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  umans have been offering various theories 
as to the circumstances under which we seem to 
learn most efficiently since at least the era of 
Socrates, Aristotle, and Plato. It has only been in 
the last few decades, however, that educational 
researchers have generated convincing evidence 
of what serious musicians have somehow known 
all along — that collaborative settings, where 
individuals learn collectively and from one 
another as participants in some common project, 
have particular promise for efficient higher order 
learning.

In music, those collaborative settings are 
ensembles, and the common projects are the 
preparation of individual musical works for later 
performance. In the curricula of collegiate 
schools of music and music departments, 
extensive participation in a variety of musical 
ensembles is a core element of virtually every 
curriculum, and so it is a worthy topic for 
consideration here in Con Brio.

My own career has included time spent 
directing a variety of ensembles, at virtually all 
age levels, as well as a number of years wrestling 
with educational theories and educational 
research, some of which focused precisely on 
issues of musical learning in ensemble settings. 
I’ve also participated actively in discussions 
about the ideal models for ensemble learning in 
recent years here at DePaul. As we began to 
consider whom we should invite to write our 
cover article for this issue, I decided to take on 
the assignment myself and through this article to 
share some of my own thinking about collegiate 

musical ensembles. I hope it makes sense to 
you, but please let me know if it does not.

Our consideration of ensembles continues 
with a panel discussion of the role of ensembles 
by the performance directors at each of the three 
strong performance-centered Chicago-area 
universities: Julie DeRoche from DePaul, Charles 
Geyer from Northwestern, and Linda Berna from 
Roosevelt. We then spend some time with a 
series of ensemble 
musicians from 
“The Big Leagues” 
to learn how their 
training prepared 
them for the 
highest level of  
ensemble 
responsibility, and 
then hear from 
some who have 
started and 
sustained their  
own professional ensembles. Next we ask  
four educators to share with us some of the 
lessons taught, and gained, from early  
ensemble training. Lastly, we turn to a piece 
about one of Chicago’s most celebrated and 
interesting educational music ensembles — the 
Chicago Children’s Choir — and its director, 
Josephine Lee. All this we do as we do  
all our work — with spirit.

Donald E. Casey, Dean

p r E l u D E

Learning Great Repertoire, 
Together
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 rofessional degree curricula in collegiate 
schools of music are full of courses designed to 
deliver or develop a wide array of information and 
skills that collectively characterize an educated 
musician. Among these, for example, are courses 
in music theory, music history, aural skills, 
keyboard skills, conducting, and applied study 
(private lessons.) And indeed, every educated 
musician will need to have acquired substantial 
knowledge and skill in these areas.

As realized, however, these studies, each 
focused upon some sub-topic of music, rarely 
embrace all of what music really is — the thing 
that we love most about it, its expressive whole. 
Each study is focused upon something that is 
present in music but that does not in itself 
constitute music. Even in applied studies, the 
focus can tend to be much more heavily upon 
bowings, articulations, tone qualities, diction, and 
other techniques, rather than on making music. 
In other words, the study of music 
disproportionately emphasizes the constituent 
parts of the art. As a result, in large measure, the 
professional study of music becomes a technical 
affair centered on content such as formal 
structures, historical concepts, intervals and 
harmonies, voice leading, rhythms, and 
conducting gestures. Sometimes music is heard 
in these studies, but rarely is it made; rarely, that 
is, are students invited into the process of 
bringing the entirety of the technical aspects into 
an expressive and artistic whole.

The exception, of course, lies with ensemble 
programs in which, regardless of type, instructors 

have the opportunity to bring capable students 
together around a series of musical works and to 
challenge them to develop and deliver truly 
heartfelt performances. It is arguably the highest 
calling in the school, yet it tends too often to be 
given slight attention — especially by students 
who see themselves becoming solo rather than 
ensemble musicians. To be sure, there is 
technical work to be done in ensembles, too, 
such as ensuring correct pitch, rhythm, and 
proper articulation and developing and 
sustaining the four characteristics of good sound 
— intonation, tone, balance, and blend — through 

Together By Donald Casey

    P
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all their work. Yet within the realm of the 
ensemble comes the possibility to highlight the 
expressive import of the work and to develop 
approaches to performing the works that 
generate, upon performer and listener, profound 
feeling. Through enlightened phrasing, especially, 
music can “move” us, and it is the highest calling 
of ensemble directors and coaches to lead their 
charges toward a realization of precisely how the 
expressive potential of each piece can be fully 
realized. When it truly is realized, the highest 
order of musical learning is achieved.

