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Nathalie Camus, the second violin of the Saguenay (Alcan) Quartet and a founding member, who 

has been with the group since 1989, describes the evolution of this Canadian jewel from its 

beginnings to the present.  She shares with us the special story of a string quartet that supports 

itself through its art in its own region and maintains a parallel international career. 

 

A PROJECT UNIQUE IN CANADA 

From the outset, what was the objective of having a quartet in residence in the Saguenay region? 

What did people expect of the quartet? 

 

 In 1989, the Saguenay region had a music conservatory, a radio station (Radio Canada), a 

symphony orchestra, and Alcan, the multinational company.  There was an important pool of music 

schools and the “Festival de musique du Royaume”, [Music Festival of the Kingdom], a contest in 

which almost every participant received medals and bursaries, so that everyone was encouraged 

to make music.  That was a time when there were as many kids making music as playing hockey.  

 

Initially, the symphony orchestra was made up of advanced conservatory students and teachers 

living in the region.  As is the case for any region at some distance from the large cities, there 

comes a time when advanced conservatory students leave to either to improve their playing or start 

a career in the large cities; as a result, there is a lack of long term stability in the first chairs of the 

orchestra. 

 

The artistic director of the orchestra, Jacques Clément, had a bright idea in which he was supported 

by several others in the administration.  He approached Alcan with two financing options whose 

objective was to raise the standard of music performed for the population. One idea was to invite 

internationally reputed artists as soloists with the orchestra (which plays approximately five or six 

programs per year); the other was to sponsor the four first chair string positions, to ensure stability 

in the orchestra, and to have the quartet play in smaller neighbouring towns, as well as to perform 

for a larger segment of the population.  

 

The Public Relations representative of Alcan, André J. Bouchard, chose the second option.  It was 

thus that the company undertook to pay 50% of costs to support a string quartet 32 weeks a year 

during a five-year period.  The symphony orchestra was responsible for the other 50% of the 

funding. The vacancy was announced, and subsequently different quartets were auditioned.  

Interviews were also set up to allow representatives in relevant organizations (Radio Canada, 

Orchestra, Conservatory) to evaluate if the applicants were conscious of their role and their 

involvement in the community, in addition to having the musical qualifications.  The offer was 

slightly changed as different quartets negotiated for the position and what it was to offer.  

 

When we applied, the vacancy was described as a unique opportunity to play as a full-time quartet 

and to help the orchestra, on the condition that the quartet adopt the name of our principal 

benefactor, i.e “Alcan”. What is more, the quartet was given the incredible opportunity to broadcast 

two concerts a year on Radio Canada.  In addition to playing in the string sections of the orchestra, 

we would be living in the Saguenay-Lac-Saint-Jean region and filling in in some chamber groups 

at the conservatory.  We would also have occasional responsibilities leading youth orchestra 

sectionals, presenting workshops in schools, and playing at concerts in the region which might be 

more or less formal. 
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At that time, we were four musicians who wanted to form a quartet.  Since we did not yet exist as 

an entity, we worked up two quartet pieces for the audition; in addition, each of us played one 

movement of a concerto and some orchestral excerpts.    

 

The job could be broken down as 15% for orchestral work and 85% for quartet work:  the dream 

of any string player – you never see this ratio in a real job! Most of the time, quartets survive by 

means of a university residency.  Yet there are very few of these in Canada – although residencies 

are more frequent in the U.S.  

 

This was the answer to our dream of rehearsing intensively, and seeing the level to which we could 

aspire as a quartet. Furthermore, radio broadcasts of concerts ensured a presence beyond the 

immediate area.  

 

THE BIG ADVENTURE BEGINS in September 1989 

How did the Alcan Quartet manage to get known outside its adopted region? 

 

Our main concern disciplined work, i.e. three hours of daily rehearsal together, in order to aim for 

a high-quality musical product.  At the end of our first year, Radio Canada recorded our first CD 

and we took part in advanced internships at the Banff Centre for the Arts and the Hindemith 

Institute in Blonay, Switzerland, with the famous Melos Quartet.  

 

In addition to meeting other quartets from all over the world with the same dream as ours, what 

really inspired me was being a witness to the 25th anniversary celebration of the Melos Quartet.  

The four members had stayed together for all those years!  The impact of this experience for me 

resulted in my having one objective:  make my quartet experience a long term, 25 years if possible, 

and become a recognized Canadian ensemble.  

 

For that, we had to do more than the orchestra and the region required of us.  It takes entrepreneurial 

skills. Fortunately, our cellist David Ellis had these qualities and initially he himself organized 

concert tours outside the region. Subsequently he discovered an agency in California who could 

guarantee us concerts in the States.  Furthermore, we became associated with the “Analekta” 

recording studios.  

 

Things were well under way.  We changed violists twice and Luc Beauchemin has been with us 

since 1994.  Eventually between 1997 and 2004 we taught string quartets monthly at the University 

of Montreal. We were reliving our experience with the Melos Quartet, but now we were the 

mentors.  What a joy it was for all four of us to teach side by side with our student counterparts, 

and by so doing be able to demonstrate specific passages with our own quartet! 

 

Things were going well and we were getting to be increasingly well known abroad, both on stage 

and on the radio. We were asked to do approximately a week-long residencies in different 

universities and play in several chamber music series and summer festivals. One of the most 

memorable is of our participation in “Music in the Vineyards” in California’s Napa Valley.  We 

played there from 1997-2001.  I will always remember the different vineyards where we played, 

the hot sun, the people, the wine, and all the exceptional places connected to these vineyards.   
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COMPLETE BEETHOVEN STRING QUARTETS 

Why? 

