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Guest Editorial
Julia Mermelstein
This issue has a guest editorial by Julia Mermelstein, ACWC Journal Editor.
Even though I have only been a member of ACWC for a couple years, it
feels like I’ve been a part of this community for a lot longer. It is always
inspiring to see the range of work that our organization is involved in and
to read about members’ achievements and beyond. It demonstrates how
vibrant and driven we are as creators and it’s uplifting to be connected to
this community.
There have been countless great work and initiatives this year. We’ve
launched our new Initiative Fund to support a wide range of musical
projects by ACWC members, giving the opportunity for projects that don’t
fall into one particular category or grant.
We have ACWC members that will be representing Canada at ISCM World
Music Days 2019 in Estonia: Alice Ping Yee Ho’s Begin for female choir
and Bekah Simms “Everything is…Distorted” for chamber ensemble will be
performed. We also had representation from ACWC at the International
Alliance for Women in Music’s concert in Dublin, Ireland with pieces
performed by Diane Berry and Amy Brandon. (More details on this in
Diane’s article later in the issue)
For this Journal, articles began to relate to one another through the
themes of new and old, discover and rediscover. We explore these themes
through a reflective piece by Laura Pettigrew about the life and legacy of
Patricia Adkins Chiti who passed away in June. Patricia was a musician
and musicologist who was a significant advocate for women composers
and musicians. She paved the way for the rediscovery of so many women
composers as well as cultivating and supporting careers of women
composers and musicians internationally. Her significant work will
continue to inspire. With this, we tie in Kathleen Shimeta’s story of
discovering and reviving the music of Canadian/American composer Gena
Branscombe, allowing new audiences to experience her music.
To contrast these voices from the past, we have an insightful article by
Amy Brandon on her work and research with Augmented Reality and
Virtual Reality in chamber music. We usually think of this technology used
2
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in video games or installations. It’s interesting to hear how Amy has been
exploring these new forms of technology through music and performance
practices. We also have a unique guest performer feature that combines
old instruments with experimental techniques and practices. This feature
is on harpsichordist Katelyn Clark who writes about her work with
contemporary harpsichord and her duo, rockeys duo, that performs new
repertoire for piano, harpsichord, and electronics. They came out with
their debut EP in 2017 called Brocade, which features compositions by
ACWC members Anna Pidgorna, and Linda Catlin Smith, released on Red
Shift Records.
As 2018 is coming to an end, it’s a valuable time to allow space for
reflection, to reflect on the past and think about what is ahead. Since
learning more about Patricia’s work and research with reviving those who
were forgotten in history and the rediscovery of composer Gena
Branscombe’s music, it makes me think about other aspects that we might
have overlooked in music, art, our community, and otherwise. In the past,
women composers’ music was overlooked, and opportunities were rare to
cultivate careers and be recognized. We’ve been coming a long way to
balance this, thanks to strong figures who have been discovering and
rediscovering artists that should be known. When reflecting on this, it
brings to the surface: what are we currently overlooking in our own
communities—whether this is styles, genres, or ways of creating music.
What are we not thinking about in our art, in our own practices, and in the
way our music connects with communities at large? I think it’s essential as
artists to reflect and question these aspects as the year comes to a close
and how we, as an organization and broader community, can continue to
contribute and shape the musical landscape.

Julia Mermelstein is a composer based in Toronto, who
has been involved in a variety of mediums including
electronic, chamber music, orchestral, music for dance,
and collaborative and multi-disciplinary works.
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For the Love of Two Countries
Kathleen Shimeta
We have a guest article by soprano Kathleen Shimeta who has spent the past
twenty years recording and performing the music of Canadian/American
composer Gena Branscombe.
In search of a woman composer who set to music Elizabeth Barrett
Browning’s poem, “How do I love thee?”, I found two references to Gena
Branscombe’s setting. Her song was filled with a subtle understanding of a
woman’s first love, the soft murmurs of the heart leading to a climatic
awareness that love will grow stronger even after death. Who was this
woman composer?
This search began my journey into Gena Branscombe’s life and music
resulting in my recording, “Ah! Love I Shall Find Thee: Songs of Gena
Branscombe” (Albany Records – Troy 599) and also included four piano
pieces. With colleagues, we created my one-woman show, “Life! Love!
Song! A Visit with Gena Branscombe” which I performed across the United
States.
Miss Branscombe’s oeuvre held treasures of a choral drama, an unfinished
opera, instrumental, orchestra, vocal, choral, and piano music. It was my
job to bring her music into the 21st century.
Born in Picton, Ontario on November 4, 1881, Gena’s young years were
filled with her love of sports, school and a family with a heritage of musical
talent. Living near the verdant shores of the Bay of Quinte was a life-long
reminder of the beauty of her beloved home, Canada. She remembered
being awakened at the age of three by “sounds of such haunting, unearthly
beauty 1” and was told that a regiment marched through town with its
military band leading the way. The sound of brass instruments was the
love of her compositional life.
By the age of 15, she graduated from high school and within months left for
Chicago—with her mother in tow for one year—to forge a pathway for her
fledgling music career. Accepted into the Chicago Musical College, she
studied piano with Rudolf Ganz, composition with Felix Borowski, and
songwriting with Alexander von Fielitz. Upon graduating, she joined the
faculty of the music college teaching private piano lessons and
4
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accompanying in private studios. At the age of 18, Whaley Royce and
Company of Canada published four of her piano works.
From the time she entered college
in 1896, Miss Branscombe
remained in the United States,
becoming a citizen in 1910. In her
heart and soul, she was always a
proud Canadian. She returned to
her home country as often as time
would allow for a student,
teacher, then wife, mother of
four, pianist, composer,
conductor and active member of
many women’s organizations.
Gena Branscombe (1881-1977)
was a patriot of deep beliefs and
musical dedication to both her
country of birth, Canada, and her
adopted country, the United
States of America.
Gena’s attention to historical
research covering politics,
Left to right: Gena Branscombe and her mother,
Sara Elizabeth Allison Branscombe circa 1896
religion, military, and social
issues inspired her libretto about
the frontier city, Quebec, in her
unfinished opera, Bells of Circumstance. The leading characters express
their faith in God and hope for their new country. When the king’s army
rescues the pioneers, the chorus intones a “Te Deum” of thanksgiving. The
opera’s message conveys Canada’s newfound strength as a nation. Derived
from the opera, her instrumental work, Quebec Suite, was performed
across the United States and at her funeral.
To support the Canadian World War I effort, the poet Katherine Hale and
Gena Branscombe wrote Dear Lad O’Mine donating all profits to the Red
Cross. Forceful marches and rages of anger at the gods of war are
interspersed with a mother who softly longs for her son in the trenches.
She prays to God for his safety.
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Joining with poet Arthur Stringer during World War II, they wrote Blow
Softly Maples Leaves, honouring Canadian heroes buried far from home.
Words and music blend in a soothing march that reminds the heroes of
their homeland’s beauty of lakes, mountains, and the summer sun on
plains. May these painted musical memories bring them peace while they
rest eternally on foreign shores. Again with Stringer, the two produced a
four-part men’s choral work, Our Canada from Sea to Sea, written for the
Canadian Royal Navy. Gena wrote the words and music for Arms That
Have Sheltered Us, a song which she hoped young students would sing in
school. Maple leaves and the courage of Canadians were ever near her
heart.
On Saturday, April 27, 2019, Dan Ryan, Director of Choral Activities at
Clark University in Worcester, Massachusetts will lead the chorus and
soloists of the university in a performance of Miss Branscombe’s Pilgrims
of Destiny. This concert will mark the Pilgrims’ first performance since its
premiere 90 years ago in Plymouth, Massachusetts and 79 years after its
last performance.
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Pilgrims of Destiny is Gena’s largest work, a choral drama for soloists,
chorus, children’s chorus, and orchestra. Begun in 1919—after the death of
her third daughter and shortly after the birth of her fourth daughter,
Beatrice—the work was a family effort with Gena’s mother babysitting the
three daughters. Her husband researched the ship’s logs for passengers’
names and read about their personal history and typed his wife’s libretto.
She began sketching out scenes that summer and by late November 1920,
it was close to completion.

