and expertise, and meet
in a given location in Canada for about a week at a
time to be in residence in a community and then
tour the area, offering concerts and workshops.
The fall of 2015 saw the CCC in Newfoundland,
our 10th province! Along the way we’ve worked
towards building community through choral
"13
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singing – singing side by side with all ages and stages of singers.
The CCC is especially known for its warmth and generosity, both personally and musically. We
work hard to break down the walls between performer and listener, especially attempting to
present new and/or unfamiliar choral works in ways that allow them to be accessible to all. I
found these goals more daunting through the recorded medium, which lacks the visual
connection. The idea of the Canadian composite Mass, however, has worked well as a vehicle for
diverse Canadian compositions in concert, and now as a recording. Along with a varied
repertoire, it was really important to me to showcase a broad idea of worship space and sound. I
know that I personally feel connected to God through the earth and nature, and equally so (but in
a different way) through the beauty and acoustic of a majestic cathedral space. Spatial contrast
then, became another guiding aesthetic principal. Our brilliant producer, Jeff Reilly, and sound
engineer, Rod Sneddon, were able to help us achieve a different mix and sound quality, custom
designed, for every single track, based on the space we felt the music would best resonate.
There are four female composers represented on Sacred Reflections, again supporting the
mandate of promoting emerging as well as established composers. Their compositions represent
some of the diversity of what we as Canadians consider sacred – from music for liturgical use in
grand spaces dedicated to worship, to those that are heavily influenced by nature. All four pieces
are unique to the composers who created them, representing their personal ‘sacred’ aesthetic.

Nancy Telfer (b. 1950) from Ontario, is a well-known voice in Canada and beyond, both as a
choral educator and composer. Since 1979, she has composed more than 350 works for soloists,
chamber ensembles, orchestras, bands and choirs, almost 200 of which are published in Canada,
the United States and Europe. Nancy's reputation for creative experimentation is linked with the
belief that all music should delight the ears, capture the imagination of the mind and feed the
soul. In each of her pieces she has attempted to bring some new kind of experience to the
performers so that their lives might be more meaningful and more enjoyable.

The Canadian Chamber Choir chose to include Nancy’s piece Silence, a setting of a translation of
a text by Toyohiko Kagawa, a famous Japanese poet who was incarcerated in a Japanese jail
throughout World War II because he spoke against war. After the war, he toured parts of the
"14
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world, including Canada, to speak about peace. The poem begins “In times of quietness our
hearts should be like trees lifting their branches to the sky.” Nancy related that she has always
been interested in the outdoors and has often drawn inspiration from the beauty of natural
environments. The musical setting is homophonic and transparent in texture, allowing the simple
and expressive text to speak. CCC Associate Conductor, Joel Tranquilla, calls this a ‘Julia’ piece –
exactly the sort of repertoire that I love because of its intimate, sincere expression! The music
never overwhelms the text, but heightens the meaning.
Nancy says: “Your recording performance brought the images within the poem to life and also
conveyed peace as a living, continually growing, essential experience. Your performance sounded
calm but certainly not static. You breathed a multi-dimensional essence into the music.” After
releasing the recording, the CCC chose to do a video of Silence in Gros Morne National Park in
Newfoundland and found the music was even more evocative when performed outside, overlaid
with natural sounds like the wind in the trees. To watch the video: http://oldcrowmagazine.com/
canadian-chamber-choir-sings-silence-at-lomond-camp-ground/
In spatial and functional contrast, conductor and composer Stephanie Martin (b. 1962) cites the
influence of the Church of Saint Mary Magdalene in Toronto on her composition O Sacrum
Convivium. Past Music Director at the church, Stephanie is Associate Professor of Music at York
University, Artistic Director of Pax Christi Chorale, and Director of Schola Magdalena, a
women’s ensemble specializing in the performance of chant and medieval polyphony. She is
widely recognized as an accomplished composer of works for both voices and instruments.
Recent awards include first prize in the Exultate Chamber Singers’ composition competition
(2009), and first prize in the Association of Anglican Musicians composer’s competition (2010).
Stephanie was accepted as an Associate Composer of the Canadian Music Centre in 2011, and
was named Composer in Residence for the Barrie Music Festival in 2012. The première of her
choral symphony Babel took place at Wilfrid Laurier University this April.
O Sacrum Convivium is similar to Silence in its simplicity of expression. I believe this comes from the
flawless mechanics of the composition. It is beautifully symmetrical with a stunning, simple
melody passed from the first soprano to the basses. It has an organic arch of energy, all in about 2
minutes. The CCC has sung this in worship and in concert, equally successfully. About O Sacrum
Convivium, Stephanie writes: “At the Church of Saint Mary Magdalene the liturgy is inspiring,
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beautiful and disciplined. One cannot spend
time there and not be affected by the place. "O
sacred feast" is descriptive of that liturgical
experience, and the fellowship I experienced
there, connecting with people in a very powerful
way, through offering up choral sounds in a
transporting acoustical space. This piece is part
of a small cycle of four motets that can be sung
together. The harmonic plan flows from one to
the next - an idea I stole from Healey Willan. It
was so satisfying to have the CCC record this
piece. Joel's interpretation captures the dreamlike, mystical quality of the text, painting an image of rising incense and soothing calm,
intersecting with the memory of passion and pain.” For more about Stephanie: http://
www.stephaniemartinmusic.com

