
1 

 

  

 

 

TORONTO REGION NEWSLETTER 

October 2021 

“The poem as an inspiration for musical creativity” 

In the Spotlight:  In Flanders Fields  1 Readings 16 

Of Note: Vincent Gassi Interview 7 Playing and Singing Opportunities 19 

Gift to CAMMAC 13 Concert Notices  20 

Schedule of Readings  15 Management Committee 21 

 

IN THE SPOTLIGHT: 

In Flanders Fields: 

The birth and upbringing of a setting 
 

                                                                                Submitted by Derek Healey 
 

 

 
Poppies 
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In the mid 1970’s, when teaching in the Division of Music at the University of Guelph, I would from time 

to time encounter the Dean and founder of the College of Arts, Dr. “Murdo” Mackinnnon when walking 

down a corridor. He would often greet me with “You really should make a setting of John McCrae’s In 

Flanders Fields; at which I would stammer a reply to the effect that “I certainly will, just as soon as I’ve 

completed the orchestral piece I’m working on” – as a composer, I find multi-tasking difficult. This 

happened on a number of occasions, until I obviously had to leave-off writing Primrose in Paradise, (or 

was it the opera Seabird Island?) and devote my full attention to writing Murdo’s piece. 

 

Lieutenant Colonel John McCrae’s poem was written on May 3rd, 1915, during the Second Battle of Ypres 

in Belgium as a tribute to his friend Lieutenant Alexis Helmer, killed in action and buried that very 

morning. In 1975 I was only too conscious that people's attitude towards warfare had 

radically changed over the previous 60 years. I fully appreciated the horror of the circumstance in which 

the poem was written, and I understood what it meant to Canadians, and to the people of Guelph in 

particular; but the ethos of the poem was definitely from a different era and so needed to be treated in a 

unique way. 

 

Possibly the hardest part was to decide as to the nature of the setting, for since studying in Rome some 

twelve years earlier, I had devoted myself almost exclusively to writing instrumental and vocal pieces 

employing my own adaptation of the avant-garde techniques of the period, to which I later 

incorporated characteristics from Canada’s First Peoples, particularly in my orchestral suite Arctic 

Images and the opera Seabird Island. John McCrae’s exhortation would definitely not fit into this idiom. 

At first, I thought of the possibility of writing a work using proportional notation for voices accompanied 

by an instrumental ensemble consisting mainly of percussion, but I soon rejected the idea in favour of a 

setting which I felt John McCrae would feel at home with. At that time, the only setting of the poem I 

knew was Charles Ives’ unique song for voice and piano. I realize now that there must have been many 

settings made over the years, including even one by John Phillip Sousa! Anyway, I worked at the problem, 

making sketches for some three or four days, by which time the piece was on its way. 

 

The breakthrough came when I realized the importance of the word “poppies” in John McCrae's almost 

imagist poem with its very colourful word-palette, the word also brought back memories from childhood, 

when on one occasion I found my Gran asleep on a sunny bank on the edge of a wheat-field amid poppies. 

On waking, she recalled how as a child she would go gleaning to help with the family food-budget. She 

had given me the key to the door called Folksong, and it was then I realized that John McCrae's poem at 

times had the feel of a folk-ballad – from the moment of this realization, the piece practically wrote itself. 

 

One noteworthy thing about the poem which I was grateful for, was that each of the three verses had its 

own distinct character, which in turn suggested the part-song’s form. For example: verse one, In Flanders 

Fields the poppies grow, sets the scene: verse two We are the dead, should be for men’s voices: and the 

final verse, Take up our quarrel, should surely open with a rising leap, perhaps even an octave. 

 

From a structural point of view, perhaps the most appealing feature of the poem, was its very natural 

rhythmic construction, consisting almost entirely of eight syllables per line, with half-lines at the close of 

verses 2 & 3. The only thing that caused me some anxiety, was the uneven number of lines in each verse 

– 5, 4, and 6, but in fact it caused no problems. The poet’s consistent use of eight syllables meant that I 

could employ a rhythmic pattern found in many folk songs from the British Isles, such as Barbara Allen, 

The Banks of Sweet Primroses, and O Waly, Waly, with an accented pause on the 4th syllable of many 
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lines. The main reason for selecting E as the tonal centre, was that I knew the basses of the University of 

Guelph Chamber Singers were able to produce this pitch in their bottom octave with good tonal 

control, thereby giving the piece a rich sonority when needed. 