Left to right: John Ferguson Tenney and Gena Branscombe Tenney, taken approximately
1928-1929

Her characters in the work were actual passengers from the Mayflower
voyage to America in 1620. Rose Standish, brother and sister Ellen and
Richard More, Dorothy Bradford, Captain Jones, Damaris Hopkins, Mary
Chilton, children, and others are on-board the Mayflower, November 9th
and 10th, 1620. They are in despair, ill, hungry, homesick, yet hopeful that
their new country, America, will soon appear on the horizon.
Miss Branscombe’s music encompasses storm scenes, sailors with
braggadocio of their life at sea, a tender duet between brother and sister
singing of their happy past, loneliness and their deep love of each other.
There are children’s songs that are sung while they play games
7
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remembered from their homeland. A mournful women’s chorus questions
the unknown future and why children and the shivering sick may not
survive. Will God hear their pleas?
Land is sighted, and the work ends with a chorus of thankful jubilation to
God. The pilgrims are convinced that their new country shall be a temple
filled with brotherhood, faith, and love. As the full orchestra accompanies
the pilgrims, they know they will no longer suffer persecution for their
beliefs. And, Miss Branscombe’s favourite instruments, the brass, ring
forth to support those beliefs!
Gena’s personal life is woven into the drama with her deep faith, love of
children, and the sad loss of a child parallel to the pilgrims Dorothy and
William Bradford. Her new country—as in her home country, Canada—is
one of strong character, determination, new opportunity, and most of all
love for one another.
The dedication reads:
To all weaker and unknown ones, who have kept the
faith, dying joyously for the sake of a dream, and to
my own little pilgrim, Betty, I dedicate this work. 2
Betty was her three-year-old daughter who died during the influenza
outbreak of 1919.

Left to right: Gena’s daughters - Vivian, Beatrice, and Gena. Photo taken
approximately 1921-1922.
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Pilgrims of Destiny garnered Miss Branscombe awards from the
Daughters of the American Revolution and the National League of
American Pen Women. In 1929, a gala performance conducted by Arthur
P. Keene was given in Plymouth, Massachusetts in collaboration with the
National Federation of Music Club’s biennial convention. Reviews for the
performance said Gena had written a work “with vision, imagination and
sincerity” 3 and “full of inspiration.”4 Performances of the work continued
through the 1930s with Miss Branscombe conducting. In 1940, New York’s
WNYC radio station broadcast live scenes from Pilgrims with orchestra,
soloists, and chorus.
With the patriotic subject matter and
awards given to Miss Branscombe, the
Library of Congress requested the
conductor’s score and orchestral parts
in 1964 where it remains to this day.
The 1929 piano/vocal score published
by Boston-based Oliver Ditson and
Company is out-of-print.
In August 2017, working at the Library
of Congress with my colleague,
Heather Seaton, the two of us took
photos of each page of the Pilgrims of
Destiny orchestral score and the
orchestra parts. We intended to create
new scores for future performances,
motivated by our passion for Miss
Branscombe’s music—particularly with
this unknown choral drama. Oliver
Ditson and Company’s copyrights for the music are owned by Theodore
Presser from whom I was permitted to create new scores using Finale.
That same month, Dan Ryan—Director of Choral Activities at Clark
University in Worcester, Massachusetts—contacted me. At a garage sale,
he had found and purchased the original 1929 piano/vocal score of
Pilgrims of Destiny. When studying the score, Dan realized the beauty and
complexity of the music as well as the historical importance of the story to
Plymouth, Massachusetts. He also understood the intrinsic value of a
woman composer writing this significant piece of music.
9
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Knowing nothing about Miss Branscombe, Dan searched the internet,
finding my website. Our first telephone conversation was filled with Dan’s
wishing to know about Gena, her life and music. He expressed his desire to
conduct this choral drama, and I informed him I had photos of the
orchestral score and orchestra parts. In our combined excitement about
this one-hundred-year-old piece of music, we knew a future performance
was possible.
With the help of Dan’s students at Clark, we have been entering the music
note by note into Finale. It is a tedious job with the result being a full
orchestra score and a piano/vocal score available for performance.
In attendance at next April’s concert will be Miss Branscombe’s grandsons,
her great-nieces, children of former Branscombe Choral members, the
granddaughter of one of her publishers, and more.
We will be there to honour Miss Branscombe, a renown woman composer
during her active years. Her choral drama might have disappeared into the
dusty shelves of libraries if it had not been for the dedication and belief in
her life and music by Dan Ryan, Heather Seaton and myself. And, by the
way, Dan will be conducting the performance with one of her batons.
On April 27, 2019, Pilgrims of Destiny—rediscovered on a library shelf and
at a garage sale—will come to life again in the 21st century.

Kathleen Shimeta, actor/singer, is a versatile
interpreter of art songs, chamber music, oratorio and
opera whose work has been enthusiastically received
throughout the United States and Europe. She has given
lectures at the Women in Arts conference in St. Louis and
at the Women Composers conference in Indiana,
Pennsylvania. Presently, she is writing a children’s book
about Gena Branscombe.
Campbell, Steve and Marion. “Gena Branscombe Tenney: In Proﬁle – Walking to the Sound of Invisible
Trumpets”, County Magazine. No date on article. Referenced as being after her death.
1

2

Branscombe, Gena. Pilgrims of Destiny. p iii. c1929.

3

Musical Courier. June 22, 1929, p. 23. No author credited.