One of the emerging composers on this disc is [ACWC member] Kathleen Allan (b. 1989). A
very highly-regarded conductor, composer, and singer, Kathleen is originally from St. John’s,
Newfoundland. After studies at the University of British Columbia and Yale University, she has
returned to Vancouver, where she was recently appointed Director of Choral Studies and
Associate Conductor of Orchestras at the Vancouver Academy of Music. Her compositions have
been commissioned by ensembles throughout North America and are consistently performed
throughout the Americas and Europe. Kathleen won the Conducting Fellow position with the
Canadian Chamber Choir in 2013, singing and conducting the choir in both rehearsal and
performance. It was on this tour that she introduced the CCC to her composition In Paradisum,
which pairs the standard Requiem Mass text with her original poetry, inspired by remembrances
of her grandfather. It is the final track on the disc and is also one of the longest pieces on this
recording. Kathleen has used long, arching lines inspired by water, wind, and sunlight (her
grandfather was a passionate sailor) along with chant-based melody to create a challenging yet
achingly-beautiful piece. This piece moved me to tears while editing the recording – it is so
intimate and genuine in its expression! In Paradisum is published by Cypress Choral Music as part
of the Canadian Chamber Choir Series for Accomplished Choirs. For more about Kathleen:
"16
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http://www.kathleenallan.com
A new voice – and one to be watched – is Emily Walker (b. 1991), originally from London,
Ontario. Emily studied at Wilfrid Laurier University (composition, viola performance) and
recently completed an artist diploma in viola performance at the Glen Gould School in the Royal
Conservatory, Toronto. Emily submitted I Asked of God to the Da Capo Chamber Choir
composition competition a number of years ago. While it didn’t win the competition, I was
intrigued by the possibilities in the piece and especially the intelligence I saw behind the
composition. Working with Emily, we edited the piece and the CCC took it on multiple tours.
Another longer composition (over 7 minutes) it beautifully serves the moving poetry by Lucy
Maud Montgomery, well-known author from Prince Edward Island. Emily says: “On I Asked of
God, I was drawn to this text for its earthiness, but amazing clarity on the subject of human
struggle. Montgomery speaks with such honesty in her poetry that is remarkably relatable. My
goal was to capture this essence in song and melody over her beautiful poetry.” The piece builds
intensity primarily by melodic repetition and the layering of vocal parts. Clearly divided into
sections based on the text’s organization, the piece is straightforward to sing, yet demands great
emotional commitment, finesse with phrasing, and stamina. We look forward to hearing more
from Emily in the future! For more of Emily’s works: Youtube @ ewalk1011
Soundcloud @ ewalk101
All four of these Canadian female composers represent different view points and aesthetic
viewpoints, yet all are clearly inspired by the texts they set, the singers who will interpret them,
and the audience experience. The Canadian Chamber Choir and I encourage you to check out
their other music and our Juno-nominated disc!
For more about Julia Davids, Artistic Director, and the Canadian Chamber Choir:
www.canadianchamberchoir.ca
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Deep Listening with Pauline Oliveros
by Gayle Young
Rose Mountain, high in the hills of New Mexico, was the setting of
my first Deep Listening Retreat with Pauline Oliveros and her
associates. When I came out of my tent among the pines early that
first morning I joined others as we made our way, without speaking,
along a misty trail, a silent hike culminating in a sequence of guided
movements as we awoke to the sounds around us. As the day
progressed silence gradually gave way to discussion. We imagined sound, created sound, and
explored our responses to sound.. As the week progressed we created new pieces, and tried them
out with other participants. Through that gradual process our creative activity came to the
foreground.
Over many years Pauline Oliveros has developed programs that teach listening skills. She has
written books of sonic meditations that can be experienced by everyone, encouraging us to find
our voices, to vocalize our responses, and to listen to our surroundings. Through her Deep
Listening Institute (DLI) she established a system to expand Deep Listening activity beyond what
she can accomplish alone. After completing three retreats (and other requirements) people can
apply for a Deep Listening Certificate. This qualifies the person to teach listening skills, and to
offer retreats such as the one I am organizing at the Tree Museum in early August. DLI is now
part of the curriculum at Resselaer Polytecnic Institute (RPI) in Troy NY, where the Center for
Deep Listening is now based.
Pauline has pioneered several music technologies, such as an early sound spatializing system for
live performance. At the University of Toronto electronic music studios in 1966 she recorded her
own live performances, during which she brought tones into audibility using only combinations
of sine tones beyond the range of human hearing. To me these pieces provide a fitting
encapsulation of a compositional practice that requires a combination of sensitive response with
detailed listening.
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Tree Museum Farmhouse at night (photo: Michel Boucher)

Gayle Young, noted composer, performer and instrument builder, will lead a Canadian Deep Listening Workshop
from Friday, August 5 to Sunday, August 7 at The Tree Museum, near the town of Orillia, a 90-minute drive
north of Toronto. For more information, visit http://deeplistening.org or see page 34 of this Journal.