While the “equation” for such high order 
learning is simple, it too often is  

unapproachable. First, it requires ensemble 
leaders who are themselves profoundly sensitive 
to expressive musicianship and who have 
developed pedagogical systems to reveal that to 
their students. Experience suggests that 
relatively few ensemble directors reflect this in 
their work; most are limited to persistent pursuit 
of exclusively technical objectives, such as 
starting and stopping together, performing in 
tune, common articulations, and maintaining a 
healthy balance. These are necessary to high 
level music-making, but hardly sufficient. A key 
challenge for a faculty and dean is to find, hire, 
and sustain exceptionally capable ensemble 
directors and coaches.

Beyond the insightful and capable ensemble 
leader, however, something else is required. That 
is repertoire in which the highest levels of 
musical expression are imbedded. For without 
works that reach this level of artistry, the 
outcomes of the enterprise are limited.  

An ensemble director’s or coach’s greatest 
responsibility for their ensemble is to select 
repertoire that is appropriate to the technical 
capabilities of the ensemble members, but which 
also carries the promise of high artistry. And that 
requires a specific type of analysis.  Many pieces 
are limited in this area and not every piece by 
even masterful composers qualifies. But nothing 
else is more important.

The ensemble program we sustain for our 
music students at DePaul has seven categories: 
orchestras, choirs, opera, chamber ensembles 
(generally of five or fewer members), jazz 
ensembles, jazz combos, and wind ensembles. 

The repertoire available to the orchestra is filled 
with works of great promise — true masterworks 
— for almost every ability level. The same can be 
said for chorus and opera, though many operas 
have technical demands which make them 
inappropriate choices for developing voices. 
There is also a vast and wonderful repertoire for 
chamber ensembles that makes that kind of 
work a component part of every instrumentalist’s 
study experience here at DePaul. Jazz ensembles 
and combos operate somewhat differently, and 
the core of the repertoire is found in recorded 
improvised solo work; indeed, improvisation is at 
the core of our work in jazz, too.  

It is in the area of repertoire for large wind 
ensembles that we have experimented most 
dramatically over these last dozen years and also 
discovered and applied to great effect some new 
principles which I’d like to share.

We sustain a symphonic band for wind and 
percussion performance students and music 
teacher candidates which rehearses and 
performs music familiar to those in the school 
band movement — music by Holst, Vaughan 
Williams, Hindemith, Grainger, and others 

   Ensemble programs have the opportunity  
to bring capable students together around a  
series of musical works and to challenge them to develop  
and deliver truly heartfelt performances.
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well-known to the repertoire. The symphonic 
band is designed to enable both the development 
of ensemble skills and core musicianship and to 
model for our teacher candidates the repertoire 
they will likely aspire to use in public school 
settings. Bluntly, however, little of this traditional 
band or wind ensemble repertoire truly satisfies 
an enlightened listener, and nearly none of the 
works can stand alongside the choral or 
orchestral masterworks that characterize the 
repertoire selections we are routinely able to 
make for our other ensembles. Sadly, none of 
Mozart, Gounod, Dvorak, Beethoven, Brahms, 
and Bach wrote for large groups of winds, and it’s 
our contention that those composers who did, 
almost without exception, are lesser artists 
whose works limit the possibility for a student 
performer’s artistic growth.

Our model is to overlay the symphonic band 
experience with something for more advanced 
wind and percussion instrumentalists that brings 
each of them into ensembles with eight to 22 
players studying and performing the masterworks 
of what we have come to call the “Serenade 
Repertoire.” They learn the three Mozart wind 

serenades, the Beethoven Octet, the Strauss and 
Dvorak serenades for winds, Stravinsky’s Octet 
and Concerto for Piano and Winds, Gounod’s 
Petite Symphony, and so much more, to thrilling 
effect. Significantly, this model has delivered 
student wind and percussion performers who did 
not earn assignment to our symphony orchestra 
into intimate contact with true masterworks, and 
that has made an enormous difference to them 
and to us. 

Over two years’ experience with this model, 
we see substantial growth in student enthusiasm 
for their wind ensemble experience and, often, 
genuinely compelling performances. What has 

made it all possible, we believe, is enlightened 
direction and repertoire that can stand with the 
finest of all types. We recommend it to you.
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 hile fun and friendship are as important as 
music and learning for elementary and high school 
ensemble members, performance directors at 
three leading Chicago universities — DePaul, 
Northwestern, and Roosevelt — agree that at the 
college level, one thing matters above all: learning 
the music, perfecting the music, and performing 
the music. Advanced ensemble training is for the 
purpose of learning to produce an artistic musical 
statement, develop technical skills, and build a 
sense of professionalism, so students will function 
in a career in music.

Ensembles — including chamber groups and 
large orchestras — are required curricula for all 
students at all three institutions. Each one 
emphasizes skills including intonation, rhythmic 
unison, ensemble balance, beautiful tone, and 
quality articulation. But the most important goal is 
“advancing these performance skills so that 
everyone, at the same time, achieves a final artistic 
product that rises above the skills and reaches an 
emotional level,” said Julie DeRoche, chair of the 
department of performance studies and clarinet 
professor at DePaul. All ensemble members must 
understand and incorporate “what composers are 
saying in the music, in a human sense.”