4

Ibid.
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The Contemporary Harpsichord &
rockeys duo
Katelyn Clark
This issue’s guest performer article is by harpsichordist Katelyn Clark who
specializes in early and experimental repertoire on historical keyboard
instruments and is a member of rockeys duo with pianist Luciane Cardassi.
Working in new music and collaborating with composers are significant
parts of my historical keyboard practice. When I think about the
harpsichord in contemporary contexts, I am aware that commissioning is
often closely related to a harpsichordist’s work and the specific
instruments they use. As a result, the harpsichord’s core 20th and 21st
century repertoire closely reflects a small group of players (predominantly
women) who have championed the instrument in new music. I’ll talk a
little about the instrument and my own practice in the following
paragraphs, which I hope will serve as a short introduction to writing for
the harpsichord and to my ensemble, rockeys duo.
In 2002, I moved to Amsterdam to study harpsichord and basso continuo
with Bob van Asperen at the Conservatorium van Amsterdam. While in the
Netherlands, I also had the opportunity to study contemporary
harpsichord repertoire with the late Annelie de Man. De Man specialized
in new music for the historical harpsichord and was extremely active as a
performer, commissioner, and pedagogue. She was a passionate advocate
for young harpsichordists and composers, and she inspired countless
musicians with her impressive technique and sense of expression. De Man
toured internationally and commissioned many composers to write for the
harpsichord. One of the earliest works written for her was Louis
Andriessen’s Overture to Orpheus (1982), which is now a core piece of
contemporary harpsichord repertoire. De Man became one of my most
important mentors and had a considerable impact on my new music
practice. While working with her, I learned to be more aware of the
nuances between mid to late 20th century repertoire created for the
modern revival harpsichord and pieces that were intended for historical
harpsichord copies. Through these studies, it completely changed the way I
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understood the harpsichord in new music and allowed me to re-evaluate
how my instrument fits into contemporary work.
The revival harpsichord is very different from the copies of 17th and 18th
century instruments that I play and that we use in my ensemble, rockeys
duo. Twentieth-century players, such as Wanda Landowska and Elisabeth
Chojnacka, worked primarily with large revival harpsichords by makers
like Pleyel; these instruments are a modern design with heavily weighted
action and are the type of harpsichord intended for many works by Ligeti,
Xenakis, and Gorecki. De Man introduced me to ways I could explore
repertoire outside and beyond the revival harpsichord’s œuvre. She taught
an approach in which a harpsichordist’s technique can work for both
historical and new repertoire without negative physical impact, which is
often a concern for historically-trained players. De Man also encouraged
me to work more closely with composers, to explore the commissioning
process as often as possible, to embrace non-conventional ensemble work,
and to experiment with electronics.
After I completed my studies and returned to Canada, I attended an artist
residency at the Banff Centre (2005). It was through this residency that I
first met pianist Luciane Cardassi, who would later become my ensemble
partner in rockeys duo. Cardassi’s practice impressed me immediately—
her carefully selected repertoire, sensitive technique, and unusually deep
connection to the piano were striking. Cardassi is originally from Brazil
and is based out of Banff. She frequently returns to her home country as a
guest lecturer, performer, and professor, collaborating with an
international group of composers, musicians, and inter-media artists. She
holds a doctorate in Contemporary Music from the University of California
in San Diego, and is a fearless and intelligent player, often using her voice,
poetry, and video in performance. We met for the second time in Banff in
2010 and began to collaborate in the following years through
performances of Louis Andriessen’s Dubblespoor (1986) and Jimmie
Leblanc’s Lignes d’ombres (2011). These performances led to the
formation of rockeys duo, an ensemble that focuses on commissioning and
performing new works for combinations of piano, harpsichord, and
electronics. rockeys likes to work closely with composers and has
commissioned works by Linda Catlin Smith, Isaiah Ceccarelli, Laurie
Radford, Terri Hron, and Annette Brosin. Our concert work has taken us
across Canada, and we have been able to work directly with local Canadian
composers during performances in Montréal, Toronto, Victoria, and Banff.
13
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rockeys duo’s debut EP, brocade, was released on Redshift Records in
2018 and features works by four Canadian-based composers: !? ?!
(interrobang) by Annette Brosin, Breaker by Emilie LeBel, …the obsessive
circularity of thought… by Anna Pidgorna, and Brocade by Linda Catlin
Smith. Annette Brosin’s !? ?! (interrobang) (2015) is written for piano and
harpsichord with fixed media (there is also a version with live electronics).
Working with Brosin was a highly engaging process as we discussed
various matters related to performance, software, and sampling. I find
Brosin’s minimalistic writing and meticulous electronics especially
interesting since they encourage the listener to question which instrument
is being heard and through what means sound is being produced. !? ?!
(interrobang) blurs and manipulates an imagined boundary between live
and recorded sound. Brosin expands the piano and harpsichord into each
other’s capacities by moving beyond the keyboards’ natural sound. This
type of writing is exceptionally well-suited to the harpsichord and piano
with “shadow notes” echoed in the electronic part. !? ?! (interrobang)

Katelyn Clark with a Kirkman harpsichord at Chapelle historique du Bon Pasteur, Montreal, Quebec.
Photographer: Pascal Lysaught
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works effectively in both a live chamber music setting and recorded
format.
Emilie LeBel’s Breaker (2012) for solo piano and electronics also works
exceptionally well in a recorded format. The work’s crystalline electronics
create a gentle overlap with the piano, at times weaving rhythmically with
the keyboard’s notes. Breaker was created in close collaboration with
Cardassi and is part of a cycle of pieces for piano, pianist’s voice, text,
electronics, and video. Anna Pidgorna’s …the obsessive circularity of
thought… is one of my absolute favourite solo harpsichord pieces.
Pidgorna wrote this work for me in 2015, and she took great care to
understand how the harpsichord works and how to utilize a doublemanual instrument. This attention to detail resulted in a composition that
is both powerfully effective and technically brilliant for the player. I usually
perform …the obsessive circularity of thought… with amplification. This
allows all of the wood and action sounds within the harpsichord to be
heard clearly and create a percussive element in performance.
Linda Catlin Smith’s Brocade is a duo for harpsichord and piano.
Throughout the piece, she entwines the two keyboard instruments through
a series of deliberate colours, rhythmic unison, and minutely staggered
gestures. Rolled chords move between the instruments and blend the
harpsichord and piano into a single entity that speaks through an unusual
timbre. Although Smith’s work is written in an evocative contemporary
musical language, one can easily imagine a connection to woven strands of
coloured silk and silver. In a sense, Brocade does not express a rigidlyconstructed textile that may come to mind when picturing heavy 18th
century dresses and lavish decorative silks. Instead, Smith’s Brocade
seems to represent a loose structure of colour, light, and sculptural line
that run in parallel with musical sound. This sense of line strikes me every
time Cardassi and I perform Brocade, as we can move in between notes
and figures with considerable flexibility while maintaining a shared pace.
This piece creates a stillness that encourages the piano and harpsichord to
resonate together without any struggle for dynamic balance, rhythmic
accord, or resonant offset.
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rockeys duo (Cardassi, Clark) at the Banﬀ Centre, Alberta, photographer: Kim Williams

Creating new works for historical harpsichord and piano has many distinct
challenges. One must keep in mind the logistics of working with historical
harpsichord copies, including variability in keyboard compass,
registration, pitch, temperament, and the instrument’s relatively limited
dynamic capacity. The compass of the keyboard can vary from
approximately four to five octaves—sometimes this includes a “shortoctave” or “split-octave” in the bass. Registration also varies depending on
instrument design. An instrument can have one, two, or (very rarely) three
keyboards (known as manuals); one or two sets of 8-foot strings (stops), 4foot strings, 2-foot strings, 16-foot strings; machine action, knee levers,
hand stops, pedals, dogleg jacks, Venetian swell, lute stop, or leather quills.
Concert pitch can be set at 440hz, 415hz, 396hz, 465hz, 430hz, and
sometimes transposable using a variety of keyboard mechanisms.
Temperament can also be adapted from equal tuning, other historical
tunings, and microtonal. The list of variables is very long and an
understanding of the specific instrument to be used is essential, which is
particularly true when the harpsichord is partnered with a grand piano in
an ensemble. Also, it is extremely unusual to be able to use a single type of
harpsichord consistently during a concert tour. When multiple
instruments are involved in performing a work over time, flexibility and
simplicity are necessary. It is also not a good idea to manipulate the
harpsichord’s strings with fingers or objects as damage can occur quite
easily. This can limit the composer’s language in some instances, which is
an unfortunate but necessary constraint.
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The unique character of each harpsichord gives advantages that far
outweigh any limitations—a harpsichord holds an individual character that
can echo a specific performer or composer beautifully. In our commission
activities for rockeys duo, we work with composers to create flexibility in
the harpsichord writing—this can include non-specified or suggested
registration, scores with both A=415hz and 440hz options, and the use of a
limited harpsichord compass that can fit large and small types of
instruments. The composers’ solutions to the challenges posed by the
harpsichord always strike us as innovative and thoughtful. Each of our
partnerships with composers has developed beyond the challenges of
creating work and has become an encounter between creative people who
are learning continuously. rockeys duo seeks collaborations with
composers who are open to try new things, to experiment, and to challenge
the hardened roles of “composer” and “performer” in new music. We are
thankful for all of the wonderful opportunities we have had to work with
composers, and we are incredibly excited to see how the repertoire for
piano and harpsichord will continue to grow.

rockeys duo, taking its name from the majestic
Rocky Mountains of Canada, is a unique collaboration
between harpsichordist Katelyn Clark (Montréal) and
pianist Luciane Cardassi (Banff). Exploring the
unexpected combination of piano, harpsichord and
electronics, the duo seeks to discover the possibilities
of their keyboard instruments through performance,
improvisation, and commissioning new works.
https://www.katelynclark.com
https://rockeysduo.com/
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Hidden Motive: on the development
of interactive graphic scores for AR
and VR
Amy Brandon