There comes a time when to be an authentic quartet and gain respect for the quality of your constant 

work after ten years of existence, you have to master the complete cycle of Beethoven string 

quartets. This achievement speaks for itself: it qualifies a quartet as “true” and “great” because the 

body of work represents 17 quartets from different periods of Beethoven’s life, each with specific 

difficulties in terms of execution and understanding.   

Thanks to our adopted region and work location, we were able to perform all the Beethoven 

Quartets at “Côté Cour” a little cabaret in Jonquière where we played six concerts at three-weeks 

intervals. What a challenge! 

 

The following year we organized the same thing again at the Pollack Room at McGill University.  

Then we performed the six concerts in six different towns in Canada; the concerts were recorded 

and subsequently they were made available by Radio-Canada by broadcast burst. It was in this 

way that we became a « real » quartet. 

 

There were changes as we went along, and we became associated with the “Station Bleue” [Blue 

Station] agency in Montreal as well as with the recording studio “Atma”.  Our first violinist, Brett 

Molzan, who had been with the group for 12 years, eventually moved on and his place was taken 

by Laura Andriani who played with the quartet for 15 years.  

 

It was in this way that we rounded the point of the Alcan quartet’s 25th year of existence  And to 

mark that achievement, we recorded the complete Beethoven quartets under the Atma label, and 

an concert-tribute evening was organized by the Symphony Orchestra in our honour at the Banque 

Nationale [National Bank] theater. 

 

I was in seventh heaven!  I had been able to live through a quartet’s activities for 25 years, just as 

the Melos Quartet had. We had 25 CDs to our name, include the complete between string quartets.  

In addition, our tours gave us the opportunity to play everywhere in North America, in France, 

Italy, Belgium, Scandinavia, Hawai, Korea, China, and Hong Kong. I had accumulated a great 

wealth of diverse experiences.  

THE IMPORTANCE OF BEING PART OF THE COMMUNITY 

Does the Quartet play a big part in the Saguenay-Lac-Saint-Jean Community?  

Is your presence being felt?  

 

I firmly believe that for art to live and survive, it has to be closely linked with the community. We 

have to believe in our reason to live, and what we bring to the community.  

 

The Quartet rehearses every day in a conservatory studio.  Our presence and our work ethic and 

discipline motivates the more advanced students, who spent complete days at the conservatory.  

Furthermore, they can see the result when they attend our concerts.  We also connect with the 

students during youth orchestra sectionals.  
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We have an ongoing presence in the Saguenay River School Board schools [Commission Scolaire 

Rives-du-Saguenay], by virtue of the fact that we give regular educational workshops with a great 

deal of humour and a lot of interaction with the students.  

 

Thanks to our presence and the dynamic team of the Symphony Orchestra, much has changed 

since our arrival.  There are only professionals in the orchestra;  joining the core who are residents 

of the region are additional players such as musicians from the Québec Symphony Orchestra and 

freelance musicians from Montreal.  

 

Over time, Radio Canada broadcast several symphony orchestra concerts on its bandwidth, which 

is unfortunately now no longer true, since Radio-Canada has left the region.  For the same reason, 

the quartet gives fewer live concerts on the regional radio stations. 

 

We play for all sorts of occasions, whether in concert halls, churches, small theaters, wine bars, 

libraries or in peoples’ homes. The objective is to make music available to the largest possible 

number of people, whatever their ages and social condition.  

 

We also founded a little summer festival at the old Chicoutimi pulp and paper plant from 2006 to 

2010.  It was called “Cafẻ Concert” [Rastel Musical].  The approach was inspired by festivals in 

which we participated such as “Music in the Vineyards” and “Bic concerts” in Rimouski.  Our 

way was to welcome people around 5 pm with a glass of wine on the terrace; they a classical 

concert lasting an hour began.  Then a summer meal was served during a second show featuring 

an eclectic music selection.  People could enjoy an evening of lovely music while sharing with 

others and treating themselves.   

 

It’s all this that reinforces our desire to be present in our community.  We feel appreciated and 

over a number of years we have garnered a faithful audience which continues to grow.  

Furthermore, when we travel, we feel supported by the strong community which has our back.  

That is why Alcan’s sponsorship has been renewed every five years.  

 

THE ALCAN QUARTET BECOMES THE SAGUENAY QUARTET 

Ouch! Is that good or bad news for you? 

 

Life is changing, and we cannot ignore economic factors.  Public relations personnel at Alcan 

changed many times, and there were fewer direct contacts with the orchestra and the community. 

Gradually until 2015, Alcan was replaced by Rio-Tinto.  We were carrying Alcan’s name while 

our principal sponsor was Rio-Tinto. 

 

In 2015 Rio-Tinto announced to the Symphony Orchestra that the company would no longer be 

the principal sponsor, which meant that eventually the orchestra would no longer be able to support 

a quartet in residence.  

 

Thanks to the incredible work the orchestral players, the town of Saguenay came to the rescue of 

the orchestra in 2016, to become not only its major sponsor, but in addition, in perpetuity.  This 

meant the quartet was to continue in the region.  But the name had to be changed to “Saguenay 
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Quartet”!  How could we continue to sell a product which had made its brand for 27 years under 

the name “Alcan Quartet”? 