“It’s pretty simple,” said Linda Berna, 
associate dean and director of Roosevelt 
University’s Music Conservatory and senior 
lecturer in music theory. “Roger Ingram, a member 
of Roosevelt’s jazz trumpet faculty and a former 
member of the Woody Herman and Harry Connick 
bands and the Lincoln Center Jazz Orchestra, put 
it best when he said, ‘What’s required of ensemble 
members is: show up, shut up, play your part.’ 
What we ask of our ensembles is good tone 

The art of    Ensemble 
Education 
 By Rosalie Harris 
 W
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quality, a blending tone.” 
DeRoche agreed. “While there’s a place for a 

sense of fun, in a professional degree situation 
it’s all about the skills. And that means that it’s 
either perfect or it’s not. If one person’s rhythm is 
one-sixteeeth of a second off, it’s a problem. 
Ensemble players can’t just be in their own 
individual cells, no matter how good they are.”

 “The greatest solo players are, by definition, 
the greatest ensemble players. Communication is 
the key,” said Charlie Geyer, co-chair of the 
department of performance and professor of 
trumpet at the Bienen School of Music at 
Northwestern University. He cited the case of a 
28-year-old Chinese trumpet player who arrived to 
study at a music school in the eastern United 
States in the 1980s. He was lauded as “the best 
trumpet player I’ve ever heard,” said Geyer, “but 
he’d never played with anyone in any ensemble. 
The U.S. faculty discovered that he hadn’t the 
skills we take for granted. Despite intense work 
within graduate ensembles and a full scholarship, 
he wound up selling real estate in Florida.”

All three recognize that ensemble education 
isn’t the same as it was when they studied. While 
playing the acknowledged repertoire canon is 
paramount, programs today can include 
synthesized music and world music. And 
students “are used to being more up-front than 
we were,” said Berna. “My teachers said, ‘This is 
what you do — now do it!’ Now we need to 
consciously remember to make more explicit 
connections for our students.” “We’re not out to 
embarrass anyone,” said DeRoche. “If there’s a 
problem, we’re likely to point out, ‘Hey, you’re not 
playing in tune — let’s fix it,’ nothing more.”

Technology has an impact on ensemble 
instruction, said Geyer. “Tuners have helped 
students identify problematic notes and other 
factors, including range, dynamics, and fatigue. 
And the Internet is a phenomenal resource for 
information. ‘Music Minus One’ concepts, for 
example, help students practice with 
accompaniment. Small tape recorders are now 
used for even rehearsal diagnosis.” 

 Berna and DeRoche believe technology has a 
limited effect on ensemble training. “I don’t think 
technology has had much of an impact,” Berna 
said. “That said, audio playback capability in the 
rehearsal room would be a nice enhancement 

and could be effective as a teaching tool.” 
Students are doing much more digital recording 
of themselves while they practice, said DeRoche. 
“They often use these small and mobile devices 
to record and then evaluate chamber music 
rehearsals and record lessons, so they can go 
back and hear things, again and again.”

Northwestern offers a concert band for 
non-music majors, who also comprise the 
marching band. (Roosevelt recently announced 
that after a 20-year hiatus, the university is 
restarting its intercollegiate sports program. No 
word on the revival of its marching band!) While 
the musical expectations and standards aren’t 

the equivalent of music majors, the experience 
teaches important life skills, said Geyer.

“The greatest solo players must also, by 
definition, be the greatest ensemble players,” 
said Berna. “They show a sense of responsibility 
by being on time and being prepared. By example 
from faculty leaders, they learn to be cooperative 
and to make suggestions diplomatically.”

DeRoche said, “We expect a uniformly high 
level student performance. That means we need 
to make sure that students get what they expect 
from our educational promises to them. A good 
ensemble experience results in an integrated 
education that teaches a musical vision beyond 
the studio.”



Ensemble playing in  the Big leagues

8  Con Brio /  Spring 2010

The Philadelphia Orchestra at Verizon Hall, The Kimmel Center for the Performing Arts Photo by Ryan Donnell
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DePaul alumni employed in professional 

ensembles around the world are the products 

of the School of Music’s strong ensemble 

program. These performance curricula 

emphasize learning traditional and new 

repertoire, participating in large and small 

groups, and, above all, perfecting the art of 

music. Following are comments from alumni 

of the wind and brass programs, all enjoying 

active careers in major ensembles.

Larry Larson (’82) has been principal trumpet, 
Kitchener-Waterloo Symphony, Kitchener, 
Ontario, Canada, for 17 years.

I admit I came to study at DePaul for the sole 
reason that my idols in the rock band “Chicago” 
were alumni! I enrolled thinking I was going to 
become the next in-demand trumpet player on the 
Chicago jazz scene. But I arrived a day after jazz 
band auditions had taken place, and missed my 
opportunity to play in the very ensembles for which 
I had enrolled.