 

 

 

 

 

 

 

1970s Derek Healey composing (Photo by Olive, Derek Healey’s wife) 

 

I decided to make each verse open-ended, with verses 1 & 2 ending on A, and the final verse added an F# 

to the final A minor chord. The instrumental introduction/ritornello is basically pentatonic, with the pitch-

centre moving from D to E over the four bars and making use of bagpipe-style ornamentation in deference 

to the McCrae family origins. The piece was completed on September 28th, 1974, and published by Gordon 

V. Thompson in 1976, I decided it was only fitting to dedicate the work to Murdo, since without his 

prompting, the setting would almost certainly never have been written. 

 

It is perhaps of interest that on looking through my rough notes, I found that even after writing the various 

melodies employed, I intended writing the piece for 3 flutes, trumpet, piano and drums, instead of for an 

alto recorder. Looking back, I’m so thankful I took the under-stated path. 
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Ideas for “In Flanders Fields” 
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All the above information is of course of a very personal nature, and I’m not sure it would be of interest 

to others, anyway, that is how the setting came to be made all those years ago. 

 

The piece received its premiere at a Remembrance Service at the Memorial Hall, University of Guelph, 

in 1974, for which occasion it was written. As I recall, there was some confusion before the service, as we 

were nearing examination time, and it was the ‘flu season, which had left its toll; anyway, Plan B was put 

into action, and all went well. 

 

I don’t remember when, or by whom the first public performance was given, but I surmise, it would almost 

certainly have been by the Festival Singers, but I do recall hearing it sung by the choir of Dublin Street 

United Church, Guelph, in 1996 at a concert organized by Barrie Cabena to mark my 60th Birthday – it 

was very appropriate that Murdo and Elizabeth MacKinnon were in attendance. 

 

 

 

 
 

John McCrae’s Home in Guelph Ontario. John McCrae’s dates were 1872-1918 
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I think the song’s upbringing was left mainly to Elmer Iseler, who obviously had a soft spot for the piece, 

and who acted, as it were, as the song’s godfather. Elmer often included it when giving a concert with the 

Festival Singers, or the Toronto Mendelssohn Choir, together with the Canadian Brass, having the first 

trumpet play the recorder part – I never heard any of those performances, but was told the effect was very 

moving, particularly when heard in a large space, such as a cathedral. It is also worthwhile mentioning 

that the Festival Singers performed the piece in the Kennedy Center, Washington on April 22nd, 1978, and 

the Toronto Mendelssohn Choir included the work in their concert at the Edinburgh Festival in 1981, I 

was also informed that it was part of a concert given in Bruges Cathedral but am uncertain as to the date. 

I was very touched to hear that Elmer included it in his final appearance with the Mendelssohn Choir in 

Toronto in 1997. South of the border, In Flanders Fields was included by Dale Warland in the final season 

of the Dale Warland Singers, in concerts in both Wisconsin and Minnesota in October and November 

2004. 

 

It was also very moving to know that the setting had been performed by soldiers, as was the case when it 

received a performance by the Soldiers’ Chorus of the US Army Field Band under their conductor Major 

Dwayne S. Milburn at the Memorial Day Remembrance at Fort George G. Meade in 2013, also a number 

of performances were given by the West Point Military Glee Club in 2017/18 under the baton of the Club’s 

director Constance Chase, including one at the Chicago Day Commemoration at Soldier Field on 

November 11th 2017, and at the Graduation Ceremony at Eisenhower Hall, West Point, on May 22nd 2018. 

My wife, daughter and I were invited to a rehearsal at West Point, where I was presented with one of the 

Glee Club’s Centennial Medallions – it was a very emotional experience to hear the piece sung by the 

cadets. 

 

Everything passes, and it’s sad to say that the setting is no longer in print, but copies can be made with 

the permission of the Alfred Music Company. 
 

John McCrae - https://en.wikipedia.org/wiki/JohnMcCrae 

 

Guelph mourns the loss of Murdo MacKinnon - 

https://www.guelphmercury.com/news-story/2786197-guelph-mourns-loss-of 

 

Derek Healey - https://www.DerekHealey.com 

 

 

 

 

 

 

 

https://en.wikipedia.org/wiki/JohnMcCrae
https://www.guelphmercury.com/news-story/2786197-guelph-mourns-loss-of
https://www.guelphmercury.com/news-story/2786197-guelph-mourns-loss-of
https://www.derekhealey.com/
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OF NOTE: 

VINCENT GASSI INTERVIEW  

Submitted by Vincent Gassi 

 

Conducting the Rose Orchestra for the Arts Alive Festival in Brampton, Ontario (2017) 

Q: You wear, and have worn, many hats, as a conductor, a composer, and a music educator. These 

perspectives give you a unique musical vantage point. Thinking about your conducting career, could 

you recall one memorable experience? What made this experience memorable?  