 

We therefore chose “Saguenay Quartet (Alcan) in order to be recognized. However, the insecurity 

of Rio-Tinto’s announcement in 2015 cast doubt on the future of the quartet members. Laura 

Andriani, first violin of the ensemble, having  completed the Beethoven project and having 

developed a preference for Baroque music in her personal projects decided to head for Montreal 

to live out new musical adventures.  

 

It was a period of flux for the orchestra, without even taking into account the fact that after 37 

years of service the conductor Jacques Clément, largely responsible for the evolution of the 

orchestra, stepped back to give the baton to Jean-Michel Malouf in 2016.  

 

During the 2017-2018 season, violinists were auditioned in concert with the quartet with the 

objective of identifying a new first violin.  Marie Bégin, a young 25 year old violinist, got the 

position.  Starting in the fall of 2018, a new energy will fill the ensemble.  We can’t wait to play 

together permanently.  

 

 

 
The Saguenay Quartet, 2018 

 

FUTURE OF THE ENDEAVOUR 

Do you think that the Saguenay (Alcan) Quartet will survive as an entity? 

 

This fabulous job gives us the opportunity to be creative.  We always have stimulating short, 

medium and long-term projects moving us forward.  In the fall of 2019 we will be able to mark 

thirty years of the Quartet’s existence.  

I believe in the future of the quartet and experience has shown me that you have to adapt to changes 

and maintain a continuing bond with the community.  I fervently hope that several generations of 

talented musicians who are open and communicative will continue the mission of the “Saguenay 

(Alcan) quartet at Saguenay-Lac-Saint-Jean 

Nathalie Camus 

Violin 2 and Founding Member of the Saguenay (Alcan) Quartet since 1989 
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IN THE SPOTLIGHT 

Lessons in Chamber Music or Trios for All: 

What I learned while playing chamber music with my sisters 

By Vanessa Kraus 

 

 Standing, author Vanessa Kraus. Seated Left to Right, Rachel and Stephanie Kraus 

My sisters and I started playing chamber music fairly early on, first in Kiwanis family classes with 

my parents (a Suzuki-themed rendition of a popular Christmas carol entitled “The Twelve Days of 

Group Lesson” was a particular favourite), and eventually on our own. Though we each started 

out playing the violin, one of my sisters switched to the cello, and I followed suit by taking up the 

viola, so we ended up with a house-made string trio. After making our Kiwanis debut with a 

rendition of “In the Hall of the Mountain King”, we got a call to play our first wedding. As young 

musicians looking to make some extra spending money, weddings quickly became our bread and 

butter. When we first started out, we established what we called the “Slushie Rule” – whoever 

made the biggest flub during the wedding would be paying for slushies for everyone after the gig. 

Things that the “Slushie Rule” applied to over the years included losing your place, coming in at 

the wrong time or playing the wrong piece, though it was overruled on things like music blowing 

away, frantic scrambles caused by temper tantrums in the bridal party, or interruptions by 

slobbering dogs.  

However, as we got older and improved as musicians, the slushie-worthy moments became fewer 

and farther between. We took on more challenging repertoire, and pieces that terrified us in the 

early days of the group became second nature. We also developed a very close dynamic as an 

ensemble, and could non-verbally communicate almost everything we needed during a ceremony.  
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People used to joke that having siblings playing together as an ensemble must have made 

scheduling rehearsals very easy, and they weren’t wrong – sometimes rehearsals would happen on 

snow days while dressed in pajamas, or in the hours before we piled into the family van to get to 

the wedding. However, playing with siblings as an ensemble wasn’t always easy, and even 

something as simple as a wrong note could get personal depending on what happened in the house 

that day. Eventually, as we all got older and started attending university in different cities, the trio 

folded, with a long career of successful weddings behind us.  

I’m firmly of the opinion that playing in a small ensemble is one of the most important and 

enriching experiences a musician can have, especially for those of any age who are just starting 

out. It’s one thing to spend hours practicing solo repertoire by yourself, or preparing a recital with 

an accompanist; it’s another thing to play with an orchestra, concert band or other large ensemble. 

When playing in a chamber group, you’ll be challenged musically in an entirely different way – 

instead of a whole section playing your part, for example, it may just be you. You’re forced to 

listen a lot more closely to the nuances of other players’ parts, and to up the ante with your own 

playing – not to mention your counting! You’ll also develop a much closer connection with your 

ensemble mates as you work on pieces together: though individual practice is still just as important, 

there will be a lot of learning to get done once you’re together. Most of the time, having feedback 

and tips from other musicians can be extremely helpful – and sometimes, very entertaining.  

The best thing about playing in chamber groups is the sheer number of different combinations. 

Trio? Quartet? Quintet? All brass? All flutes? Almost anything you can think of can be made to 

work, as there is plenty of repertoire out there for any kind of chamber group. On the subject of 

repertoire, if you would like to start playing in a chamber group, or need music for your group, I 

would highly recommend the ensemble books offered by Last Resort Music: you can get their 

books according to your group’s skill level and playing preferences (classical favourites, opera 

selections, popular tunes) and in any ensemble number or configuration. The arrangements are 

excellent and sound very impressive.  They were the basis of all our wedding repertoire.  