I wound up playing at the end of the section 
in the DePaul Concert Band by default, feeling 
pretty miserable for missing out on my 
opportunity to get into the jazz bands. But as an 
absolute gift, I was placed in Ross Beacraft’s 
trumpet studio. Halfway through the year, a 
trumpet student in the DePaul Symphony 
Orchestra came down with mononucleosis, 
shortly before the big concert for that term. In 
one of the most significant moments in my 
development, Professor Beacraft, my mentor and 
now the School of Music’s director of admission, 

placed me in the orchestra in his place. After 
sitting in a couple of weeks of rehearsals in an 
ensemble that was utterly foreign to me, and then 
performing that term’s concert in Orchestra Hall, I 
was suddenly on a new career path towards a 
seat in a professional symphony orchestra.  

In the Kitchener-Waterloo Symphony, we 
cover a very wide range of musical styles in a 
variety of concert series: Masterpiece, our main 
classical series; Pops; Baroque; Intersections, a 
mix of new music and new media, and something 
called Electric Thursdays, a concert series in 
which a rock band fronts the orchestra for an 

Ensemble playing in  the Big leagues

Larry Larson
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evening of covers of rock ’n roll tunes. We have to 
wear many different musical hats week to week, 
sometimes doing as many as three completely 
different programs within a single seven-day 
period. I really enjoy the diversity of the job in this 
way, as it always keeps things fresh.

Since 2008, Donna Parkes (MM ’99), has been 
principal trombone of the Louisville Orchestra. 
Prior to that, she played for one year with the 
San Francisco Symphony, six years with the 
Virginia Symphony, and two with the New World 
Symphony. 

I grew up in Canberra, Australia, a city with a 

fantastic band program in the school system. 
Amongst my private teachers there was the 
Chicago Symphony Orchestra’s Michael Mulcahy, 
so there was a very high level of education 
available. From my perspective, music always was, 
and still is, about the enjoyment of the art. That 
definitely kept me motivated and still does today. 

For a young ensemble player, learning to 
adjust, blend, match and, above all, 
communicate is invaluable. Hearing and imitating 
better musicians with different strengths is one 
of the fastest ways to improve. That certainly 
carries into your professional life, where winning 
the audition is not enough to keep an orchestral 

position. Understanding the importance of 
dedication is another benefit that I believe young 
ensemble players learn and take with them. 
Ensemble music-making as an important creative 
outlet is probably the most important benefit. The 
ensemble is a reminder that we do all that work 
so that we can express ourselves more musically, 
not just for technical excellence. 

These are transferable life skills. The elements 
that make you a great colleague give you stronger 
social skills and the ability to work with different 
people. I do believe in investing yourself fully in 
any aspect of your life, and knowing the rewards of 
hard work and dedication. 

Nobuyuki Kanai, born and raised in Yokohama, 
Japan, joined the Hiroshima Symphony 
Orchestra as co-principal clarinet in 1992. In 
1996, he joined the Osaka Philharmonic 
Orchestra as principal clarinet, the position he 
holds today.

My father, Yoichi Kanai, a jazz saxophonist, 
was my first music teacher. I played in the Youth 
Symphony of Kanagawa Prefecture, Yokohama, 
when I was 14 to 18 years old. When I was a 
young ensemble player, I loved the music in 
general, learning how to make that music come 
out of my instrument, being with and playing with 

Donna Parkes

Nobuyuki Kanai
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my friends, and enjoying the performance. I 
entered the Toho Gakuen School of Music where 
I studied ensemble under the direction of Seiji 
Ozawa and received my bachelor’s degree. 

When I started my master’s studies at 
DePaul, my life was changed by meeting and 
studying with Larry Combs, the former principal 
clarinet of the Chicago Symphony Orchestra. 
Almost at the same time as I arrived, I became a 
member of the Civic Orchestra of Chicago.

For young ensemble players, I recommend 
going to a lot of really good ensemble concerts, 
including those of a great string quartet. By 
listening and watching the great musicians’ 
performances very carefully, you can find out how 
to make a good ensemble.

Studying many different styles of music, from 
Baroque to jazz, adjusts your own musical taste. 
Finally, make a lot of opportunities to play in 
ensembles, and enjoy them!

I also enjoy symphonic band music so much 
that I decided to produce a wind ensemble group. 
The Naniwa Orchestral Winds is a symphonic 
band made up of members of professional 
symphony orchestras throughout Japan. If I 
should have any problems playing the clarinet, I 
would be very interested in being a band director. 

Many aspects of society require people to 
work together in harmony to reach a common 
goal. Being able to work together with people you 
may or may not know and to create a great 
product/concert is the basis for any great 
business/ensemble.