A: On a Friday night some years ago (the opening night of a show I conducted), a lead cast member came 

down to the pit at the end of act one. His hand was on his throat, and he was whispering that he had lost 

his voice.  

Problem: his big song was coming up at the start of Act two. I called the director and asked whether 

skipping over this song would create other problems with set, costume, or plot changes. He said we could 

make it work. So, during Act two, we skipped this lead character’s song.  
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The singer’s sore throat didn’t get any better by the next morning (Saturday). For Saturday night’s show, 

we decided to have him try to lip sync to an off-stage singer.  

Problem: we couldn’t get into the theatre until 6:30pm (the house was opening at 7 pm and the curtain 

was going up was at 7:30) so we only had 30 minutes to rehearse the synchronization.  

Problem: the offstage singer was stuck in traffic and couldn’t make it on time to rehearse.  

Solution: One of our expert sound people had a hunch. It just so happened that the sound crew had recorded 

the song in question during one of the rehearsals the previous week. They do this occasionally so that they 

can experiment to find the optimum balance (this is done when the cast has left the theatre and the sound 

crew can take their time experimenting with the levels).  

The amazing sound crew were able to separate all the other tracks out and when I heard the recording of 

just the singer’s voice, I knew this was the solution. 

At 6:45 pm, just before the house opened, our singer walked on stage to try lip synching with a recording 

of his own voice. The recording was played over the house speakers, the singer “mouthed” to the 

recording, my pianist played to the recording, and I conducted to same. Result: It worked! The audience 

would not be the wiser.  

Problem: we couldn't rehearse this with the orchestra (for which the song was scored) as the house was 

opening in a few minutes and the audience would begin filing in. Amazingly, the first time the orchestra 

played the song with the voice recording was in performance. 

I am certain that, had I not even told the orchestra what was happening, they would not have known the 

difference, because we (my singer, my accompanist, and I) had rehearsed all the music (for months prior) 

at the same tempo every time before bringing in the orchestra. I create a set list on my metronome so that 

we can catch every tempo change in the entire show, so every rehearsal is consistent.  

Solution: Because of this way of rehearsing, all of the tempi (and changes in tempi) had become “muscle 

memory” for me and the entire cast and all of the ritardandi and accelerandi (that help to lend 

expressiveness to the music) were “locked in”. Our singer never recovered his voice for the remainder of 

that show and every time we got to his big song in Act two, the orchestra was live, and the singer was a 

recording.  

Q: Why do you choose to conduct band music as opposed to other kinds of music? As a music 

educator, does conducting band offer advantages over conducting classical music?  

A: I love conducting (making music). It doesn’t matter what kind of ensemble it is. I get asked to conduct 

bands more frequently because most of my writing is for band. The requests to guest conduct are usually 

because the ensemble has programmed one of my works and then ask me to workshop the piece.  

The orchestral conducting I have done is mostly pit orchestras, though I would love to do more full 

orchestra conducting.  
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To answer your second question, I don’t think there is any advantage to conducting band music as 

opposed to orchestral music. It’s all music and music is about expressiveness. As I said above, for me, it 

is because I am mostly known for my works for band.  

Q: You have remained active during the COVID-19 pandemic, for example, running online 

workshops. Could you please tell our readers about the Creativity Workshops which you have been 

running since January 26? Why did you start these? With whom do you engage in the workshops? 

What have been some of the outcomes for you personally and perhaps for your participants?  

A: I started doing these workshops because I wanted to help music educators. I know many music 

teachers and how great their recent challenges have been. I wanted to help them. Initially I did not 

charge any fee for this workshop.  

The workshop is targeted for students from grades 8-12. I want my participants not to be held back from 

engaging in music creation (composition) because of misconceptions. I think a lot of people think they 

are not creative for two reasons: 1) they don’t engage in this kind of activity very often and so their 

“creativity muscles” are out of shape (you wouldn’t attempt to lift heavy weights after only going to the 

gym once or twice—you have to train daily) and 2) most people think they need to learn a lot of theory 

before they can compose. Both beliefs are false. Theory is important and at some point, if you are going 

to get serious about music and especially composition, you’ll have to acquire it, but theory is not the same 

thing as music creation. Music creation, or composition, is about two things: 1) thinking in sound and 2) 

organizing sound. I’ve worked with kids who knew nothing about music and had them organizing sound 

almost immediately.  