SOUNDLAB has issued podcast interviews with five Canadian Women Composers:
Ana Sokolovic, Allison Cameron, Jocelyn Morlock, Nicole Lizée, and Linda Catlin Smith.
These interviews were partly funded by the ACWC and can be downloaded for free from iTunes:
https://itunes.apple.com/ca/podcast/soundlab-new-music-podcast/id438086263
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Venturing Beyond County Derry: a personal account of
writing for the contemporary wind ensemble
by Bekah Ann Simms
As I completed my M.Mus in Composition at the University of
Toronto last year, I was able to help facilitate the creation of a sorely
needed composer-in-residence program that paired graduate student
composers with major ensembles at the faculty. It started with a letter
to the faculty suggesting, among other things, the creation of such a
program (penned by myself but accompanied with the signatures of
the majority of current graduate composition students). The program
was created with Dr. Norbert Palej (acting head of the Composition
department) spearheading the endeavour alongside Dr. Midori Koga (Associate Dean of
Graduate Studies for the Faculty of Music). I was happy to be asked to represent the students
during the meetings that ultimately formed the program, in which I made it my mission for the
application process to be based on pre-existing portfolio items, as opposed to “everyone write
your preferred ensemble a brand new piece and we will select one to be played.” This allowed a
streamlined process where students avoided competing against one another with unperformed
scores, and instead used pre-existing work as a benchmark for large ensemble potential. The
selected composers would be expected to attend rehearsals and become intimately familiar with
the players they were writing for; it would be a collaborative experience with opportunities for
readings, revision, and, ultimately, a piece tailor-made for the ensemble it’s written for.
I was able to avail of this opportunity myself when I returned the following year, starting my
DMA in September 2015. I was selected as the composer-in-residence of the University of
Toronto Wind Ensemble, led by the immensely talented Dr. Gillian MacKay.
Sometimes the familiar is the most daunting; just ask pianist-composers steadfastly avoiding
writing major piano solo works (or, in my case, the complete lack of solo flute works in my
catalogue despite the fact that I’ve played the instrument for fourteen years). A similar sense of
familiarity can be felt with those ensembles in which we have played with for long stretches, and
as a flutist, I have played in my fair share of wind ensembles, wind symphonies, concert bands,
and every other slightly confusing label that ultimately means “a large ensemble with no strings.”
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Unlike when I’m composing for “set” ensembles, my pre-compositional process included a lot of
decisions about the instrumentation itself. The distinction between “wind ensemble” and most
other types of wind bands is fairly standardized: wind ensemble means one player on a part with
maybe an exception or two (in this case, clarinet and tuba) as opposed to full sections playing one
or two different parts. This can mean that despite having fewer people on stage, there are more
staves in the score. It also means a higher degree of independence from each player, who cannot
rely on a section leader for entries or rhythmic accuracy, for example.
When it came to deciding the instrumentation, I simplified my options in a general way: do I
write something in somewhat standard wind ensemble instrumentation to allow for ease of repeat
performances, or do I write something that utilizes the University of Toronto’s unique access to
extended instrumentation and the players who can tackle such doublings? Ultimately, I opted to
use this opportunity to write for an ensemble I may never have artistic access to again; my piece,
“amok as a syndrome,” has 38 independent parts and includes contrabass clarinet, bass
saxophone, soprano saxophone, harp, and a giant water gong.
A large part of my process is substantial score study - although, of course, when your
instrumentation deviates from the norm it’s hard to expect that you’ll find a wealth of identically
scored pieces to study. Nonetheless, I went on the prowl for wind ensemble music that I loved and
could really sink my teeth into. Unsurprisingly, as I’d observed from my many years playing flute
in wind bands, the majority of wind band music was so aesthetically divorced from my ideal
sound world that I found it extremely difficult to fall in love with the genre as a whole. There is
nothing inherent about the instrumentation to cause this, but there are several ‘wind band’-isms:
-The wind band was originally an “outdoors” ensemble, so its early works are largely marches or
ceremonial in nature.
-Homophonic, tonal, and modal music seems to make up the majority of the repertoire.
-The “professional” wind ensemble doesn’t exist like the professional orchestra, so the majority of
ensembles are educational ensembles that exist solely in the context of schools and universities.
-Wind band “hits” are often those that can be performed by many ensembles, including high
school, so the overall difficulty level of the canon is less than virtuosic.
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The wind band is also largely an American affair, meaning that substantial score study of more
experimental, European endeavours are out of the question - famous names in high-level wind
band rep include Persichetti, Husa, and Hindemith, not Ligeti, Bartok, or Saariaho.
Of course, there is some music for winds by established composers of the 20th-century;
Stravinsky’s “Symphonies of Wind Instruments” was a pleasant and informative listen, although
a video recording will show that the number of musicians on stage for this piece pales in
comparison to the standard concert band tune.
With this type of ensemble history, I was worried about effectively demonstrating my personal
voice in such a piece. However, I eventually did find works with compelling textures and
challenging, unique languages - most notably by Joseph Schwantner, Joel Puckett, and Michael
Colgrass. Interestingly enough, this type of harmonic and textural language also seemed to
coincide with the inclusion of “extended” instrumentation - by the beginning of the 21st-century,
it was not entirely unheard of to request a harp and a string bass in a wind ensemble piece.
Ultimately, I decided to approach the piece as an exercise in extended chamber music writing the parts and instrumental sections are extremely independent, with unisons and doublings across
the ensemble very rare. The performers found this challenging - they couldn’t write “with
clarinet” or “with horns” over their part. They were, by and large, “on their own” - not just from
their desk mate but perhaps even from any parallel section or player in the entire band.
My musical materials themselves are also sourced directly from chamber music. The piece is an
homage to one of my favourite composers, the late, great Fausto Romitelli, and directly quotes
the opening of his piece for chamber ensemble and electronics, “amok koma.” I used the first
three chords of “amok koma” in a simple iteration that gradually spreads to all-out textural chaos
while maintaining the relationship to the original chord pitches and voicings, eventually planing
upwards to registral extremes. These first three chords contain ten pitches; the calmer, more quiet
section that follows the opening is made up only of the complement: D# and F#, not a friendly
set of notes to an ensemble where many instruments are pitched in Bb.
Through working with Dr. MacKay, I learned that as a conductor of a university undergraduate
ensemble, her concerns are often with pedagogical value: what does the ensemble learn from
playing this? Ideally, it should not simply be “cool.” Serendipitously, I managed to provide the
ensemble with some good teachable moments – for example, playing a melody that consists of
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only one pitch spread out over multiple octaves, or tuning when an entire ensemble is in pitch
unison. I also left some players with an extended technique or two that they now have under their
belts; I can happily say that the flute section ended their year as great “whistle tone-ers,” and that
the low saxes and clarinets can produce a pretty forceful slap tongue. I also made the
percussionists sweat a bit, as their big moment included playing tricky rhythmic unisons with five
players spread out across a large stage.