As a musician, solo performance and practice can be lonely, but working together as part of a 

chamber group can both enrich your experience, give you interesting repertoire to work on, and 

lead to some wonderful friendships with other musicians.   
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FEATURE 

SCHUBERT’S OCTET 

By Marion Wilk 

One of my favourite pieces ever is this amazing work by Franz Schubert.  It was written near the 

end of his short life around the same time as the “Death and the Maiden” (another favourite) and 

“Rosamunde” quartets.  My husband, Roland, loves the octet and organizes readings of it at 

Bennington every year.  Of course I make sure to be there to listen!  His favourite is to play the 

clarinet part, but he also plays the other wind parts and gets invited by others to play them.  This 

is an extremely popular work and I have been in the room listening to the octet at Bennington with 

another group next door playing the work as well! (Bennington College is host to the Chamber 

Music Conference and Composers’ Forum of the East which has been going for almost 75 years 

and is fondly referred to as “Bennington”).  I was also very privileged to hear it at the Jerusalem 

Chamber Music Festival in 2007 with some very famous musicians – Dale Clevenger, long-time 

principal horn of the Chicago Symphony, Klaus Thunemann former principal bassoon of the North 

German Radio Orchestra, Guy Braunstein, then concertmaster of the Berlin Philharmonic and 

eighteen-year-old Julian Bliss, an up-and-coming clarinettist from England.  (I especially 

remember Guy because someone’s cellphone went off between movements and he played the 

melody of the cellphone perfectly in tune, erasing the frustration and making the audience laugh!). 

The work was commissioned by Ferdinand Troyer, a very talented amateur clarinettist (he also 

played the clarinet obbligato part of Mozart’s Parto Parto, which is very challenging).  The clarinet 

and first violin are the major players in the work, but all instruments have their moments in the 

sun.  The octet was fashioned after the Beethoven Septet at Troyer’s request, but Schubert added 

another violin for his version.  It was premiered at the home of the Archduke Rudolf, Troyer’s 

employer.  (This is the archduke to whom Beethoven dedicated his eponymous trio) 

The octet is scored for clarinet, horn, bassoon, 2 violins, viola, cello and bass and consists of six 

movements, running for a full hour: 

1. Adagio – Allegro – Più allegro 

2. Adagio 

3. Allegro vivace – Trio – Allegro vivace 

4. Andante – variations. Un poco più mosso – Più lento 

5. Menuetto. Allegretto – Trio – Menuetto – Coda 

6. Andante molto – Allegro – Andante molto – Allegro molto 
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The first movement is lively and contains many leaps and dotted figures.  The adagio section comes 

back between sections with its lovely sustained chords.  The second movement is a love duet 

between the clarinet and the first violin with “commentary” by the other instruments.  The cello 

also plays the love melody and the other instruments contribute towards the end with some drama. 

The third movement is also in a lively dotted rhythm with the strings and the winds answering 

each other, as they do in the lyrical trio section, which has a lovely cello counter-melody.  The 

theme and variations movements start off as a duet between the violin and clarinet.  The variations 

are divided between the instruments.  The first violin gets the first one, the clarinet the second, the 

horn the third, the cello the fourth, the clarinet and violin again get the fifth in the minor key and 

the viola gets a small moment in the sun in the sixth.  A bridge gets to the lively seventh where the 

first violin has a descant filigree part and the movement ends with a lovely pedal section. 

The minuet is a duet between the strings and the winds.  The bassoon finally has a voice in the trio 

section and has more of a role in this movement altogether.  The horn has a melody line in the very 

beautiful coda that ends on a “smile”. 

There is plenty of drama in the last movement. It starts with a storm section – tremolo from the 

bass and cello and a dark, minor key theme – which soon becomes sunny again.  The strings start 

the allegro section alone and then are joined by the winds.  This is a very orchestral movement 

with the mode often changing from major to minor.  Sudden general pauses resolve each time 

when the viola starts with four groups of four rapid notes and continues these under the melodies.  

The dramatic storm section comes back before the piece ends in a joyous romp. 

A great recording on YouTube is by the Ysaye Quartet – live in concert. 

 

TOP OF THE POPS 

CHAMBER WORKS FOR WINDS 

 

Submitted by Roland Wilk 

The music literature for wind instruments is very different to that for strings. The major composers, 

Beethoven, Brahms, Mozart, Haydn, Schubert to name but a few, wrote volumes of quality music 

for small string ensembles – trios, quartets and quintets. Perhaps this is because the strings form a 

family of like instruments, and blend so well together. String playing can be much more nuanced, 

and string players can play continuously for much longer periods as they are using their arms which 

have large muscles as opposed to their mouths. Consequently. the top wind repertoire is very 
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fragmented, concise, with many composers each writing only one work for a particular 

combination of wind instruments. 

IMSLP.ORG is a great resource for exploring this plethora of composers. I have put together a 

list of gems that I have come across – they are definitely worth listening to and playing. 