So, for these two reasons, students, and sometimes teachers avoid the subject. However, I have been really 

impressed with the teachers I have worked with. They are providing opportunities for their students to 

engage in the creative process, and this is wonderful because it will serve them whether they become 

composers or not. It’s the same reason we engage students in other arts areas. They may have no intention 

of becoming an actor, dancer, or a visual artist but engaging in the creative process (experimentation, 

reflection, combining previously unrelated ideas and rearranging them in new ways) will be critical to 

coping with the world in their adult lives.  

My personal outcomes have been 1) a sense of satisfaction in knowing that I’m helping kids (and teachers) 

to abandon misconceptions about themselves 2) I feel strongly about helping music educators face the 

challenges of virtual learning 3) I love sharing my passion for creativity and composition and 4) I have 

gained even more insight into how kids learn and the importance of creative thought. 

Q: Another interesting project is your “Cool Ideas” designed for student creativity. Could you 

please tell us more?  

A: This is a workshop for teachers where I present twenty simple but effective ideas to engage students 

and themselves in the creative process. Everything from easy improv for kids, to film composition, guided 

listening, and more. I won’t list them all here, but these activities are ones that I have created and used at 
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some point in my teaching career. They can be used with both virtual and in-class learning models. This 

workshop also stems from my desire to help music teachers. It’s not an easy time.  

Q: Your doctoral work was on the film score Planet of the Apes (film dated 1968) which as detailed 

in a previous article (“Of Note”, September 2017, CAMMAC Toronto Region Newsletter Archives) 

was the only film score to be created completely on the basis of the 12- tone method. In addition to 

Jerry Goldsmith, the composer of that 1968 score, could you please tell us who you consider to be 

the one or two top film score composers and why?  

A: That’s a difficult question because there are so many to chose from. Certainly, the pioneers of the silver 

screen should be included: Max Steiner, Erich Korngold, Franz Waxman, Alfred Newman, Bernard 

Herrmann, Alex North, and then of course, there’s John Williams and Jerry Goldsmith, the latter two 

being my personal favourites. Others include David Newman, Thomas Newman, James Newton Howard, 

James Horner. (Sigh!) So many composers, so little time!  

Sometimes doctoral students change the topic of their research for various reasons. One reason is that they 

may realize at a later point in their research that they have lost interest in their research question. I am 

happy to say that I never once lost interest in mine. It was always an intriguing question for me; how 

Goldsmith was able to create such an engaging score which supports the narrative of the film. How did he 

do that using a system designed to negate any sense of a tonal centre? When you think of it, our “tonal” 

system is such that composers and performers can express a wide range of emotions. Using the 12-tone 

method, which essentially negates any sense of a home base, how can one create music which is 

emotionally expressive in a way that viewers can relate to? This is a fascinating question. The answer 

would take some time to explain but ultimately it has to do with Goldsmith’s artistry. There were others 

who used non-tonal systems in film scores to a much lesser degree. In my opinion, they were more 

formulaic rather than musical. Goldsmith was able to take a formulaic method of writing and make it 

musical. 
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Vincent Gassi 

Q: Your works are often commissions. To what extent is the commissioner or group for which the 

work is intended in the back of your creative mind as you write – for example, if a group were to 

be attracted to playing jazz, could that be incorporated into the commissioned work?  

A: Yes, in fact, I just finished a commission for a jazz brass quintet. The commission required me to 

arrange a medley of Christmas Carols (in a jazz setting) for the quintet and full orchestra. The carols I 

chose were not necessarily standards. Also, the quintet is featured both individually (with improvised 

solos) and collectively (with ensemble soli).  

So yes, the commissioning group is always in my creative mind as I write. First of all, I have to consider 

the level of the group, middle school, high school, college, community band or orchestra, or professional 

ensemble. Stylistically and creatively, I want to provide them with a work with which they will be happy, 

one that is challenging and musically interesting.  

They sometimes request the work be for a certain occasion, such as a dedication or perhaps the ensemble 

is going on tour and wants a piece to showcase. Of course, each piece I write is imbued with my own 

creative judgement, no matter what the occasion. Most of the time the commissioning party leaves creative 

licence totally to me.  

Q: Some of your commissions are based on poems – “Tomorrow Shines Soon” inspired by a poem 

by Thomas Hardy and “On White and Wondrous Dawn” which is a setting of a Lucy Maude 

Montgomery poem. Could you tell the Newsletter how basing a composition on a poem affects the 

creative process? Do poems become part of your composition by inspiring a picture, an emotion, a 

rhythm or motif, or something else?  