Dr. Gillian MacKay and the University of Toronto Wind Ensemble (photo: Carrie Musgrave)

It can be a nerve-wracking experience hoping that young players “get” your music - when an
ensemble is used to playing “Irish Tune from County Derry,” it can be quite an adjustment to
play “Spectral Mess based on Fausto Romitelli.” But that’s the beauty of spending so much time
with an ensemble - I learned that both Dr. MacKay and the ensemble had an affinity for what I
consider more interesting work, including pieces by Allan Gordon Bell and Michael Colgrass,
and were up to practically any challenge. I had to check some of my own assumptions about the
way a wind ensemble would behave - sure, maybe a composer can’t go into a rehearsal with 40+
musicians and expect not to get at least one eyeroll - but for the most part, these players were
willing to try things, practice, learn new sounds, and really, really listen to the sonic environment
around them for their “cues.”
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There was some give and take between my vision of the piece and the realities of writing for the
wind band – while I would be happy to have my “favourite” colours and instruments remain
dominant throughout, I did my best to exchange interesting lines and gestures to various families
of instruments, trying to ensure that the bass family was never just a collection of pedal points
and that the upper voices were often supporting and in less of a “solo” role. I also sprinkled
melodies and “solos” throughout the piece, taking advantage of star players and shining a
spotlight on the rarer beasts, including a lengthy bass sax solo. The orchestration is very dense,
something I considered a necessity in trying to engage all the players over the course of an eleven
minute piece – too many transparent textures would mean the bulk of players would be sitting
out for long stretches. Maintaining this textural density while ensuring independence in all the
parts was a huge challenge for me; the score just has so many notes and staves that the piece was
quite an exercise in concentration and writing time, requiring many hours each day over the
course of months.
The wind ensemble, in many senses, is one of the most potentially fruitful instrumentations that a
composer can write for. The canon of high grade works is very small, owing to its comparative
youth, and many college wind bands are hungry for repertoire to engage their own increasingly
virtuosic players. The number of college music departments, especially in the United States, is on
a swift upward trajectory, and it is common for many conductors and bands to share new works.
And while not every university may own a bass sax, a slew of composers writing increasingly
interesting and complex works for wind band – David Maslanka, John Mackey, Steve Bryant, and
Michael Colgrass – are pushing the genre towards more openly accepting large-scale, texturally
lush, strange works with expanded instrumentation. Curiously, women composers seem to be
even more underrepresented in the modern wind ensemble canon than the orchestral world, an
observation made even more troubling considering that the genre has been extremely active in
commissioning and performing new works. Despite its instrumentation and difficulty, I hope that
“amok as a syndrome” will find its way to more music stands sometime in the future – and
encourage other women composers in Canada to explore the genre.
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Earth Peace: Composing in Africa/Africa Composing Part II
by Carol Ann Weaver
My last account of composing in Africa detailed a vivid morning in
November 2015, making music with several hundred young students at
Kamagugu School in Nelspruit, South Africa.

However, even before leaving for Africa in September 2015, I knew some
other music would emerge from Africa for a new composition I had
agreed to undertake – Earth Peace. This new work, envisioned as part of the Global Mennonite
Peacebuilding Conference And Festival6 at Conrad Grebel University College/University of
Waterloo, would bring forth stories about global conflict, pain, possible resolutions and joys,
relating both to the human and natural worlds. For this work I put out a call for stories, knowing
that I could only use ‘first-hand’, close-up stories from people I knew, as opposed to accounts of
violence and turmoil found on the internet
or public press. In other words, the very
gathering of stories would be part of the
composition, allowing me to work
interactively and collaboratively with
writers who wished to be part of this piece,
so that together, we could create a new
‘voice’ towards earth peace. I sensed that
Africa would help compose this piece in its
own ways. And indeed, it did!

Composing in the Kalahari (photo: Carol Ann Weaver) An amazing plethora of heart-rending
stories emerged – first hand stories about a Congolese boy soldier, about the father of girls

6

Global Mennonite Peacebuilding Conference And Festival <https://uwaterloo.ca/grebel/global-mennonitepeacebuilding-conference-and-festival>
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kidnapped by Boko Haram in Chibok (Nigeria), about a refugee camp in East Timor, about
making peace in violent areas of Kenya and Uganda, of humanely supporting some detained
Palestinians, of an inner-city American man killed by jealous friends. And while I was in South
Africa, many stories just came to me unbidden, some from the natural world – wild dogs helping
each other survive, a springbok lamb deserted by its mother at birth, hartebeests with interlocked
horns who fight to the death trying to disentangle. And others came from friends – a Zulu man
shot in cold blood, another Zulu savagely pushed over the edge of the highest building in
Johannesburg to his death, a family of four killed by a careless hit-and-run driver. These stories,
and more, became part of the fabric of Earth Peace. Some conflicts are resolved; many are not.
How do we relate to such a tangle of pain, loss, injustice, confusion, with some miraculous
reconciliations, but often with long-term, grueling, incomplete resolutions? And how could music
help tell these stories?

To follow each selected writing – poetry, prose, story – I composed musical responses, scored
either for string quartet, or soprano soloist and choir (sometimes including hand drums). The
final piece would combine these forces with a gamelan. With normal commissions, a performing
group gives the composer time limits, stylistic restraints (if any), sometimes texts, and
instrumentation/scoring stipulations. However, since I had designed this piece in conjunction
with the larger conference, I was able to ask for the performers I wanted, happily receiving
consent from Kitchener-Waterloo’s excellent Factory Arts Quartet, acclaimed soprano Stephanie
Kramer, UW’s maverick University Choir, conducted by Gerard Yun, and the famed Grebel
Gamelan conducted by Maisie Sum and I Dewa Made Suparta. I also chose empathic readers.