Stephanie Mortimore (’94) has been piccoloist of 
the Metropolitan Opera Orchestra since 2000. A 
Milwaukee native, she spent one year as a foreign 
exchange student in Geneva, Switzerland, where 
she studied at the Conservatoire de Gene prior to 
entering DePaul, where she began her studies 
with Mary Hickey and for three years studied with 
Mary Stolper, principal flute of the Grant Park 
Symphony Orchestra.

I played in the Milwaukee Youth Symphony 
Orchestra and the Greater Milwaukee Youth Wind 
Ensemble while in high school. While at DePaul, I 
played with the DePaul Opera Orchestra in my 
first two operas, Verdi’s La Boheme and Falstaff 
— two of my favorites to this day — and in the 

Civic Orchestra of Chicago. 
DePaul’s ensemble program was great 

because the winds had sectional coaching with 
Chicago Symphony Orchestra members and then 
we would get to play each piece with the whole 
ensemble. That kind of teaching helped me learn 
how to dissect a piece of music, to see its inner 
workings, and then put it back together again. I 
also learned how to recognize when I had a 
secondary voice — how to know when my role was 
that of supporting rather than leading, and 
vice-versa. And yes, it was a lot of fun. We did 
several recordings with the DePaul Wind 
Ensemble when I was a member. The art of tact 
and compromise, the experience of being part of a 
team, and the exposure to great repertoire are all 
skills transferrable from ensembles to “real life.”

After ten years at my job, I come to work and 
have jaw-dropping experiences almost every day. 
I have tenure and, in this day and age, when so 
many people are losing their jobs, it’s extremely 
rare to have that kind of security. People tend to 
think it’s a pretty great job. And I have to say that 
they’re right.

Caitlyn Valovick Moore (’02) is completing her 
second season as piccoloist and flutist for the 
Utah Symphony/Utah Opera. She was the 
piccolo player for the Virginia Symphony 
Orchestra for three years and in the Civic 
Orchestra of Chicago for one year prior.

I’m from Traverse City, Michigan, and 
graduated high school at Interlochen Arts 

Stephanie Mortimore
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Academy. Mary Stolper was my principal teacher 
at DePaul. She not only shaped my playing, but 
she also was a fantastic role model, 
professionally and personally. It was a special 
highlight playing next to her in the Concertante di 
Chicago Chamber Orchestra as a student at 
DePaul. And playing in the DePaul Symphony 
Orchestra under Cliff Colnot taught me 
professional skills: always be prepared, sustain 
the line, balance and intonation, and project 
musical ideas out to the audience. 

As a professional, the biggest highlights so far 
have been soloing with the Virginia Symphony 
and performing Mahler’s Symphony No. 2 with 
the Utah Symphony and the Mormon Tabernacle 
Choir. In Virginia, the principal flutist and I played 
Vivaldi’s Concerto for Two Flutes in C Major and 
Cimarosa’s Concerto for Two Flutes in G Major. In 
addition to being an amazing piece of music, the 
Mahler has gorgeous piccolo solos, the choir is 
fantastic, and I got goose bumps at the end.

As a young ensemble player, it’s beneficial to 
get repertoire under your belt, and to make great 
friendships. Ensemble playing teaches diplomacy, 
confidence, leadership, and how to be flexible. The 
chief benefits are learning repertoire you’ll play as 
a professional and learning leadership skills by 
playing principal parts, as well as learning how to 
be a section player. Very few music school 
graduates are going to be soloists, so ensemble 
playing is most likely going to be your work.

The Utah Symphony has a 52-week season. 
We work every weekend and have a summer 

festival at Deer Valley Resort. We perform 
educational concerts, classical, pops, opera, and 
make several tours of the state per year. Although 
it’s a bit tough with the economy, it’s a very 
exciting time here. Audience attendance is up and 
we have a new music director, Thierry Fischer. It is 
wonderful to be able to support yourself doing 
something that you love. But I think that in 
general, people don’t realize the years and years 
of work it has taken to be where I am.

Paul Demers (BM ’92, MM’94, Performance 
Certificate’97) was a member of the “President’s 
Own” Marine Band in Washington, D.C., for four 
years before joining the Philadelphia Orchestra as 
bass clarinetist. His wife, Lourdes Starr Demers 
(’97), is the orchestra’s personnel manager.

I’m from Westbrook, Maine, and started my 
undergraduate schooling at the University of 
Southern Maine before transferring to DePaul in 
1990. I studied with Julie DeRoche, now chair of 
the department of performance studies, during 
my first year, then with Larry Combs for three 
years, and with John Bruce Yeh, now the Chicago 
Symphony Orchestra’s acting principal clarinet, 
for another three years. DePaul provided such an 
enriching education that I chose to continue 
there for graduate and post-graduate work.