A: Dr. Kourosh Dini once said that “Creativity is the process of resolving vision.” Poems are often rich in 

imagery and can be really helpful in clarifying the vision of the work. The first two lines of the poem by 

Lucy Maud Montgomery, entitled The Voyagers, serve as a great example.  

We shall launch our shallop on waters blue from some dim primrose shore  

We shall sail with the magic of dusk behind and enchanted coasts before  

The piece I wrote is entitled On White and Wondrous Dawn and was commissioned by the Kitchener-

Waterloo Community Orchestra for the occasion of their concert tour to Italy. Sadly, the tour has been 

postponed due to Covid-19. It is an 8-minute work for full orchestra. The title was taken from the final 

verse of the poem. 

And at last, on some white and wondrous dawn, we shall reach the fairy isle  

Where our hope and our dream are waiting us, and the tomorrows smile  
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The reason I chose this poem is two-fold. I wanted a work by a Canadian author because the orchestra is 

Canadian. When I read Montgomery’s poem, I felt the orchestra, like those ancient mariners in the poem, 

were voyagers on an adventurous journey filled with unexpected struggles and successes.  

Tomorrow Shines Soon was commissioned by the W.R. Myers High School Concert 5 Band in Taber, 

Alberta. Their conductor, Andrea Makarchuk, wanted an uplifting piece to reflect the fact that her students 

have the potential for a bright future. The title is from a line in a Thomas Hardy poem entitled “Song of 

Hope”. It wasn't the imagery in this poem which inspired the music but, rather, the one line "Tomorrow 

Shines Soon." I took from this that, no matter how bleak things may look today, we don't have to wait 

long for the next day's sun to shine and the potential for things to improve. As Lucy Maud Montgomery 

once said, "Tomorrow is always fresh, with no mistakes in it." I am happy to say that this piece will be 

published by Wingert-Jones Publications and will be available in 2022.  

Q: Why has music continued to be so important to you?  

A: I'll repeat part of what I said in a previous CAMMAC interview. Music is fun! It is limitless. Even with 

all the composers who have ever lived and who are writing music today, there is still so much room for 

original thought. Music can encompass an endless array of emotions and colours and it is astonishing how 

powerfully expressive it can be. If I never make another dime as a composer, I’ll still be writing music 

every day for this reason alone and I’ll never stop learning. It’s impossible for me not to be passionate 

about it. Perhaps the following quote alludes to the magic of music.  

Creative products are always shiny and new; the creative process is ancient and unchanging.  

—Silvano Arieti  

In 1930, John Philip Sousa, wrote an article for The Instrumentalist magazine. It is entitled "Why Does 

the World Need Bands". Sousa spoke about "bands" because band was his life, but his comments relate to 

the arts in general. There has been much research done showing the many ways that music makes you 

smarter and I know it's true but Sousa himself provides the best answer to his question, true as much today 

as it was then.  

“Why does the world need bands? Why does the world need flowers, sunlight, religion, the laughter of 

children, moonrise in the mountains, great masterpieces of art? Why indeed? Because the world has a 

soul, a spirit, which is hungry for beauty and inspiration.” 
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FEATURE: 

JOHN FERTH HONORS HIS WIFE 

PIERRETTE WITH A GIFT * 

Jean-Charles Grégoire, President of the Board of CAMMAC, announced recently that CAMMAC had 

received a wonderful gift of stock worth $195,000 from a long-time member and supporter, John Ferth of 

Toronto in honour of his late wife, Pierrette and their mutual participation in CAMMAC. 

John and his wife Pierrette were active in CAMMAC for 30 years between 1976 and 2006 and many 

CAMMAC participants during those years will remember them. John, originally from Hungary, played 

the recorder ‘rather badly’ and his wife, Pierrette, played the piano. John worked in real estate and Pierrette 

worked in the French department at the Canadian Press office in Toronto.   

Through CAMMAC, John and Pierrette got to know Mario Duschenes, Jan Simons and our founders, 

George and Madeleine Little. John and Pierrette both sang in the CAMMAC choir and Pierrette over the 

years learned to play the harpsichord and virtually all of the recorders. They attended regional CAMMAC 

music camps at Lake Rosseau, Cedar Glen, and Appleby College. John and Pierrette were also active in 

CAMMAC Toronto. But, as John says “Lake Mac with its bilingual atmosphere, friendships, programs, 

concerts, and the Lake, always remained our favourite.  We were always happy to be there. We always 

knew that CAMMAC needed support to survive and we did support it and encourage others to do so also.” 

John is almost 93 years old now and felt it was time to make a contribution in memory of the happy times 

that he and Pierrette had spent at Lake MacDonald.   