 

3 instruments 

Flute, clarinet and bassoon: Beethoven, Devienne, Gebauer, Pleyel, Kummer 

Oboe, clarinet and bassoon: Beethoven, Francaix 

2 flutes and bassoon: Haydn London Trios 

2 clarinets and bassoon: Mozart (6), Devienne, Pleyel 

Flute, horn and piano: Ewazen 

Flute, bassoon and piano: Donizetti 

Flute, cello and piano: Weber, Mendelssohn 

Oboe, horn and piano: Reinecke, von Herzogenberg 

Oboe, bassoon and piano: Poulenc 

Clarinet, horn and piano: Reinecke 

Clarinet, bassoon and piano: Glinka 

Clarinet, viola and piano: Mozart, Schumann, Bruch 

Clarinet, cello and piano: Beethoven, Brahms, Zemlinsky, Frühling, Farrenc 

Horn, violin and piano: Brahms 

 

4 instruments 

Flute, oboe, clarinet and bassoon: Francaix 

Flute, clarinet, horn and bassoon: Rossini (6) 

Flute, violin, viola and cello: Mozart (4) 

Oboe, violin, viola and cello: Mozart, Stamitz 
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Clarinet, violin, viola and cello: Crusell (3), Kreutzer 

Bassoon, violin, viola and cello: Devienne (3), Heiden, Danzi (2), Stamitz (2) 

 

5 instruments 

Flute, oboe, clarinet, horn and bassoon: Danzi (9), Reicha (25), Nielsen, Taffanel, Francaix, 

Lachner, Pills 

Oboe, clarinet, horn, bassoon and piano: Beethoven, Mozart, von Herzogenberg 

Clarinet, 2 violins, viola and cello: Mozart, Brahms, Fuchs, Weber, Reger 

Horn, violin, 2 violas and cello: Mozart 

 

6 instruments 

2 clarinets, 2 horns and 2 bassoons: Beethoven 

Flute, oboe, clarinet, 2 horns and bassoon: Reinecke 

Flute, oboe, clarinet, horn, bassoon and piano: Thuille, Rheinberger, Poulenc, Blumer, Farrenc, 

Jacob, Dvorak (arr. Rechtman) 

Flute, oboe, clarinet, 2 bassoons and piano: Martinu 

Clarinet, horn, violin viola, cello and piano: Dohnanyi 

 

7 instruments 

Clarinet, horn, bassoon, violin, viola, cello and double bass: Beethoven, Berwald, Kreutzer 

 

8 instruments 

2 oboes, 2 clarinets, 2 horns and 2 bassoons: Beethoven, Mozart, Hummel, Krommer, Haydn, 

Myslivicek 

Clarinet, horn, bassoon, 2 violins, viola, cello and double bass: Schubert 
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9 instruments 

Flute, 2 oboes, 2 clarinets, 2 horns and 2 bassoons: Gounod 

Flute, oboe, clarinet, horn, bassoon, violin, viola, cello & double bass: Spohr, Lachner, 

Rheinberger, Farrenc 

 

10 instruments 

2 flutes, 2 oboes, 2 clarinets, 2 horns and 2 bassoons: Bernard, Jacob 

 

12 instruments 

2 oboes, 2 clarinets, 3 horns, 2 bassoons, cello, double bass and contrabassoon: Dvorak Serenade 

 

13 instruments 

2 oboes, 2 clarinets, 2 basset horns, 2 bassoons, 4 horns and contrabassoon: Mozart Gran Partita 

 

Compiled by Roland Wilk, July 2018 
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PREVIEW 

The following article, by Peter H. Solomon, Jr.   previews the next Reading 

The Story of a Piece:  

Handel’s Israel in Egypt 

The Story of a Piece: Handel’s Israel in Egypt 

by Peter H. Solomon, Jr. 

Our first CAMMAC Toronto reading of 2018-2019 features the Handel oratorio Israel in Egypt, 

arguably the most popular of his oratorios after the Messiah and one of the most often performed. 

It is unusual among the oratorios in featuring mainly choruses, with just a few numbers for soloists, 

arias and recitatives alike, but what choruses! In depicting the plagues, the exodus, and the 

celebration of the Israelites, Handel provides “one superb choral piece after another”. 

Nevertheless, the first performances of the piece in Handel’s time were a failure but “a most 

superbly magnificent” one. 

One early complaint against Israel in Egypt was its novel use of biblical scripture in a theatrical 

setting (the words of Israel in Egypt drew on the book of Exodus and three psalms). But the main 

reason for the flop was not meeting public expectations. The audiences in the theatre where the 

oratorio was first performed in 1739 expected to enjoy the vocal pyrotechnics of soloists, 

especially in da capo arias, and found it hard going to sit through a long string of choruses, however 

inventive. The problem was exacerbated by the inclusion at the start of the original version of the 

piece of an extra half hour of mainly choral work in the form of “Lamentations on the Death of 

Joseph”, a recycling of a dirge the composer had written for a royal funeral. In the next 

performances Handel experimented with adding arias and removing some of the choruses. Nearly 

twenty years later in 1756 he settled on a new version of the piece that omitted the whole first part 

about Joseph, leaving us with the piece that we enjoy today, starting as it does with a short but 

haunting recitative and featuring large-scale virtuosic choruses with exciting orchestral 

accompaniment. 

Over the years Israel in Egypt has generated two controversies, one about its content, the other 

about its performance. Handel composed Israel in Egypt in less than four weeks, and it is hardly 

surprising that he “borrowed” music and musical ideas not only from himself but also from other 

composers. Nearly half the numbers in the oratorio draw upon the works of others (e.g. Stradella, 

Urio, Erba) for “catalyst ideas” (as Christopher Hogwood puts it). In fact, like many other 

composers of his age (e.g. Bach) and before, Handel often wrote “parodies” of earlier music, in 
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the sense not of mockery but of creative use of themes and ideas. Many of the greatest works of 

the Renaissance were parody masses, which used popular tunes and plainchant as the basis for 

their invention. In the early 20th century critics in London bemoaned Handel’s alleged theft from 

other composers. It is striking, though, how Handel created wonders out of the routine music of 

others. As Paul Henry Lang observed, “a course in composition could be based on study of 

Handel’s reworking of the loot”. 