Caitlyn  
Valovick Moore

Paul Demers
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As a young player at DePaul, I couldn’t wait to 
play in my assigned ensembles — from woodwind 
trios to wind ensemble and to the symphony 
orchestra. These opportunities proved to be 
invaluable in becoming a professional player. We 
spent countless hours sitting in a practice room 
playing by ourselves and it was not until we were 
in ensembles that we experienced the music in 
its entirety. I clearly remember practicing my part 
to a Holst suite for wind band and how rewarding 
it was to hear all of the parts played together, 
from the power of the brass and percussion, to 
the delicate woodwind chorales. 

A highlight of my career was a chamber 
collaboration with composer Krzysztof 
Penderecki at the Saratoga Chamber Music 
Festival. His Clarinet Quartet and Clarinet Sextet 
were programmed on the same concert. While 
practicing the parts, I had an image in my mind 
of this legendary artist who was as serious as his 
writing. But when he walked in the door, his warm 
smile and openness at the final rehearsal was 
enlightening. I was delightfully surprised and 
couldn’t help but change my approach to his 
music!  I instantly formed an admiration that was 
later rekindled in Philadelphia when our 
orchestra performed his Concerto Grosso No. 1 
for three cellos. I was hashing through my part in 
a practice room, when I was interrupted by a 
knock on the door. I looked up to find Mr. 
Penderecki standing in my room. He grinned and 
said “I know that song.”

Tim Zavadil (’93) has been the bass clarinetist 
with the Minnesota Orchestra since 2007, 
following positions with the Toledo Symphony 
and the Louisville Orchestra.

I grew up in St. Louis and came to DePaul to 
begin studying immediately with John Bruce Yeh. 
As well as playing in the DePaul Wind Ensemble 
and Symphony Orchestra, I was also a member of 
the Civic Orchestra of Chicago for two years. 

 When you’re part of a young ensemble 
group, you must learn to listen, always be aware 
of what others around you are doing. You must 
be prepared: your colleagues are counting on you 
to be ready to contribute in a positive way. And 
you must know your role, where you fit in the 
context of the piece you are performing. Whether 

you are a soloist or a secondary voice, you need 
to know where you fit in a chord structure and 
who you need to be blending with, all while 
keeping your eye on the conductor. With 
experience, you learn when to lead and when to 
follow and support.

For me, the joys of being a musician include 
not only creating the music, but the people that 
you work with. These relationships can last a 
lifetime and are very deeply rooted. Most 
importantly, I met my wife at the DePaul School 
of Music!

Here in Minnesota, I’m very fortunate to live 
in an area that truly values and supports all of 

the arts. This orchestra has given me many 
memorable experiences: concerts broadcast live, 
in Carnegie Hall, and abroad and wonderful 
conductors. The most thrilling experience for me 
was the European tour in February 2009. Joshua 
Bell was the soloist and we performed the Barber 
Violin Concerto throughout several European 
musical capitals. It was magical to perform this 
beautiful piece in some of the most perfect 
concert halls in the world with such a 
commanding and expressive violinist.

Tim Zavadil
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   reduced economy whose impact includes 
fewer traditional positions for musicians, 
expanding marketing curricula, and new 
technology are combining to foster an innovative 
ensemble entrepreneurship spirit. DePaul alumni 
are becoming key players on the Chicago scene.

Julie DeRoche, chair of the department of 
performance studies, said, “These ensembles 
are fairly new and the members are fairly young. 
While time will bring an added dimension and 
depth to their artistic product, the good news is 
that because they are young, they are very ‘tuned 
in’ to the marketing value of the Internet. They 
use Facebook, Twitter, and email blasts to make 
themselves known. This exposure leads to their 
business success which, combined with talent, 
will allow them to have time to achieve greater 
artistic growth. Business success was a more 
expensive proposition in the past. Without 
business success, groups in the past would fold 
before they got going.”

According to DeRoche, DePaul is encouraging 
the education of ensemble entrepreneurs. “First 
of all, we are offering more courses in arts 
management, taken by performance majors as 
well as arts management majors,” she said.  
“One example is ’Music in the Real,’ taught by 
Melissa Snoza, co-founder of Fifth House (see 
page 17) in the 2010 Winter Quarter. The course 
teaches ensembles how to create group identity, 
market, and use tools such as the Internet to get 
their message across. Of course, we also teach 
them to perform at a high level. This is a must, no 
matter the marketing! It’s like a restaurant: No 

matter how beautiful the setting or how great the 
location, it must serve good food in order to 
succeed.”

Fifth House: Not Relying on Fate
It might be more than a coincidence that 

DeAunn Davis (MM ’07), horn, and former 
student Andrew Williams, violin, comprise 
one-fifth of the ensemble Fifth House. According 
to the ensemble’s co-founder, executive director, 
and flutist, Melissa Snoza, a member of DePaul’s 
adjunct faculty, “In astrology, the Fifth House is 
the house of creativity and pleasure. We wanted 
a name that was made of ’normal’ words that we 
wouldn’t have to spell out over the phone every 
time someone called. Fifth House seemed to 
encompass not just music, but the many other 
art forms we pull into our work.”