Jean-Charles thanks John in the name of the CAMMAC community and underscores that such an 

important gift is a touching gesture, as well as an inspiration to the Board, staff and members of 

CAMMAC. He hopes that this gesture will inspire others to consider making gifts of stocks and mutual 

funds to CAMMAC. By making such gifts, people can tremendously help CAMMAC while also receiving 

a tax receipt for the full value of their stocks or funds and, at the same time, avoid paying capital gains 

taxes on their stocks or funds. Harry Qualman, who did the annual fundraising for CAMMAC for many 

years, is now concentrating on major and legacy gifts in his volunteer role of Director of Gift Planning for 

CAMMAC. Interested persons can contact Harry (confidentially) by email at harryqualman@gmail.com 

or by phone at 819 772-2774. 

mailto:harryqualman@gmail.com
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*Source: communications@cammac.ca 

 

 

John Ferth with his wife Pierrette 

 

 

mailto:communications@cammac.ca
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SCHEDULE OF READINGS 

2021-2022 
 

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.  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, free for students with accepted I.D. 

Please arrive 15 minutes early to set up so the reading can begin on time! 

Due to COVID-19 restrictions, any of the Readings below may be cancelled 

due to health directives. Please see the CAMMAC Toronto Region website for updates.  

 

 

October 17-  Vivaldi, Gloria, with Elaine Choi (coordinator:  Gerald Martindale) 

November 21– Beethoven, Mass in C, with Robert Cooper (coordinators: Cristina Oke, Lynda Moon) 

January 16– Contemporary Choral Canadiana, with Jenny Crober (coordinator: Gerald Martindale) 

(singers only) 

February 13– Vaughan Williams, Dona Nobis Pacem; with Ori Siegel, (coordinator: Marion Wilk) 

March 20– Zelenka, Requiem in d (ZWV48), with Matthew Otto, (coordinator: Barbara Adams) 

April 24– Brahms, Requiem, with Ross Inglis, (coordinator: Frank Nevelo) 

May 15 – Stravinsky, Symphony of Psalms, with Saman Shahi (coordinator: Sheila MacRae) 

May 29 – Mozart, Requiem, with Eszter Horvath (coordinator:  Peter Solomon) 
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A CAMMAC (Canadian Amateur Musicians /Musiciens Amateurs du Canada) Toronto Region Event.  

Please copy and post. 

CAMMAC READING 
 

  

 

 

VIVALDI 

Gloria 

Date SUNDAY, October 17, 2021 

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

Conductor Elaine Choi 

Biography Dr. Elaine Choi holds the Doctor in Musical Arts and Master in Music Performance (Choral 

Conducting) degrees from the University of Toronto under the tutelage of Dr. Hilary Apfelstadt 

and Dr. Doreen Rao. Elaine is a four-time recipient of the Elmer Iseler Fellowship in Choral 

Conducting (2008, 2009, 2014, 2015) and a finalist in the Sir Ernest MacMillan Foundation 

Fellowship Award in Choral Conducting (2012). She's the 2018 recipient of the prestigious 

William and Waters graduating award. In addition to her role as Director of Music at Timothy 

Eaton Memorial Church, she is the Interim conductor of Pax Christi Chorale and the conductor 

of the University of Toronto Soprano/Alto Chorus.  

Music notes Vivaldi composed the Gloria in Venice, probably in 1715, for the choir of an orphanage. The 

work is a joyful hymn of praise divided into 12 brief movements ranging from festive brilliance 

to profound sadness. The orchestration calls for limited forces:   no tympani, only an oboe, a 

trumpet, and strings. The work opens with the kind of strong motoric rhythm that is reminiscent 

of Vivaldi's concertos but then shifts into the beautiful harmonic world of the Et in terra pax, 

a movement that wanders meditatively through unexpected keys.   

Singers SATB Choir; Soloists SSA 

Instruments Oboe I, trumpet I, strings 

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

(enter from Heath St.) 

Information All participants must pre-register. For information and to pre-register, instrumentalists 

and singers should contact  Gerald Martindale gmartindale76@gmail.com  

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

Additional  In accordance with public health guidelines participants are required to show proof of 

vaccination upon registration and wear masks when not singing or playing. Registration for 

the reading is first come, first served. On September 1, the capacity of Elliot Hall in Christ 

Church Deer Park is 40 people. 

Instrumentalists and singers must pre-register with Gerald Martindale gmartindale76@gmail.com. 