The controversy over performance related to the practice in the second half of the 19th century and 

beyond of using mass forces for performances of Israel in Egypt and the Messiah alike. A 

performance in 1859 at the Crystal Palace (part of a Handel festival), attended and applauded by 

Queen Victoria and Prince Albert, featured 2,765 singers and 466 orchestral players drawn from 

many parts of England. Such extravaganzas grew larger and larger. In fact, the first recording of a 

section of Israel in Egypt on a cylinder (in 1888) had a chorus of over 4,000 singers (but was still 

hard to hear). There was also a tendency to add extra instruments like clarinets and even an organ 

part (written by Mendelssohn). One of the fiercest critics of both practices was playwright and 

essayist George Bernard Shaw. In an acidic diatribe against the use of mass forces, he ventured “If 

I were a member of the House of Commons, I would propose a law making it a capital offense to 

perform an oratorio of Handel with more than eighty performers in the chorus and orchestra, 

allowing forty-eight singers and thirty-two instrumentalists (quoted in Hogwood, 267). 

Fortunately, in the late 20th century performance practice moved in the direction favored by Shaw 

without the need for legislation! 

 

For further reading: 

Winton Dean, Handel’s Dramatic Oratorios and Masques (Oxford, 1959). 

Christopher Hogwood, Handel (revised edition, Thames and Hudson, 2007). 

Paul Henry Lang, George Frideric Handel (Norton, 1966) 

Ruth Smith, Handel’s Oratorios and Eighteenth-Century Thought (Cambridge, 1995). 
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SCHEDULE OF READINGS 

2018-2019 
 

Once a month, CAMMAC singers and instrumentalists get together and read through a work for 

choir and orchestra under the direction of a professional choir director.  Occasionally, readings 

feature pieces for singers only. Readings are not intended as rehearsals, and we do not perform for 

an audience, although listeners are welcome. All readings are in Elliott Hall, Christ Church Deer 

Park, 1570 Yonge St., Toronto, and are on Sunday afternoons from 2:00 pm to 4:30 pm. Admission 

is $6 for CAMMAC members and $10 for non-members. Please arrive 15 minutes early to set up 

so the reading can begin on time! 

September 16 – Handel, Israel in Egypt, with Daniel Taylor (coordinator: Peter Solomon)  

October 21– Haydn, The Creation, with Elaine Choi (coordinator: Gerald Martindale) 

November 18– Bach J.S., Christmas Oratorio, with Joan Andrews (coordinator: Barbara Adams) 

January 27– Mozart, Coronation Mass, with Shawn Grenke (coordinator: Lynda Moon) 

February 17– Vaughan Williams, Toward the Unknown Region; Mendelssohn, Magnificat in D, 

with Jennifer Lee (coordinator: Gerald Martindale) 

March 24– Faurẻ, Requiem, with Leonidas Varahidis, (coordinator: Marion Wilk) 

April 28– Rossini, Stabat Mater, with Daniel Norman, (coordinator: Tim Moody) 

June 2 – Dvořák, Stabat Mater, with Alexandra Bourque (coordinator: TBD) 
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A CAMMAC (Canadian Amateur Musicians /Musiciens Amateurs du Canada) Toronto Region Event.  

Please copy and post. 

 

CAMMAC READING 

 
 

 

 

HANDEL 
 

Israel in Egypt 

Date SUNDAY, September 16, 2018 

Time 2 PM SHARP TO 4:30 PM (Please arrive 15 minutes early.) 

Conductor Daniel Taylor 

Biography Daniel Taylor is one of the leading countertenors in the world. He has sung and 

recorded with most of the leading groups specializing in baroque and early music, 

as well as with opera groups performing music of all periods. In addition, Daniel 

is artistic director and conductor of the choir and orchestra of the Theatre of Early 

Music, itself one of the finest groups of its kind (which records for Sony). Taylor 

is also a professor at the University of Toronto, where he is the head of Historical 

Performance in the Faculty of Music, coaches students in the Opera Department, 

and conducts the Schola Cantorum Choir and Orchestra. For more see 

www.danieltaylor.ca. 

Music notes Israel in Egypt is one of Handel’s most popular (and finest) oratorios. Unlike the 

others it consists mainly of choruses. Using biblical texts alone, it provides the 

story of the exodus, with dramatic renderings of the various plagues, and a joyous 

account of the later celebration. Its extraordinary music uses every device in the 

choral arsenal, including choral recitative and arioso, fugues and double fugues. 

At the same time the orchestra remains independent and colorful even in the 

polyphonic choral sections. 

Place Christ Church Deer Park, 1570 Yonge St. (2 blocks north of St. Clair Avenue) 

in Elliott Hall (enter from Heath St.) 

Singers Choir SATB, at times SSAATTBB.   Short solos only for soprano and tenor 

Instrumentation 2 oboes; 2 bassoons; 2 trumpets in C, 3 trombones, timpani, strings. 

Information For more information:  Peter Solomon,  peter.solomon@utoronto.ca  

Cost CAMMAC members $6; non-members $10; students free.   

Refreshments Refreshments will be available for $1 during the break. 