Kristina Warren performing Hidden Motive at Mise-En Bushwick (NYC) - September 29, 2018

One of the compelling aspects of augmented and virtual reality is the
capacity to create a secret world, an immersive experience that only you
are witnessing. From a compositional standpoint, AR and VR also offers a
means to push forward the two-dimensional graphic score by placing the
musician inside the score itself. Although virtual reality has been part of
the computing landscape for several decades, it is only recently that the
specialized equipment and software required has been available outside of
academia. The proliferation of VR and AR games, apps, and its presence in
the general culture has become more widespread since the introduction of
Oculus Rift (DK1) in 2013 and then later the HTC Vive in 2016. This article
follows the development of my VR / AR composition Hidden Motive from
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its initial stages in February 2017 to its present development in November
2018.
Composing in VR and AR
While primarily used for gaming and mobile apps, AR and VR also have
unique capabilities in music. In the last five years, composers have put to
use various 360, AR and VR technologies, most notably Paola Prestini with
Hubble Cantata. In talking about
composition for AR and VR, it is
important to distinguish between
360, augmented reality, and
virtual reality. 360 scores are twodimensional images that can be
viewed from all angles. With 360,
the photo or video remains static,
and cannot be touched or moved
by the viewer. Virtual reality is
interactive, using either external
sensors in the corners of the room
(HTC Vive) or inside-out tracking
from the headset (METAVision),
to map the position of the user and
VR versus 360: National
the environment, to make
Film Board of Canada.
interactivity possible.
View GIF here

Introduction to VR and AR at the Banﬀ Centre - February 2017
My own work on compositions for 360, AR and VR began while at the
Banff Centre in February 2017 during a residency called 'Concert in the
21st Century'. Although using the VR system Oculus Rift DK2, I worked
primarily with 360 still and video graphic scores. During this residency, I
also collaborated with New Zealand artist Shannon Novak to create
augmented reality sound installations using his artwork and my music.
These were created using the program Aurasma and installed throughout
the Banff Centre campus.
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Augmented Reality Installation Bicinium at the Banﬀ Centre in February 2017. View video

These initial 360 and AR projects began to introduce me to the significant
difficulties with bringing VR into live music performance. The first and
most immediate difficulty in VR and AR music composition is that most
headsets like the Oculus Rift and the Vive occlude vision and
cover part of the face – which makes it not suitable for every musical
instrument. As well, VR technology has not always been
particularly portable or affordable.

Performing 360 score with Oculus Rift Dk2 - Banﬀ Centre, February 2017
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Audiences and Mixed Reality
Besides these practical considerations, from a compositional
standpoint, the primary difficulty in creating new works for VR
and AR is the challenge of bringing the audience into the firstperson experience of the musician. One method of bringing the
audience into the experience is simply to mirror the musician's score to a
projector. Projecting 360 graphic scores works well because they are 2D,
not 3D. 360 scores are simply photos or video sized twice as wide as it is
tall, and can be viewed through many different programs and headsets
including Google Cardboard, Oculus Go, and the Samsung GearVR.

From March 2017, until
October 2017 I performed
several shows using 360
graphic scores including
performances in Winnipeg,
Manitoba and for Nocturne in
Halifax, Nova Scotia.

Performance at Nocturne 2017
in Halifax, Nova Scotia October 14, 2017
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Research at Copernicus Labs (October-November, 2017)
Starting in October, 2017 I began a collaboration with Ryan Cameron of
Copernicus Labs and Electric Puppets. Ryan offered me access to VR
equipment including an HTC Vive. With the HTC Vive came the use of the
VR art program, Tilt Brush. The use of Tilt Brush as a starting point to
creating three-dimensional VR graphic scores has both a technical and
artistic reasoning behind it. Within the VR platform, Tilt Brush can
create astonishing 3D visuals. It even has audio reactivity built in,
which makes it an exciting platform for the creation of VR graphic scores.

Still from Hidden Motive I - Live graphic score created in Tilt Brush with the HTC Vive

However, as you can see, the exciting 3D aspect of Tilt Brush
becomes extremely difficult to mirror for the audience. Projecting
the score onto a screen or wall flattens the image to 2D and the score loses
some of its magic. This posed a serious problem for the composition. If I
was creating a live 3D score in Tilt Brush for a musician, how could this be
displayed for the audience in a way that could mimic the 'immersive'
nature of it?
The first solution was a technique called mixed reality which is often
used to layer 2D camera footage of the user spliced with a 3rd person
perspective of their VR environment.
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I was fortunate that along
with Job Simulator (right)
Tilt Brush is one of the only
VR game platforms to
support quartered screens
for mixed reality. Quartered
screens peel the layers of the
3D environment into slices,
allowing them to be re-layered
with live video feed in an
innovative streaming program
called Open Broadcaster
Mixed reality test with the VR game Job Simulator Copernicus Labs, November, 2017
Software. However, in order to
create mixed reality, a green
screen must first be used to subtract the background from the musician to
enable this layering. Once I started working with my rudimentary green
screen, it became very clear that this technique could not possibly work in
a music concert scenario.
Green screens are not practical
for live music concerts for a few
reasons. Firstly, the garish
screen would be very distracting
for the audience. Also, it was
too complex of a set-up for a
concert, as green screens need
bright lighting to work properly.
To get around this difficulty I
used the video programs
ChromaCam and Isadora to cut
away my background in a more
practical way.

My extremely rudimentary green screen at Copernicus
Labs - November, 2017
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Live background subtraction with video programs ChromaCam and Isadora. View video here

By using ChromaCam, Isadora, and OBS, I was able to create a mixed
reality illusion that I felt captured in some ways the immersive nature of
Tilt Brush graphic scores.
Hidden Motive I (January to March,
2018)
In early 2018 I continued working
on mixed reality and Tilt Brush,
this time looking at its telematic
properties. One of the advantages of
the Tilt Brush platform was its ability to
position virtual cameras within the VR
space, and to send that camera feed to a
live Youtube channel. A performer
anywhere in the world could then view
that channel, allowing them to perform
from a 360 graphic score that was
created live. The first Hidden Motive was
Mixed Reality Test - Copernicus Labs performed at Interactive Traces—part of
November, 2017
the Open Circuit Festival at the University
of Liverpool with cellist Kevin Davis. While the piece worked reasonably
well, there was definitely frustration on the part of the performer, who was
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not used to wearing a VR headset. While he initially found the 360 display
interesting, the visual occlusion and the disruption it had on his
performance practice led him to remove the headset halfway through the
piece.
Interactive Traces Video

Acquisition of the METAVision Headset (April-May, 2018)
Following the presentation of Hidden Motive I, the META headset arrived.

Hidden Motive II (May, 2018)
Initially, I thought to use the headset in a similar way to Hidden Motive I—
as a delivery system for live improvised graphic scores—but with the
practical addition of having a clear visor. However, as I explored the
META, particularly within the programming software Unity, the
affordances of the system began to emerge as something quite
different than I anticipated. The META headset uses infrared light
and special software to map its surroundings, and uses that mapping to
both recognize and track hand gestures (grab, stretch) in realtime as well
as allow for the placement of virtual objects relative to real ones. In the
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simplest terms—it is augmented reality—it layers a virtual landscape
overtop real life. A second advantage to the Meta is the use of Unity
programming, which can be combined with Tilt Brush SDK. Essentially,
the graphic scores I was designing could be easily imported and displayed
in the Meta. As well, I could add functionality to the graphic score—make it
interactive or animate it. In performance terms, the musician would be
able to grab and move elements of the score, and would be able to trigger
audio files in the process.
The second version of Hidden Motive was performed at TENOR
Conference in Montreal in May, 2018. The performer was laptop artist
Kristina Warren (Brown University) with the Concordia Laptop Ensemble
led by Eldad Tsabary. The piece also displays well for the audience, giving
them a first-person perspective of the artist interacting with the score.
Hidden Motive - Augmented Reality Score / Controller Video