It was intuitive, though challenging, for me to write short string quartet pieces for the wild dogs,
the abandoned springbok lamb, and the horn-locked hartebeests. But how can one write a
choral piece for the tragic deaths of innocent people, for the 200-some girls kidnapped by Boko
Haram, for the political insecurities found throughout the Middle East and beyond, or for the
joyful resolutions of certain conflicts? What language can be used? I have often penned my own
lyrics, but these stories were quite beyond my abilities. So, I found myself going to the Latin
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Mass and Requiem texts. Certain pains are possibly best expressed by these timeworn, universal
words, which have expressed human grief and hope since the 4th Century AD.
After the Latin-texted movements, the
final choral pieces in English contain
lyrics that were some of the most
difficult ones I’ve created. Within a
simple call and response choral format, I
attempted to ask how we can live with
tragedy, breakdown, pain, and injustice
while still finding peace. In the final
movement, gamelan, choir and quartet
combine to “Ring out the Peace, Ring
out the Earth Peace.”

A Springbok lamb (photo: Carol Ann Weaver)

What emerged is a kind of Missa Brevis, an Earth Mass for Peace with 37 short pieces, unified by
a larger call for peace. Africa had, indeed, helped compose this work by bringing us to places,
people and beings within the natural world whose stories rang out, waiting to be heard, sung, and
told. The very ‘earth’ of Southern Africa, with its sand, stones, mountains, deserts, intense heat,
drought, and flash floods, also entered into the music in imperceptible ways. The hope lives on
that we will seek to make peace with the earth, with each other, and with all our fellow passengers
on this planet.

Earth Peace will receive its world premier in the “Voices of Peace” concert, Thursday evening,
June 9, at 7:30 in Theatre of the Arts, University of Waterloo, Ontario. Tickets, at the door, are
$10.00 or can be ordered online at https://uwaterloo.ca/grebel/global-mennonitepeacebuilding-conference-and-festival/registration
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Member News
Emily Doolittle was awarded a 2016 Opera
America Discovery Grant to develop her
chamber opera Jan Tait and the Bear and have it
performed by Ensemble Thing in Glasgow,
UK, in October 2016. She was also awarded
a 2016 Culture and Animals Foundation
grant to research grey seal vocalizations at St.
Andrews University and write a new sealinspired piece for the St. Andrews New Music
Ensemble.

Diane Berry's string quartet, Chasing the
Raven, was performed in Seattle on April 26th
in a concert featuring the ten semi-finalists in
the Seattle Composers Alliance's 2nd Annual
Call for Scores. Diane's piece was played by
the NOCCO String Quartet, and was
awarded 2nd place. The string quartet then
performed it live on Seattle's classical music
station, KING FM's show, Northwest Focus,
on Friday May 27th. A recording of the
initial performance will be available soon on
the Alliance's website.

Eve Egoyan was been invited to Spain by
Maria de Alvear, a longtime collaborator, to
celebrate the latter’s national music award,
received from the King and Queen of Spain
on June 1. In other news, Egoyan’s project,
EarWitness, just won two awards from the
Images Festival, including best media art
work.

Caroline Bordignon is beginning her
Masters of Music in Composition at the
Royal Northern College of Music in
Manchester, UK in September. She is also
partnering with a fellow fine artist and writer,
Laurie Lynn McGlynn to premiere a
performance of MOTUS, a collaborative
artistic performance involving poetry, prose,
music, dance, and videography at the
Kitchener Public Library Theatre on June 23.

Jean Ethridge is featured composer for
Canada Music Week in November 2016, for
the BCRMTA Victoria Branch. She will
adjudicate the Murray Adaskin Composition
Competition, give a talk to the Branch
Breakfast meeting, and participate in a
concert featuring her works where she will
perform her piano piece, Variations on a Swedish
Folk Song, which is in the Northern Lights
collection, Level 8. Currently, Jean is setting a
poem written by her late husband for the
Ancora Women's Ensemble, a song called
Transcendence.

Janet Danielson’s work for erhu and string
orchestra, Suite Vancouver, was performed on
April 22 at the Sound of Dragon Festival in
Vancouver. Vancouver's Orchid Ensemble
joined forces with with Milwaukee’s awardwinning Bel Canto Chorus to perform her
setting of Wu Li’s poem In the Very Highest Place
on May 18 in Milwaukee; and on May 21, the
Isotone Ensemble gave a wonderful second
performance of her extended work on
cosmology themes, Six Pieces of a Reverberant
Cosmos in New York’s Symphony Space.

Vivian Fung is currently working on a Horn
Trio to be premiered at the Women’s Musical
Club of Toronto this coming November "28
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https://www.wmct.on.ca/concert-series/
james-sommerville/. This past spring she has
had performances across the globe, including
with the Annapolis Symphony, Calgary
Philharmonic, Chamber Music Society of
Lincoln Center in New York, at the
Seongnam Music Festival in South Korea,
with the Saint Paul Chamber Orchestra, and
on the 25th anniversary concert of the San
Jose Chamber Orchestra. For more info,
please visit her website: www.vivianfung.net

in Calgary; o som do desassossege… relection on
recollection for piano by Winston Choi at
Florida State University, USA; flashing into the
dark II for free bass accordion with Patrizia
Angeloni, accordion, Ingrid Schorscher,
dance in Trossingen and in Donaueschingen,
Germany; Days Beyond for alto saxophone &
piano by Allison Balcetis and Sandra Joy
Friesen at the New Music Edmonton concert.
Upcoming performance are:
Imaginary Garden IV for recorder & trumpet, 14
October 2016, 8.00 p.m. Musica Nova,
Stadtisches Kunstmuseum, Reutlingen,
Kristina Schoch, recorders; Simon Höfele,
trumpet

Russian-born Canadian composer Tatiana
Gordeeva's trio My Crimea was recently
premiered in Moscow in the Prokofiev Hall of
the Glinka Museum. A link to the video of
the concert is available on the composer's
website : www.TatianaGordeeva.com.