These three musicians were among those 
who founded the ensemble in 2005. Their 
mission is to tap the collaborative spirit of 
chamber music, create engaging performances 
and interactive educational programs, and forge 
meaningful partnerships with unexpected 
venues, artists of other disciplines, educational 
institutions, and audiences of every type.

The group got its business house in order from 
the very start. They had to learn how to  
file paperwork for 501(c)3 nonprofit status, create 
planning documents, form a board of directors, 
organize staff, raise money, and produce concerts. 

“I think that most musicians have to be 
entrepreneurial on some level in today’s 
environment,” said Snoza. “This makes teaching 

an Ensemble?

    A
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these skills imperative. Careers are flexible, 
especially as we see orchestras fold or reduce 
their ability to pay their musicians, so it’s good to 
have the skills to be flexible.”

Fifth House now produces an annual 
subscription series. This year’s series, “Black 
Violet,” was presented at the Chicago Cultural 
Center in collaboration with graphic novelist Ezra 
Claytan Daniels. The group also performs on 
other series and in unexpected venues, such as 
the Dame Myra Hess series at the Chicago 
Cultural Center, Rush Hour Concerts at St. James 
Cathedral, the Shedd Aquarium, bars, libraries, 
retirement homes, hospitals, and parks. They 
present educational programs and residencies in 
the Chicago Public Schools, in partnership with 
the International Music Foundation and the 
Ravinia Festival, and run entrepreneurship 
training workshops at universities nationwide.

Snoza said, “Building and sustaining an 
audience is a challenge, what with competition 
for people’s time. In today’s economic climate, 
many presenters and venues are facing smaller 
budgets, which can mean fewer bookings and 
reduced rates for ensembles. We’re also finding 
that funders have either stopped their grant 
programs or scaled back significantly in the last 
year as their investments declined, and that 
more and more of the philanthropic pie gets 
shifted from the arts to human services.”

Fifth House finds its audiences through 
traditional and new media. They live on Facebook, 
Twitter, MySpace, and InstantEncore.com, where 
audience members download and stream live 
recordings of concerts, become fans, and network. 
In addition to building attention for concerts, all 
these media are employed as fundraising tools for 
the annual fund and special projects.

Given the difficulty to grow financially in the 
current climate, a huge musical challenge for 
Fifth House is retention and human resources. 
Snoza said, “The issue is not only being able to 
keep the talent we have, but also being able to 
pay them enough to free their time and mental 
space to commit to rehearse as much as 
necessary and to play their best. Artistically, I 
think the biggest challenges we face are 
scheduling conflicts and fatigue from the split 
focus everyone has between their work with Fifth 

House and other income-producing activities. But 
once we’re together and rested, it’s great!”

Included in the success of Fifth House, 
according to Snoza, is “a sense of adventure that 
penetrates the rehearsal process and project 
creation, as well as adding a new perspective to 
the cultural landscape.”

Anaphora: Growing Pains,  
Progress, Pleasures

The roots of Anaphora begin with a friendship 
made at DePaul between Cory Tiffin (’07), violin, 
and Aurélien Pederzoli (MM ’08), violin, at the 
beginning of the 2004–2005 academic year. 
Shortly thereafter, they formed The Carma Trio with 
pianist Matt Ganong. This group eventually led to a 
bigger and bolder endeavor — namely Anaphora, 
founded in 2008 by Tiffin, Pederzoli, Sarah J. Ritch, 
composer, and Lisa S. Dell, publicist.

Other DePaul alumni who perform with 
Anaphora are Vitaly Briskin (’08, MM ’10), Yo-yo 
Fann (’09), and Dmitri Pogorelov (MM ’09), violin; 
Jeremy Attanaseo (BM ’03, MM ’05), bass and 
violin; Henry Chen (’08) and Jason Wells (’11), 
bass; Bryant Scott (BM ’05 MM ’07), trombone; 
Christian Anderson (MM ’08) , trumpet; Jon 
Schuler (’07), bassoon; Jared Rekken (’06) and 
Jessica Moore (’07), flute; Joe Beribak (’08) and 
Mario Cerutti (’08), percussion; Hsiao-Ling Lin 
(MM ’08), piano, and Guinevere Tiffin (’00), 
soprano. Michael Lewanski, conductor of the 
DePaul Chamber Orchestra and Ensemble 20+, 
DePaul’s 20th and 21st century music ensemble, 
conducts Anaphora. George Flynn, the former 
chair of musicianship and composition and 
co-director of New Music DePaul, has performed 
on piano with the group and serves as an advisor. 

Flynn said, “I met various members of 
Anaphora at concerts where my music was being 
performed. They had nice things to say and 
expressed their desire to perform more of my 
works. They are obviously talented and 
committed performers and I could see they would 
do a good job. We developed a friendship.