Hidden Motive III (September - November, 2018)

The third version of Hidden Motive is a further refinement, one that
includes not just the triggering of sounds, but the manipulation of them
through hand movements. One of the aspects of the META headset which I
appreciate as a musician is its reactivity to movement. It has great
27

eJournal ACWC/AFCC Spring / Summer 2018

potential as both a locus of controlling sound and of visual representation
of sounds. What I find unique about the META is it also synthesizes this
movement tracking with 3-dimensional graphics. Sound files can be
started and stopped with different movements. In addition, a
manipulation field allows for working with pitch, distortion and other
parameters.
But what I love about working with this headset is that the piece becomes
more than the sum of its programming. Because you can't see the field you
are interacting with, you become an explorer—carefully working out the
affordances of this particular piece. There is also a glitching aspect, where
slower hand movements can create richer sound effects. Hidden Motive
seems to lie at the intersection of graphic score, controller and
improvisational movement, with the goal of the work becoming more
about the discovery and manipulation of hidden capacities within a
performative augmented reality environment.
Performance of Hidden Motive III at the MINT Conference, November 2018

Holding degrees in jazz guitar performance and
composition, Amy Brandon is currently
completing an interdisciplinary PhD in music
cognition at Dalhousie University in Halifax, Nova
Scotia. amybrandon.ca
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In Loving Memory of Patricia Adkins
Chiti
Laura Pettigrew
We have a guest article by Laura Pettigrew who was a friend and collaborator
with Patricia.
Six years ago, it was my great
fortune to connect with Patricia
Adkins Chiti—opera singer,
musicologist, President and founder
of Fondazione Adkins Chiti in 1978:
Donne in Musica, (Adkins Chiti
Foundation, Women in Music). I
first met her when I attended the
Foundation’s annual concert series,
Natale in Musica, in 2012. I went to
hear the premiere of my piece
Tranquillitas Animi commissioned
by Karen Gustafson for Borealis
Brass quintet in a concert featuring
new works by women composers
from around the world.
Patricia became and remained my mentor, colleague, and dear friend over
the next six years, working to promote and support women musicians
globally. Beyond her encouragement and support, it was her passion,
dedication, motivation, and constant advocacy on behalf of women
composers that inspired me to take up the torch, advocating on behalf of
women composers not only in Canada, but worldwide. Patricia and I
forged a deep friendship discussing and communicating via email and
Skype. We were strongly advocating and promoting the work of the
Foundation to orchestras and ensembles in Canada. In 2014, Patricia—on
behalf of the Foundation—offered me a residency as scholar and composer
at the Foundation in December 2014 to January 2015 and later in March
2015. During this period, I spent many hours with Patricia assisting with
the Foundations’ annual jazz concert series, school concert series, and
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preparation for implementation of the Natale in Musica concert series,
which holds concerts all over Italy, including Rome.
The Foundation's music library and archives are probably the largest of
their kind in the world with over 43,000 musical scores and databases that
include 41,000 composers. Through the Foundation's diligent research, I
amassed information on over 100 women composers from Canada—in
addition to sending out a call to every orchestra, university, ballet, and
opera company nationwide, requesting they forward this database to their
network. Patricia and I were working towards a common goal: to write a
book on women composers in Canada from past to present. My research
has been ongoing as we’ve been discovering more composers to be added
to our list. We have been working to complete the book on Canadian
women composers that will be published in English, French, and Italian,
dedicated to Patricia Adkins Chiti.

Inside Adkins Chiti Foundation are hundreds and hundreds of books and articles on women composers
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Born in England in 1940, Patricia was formally trained as an opera singer.
Passion and competence brought her, as a young mezzo, to study at the
University of Rome in Italy where she first attended as a singer, and then
as a musicologist. From these studies, the Adkins Chiti Foundation was
born. Patricia saw the lack of music written by women and what was
written, if performed, never received repeat performances. She wanted the
foundation to give voice to women composers.
The Adkins Chiti Foundation is based in Fiuggi, in the municipality of
Frosinone, where Patricia had a house and retreat, Casa Lilliput. Here, she
also started an important initiative, the International Symposium of
Women in Music in Fiuggi. The historical centre of the town would fill with
music and meetings of extraordinary musicians. Thanks to Patricia and the
foundation, hundreds of women composers, musicians, and contemporary
interpreters from around the world have been able to meet in person,
experience performances of their works, and be able to forge new
friendships and collaborations.

In the city centre of Fuiggi
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The Adkins Chiti Foundation became an international non-profit in 1996.
At its core, it promotes and supports women composers, songwriters, and
music creators of all nationalities through its network of over 27,000
affiliated organizations, composers, performers, pedagogues,
musicologists, and researchers in 113 countries.
Since 2011, the foundation started the 1000 Orchestras Project, which has
encouraged 87 first performances of orchestral works by women
composers through their call for scores. Donne in Musica also runs a
global online Encyclopaedia of Living Women Composers, Songwriters,
and Creators of Music, which works with radio and television in 60
countries, and has organization members in 113 countries.
International projects undertaken by the Adkins Chiti Foundation include
1,480 live concerts with music by 6700 women composers from 79
countries, reaching millions through radio and television streaming. We
have discovered the wealth of cultural diversity and creativity amongst
composers and musicians through over 60 books published and edited by
the Foundation and contributions to research, including over 300 papers
written by Patricia. Without her, we would not have come into
international music history.
Patricia played a crucial role in promoting women composers worldwide
and granting them equal rights and opportunities. She was awarded the
title of Commander of the Republic for Cultural Merit in 1993-1994 by the
Prime Minister of Italy, Carlo Azeglio Ciampi. Her pioneering role in
historical research on the presence of women among musical composers
and interpreters was united with a deep sense of justice. Patricia wanted to
provide a platform to those who were denied a part of history and wanted
to return identity and honour to so many women artists. For this, Patricia
had been on the UNESCO Music Council and in 1978 created the
International Foundation of Women in Music, recognized by the Italian
government, UNESCO, EUC, Arab Academy, and International Music
Council.
As with many of my colleagues globally, I have experienced the
Foundation’s adventure and significant opportunities, understanding
Patricia’s great value and commitment. Marina Romani, a colleague and
participant in the Foundation’s activities, shares her thoughts on Patricia
and the Foundation.
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I met Patricia Adkins Chiti in the early 90s when I was a composition
student at the Rome Conservatory. I attended the seminars and
concerts organized by this Foundation and later had the opportunity
to work for her as a composer, answering the call for scores
coordinated by the Foundation. Patricia always encouraged me in my
work and, of course, I have always admired her for her strength of
mind, the intelligence, and the passion she has always poured into
her work. (Marina Romani)
In talking to Patricia about our friendship over tea, she shared her
memories of some of her initiatives that reflected extraordinary creativity.
In 2000, the National Commission in Italy—equal to the UNESCO
Conference—was having an assembly on cultural rights. As a member of
the Italian government delegation, Patricia made a convincing and strong
appeal that resulted in a unanimous vote: “For your mothers, first teachers
of music, I ask you to vote on our amendments in favour of recognition,
exploitation, and role of artists and musicians.”

Patricia Adkins Chiti; Natale in Musica on Dec 19, 2012 at Chiesa Del Gesu in Rome, Italy.
Photographer: Borealis Brass

Patricia helped lead and organize important nationally recognized concerts
that featured women composers through the Adkins Chiti Foundation. In
2000, Patricia was appointed by the Secretary-General to organize the
national Jubilee, celebrating the feast of the Madonna with an interreligious concert that blended singing, music, and dances with women
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musicians and composers from all over the world. Mass for the
Downtrodden of the Earth was composed for Pope Francis, which featured
sections written by women composers from Italy and Argentina. It was
premiered at the Basilica of Saint Peter's in the Vatican on May 9, 2015
with the blessing and attendance of Pope Francis with 3,000 present and
broadcast worldwide via Vatican Radio.