Imaginary Garden V for piano and accordion, 7
November 2016, 8:00 p.m. Atrashii mimi
Festival,Tokyo, Japan Yumiko Meguri, piano,
Stefan Hussong, accordion

A new Wikipedia page in English about the
historical Composers' House in Ivanovo has
been created by Tatiana and friends. The
page will be translated to French and Russian
languages in the coming weeks.

Imaginary Garden V is commissioned by Meguri
and Hussong with the generous support of a
Canada Council commissioning grant.

Tatiana is looking for musicians to perform
(and record) her latest piano quartet entitled
Somnium (The Dream/Le Songe) in concert.
A midi mockup is available on the composer's
Soundcloud page. Contact info:
TGcomposer@gmail.com.

Leila Lustig's Hymne du Printemps for voice
and alto flute on a poem by Paul Valery was
performed in Victoria on March 4th and 5th
by soprano Marnie Setka-Mooney and flutist
Diane Berry, as part of a fundraiser for Syrian
refugees.

Recent performances of Hope Lee’s
composition include Imaginary Garden I for
erhu and piano by Corey Hamm and Nicole
Li, and the world premiere of Imaginary Garden
IV for recorder & trumpet by Kristina Schoch
and Simon Höfele, both at the Rozsa Centre

Me and that Black-Haired Boy, on a poem by
Heather MacLeod, for voice, alto flute and
drum, was performed April 2nd in
Vancouver, as part of Erato's "Whoosh"
concert.
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Kye Marshall has had two world premieres
this year: Two Movements for String Orchestra
by the EurOrchestra , Italy and String Quartet
#2: Endangered Species by the Halcyon String
Quartet at Trinity St. Paul’s Church. The
latter piece was unusual in that actual animal
voices were part of the piece.

for beginning strings), possibly some winds,
and choir. Please contact her as soon as
possible if you are interested… it's not too
soon to plan for next year!
In January Tian Hui Ng conducted the
Mount Holyoke Symphony Orchestra in the
premiere of Tawnie Olson’s Lyonesse in
Washington, DC. The work was
commissioned by Mt. Holyoke College and
the Women’s Philharmonic, and was given a
second performance at Mt. Holyoke a few
days after the Washington premiere.

In May there was a Workshop performance
of Pomegranate: An Opera for five voices with
Librettist Amanda Hale at Rosedale united
Church. There will be a follow up workshop/
performance in September.
A piece for solo scordatura cello called Parched
is also being premiered by Hannah AddarioBerryin in Oakland, California in June.

In March the BBC Singers recorded and
broadcast Olson’s Chantez à l’Éternel; they also
recorded her Scel lem duib, which they plan to
broadcast at a later date. Also in March,
Olson’s Le Revenant was performed by
Amanda Kohl and Miguel Campinho at the
Hartford Women Composers Festival, Paraclete
was performed at Mise_en_Place in Brooklyn,
NY, Mirror Image was given its US premiere by
Elizabeth Reid MacQuillan in Vermont, and
tabla player Shawn Mativetsky performed
Something to Say in Calgary, Vancouver,
Victoria, and Gabriola Island.

Brenda Muller, Artistic Director of
Ardeleana Chamber Music Society, has
started a community string orchestra in her
new home of Parry Sound. She is looking for
new concert works for beginning string
orchestra that are easy enough for them to
play but still creative and exciting to perform.
This mixed group of adults and teens
responds well to new music! They are
thoroughly enjoying a new work by Carol
Ann Weaver and planning on performing it
on June 25th at St. James’ United Church in
Parry Sound. Now that Carol Ann has
whetted their taste, they want more.

In April Third Practice premiered Olson’s
chamber oratorio, No Capacity to Consent, which
they commissioned with assistance from New
Music USA. They subsequently performed
the work in Washington, DC and Frederick,
Maryland, and will perform it again in
Baltimore on June 11. In May the Blue Water
Chamber Orchestra gave the premiere of
Olson’s Glimmer, Gossamer, Glint in Cleveland,
Ohio.

Brenda also has a chamber choir that reads
well, and but only comes together for a spring
community celebration of the arts she is
initiating. Please let her know if you are
interested in writing for choir and strings (she
is happy to make suggestions of what works
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Two of Tina Pearson's full length
collaborative works have recently been
performed to sold-out audiences in Victoria
and Vancouver:
Music For Natural History, composed with
media artist Paul Walde, is a two-movement
work that featured 18 performers using sonic
mimicry to reinterpret the flora and fauna
within the Natural History Galleries of the
Royal BC Museum, in January 2016. In April
2016, Songs From Glass Island was presented at
the Art Gallery of Greater Victoria and the
Contemporary Art Gallery in Vancouver.
Inspired by land artist Robert Smithson's
unrealized work Island of Broken Glass, the new
all-glass sound work was a collaboration with
the Experimental Music Unit (Pearson, Walde
and George Tzanetakis) and Oslo-based
visual artist Camille Norment.

Newfoundland and Labrador Arts & Letters
Award. In addition to a cash prize, the piece
was on exhibition at The Rooms, the
provincial gallery and museum, for the month
of May. Simms was also named winner of
CelloLoft's call-for-scores for harp and cello,
culminating in a commission for a new work
using text fragments from Sappho to be
premiered at the World Harp Congress in
Hong Kong. The organizers, Eric Moore and
Tasha Smith Godinez, have also given Simms'
harp and cello work wires at rest (tend to tangle)
additional exposure through several
performance in California, including at Lou
Harrison's historic house in Joshua Tree. In
addition to these wins, Simms is happy to
report that her collective Caution Tape Sound
Collective (of which she is Co-Artistic
Director) was awarded an Ontario Arts
Council grant and a SOCAN Foundation
grant to produce their second concert,
"Tetrad," in March. The concert featured
new works for cello, accordion, piano,
percussion, and electronics, and the Toronto
premiere of a cello-percussion duo by
Georges Aperghis.