 

Instrumentalists: please pre-register with Peter Solomon, peter.solomon@utoronto.ca 

Instrumentalists please bring your own music stand 

http://www.danieltaylor.ca/
mailto:peter.solomon@utoronto.ca
mailto:peter.solomon@utoronto.ca
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OCTOBER READING: 

HAYDN, “THE CREATION” 

The Creation 

Oratorio by Joseph Haydn 

 

Adam and Eve, topic of the oratorio's Part III, in 

The Garden of Earthly Delights by Hieronymus 

Bosch 

Native name Die Schöpfung 

Text Gottfried van Swieten 

Language German 

Based on • Book of Genesis 

• Psalms 

• John Milton's Paradise Lost 

Composed 1796–1798 

Movements 34 (in three parts) 

Scoring Soprano, tenor and bass soloists, 

chorus and orchestra 

 

Note from the Editor:  

A preview of this piece for the October Reading will appear in the October Newsletter.   

https://en.wikipedia.org/wiki/Oratorio
https://en.wikipedia.org/wiki/Joseph_Haydn
https://en.wikipedia.org/wiki/The_Garden_of_Earthly_Delights
https://en.wikipedia.org/wiki/Hieronymus_Bosch
https://en.wikipedia.org/wiki/Hieronymus_Bosch
https://en.wikipedia.org/wiki/Gottfried_van_Swieten
https://en.wikipedia.org/wiki/Book_of_Genesis
https://en.wikipedia.org/wiki/Book_of_Psalms
https://en.wikipedia.org/wiki/John_Milton
https://en.wikipedia.org/wiki/Paradise_Lost
https://en.wikipedia.org/wiki/Soprano
https://en.wikipedia.org/wiki/Tenor
https://en.wikipedia.org/wiki/Bass_(voice_type)
https://en.wikipedia.org/wiki/File:J._Bosch_The_Garden_of_Earthly_Delights_(detail_3).jpg
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READING REVIEW 

Bruckner Mass in e minor. 

March 25, 2018 

Submitted by Sheila M. MacRae 

The bishop of Linz, who had already commissioned a Festive Cantata from Bruckner asked the 

latter in 1866, for a mass to celebrate the accomplishment of the construction of the Votive 

Chapel of the new cathedral. Because of a delay in completing the construction, the celebration 

of the dedication didn't take place until three years later, on 29 September 1869 on the Neuer 

Domplatz. 

Ori Siegel, once a bassoon player but subsequently a singer and conductor, conducted this 

remarkable Mass in e minor for eight-part mixed choir and wind instruments (2 oboes, 2 

clarinets, 2 bassoons, 4 horns, 2 trumpets and trombones). The wind instruments as necessary 

under the circumstances of outdoor performance for which Bruckner wrote the piece."  

The Mass is based strongly on old-church music tradition, and particularly old Gregorian style 

singing. The Kyrie is almost entirely made up of  a cappella singing for eight voices. The Gloria 

ends with a fugue, as in Bruckner's other masses.[6] In the Sanctus, Bruckner uses a theme from 

Palestrina Missa Brevis. 

According to the Catholic practice – as also in Bruckner’s preceding writing– the first verse of 

the Gloria and the Credo is not composed and has to be intoned by the priest in Gregorian mode 

before the choir goes on. 

The setting is divided into six parts. 

1. Kyrie– Ruhig Sostenuto, E minor 

2. Gloria– Allegro, C major  

3. Credo – Allegro, C major 

4. Sanctus– Andante, G major 

5. Moderato– Moderato, C major 

6. Agnus Dei– Andante, E minor veering t 

It is clear that Ori Siegel attempted a work which is very difficult both for the choir and the 

winds.  He made a noble attempt, repeated many times that singers should not be afraid to sing 

out: he would rather people sing and enjoy themselves, even if it meant allowing mistakes.  Ori 

intoned the first verse of the Gloria and Credo himself. 

Thank you to Marion Wilk for holding the piece together with keyboard accompaniment. 

 

 

https://en.wikipedia.org/wiki/Mass_No._2_%28Bruckner%29#cite_note-6
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PLAYING AND SINGING OPPORTUNITIES 

TEMPO 2017-2018 

Toronto Early Music Players Organization 

The Toronto Early Music Players Organization (TEMPO) holds monthly meetings on 

Sunday afternoons between September and May, usually at Armour Heights Community 

Centre, 2140 Avenue Road, just south of Wilson. We play under the guidance of a professional 

coach and welcome intermediate and advanced recorder and viol players. For more information, 

visit http://tempotoronto.net or call: 416 779 5759. 

   

Toronto Recorder Players’ Society 

 

Toronto Recorder Players Society 

The Toronto Recorder Players Society (RPS) holds 12 Friday night meetings between September 

and June, at Mount Pleasant Road Baptist Church, 527 Mount Pleasant Road, just north of 

Davisville Avenue. Amateur recorder players of all ages and abilities get together to play music of 

the Renaissance, Baroque, and beyond. For more information, visit http://rpstoronto.ca. 

 

Reena 
Reena has asked CAMMAC Toronto Region to publicize the following:    

“Reena is a non-profit organization that assists individuals with developmental disabilities. The 

individuals here are not picky when it comes to music. They enjoy upbeat popular music. Vocal 

plus instruments is great. If it is just instrumental that is very nice, too.  We are open Monday to 

Friday during the day. Client programs run between 10:30AM - 12PM and 1PM - 2:30PM and 

go on for 45 - 60 minutes.  If there were a CAMMAC member(s) who would be available to play 

on a specific day, I would try to accommodate their schedule.   