Patricia presenting the Mass for the Downtrodden of the Earth in May 2015 in Rome, Italy

In our last conversation in April of this year, Patricia was discussing her
commitment to organize a concert in Rome, entrusted to her by the United
Nations High Human Rights Commission. She represented the only Italian
foundation devoted to women’s cultural rights. Patricia was dedicated to
working on this significant project in the months before her death. The
Foundation launched an international call for scores and received close to
200 submissions. Patricia was very proud of this result with 120 works
selected by an international commission. These works were presented at
the Argentina Theatre on November 5, 2018 in partnership with UNESCO,
UNHCR and the Italian government, recognized by the Presidency of the
Council of Ministers.
On June 12th, the world lost an extraordinary woman. Patricia was a
musicologist who dedicated her life to the advocacy of women composers
and musicians from around the world through her work in establishing the
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Adkins Chiti Foundation and the International Symposium of Women in
Music Women in Music. As a musician and musicologist, she combined
her passion for music with love, understanding, and tenderness. She was
also a loving wife who adored her husband, Gian Paolo.
Patricia will be greatly missed by all composers and musicians across the
world. I miss her laughter, great sense of humour, and our in-depth
discussions on advocacy and life over a cup of tea! Patricia’s mission will
continue, thanks to the commitment of the numerous friends who have
collaborated and followed the 40 years of her dedicated work. Patricia
strove for the realization of equal opportunities for women in the world of
music, artists, and directors in the increasing and necessary enhancement
of the works of female talent. We, the current and future generations of
women composers, must continue her commitment to advocate and bring
her extraordinary work to the forefront. We must preserve her legacy and
historical research and ensure we have a seat at the table. Of course,
Patricia will be there in spirit!
“Our important role, as women, in transmitting tangible and
intangible heritage must not be overlooked since this belongs
not only to a people or culture but to humanity as a whole”
— Patricia Adkins Chiti, from “Declaration of Fiuggi,” 1996.

Laura Pettigrew’s contributions are well known and
appreciated all over the world. Her works have received
world premières by Toronto Symphony Orchestra,
(Canada) GRAMMY® Award–winning I Solisti Veneti
(Italy), Regina Symphony Orchestra (Canada), Massive
Brass Attack (Portugal), among others, and featured on
recordings by national and international soloists and
ensembles as well as in the international award-winning
short film, The Sky Came Down; in addition to being the
beneficiary of commissions, scholarships and grants, and
honoured with awards for her commitment to the arts,
community and philanthropy.
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New Member Proﬁles
Diana Cotoman
Diana Cotoman is a French-Romanian
composer and violinist living in Montreal.
Cotoman holds an Associate’s degree in
Psychology from the University Paris VIII
in France and a Bachelor of Music degree
from the University of Iasi, Romania. She
is currently a student at the University of
Québec in Montreal (UQAM) in a Master’s
degree in film music.
She is a member of SACEM and SACD in
France, of the CQM, DAM and ACWC in Canada. Her catalogue of works
contains symphonic works, operas for young audiences, chamber music
and music for film and video games. Her works have been played in
France, Romania, England, Switzerland, Canada, and the United States,
and can be found on her YouTube and Soundcloud channels.
Recent projects include the original music for two short films: “The night
my father died” by Eva Serra Agudo, presented in October 2018 at the
Short-film Barcelona festival, Festival Cortometrajes Espai Poe(tic), and
“Le temps d’un café” by Roberto Zorfini, commissioned by the Italian
Cultural Institute in Montreal and the Media School of UQAM, presented
in November 2018 at the Beaubien Cinema in Montreal.

Christine Donkin
Christine Donkin is a Canadian
composer and music educator. Her
work, which has been described as
“stunning” (ConcertoNet.com), “highly
imaginative” (American Record Guide)
and having “enormous impact” (The
Washington Post), has been performed
by choirs, orchestras, and chamber
musicians across the North American
continent and beyond. Christine has
36

eJournal ACWC/AFCC Spring / Summer 2018

also composed and arranged numerous pedagogical pieces, many of which
can be found in the Royal Conservatory of Music repertoire books for cello,
clarinet, piano, saxophone, trumpet, viola, violin, and voice.
Recent and current projects include:
1) a choral-orchestral work entitled A Matter of Spirit (commissioned
and premiered by Ottawa’s Hypatia’s Voice Women’s Choir and Parkdale
Orchestra) featuring settings of text by Canadian women who lived during
the First World War;
2) a piece for choir, marimba, and harp commissioned by the Orpheus
Choir of Toronto for its upcoming Raising Her Voice concert (featuring
fellow ACWC members Tawnie Olson, Katerina Gimon and Anika-France
Forget and four Canadian female poets);
3) a piece for choir and cello commissioned by the DaCapo Chamber
Choir (featuring new work by three Canadian poets);
4) the spearheading of a commissioning project featuring new choral and
orchestral music by Christine and six other Canadian composers, which
will be premiered by OrKidstra (a Sistema-inspired music and social
development program for children in underserved areas of Ottawa).
Christine is currently based in Victoria, BC where she teaches theory and
composition at the Victoria Conservatory of Music. She also travels across
Canada to adjudicate and give composition workshops. Her approach to
teaching music composition to young musicians has culminated in the
development of Composition Clubs. These classes, through a process of
open-minded listening, creative thinking, and teamwork skills, empower
students to work together to compose pieces of music which are then given
world premiere performances by other young musicians.
www.christinedonkin.com
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Karen Sunabacka
Composer Karen Sunabacka often finds
inspiration in the everyday beauty, sounds,
and stories of the places in which she’s lived.
In August 2018, she completed a choral
piece for choir and audience titled We All
Sing for Conrad Grebel University College.
In January 2018, the Winnipeg Symphony
Orchestra commissioned and premiered her
piece #DryColdConversations, a work
about the cold winters in Manitoba. In
February 2017, the Montreal Metropolitan
Orchestra premiered her work “The
Prairies” which was part of a larger piece called De Natura Sonorum. This
was a commissioned work with four other composers to celebrate 150
years of Confederation. De Natura Sonorum was nominated in Québec’s
21e Prix Opus in the category Création de l’année (composition of the
year). In September 2016, the Regina Symphony orchestra commissioned
and premiered her work Across the Grasslands. Fascinated by the sounds
of wind and how natural sounds can turn into nightmares, Karen
collaborated with hyper-flutist Cléo Palacio-Quintin to create a 10-minute
piece titled All Night A Dark Wind Blows for flute, voice and electronics.
Cléo premiered the work in Montreal and toured western Canada in
February 2016.
Along with pieces about the natural beauty and winds of the Prairies,
Karen has recently been exploring her Métis and Manitoba heritage. She
composed Mama’s Painting: Louis Riel’s Dream about her Métis
Grandmother, Lenore Clouston in 2015. In 2013, the Manitoba Chamber
Orchestra commissioned and premiered two works: Never to Return, a
piece about Karen’s great-great Grandmother Mathilda who suffered from
mental illness and Born by the River, another piece about her Métis
Grandmother, Lenore.
Karen, who has deep roots in Manitoba, is now an Associate Professor of
Music at Conrad Grebel University College at the University of Waterloo.
She has also taught Theory and Composition and took a turn as the Music
Department Chair at Providence University College from 2007-2017. In
January 2018 she was a Mentor Composer for the Winnipeg Symphony
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Orchestra’s Composers’ Institute. An active member and past board
member of the Canadian New Music Network, she continues to be on the
board of Groundswell, Winnipeg’s New Music Series and NUMUS,
Kitchener-Waterloo’s New Music Series. She founded Pressure Waves in
Winnipeg, a regular part of Groundswell’s Emerging Composer program.