Tina Pearson has been commissioned by
dance artist Lori Hamar to collaborate on the
creation of Weight / Wait, a sound and
movement piece that explores the sense of
time, the movements, and the sounds of a
Sumatran snake. The work will be developed
in the summer of 2016. The commission is
through the Canada Council for the Arts.
Pearson has also been commissioned to create
Absorb, an audiovisual installation for a digital
arts symposium for Victoria’s MediaNet,
through the BC Arts Council. This new work
explores sensorial relationships to the
biosphere in a dystopian future without
humans. It will premiere in September.

Paul Steenhuisen has completed a set of
interviews with five Canadian composers,
funded through a successful Indiegogo
campaign.
The composers are: Ana SOKOLOVIC,
Allison CAMERON, Jocelyn MORLOCK,
Nicole LIZÉE, and Linda Catlin SMITH.
These interviews and others are available for
free download from iTunes: https://

Bekah Simms' composition for pillars, gone for
chamber orchestra was awarded a 2016
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itunes.apple.com/ca/podcast/soundlab-newmusic-podcast/id438086263

Weaver, and CAWeaver. Composed and
compiled in South Africa and Namibia during
2015-2016, Earth Peace tells global stories of
conflict, pain, resolution and joy, allowing
humans to be in dialogue with and learn from
creatures in the natural world. Writings,
obtained from those who answered a call for
'Earth Peace' stories, are by Ann Hostetler,
Gus and Margie Mills, Harold Miller,
Jennifer Ball, Dorothy Jean Weaver, Reina
Neufeldt, Charity Schellenberg, Dave
Klassen, and Faith Eides; all others by CAW.
The work is a featured performance in the
Voices of Peace Concert at the Global
Mennonite Peacebuilding Conference and
Festival at Conrad Grebel/University of
Waterloo, June 9 - 12, 2016. https://
uwaterloo.ca/grebel/global-mennonitepeacebuilding-conference Tickets at the door
for $10.00 or online https://uwaterloo.ca/
grebel/events/voices-peace.

Thank you to the ACWC for their role in
making this series possible.

On November 22,2015, the Registered Music
Teachers of Calgary sponsored a recital of
music by Calgary composers. Roberta
Stephen’s collection of songs, Rattle Wheeze
and Roar, was performed by Michael Gould,
baritone, and Ron Benny, piano. Roberta
Stephen chose these songs to introduce young
performers to avant-garde vocal techniques.
These vocal effects included singing into the
strings of the piano, sprechstimme, changing
time signatures and unusual intervals.

Erika Yost has two new a cappella choral
works being premiered in June by the St.
John's Church Vocal Ensemble in Toronto.
The works include a setting for 4 part
women's choir of the poem Pēdējā dziesma
(The Last Song) by Latvian poet Fricis Bārda,
as well as an SATB setting of Psalm 121.

Earth Peace by Carol Ann Weaver will have
its world premiere on June 9 at 7:30 pm at
the Theatre of the Arts, University of
Waterloo, Waterloo, ON. This feature-length
piece will be performed by Factory Arts String
Quartet (Andrew Chung and Julie
Baumgartel, violin; Jody Davenport, viola;
Ben Bolt-Martin, cello); Stephanie Kramer,
Soprano; UW University Choir, Gerard Yun,
conductor; Grebel Balinese Gamelan, I Dewa
Made Suparta, artistic director, and readers:
Kevin Cardenes, Jennifer Ball, Dorothy Jean

Departures, a piece for ten violas by Gayle
Young, was premiered by the Flexible
Orchestra, New York, in March. This was the
Flexible Orchestra's last presentation of
pieces for ten violas; next year they will begin
a series of works for ten bassoons, with
optional accompaniment by percussion and
other instruments.
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ACWC Opportunities
Call for ACWC Regional Concert
Directors

Roberta Stephens Award Update
Canadian composers Emily Doolittle (Nova
Scotia) and Rita Ueda (Vancouver) are the
first recipients of the Roberta Stephen
Composition award. The Roberta Stephen
Award offers support to a Canadian woman
composer aged 36 or older for professional
development such as further studies,
conferences, or workshops, or composers’
festivals. The prize was established by
Calgary composer and publisher Roberta
Stephen and is administered by the
Association of Canadian Women Composers.

We are looking for persons interested in
directing/co-directing concerts of ACWC
music during the 2015-2016 Season
in these regions:
•PQ and/or Atlantic Provinces
•Ontario (Toronto, Waterloo, other regions)
•Prairie Provinces
•BC, Yukon, NWT
•international location(s)
ACWC is happy to provide certain financial
sponsorship for concerts, provided the music
programmed is by ACWC members.

Emily Doolittle was educated at Dalhousie
University, the Koninklijk Conservatorium in
the Hague, Indiana University and Princeton
University. She has taught composition and
theory at Cornish College of the Arts and now
lives in Glasgow, UK. Doolittle’s other
honours include the 2012 Theodore Front
Prize, two ASCAP Morton Gould Awards,
and the Bearn’s Prize. Doolittle’s music has
been characterized as “organically modern
tonal.” The award will assist her with the cost
of travel to the UK prèmiere of her orchestral
work green/blue, performed in Hereford by
the English Symphony Orchestra eso.co.uk.

Part of the work of a concert director would
be to:
• determine effective venue(s)
• contact performers in your region
• select appropriate music by ACWC
members
•
If a desired composer is not yet a member, we
ask you to invite that person to become an
ACWC member in order to have their works
performed. ACWC registration can be done
at http://acwc.ca
If you are interested in helping to organize
a regional concert please contact Carol
Ann Weaver caweaver@uwaterloo.ca

Rita Ueda studied at Simon Fraser University
and California Institute of the Arts, and
currently teaches theory at SFU. Ueda was
awarded the 2nd prize in the 2010 Mahler
International Composition Competition and
the first prize in the 2014 Penderecki
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International Composers' Competition. Her
works have been featured on the 2012 and
2015 ISCM Canadian Selection CD, and her
as the snowflakes return to the sky for string
orchestra will be performed at the 2016 ISCM
World Music Days in Tongyeong, South

Korea. She will use the award funds to
workshop a new work for Naomi Sato, who
plays sho in the Atlas Ensemble http://
www.atlasensemble.nl/atlas-academy.html,
and to attend the Atlas Lab at the
Conservatory of Amsterdam.