Instrumentalists: please bring your own music stand and wear a mask if you can 

  

mailto:gmartindale76@gmail.com
mailto:gmartindale76@gmail.com
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A CAMMAC (Canadian Amateur Musicians /Musiciens Amateurs du Canada) Toronto Region Event. Please copy and post. 

 

CAMMAC READING 
 

  
 

Beethoven: Mass in C 

Date SUNDAY, November 21, 2021 

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

Conductor ROBERT COOPER 

Biography One of Canada’s foremost choral musicians, Robert Cooper, is Artistic 

Director of Chorus Niagara, Orpheus Choir of Toronto and the Opera in 

Concert Chorus. He has taught Choral Music at the University of Toronto and 

has conducted choirs such as the National Youth Choir of Canada and the 

Ontario Youth Choir (1979, 2007, 2016). In addition to his work with choirs, 

Mr. Cooper has been involved with the presentation of more than 150 operas 

and has conducted symphony orchestras in numerous Canadian cities as well 

as Toronto Operetta Theatre and Opera in Concert.  
Music notes While the Mass in C is often overshadowed by the immense Missa Solemnis, 

written some 15 years later, it is still no less significant. It is a masterpiece of 

sacred music. Restrained and dramatic with short brilliant outbursts contrasted 

against intensely personal reflections, excellent fugues alongside the best of 

Handelian homophonic moments, and demanding solos interwoven 

throughout, the Mass in C, taken altogether, is a vividly dramatic response to 

the liturgical text. Upon receiving the score his publisher wrote:“My dear 

Beethoven what have you done?” To which he replied: “I do believe I have 

treated the text as it has been treated only rarely before.”In this 250th 

anniversary of Beethoven’s birth, it is time to experience again this glorious 

and innovative work, initially greeted with shock and dismay.  
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. (Note: Singers and instrumentalists must pre-register).  

Instrumentation 2 flutes; 2 oboes; 2 clarinets; 2 bassoons; 2 horns, 2 trumpets; timpani; 
strings; keyboard.  

Information For more information and pre-register:Cristina Oke  c.oke@alum.utoronto.ca 

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

Covid Advisory Please check our website for status updates cammac.ca/toronto/   

Instrumentalists and singers must pre-register with Cristina Oke at c.oke@alum.utoronto.ca 

Instrumentalists please bring your own music stand 

 

mailto:c.oke@alum.utoronto.ca
http://cammac.ca/toronto/
mailto:c.oke@alum.utoronto.ca
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A CAMMAC (Canadian Amateur Musicians /Musiciens Amateurs du Canada) Toronto Region Event.  

Please copy and post. 

CAMMAC READING 
 

  

 

 

CONTEMPORARY CHORAL CANADIANA 

Various composers 

Date SUNDAY, January 16, 2022 

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

Conductor Jenny Crober 

Biography Jenny Crober has had a richly varied professional music career of over 40 years as a choral 

conductor, collaborative pianist, teacher, coach, clinician, choral arranger, adjudicator, dance 

accompanist/composer and a cappella jazz vocalist.  Since 2004, she has been the artistic 

director/conductor of the VOCA Chorus of Toronto, for which she has programmed a wide variety 

of classical and contemporary selections, featuring some of Canada’s finest musicians as 

guests.  Jenny co-conducted Scott Macmillan's Celtic Mass for the Sea at Carnegie Hall in 

2015.  Following a 2016 VOCA workshop with composer Ola Gjeilo, she assembled a group of 

choristers to perform as part of a mass choir concert featuring his major work, Dreamweaver at 

Carnegie Hall in 2018.  She was then honoured to conduct the Canadian premiere 

of Dreamweaver with VOCA later that spring.   Jenny co-produced (with Jamie Drake) VOCA’s first 

virtual choir video (of Morten Lauridsen's Sure On This Shining Night), which garnered praise in a 

recent Mirvish newsletter, and now has over 6,000 views. 

Music notes Jenny Crober will be featuring a wide variety of compelling choral selections by several 

contemporary Canadian composers, including Andrew Balfour, Sarah Quartel, Matthew Emery 

and Eleanor Daley. Some of the works she has chosen to include are Ambe, a powerful and 

spirited work by Cree composer Andrew Balfour, as well as Matthew Emery's serene Still 

Colors (Velvet Shoes), and his joyous ode to mentor Ken Fleet, Sing Your Song.  Works by 

stellar Canadian women composers will also be featured, including selections from Sarah 

Quartel's A Winter Day cycle, Eleanor Daley's Paradise (Song of Georgian Bay) and others."  

Singers SATB Choir; Soloists  

Instruments N/A 

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

from Heath St.) 