Leslie Uyeda
Born in Montréal, Québec, Leslie Uyeda is
a composer, pianist and conductor.
She holds degrees from McGill University,
the University of Manitoba and Simon
Fraser University. She studied piano with
the late Dorothy Morton at McGill
University and with William Aide at the
University of Manitoba. As a collaborative
pianist, Leslie continues to perform with
some of Canada’s most accomplished
singers and instrumentalists. Leslie was
Chorus Master at Vancouver Opera, where she also conducted main stage
productions. She conducted both of her own operas - Game Misconduct
and When the Sun Comes Out, and several new operas by other
composers, including Janet Danielson (The Marvellous History of
Mariken of Nimmigan), David MacIntyre (The Architect), and Ramona
Luengen (Naomi’s Road).
As a composer, Leslie feels privileged to have worked extensively with two
of Canada’s most extraordinary writers – Lorna Crozier OC, and Joy
Kogawa OC. Leslie has composed over forty songs using the extraordinary
poetry of Lorna Crozier, including several cycles, including The Sex Lives
of Vegetables, and The First Woman. Her four cycles with poetry by Joy
Kogawa speak acutely to the inherited difficulties and privileges of Leslie’s
Japanese Canadian heritage.
Leslie has a busy year ahead, with world premières to be performed by
VICO – the Vancouver Inter-Cultural Orchestra, the students of Regent
Park School of Music in Toronto, and the Little Chamber Music Series
That Could. Her new work, Your Breath, My Breath: Dialogue for a
Mother and Daughter, a 45-minute extended dialogue for a soprano and
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mezzo, will be performed in the Saskatchewan Writers’ Festival in July
2019.
Leslie is an Associate Composer of the Canadian Music Centre, a member
of SOCAN, the Canadian League of Composers, and now, the Association
of Canadian Women Composers. Her principal publisher is The Avondale
Press (AvP) c/o the Canadian Music Centre. For a complete list of Leslie’s
compositions, please see her website: www.leslieuyeda.com
Leslie would like to thank her colleague and friend Janet Danielson for
encouraging her to join the ACWC at this time. She is pleased and proud to
become a member of an organization that stands on guard for women’s
music.
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Report from the IAWM
Diane Berry
Every three or four years, the IAWM holds a congress enabling members
from all over the world to meet each other and make connections. In the
years in between, the organization presents a concert of members’ music.
The location of the congress and the concerts varies from year to year, with
local musical organizations co-hosting these events.
This year the IAWM event was a concert held in Dublin, Ireland and I was
fortunate enough to have my piece chosen for performance. The show was
co-hosted by the Departments of Music and Electronic and Electrical
Engineering of Trinity College Dublin, the Contemporary Music Centre,
the TCD Composition Centre, the Association of Irish Composers and the
Royal Irish Academy of Music. It was held on Saturday, October 27th, in
the Chapel of Trinity College Dublin. The performers were members of the
Kirkos Ensemble and mezzo-soprano, Michelle O'Rourke.
Whether there is a concert or a congress, it is the only event that year
which brings IAWM members together. When choosing the pieces for the
concert programme this year, extra weight was given to works in which the
composer was planning to attend, while in past years it has been a
requirement for those submitting. In Dublin, nine of the eleven composers
were there, as well as two board members from the IAWM and the concert
organizer who is also an IAWM board member. There were many other
events connected to the concert, some for the composers, hosts and board
members, and others that were open to the public.
I'm proud to report that three of the pieces on the programme were by
Canadian composers: myself from the west coast, Amy Brandon from
Halifax, and Kelly-Marie Murphy from Ottawa. There were three
composers from Ireland, one from Italy, one from China, one from Greece,
and two from the United States, though many of them are now living in the
UK or the US. The programme is listed here: https://iawm.org/newsevents
On the Thursday evening (October 25th), concert organizer Jenn Kirby
brought many of the composers together for dinner at a local restaurant
called The Market. The relaxed atmosphere gave everyone a chance to
meet in an informal setting—an excellent opportunity to get to know one
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another. On Friday and Saturday, there were rehearsals at the Royal Irish
Academy of Music, so the composers had a chance to meet the performers
and work with them on their pieces.
On the Saturday of the concert, the Contemporary Music Centre of Ireland,
(the equivalent of our CMC), hosted a coffee session for the composers and
board members. It was held in the CMC building, quite close to the
college, in a room lined with bookshelves filled with printed music. It was a
chance for the composers to continue conversations begun on Thursday
evening. Evonne Ferguson, the current head of the CMC, took a few
minutes to talk about the work of the centre. She described the job they do
in promoting Irish contemporary music, sponsoring opportunities for
established composers and emerging composers, and serving as an archive
and publisher of works by their members, very much like our Canadian
Music Centre. She discussed some of the challenges they face, one of which
is the popularity of Irish traditional music. Ireland is a small country on
the edge of Europe which they see as an advantage in helping to develop
diverse and unique voices but a disadvantage in that they often need to
leave Ireland for more opportunities. The Centre also represents some
composers from Northern Ireland. They had just released a CD of
member's music, so everyone attending received a copy.
Later in the afternoon on Saturday, Evonne hosted a panel discussion—
open to the general public—at the Royal Irish Academy. The panel was
comprised of most of the composers and the two attending board
members, Carrie Leigh Page, the president, and Christina Rusnak, the
treasurer. Evonne was interested in what is happening in the various
countries represented, if there is a particular national style or if the music
is diverse, what kinds of supports there are and what sorts of things are
being done to promote new music. She very much wanted to emphasize
what opportunities there are in the places represented. The Canadians
could give a good picture of the diversity of our musical landscape as well
as discussing the geographic challenges we face. (We didn't plan on sitting
all together, it just happened that way. What a chance to see ourselves as a
powerhouse!)
The concert on Saturday evening was in the chapel of Trinity College which
is in central Dublin. While the university was established in 1592, the
chapel dates from 1798 and has beautiful acoustics. The music of the
evening was a wonderful mix of styles. My piece was for solo flute and
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electronics (loon calls actually, very Canadian); it was followed by a
beautiful, haunting piece for solo cello. The programme went on with
pieces for cello and piano, mezzo-soprano and piano, with a piece for voice
and electronics rounding out the first half. Amy Brandon's work called for
prepared piano, cello, and flute, so it began the second half of the concert,
with a moment taken afterward for Amy to 'unprepare' the piano. The
remainder of the programme consisted of pieces for alto flute and violin,
voice and piano, voice flute and cello, violin cello and electronics, and
ending with a piece for piano, violin, cello, and electronics.
While the audience was small, the concert was very well received and will
be available for streaming on the IAWM website.
Next year there will be a congress in Boston in the fall.

Diane Berry is ACWC Secretary and composer based in
Victoria BC where she continues to teach, perform, and
compose.
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Member News
Emily Doolittle's chamber opera, Jan Tait
and the Bear, was performed by Ensemble
Thing at the Edinburgh Festival Fringe (and
received a 5-star review!) Her wind quintet
Woodwings, commissioned by Halifax's Fifth
Wind Quintet as part of their Forecasting the
Canadian Wind project was premiered in
September by five quintets across Canada.
More information can be found here:https://
windquintet.international/project/our-canada/.
The Wise Daughter, for narrator, violin, and
piano, was selected by the LA-based
Kaleidoscope Ensemble as part of their
annual call for scores and received its US
premiere in November.

Several doctoral and masters' degree students
have written their theses about Dr. Maya
Badian, Canadian composer of Romanian
descent. You are invited to watch on YouTube
the following three movies internationally
released about Canadian Maya Badian:
“Maya Badian: Music Is My Message;”
“Maya Badian’s Music: Orchestral Mirrors of
Life;” ”Maya Badian: Composing A Life,
Composing My Music.”
In September, Diane Berry's piece called
Gaslight 1904 was performed in the
Milwaukee Gas Light Plant, now home to
Zimmerman Architectural Design Studios. It
was part of Milwaukee's Doors Open event
that weekend. The public was invited to tour
various buildings throughout the city, and in
three of those buildings, original works were
performed by members of the Milwaukee
Symphony. Gaslight 1904 was commissioned
by Access Contemporary Music specifically
for this event and was inspired by the history
of the building which was built in 1904 on the
growing west side of Milwaukee. The piece
which is about five minutes long was played
every 15 minutes or so throughout the
afternoon.