We are located at 927 Clark Ave W. The major intersection is Bathurst and Steeles. “ 

Please contact Gil Dodick,  GDodick@reena.org 

 
 

 

 

 

 

 

 

https://maps.google.com/?q=2140+Avenue+Road&entry=gmail&source=g
http://tempotoronto.net/
https://maps.google.com/?q=527+Mount+Pleasant+Road&entry=gmail&source=g
http://rpstoronto.ca/
https://maps.google.com/?q=927+Clark+Ave+W&entry=gmail&source=g
mailto:GDodick@reena.org
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CONCERTS NOTICES AND UPCOMING EVENTS 
 

(all groups listing an event must include at least one CAMMAC member; only events 

received by the Editor by the Newsletter Deadline will be published ) 

The Newsletter welcomes short announcements in Playing Opportunities and Concert Notices 

from all CAMMAC members.  Please send details to the Editor by next Newsletter deadline. 

Peterborough Concert Band, "160th Anniversary Concert”. Peter Sudbury, Music Director and 

Conductor. A retrospective of the Peterborough Concert Band’s many faces over more than a 

century and a half.  Market Hall Performing Arts Center, 140 Charlotte Str. Peterborough, ON 

K9J 2T8. Tickets through Band Members and online http://markethall.org/. All tickets $10. 

Catered reception, all ticket holders entitled to one complimentary beverage.  Sunday October 

28, 3:00 pm.  

 

North York Concert Orchestra, Music Director and Conductor Rafael Luz. “Lest We Forget” 

Holst; Mars (from “The Planets”); Granados; Intermezzo from”Goyescas”; 

Vaughan Williams; The Lark Ascending (featuring violinist Alessia Disimino); 

Shostakovich; Symphony No. 5. Yorkminster Citadel, 1 Lord Seaton Rd., North York (Yonge & 

401). Tickets: Adults $30.00, Seniors $25.00, Students $10.00 (online at www.nyco.ca) 

Saturday, November 3, 8:00 pm. 

Amadeus Choir, "The Great War - A Comemoration" Lydia Adams, Conductor; Shawn Grenke, 

Conductor, Piano and Organ; Eglinton St. George's Choir. The choirs mark the 100th anniversary 

of the end of the Great War with a choral tribute to the fallen, including the Fauré Requiem and 

Vaughan Williams’ Dona Nobis Pacem. Poetry by children and youth on the themes of war and 

peace will be represented, making this meaningful occasion a truly inter-generational experience. 

Eglinton St. George's United Church, 35 Lytton Blvd., Toronto. For more information, 416-446-

0188 or www.amadeuschoir.com . Sunday, November 4, 2018, 4:00 pm. 

 

 

ADVERTISING RATES 

Full page $90 (max. 6 ½ W x 7 ½ H) 

Half page $50 (max. 6 ½ “W x 4 5/8” H) 

Quarter page $30 (max. 3 ½” W x 4 5/8” H) 

Advertising is subject to space availability.  Neither publication nor positioning is guaranteed 

  

Next CAMMAC Newsletter deadline  

No materials for Playing Opportunities or Concert Notices will be accepted after the date 

below:  

 September 15, 2018  

 

http://markethall.org/
https://maps.google.com/?q=1+Lord+Seaton+Rd.,+North+York&entry=gmail&source=g
https://maps.google.com/?q=1+Lord+Seaton+Rd.,+North+York&entry=gmail&source=g
http://www.nyco.ca/
https://maps.google.com/?q=35+Lytton+Blvd.,+Toronto&entry=gmail&source=g
http://www.amadeuschoir.com/
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CAMMAC TORONTO REGION MANAGEMENT COMMITTEE 2018 – 2019 

 President:     Gerald Martindale 416-551-5183   gmartindale76@gmail.com  

 Past President:    Tim Moody    416-605-2793  tim@timmoody.com 

 Treasurer:     Marion Wilk   416-386-0258   marion.wilk@gmail.com 

 Secretary:     Marion Wilk   416-386-0258   marion.wilk@gmail.com 

 Newsletter Editor:             Sheila M. MacRae  705-559-7672   smmoboe@gmail.com 

 Publicity Coordinator*:   Barbara Adams    905-877-0671   brbr.adams@gmail.com 

 Musical Chairs:    Gerald Martindale  416-551-5183   gmartindale76@gmail.com 

 Soloist Coordinator:               Peter Solomon  416-781-4745   peter.solomon@utoronto.ca                   

 Member-at- Large:                Lynda Moon    416-482-6562   ptriovc@gmail.com  

Member-at- Large: Zhenglin Liu                 647-388-7963                 

zhenglin.liu@mail.utoronto.ca 

 Member-at-Large Terri Allen  416-488-4552   Email Unlisted 

          OTHER CONTACTS 

 Webmaster:  Barbara Adams 905-877-0671 brbr.adams@gmail.com 

 CAMMAC membership Toll Free  888-622-8755 national@cammac.ca 

CAMMAC website      www.cammac.ca 

*Toronto Region Representative to the CAMMAC Board of Directors       

mailto:gmartindale76@gmail.com
mailto:tim@timmoody.com
mailto:marion.wilk@gmail.com
mailto:marion.wilk@gmail.com
mailto:smmoboe@gmail.com
mailto:brbr.adams@gmail.com
mailto:gmartindale76@gmail.com
mailto:peter.solomon@utoronto.ca
mailto:ptriovc@gmail.com
mailto:zhenglin.liu@mail.utoronto.ca
mailto:brbr.adams@gmail.com
mailto:national@cammac.ca
http://www.cammac.ca/