Information Information and sign-up for singers:  

Gerald Martindale gmartindale76@gmail.com  

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

Additional  Please check our website for status updates cammac.ca/toronto/   

 
Singers must pre-register with Gerald Martindale gmartindale76@gmail.com. 

 

mailto:gmartindale76@gmail.com
http://cammac.ca/toronto/
mailto:gmartindale76@gmail.com
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WHAT IS CAMMAC? 

 

CAMMAC (Canadian Amateur Musicians/Musiciens amateurs canadiens) is a national organization with 

regional sub-groups in Montreal, Ottawa, and Toronto. CAMMAC helps amateur musicians of all ages 

(both singers and instrumentalists) improve their abilities by offering programs which allow them to make 

music together in a relaxed and non-competitive environment under the guidance of qualified professional 
musicians. The CAMMAC Music Centre, in the Laurentian Mountains just North of Montreal on Lake 

MacDonald, offers seven summer workshop weeks as well as other activities during the year. We also 

offer online programming and classes throughout the year.  It is possible to rent the centre’s facilities for 

events. 

 

 

 

TIME ON YOUR HANDS? 

 

DO YOU WANT TO CONTRIBUTE TO THE NEWSLETTER AS A WRITER 

EDITOR OR PROOF-READER? 

CONTACT THE NEWSLETTER EDITOR. 

SEE MANAGEMENT COMMITTEE 

LAST PAGE OF THIS EDITION FOR CONTACT INFORMATION 

 

 

PLAYING AND SINGING OPPORTUNITIES 

TEMPO 2021-2022 

Toronto Early Music Players Organization 

The Toronto Early Music Players Organization (TEMPO) holds nine Sunday afternoon meetings between 

September and May. We play under the guidance of a professional coach and welcome intermediate and 

advanced recorder and viol players. Due to restrictions on gatherings because of Covid-19, all the sessions 

for 2021-2022 will be held online until further notice. Please refer to our website for details on how to 

participate: http://tempotoronto.net." 

 

 

 

 

 

 

http://tempotoronto.net/
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CONCERT 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. 

 

Amadeus Choir of Greater Toronto, A series of podcasts titled “Songwalks” is available for your 

listening pleasure: https://www.amadeuschoir.com/songwalks?mi.cid=efe783d6a1&mc.ei=77c19c2fb18 

Please check https://www.amadeuschoir.com/ for updates on the Choir's 2021-2022 Season.  

North York Concert Orchestra, “Together in Spirit” by Frank Horvat, “Romanian Dances” by Bela 
Bartok (String Orchestra) “Gran Partita” by Mozart. Conducted by Rafael Luz. Tickets $30/25/10 

at  nyco.on.ca only. Pan Pacific Hotel, 900 York Mills Rd., Toronto. Sunday, October 3, 2021, 2 pm.  

North York Concert Orchestra, “The Lost Ones” by Emily Hiemstra, Symphony No. 5 by 
Tchaikovsky. Conducted by Rafael Luz. Tickets $30/25/10 at  nyco.on.ca only. Pan Pacific Hotel, 900 

York Mills Rd., Toronto. Sunday, November 7, 2021, 2 pm.  

North York Concert Orchestra, “Elegy” by Massimo Guida, Youth Concerto Competition Winners 
(TBA), Christmas favourites. Conducted by Rafael Luz. Tickets $30/25/10 at  nyco.on.ca only. Pan 

Pacific Hotel, 900 York Mills Rd., Toronto. Sunday, December 12, 2021, 2 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  

Newsletter materials  

 will be accepted until November 15, 2021  

 

https://www.amadeuschoir.com/songwalks?mi.cid=efe783d6a1&mc.ei=77c19c2fb18
https://www.amadeuschoir.com/
http://nyco.on.ca/
http://nyco.on.ca/
http://nyco.on.ca/
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CAMMAC TORONTO REGION MANAGEMENT COMMITTEE 2020 – 2021 

 

President:     Gerald Martindale 647-458-0213   gmartindale76@gmail.com  

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

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

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

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

Musical Chairs:    Gerald Martindale  647-458-0213   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: Cristina Oke                 416-489-7563   c.oke@alum.utoronto.ca              

Member-at- Large: Frank Nevelo               416-779-5750   franknevelo@sympatico.ca             

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 

Past President:    Tim Moody     

 

*Toronto Region Representative on the CAMMAC National Board of Directors 

mailto:gmartindale76@gmail.com
mailto:marion.wilk@gmail.com
mailto:marion.wilk@gmail.com
mailto:smmoboe@gmail.com
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