Fiona Evison has begun her master's degree
at Wilfrid Laurier University and has started
research into the role of the composer in
community music. She recently conducted
the premiere of her work, How Sweet Is My
Sleep for treble voices, flute, mezzo-soprano,
and piano, with the Maureen Forrester
Singers in Waterloo, Ontario. The Georgian
Bay Children's Choir (GBCC) premiered her
work, In Fields Where Poppies Grow, at
Owen Sound's Remembrance Day ceremony.
The GBCC premiered A Lot Like Christmas
for treble choir and Christmas Stars Are
Shining Bright for handbells and treble choir
during their Christmas performance season.
Christmas Stars Are Shining Bright was also
be performed as a collaboration between the
GBCC, the Georgian Shores Chancel Choir
(adult) and the Belles of the Sound handbell
ensemble. On December 17th, Fiona was the
featured guest artist at the Oh Sing! Choir
concert and premiered new vocal works,
including a Scottish Gaelic-English piece,
with soprano Vanessa Bosman and oboist
Claire Baker.

Diane’s piece, Calling, was performed in
Dublin, Ireland as part of the annual concert
presented by the International Alliance for
Women in Music in October. Calling is for
flute and electronics with the electronics
being loon calls recorded by John Neville of
Salt Spring Island, B.C. The performer was
Miriam Kaczor, a member of the Kirkos
Ensemble. The concert was held in Trinity
Chapel at Trinity College Dublin.
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Pritchard. Barbara premiered the work in
October in Halifax and performed it in
Regina and Toronto that same month. Julia’s
piece XIV for voice and live electronics was
performed by Clarisse Tonigussi on October 4
a part of the Canadian Women’s Composers
Project as well as having her string quartet,
Echoes of Illumina, performed by th
Windermere String Quartet on October 21.
Julia also received a commissioning grant
from Ontario Arts Council for an upcoming
work for two pianos for La Fiammata Piano
Duo that will be premiered in May 2019.
www.juliamermelstein.com

Cecilia Livingston is a Social Sciences and
Humanities Research Council of Canada
Postdoctoral Fellow in Music at King's
College London, studying opera creation. She
has been selected for Glyndebourne Opera's
Balancing the Score composer development
scheme—a two-year residency immersing her
in all aspects of Glyndebourne's activities.
She looks forward to hearing from Canadian
composers who are in, around, or through
London in the next two years!
During Fall 2018, Afarin Mansouri curated
and wrote music for two shows in
collaboration with Iranian- Canadian
composers (ICOT):

Christie Morrison received the Murray
Adaskin Award for (open category)
composition on November 10. The BCRMTA
(Victoria Branch) hosted a Canadian
composers concert on Saturday, November
24 for Canada Music Week. Christie’s piece,
Kawartha Sunrise, for flute and piano made
its first musical debut with Diane Berry
( ACWC member ) performing on flute.

1) Rumi’s fables is a new composition for
children based on Rumi’s poems, a program
in partnership with Aga Khan Museum,
Ladom Ensemble, and Nuit Blanch.
2) The Journey: Notes of Hope: a onewoman opera about exile, libretto by Banu
Zan. One of the features of this opera was
that all creative/ performance team members
were from immigrant/newcomer/refugee
communities of Toronto. Also, the orchestra
included middle eastern instruments. The
world premiere was on November 2 and 3 ,
2018. http://operacanada.ca/review-icotjourney-notes-hope/

Tawnie Olson is the winner of the 2018
Barlow Prize, which includes a consortium
commission for The Crossing, Seraphic Fire,
and the BYU Singers. In August,
Incantation, her new work for eight solo
voices, cello, and continuo organ was
premiered by Third Practice, who
commissioned it. Something to Say was
performed by Shawn Mativetsky at the NiefNorf Summer Festival in June and in Nicosia,
Cyprus in December. It was the subject of a
lecture/recital that Shawn gave at the Shastra
Festival in September. As Rain Hollows
Stone for percussion trio was performed by
students at the Chosen Vale Percussion
Seminar in July, and also by Colleen
Bernstein, Danielle Gonzalez, and Tanner
Tanyeri at Colleen's recital at the University
of Michigan and again at the University of

Afarin also wrote two choral pieces for
charity concert organizers by AVAYE MEHR.
The works were premiered at Toronto Centre
for the Arts on November 25th.
Julia Mermelstein’s orchestral work, in
turn, is one of five chosen pieces to be played
by the TSO as part of their Explore the Score
reading session and career development
program. Julia received a commissioning
grant from the Canada Council of the Arts for
her piece, Only edges, for solo piano and
fixed electronics written for Barbara
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Michigan Percussion Ensemble's November
concert. Counterpoint Chorus gave several
performances of O Inexpressible
Mystery with violist Elizabeth Reid in
Vermont in July. i Coristi Chamber Choir and
Deepak Paramashivan, conducted by Rob
Curtis, gave the première of a new version of
that work for chorus and sarangi in
Edmonton in November. In December, Anne
Matlack and the Harmonium Chorale gave
the concert and New Jersey premiere of
Olson's Magnificat, for SATB and Bulgarian
Girls Choir.

Online Encyclopedia of Living
Women Composers, Songwriters, and Creators of Music
Deadline: Ongoing
Laura Pettigrew requests / invites all living
women composers and songwriters to submit
their biographies and pertinent information
noted below directly to her for inclusion in
the Adkins Chiti Foundation online Digital
Encyclopedia. She further requests members
to provide the call to any and all Canadian
women composers and songwriters to ensure
inclusivity in the compilation. Please send the
following materials to: l.petti@sasktel.net
(.docx format, font: Times 11, spacing: 1.5)

This fall, Pop!, her new piece for Grade 3
band was published by BandQuest/Hal
Leonard.
www.tawnieolson.com

ACWC
Opportunities
ACWC Initiatives Fund
Deadline: January 1, 2019
A new ACWC Initiatives Fund has been
established whereby persons who have been
ACWC members for at least two years may
apply for funding towards various
compositional projects, composition-related
travel, CD recording work, workshop
creation, and more.
The application form can be found here.

Call to Canadian
Women
Composers
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•

Short curriculum including date and
place of birth, current residence (no more
than 20 lines)

•

Please include various activities apart
from writing music (ie teaching, editing,
radio, theatre, etc.)

•

Listing of prizes won, scholarships, or
residences undertaken (maximum 15
lines)

•

List of 10 works and/or 10 CDs that you
consider important for your profile (you
may include instrumentation and details
of first performance/prize won)

•

Publisher, Genre and Record Label if
applicable.

•

Contact address, email, and website link

•

Send a headshot in PDF or JPEG format

•

Complete biography
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Reminder
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:
ACWC
10158 Fifth Street
Sidney, BC
V8L 2Y1
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Do you have composer news for the ACWC Journal?
Would you like to contribute an article?
Contact our editor, Julia Mermelstein:
acwcbulletin@gmail.com. Submissions for the Spring/
Summer edition must be received by
May 30, 2019

ACWC/AFCC Bulletin
ISSN 1133-1395
The opinions expressed in the ACWC eBulletin are those of the contributors. They do not
necessarily reflect official policy of either the ACWC Bulletin or The Association of
Canadian Women Composers / L’association des femmes compositeurs canadiennes
To contact the ACWC/AFCC, write to:
20 St. Joseph Street
Toronto, Ontario
M4Y 1J9 CANADA
Email: caweaver@uwaterloo.ca
www.acwc.ca
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