Composer Opportunities
gayleyoungworks@gmail.com for further
information, and to register.

A Canadian Deep Listening Retreat
led by Gayle Young, noted composer,
performer and instrument builder, will take
place from Friday, August 5 to Sunday,
August 7 at The Tree Museum, near the town
of Orillia, a 90-minute drive north of Toronto.
Young, an experienced Deep
Listening Certificate holder, and associate of
Pauline Oliveros, will facilitate retreat
activities.

Call for Scores - British Columbia
Suffragette Concert
The Association of Canadian Women
Composers is looking for scores by women
composers from British Columbia, for a
concert to celebrate 100 years of women's
suffrage. The concert will take place in
Victoria on April 7th, 2017 and will feature
the Emily Carr String Quartet and Ensemble
Laude women's choir.

The Tree Museum, on the shores of a lake,
has sponsored many outdoor art projects over
the years. In addition to a renovated
farmhouse, there are large expanses of
exposed granite bedrock, secluded ponds, and
forest. Participants will experience changing
early morning and late night soundscapes,
collaborating with one another and with the
unique sounds and silences of this
magnificent Canadian Shield
ecosystem. http://www.thetreemuseum.ca

Guidelines:
1. Any Canadian woman composer may
submit a score, though preference will be
given to women from British Columbia.
2. Pieces should be for either string quartet or
women's choir, and reflect the theme of
women's suffrage, a strong female spirit, or
women's voices.
3. Pieces must be no longer than 10 minutes.
4. Pieces must be anonymous and submitted,
as a PDF attachment, emailed to
reddoorstudio2@gmail.com The body of the
email must have your name, contact
information, and the name of your piece.
5. A recording of the work may be included
but is not necessary. (midi version is
acceptable). Please make sure there is no

The cost before June 15th is $225 Canadian
funds per person, and includes vegetarian
meals, use of the facility, accommodation,
and instructor's fee. After June 15th the cost
will increase to $250. Tents will be available
to participants who register after the
bedrooms are filled. Contact
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Call for Scores: John Donald Robb
Composers Symposium

personal information in the metadata of the
recording.
6. All composers submitting works are
strongly encouraged to become members of
the Association.
7. Choral pieces may be unaccompanied, or
include piano. Any texts used must be in the
public domain, or the composer must have
obtained permission of the copyright holder.
8. All submissions must be received by July
31, 2016.

Composers may submit as many as 4 scores
that fit into any of the following categories:
A. Pieces for 1-3 players drawn from the
following:
Flute, Oboe, Clarinet, Bassoon, Saxophone,
Trumpet, Horn, Trombone, Tuba, Percussion,
Violin, Viola, Cello, Soprano Voice, Tenor
Voice, Baritone Voice, Piano.

For more information, please contact Diane
Berry, at reddoorstudio2@gmail.com

B. Pieces for one of the following ensembles:
[1] Saxophone Quartet, [2] Brass Quintet, [3]
Woodwind Quintet, [4] String Trio (Vn, Va,
Vc), [5] String Quartet, or [6] Percussion
Ensemble (3-5 players).

Call for Scores: Hartford Women
Composers Festival and the forty/
sixty string trio

C. Works with or without electronics for solo
soprano, solo harp, or soprano and harp.

• Composers may send up to two
submissions.
• Scores should be submitted electronically
(PDFs only) WITHOUT the composer’s
name or any identifying information on the
score or in the file name and metadata.
Scores must exhibit professional engraving
standards.
• Submissions should be written for one to
three of the available instruments.
• Submissions must not exceed a maximum
duration of 10 minutes. Single movements
of larger works are allowed.
• Recordings are strongly encouraged (MIDI
realizations are acceptable) and should be
submitted in mp3 format.
• Materials must be submitted through our
online submission form.

D. Fixed media works for 2 or 4 channels or
live-electronic works which the composer
performs. A recording is required for
submission. If submitting a live performance
work which has no written score, please
upload a description of the piece and set-up as
a PDF in place of a score. For live
performance works, composers should plan to
bring their own equipment.
Pieces submitted should be no longer than 13
minutes. Composers are encouraged to
include pieces under 10 minutes in length.
Click here for more information.

deadline: October 2, 2016
No application fee, No age limit
http://womencomposersfestivalhartford.com/
call-for-scores-fortysixty/
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Contacts

Reminder

Board of Directors

Membership dues ($40 - Active Members,
$35 - Associates/Affiliates, $25 - Student
Members) are payable annually on July 1.
They can be paid on our website using
PayPal, or mail a cheque directly to:

Chair, Carol Ann Weaver
Treasurer, Janet Danielson
Secretary, Hillary Thomson
Journal Editor, Tawnie Olson
Web Manager, Katerina Gimon
Representative - West Coast, Janet Danielson
Representative - Prairies, Laura Pettigrew
Representative - Ontario, Edith Covach
Representative - East Coast, Mary Knickle
International Liaisons, Emily Doolittle,
Tawnie Olson
ACWC Founder, Carolyn Lomax

ACWC
10158 Fifth Street
Sidney, BC V8L 2Y1

Current Board Positions
to be Filled
Archivist
Representative - Quebec



Do you have composer news for the ACWC Journal?
Would you like to contribute an article?
Contact our editor, Tawnie Olson, at acwcbulletin@gmail.com.
Submissions for the Fall/Winter edition must be received by
November 30, 2016.
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