“Many Anaphora members are former DePaul 
students, so it’s a familiar situation for me. When 
I was teaching, my advice was very much like the 
ideas I suggested to Anaphora: that they do their 
best to develop cooperative, not competitive, 
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relationships with other groups and musicians; 
that they keep everything as wide open as 
possible as they explore who they are and where 
they want to go, and that they maintain good 
publicity in terms of their activities. Anaphora is 
becoming recognized, and is developing more 
opportunities to perform and be recognized by 
the Chicago musical community.”

Tiffin said that after Anaphora’s first concert, 
“the collaboration worked so effectively in so 
many ways that we ran with the idea and did a 
series of brainstorming sessions. During one of 
these meetings of the minds, we came up with 
the name. We chose it because we wanted to 
cover all types of ’classical’ music, from pre-
Baroque to newly commissioned works. 
Essentially, our aim is to convince our audience 
that music is music, all of it one and the same at 
its core, and none of it so far removed from the 
tradition and works of composers from hundreds 
of years ago. That being said, we are particularly 
selective in our contemporary music 

programming so as not to alienate the audience, 
nor be untrue to our intentions.”

In its second full season as an ensemble, 
Anaphora presented a two-concert Schubert Fest 
in January, followed by “Innovative Conventions,” 
a fusion concert of classics and contemporary 
works. Its “Traditional Modernism” concert, 
featured works by DePaul composer Natasha 
Bogojevich and a newly-commissioned work from 
Flynn, based on Allen Ginsberg’s famous poem, 
Howl. Their “Classic Quintets” concert consisted 
of string quintets and quartets with wind soloists 
and their second “Masterworks of Mozart” 
concert of the season featured two piano 
quintets, one with strings and the other with 
winds. An “Interdisciplinary Arts Festival” in late 
spring featured collaborations from local 
composers, sound artists, performance artists, 
and a rock/electronica band. Their season finale 
paired J.S. Bach with Arvo Pärt.

Tiffin said. “As this is only our second season, 
we have enjoyed the relative comfort of being 

Fifth House

Music in the real: An Entrepreneurial Approach  
to Presenting Music in Today’s Marketplace

With input from the School of Music’s performance and performing arts management departments, Melissa Snoza created a 
new two-credit undergraduate course at DePaul. The first class was offered during Winter Quarter 2010. The course fills the gap 
between theory and practice, helping bridge the transition by providing resources and a mini-incubator for student projects. 
Collaborating with performing arts management students, performance students honed their musical point-of-view and created an 
original, self-produced performance opportunity in the community, using marketing materials and a business structure to support 
the project. The course provided the artistic, career development, and entrepreneurship training that have become essential in 
today’s professional environment.
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able to experiment a bit with programming, which 
has provided us with the opportunity to see what 
works and what doesn’t in terms of audience 
reception and attendance. Creativity is the key:  
we began the ensemble under the auspices of a 
group that aims to fuse ’the fresh with the 
familiar,’ as our mission statement reads, and by 
pairing the classics with the freshest of 
compositions, we strive to strengthen and 
combine the niche audiences for both classical 
and contemporary programming. 

As with Fifth House, the greatest challenge 
posed to Anaphora, business-wise, is money. Tiffin 
said, “We’ve managed well thus far, but not 
without more than our fair share of headaches. 
The financial demands of heading a successful, 
engaged, and forward-thinking ensemble are 
fundamental to any ensemble. But the balancing 
act of being a performer and administrator can be 
incredibly frustrating. At times when we’d rather 
be practicing, or in fact when we need to be, we’re 
often stuck sending out countless emails or phone 
calls regarding personnel, programming, rehearsal 
space, venues, or, worst of all, scheduling. It is 
particularly trying with a do-it-yourself budget, 
where we always have to be looking for volunteers 
or discounts or in-kind support. But all new 
ensembles have to go through some or all of these 
hardships before they can finally be established 
enough to have an annual budget, or experienced 
enough to run the administrative side of things in 
the smoothest manner possible.

 DePaul’s required course, ‘The Business of 
Music for Performers,’ was “invaluable to 
Anaphora in giving us an overview of the business 
workings of the music world,” Tiffin said. “We were 
lucky to have a great instructor in Michael Green, 
percussionist with the Chicago Lyric Opera 
Orchestra and timpanist with the Chicago Grant 
Park Orchestra, and in the excellent guest 
lecturers that he brought in — from musicians to 
leaders of the music union. Had I known how 
important the business side of music is in regards 
to establishing a career, I would have sought out 
more classes to prepare me for the road that lies 
ahead of collegiate/conservatory degrees. I am 
nevertheless eternally grateful for the knowledge 
that was imparted in that class.”

Commenting on Fifth House and Anaphora, 

DeRoche said, “These are good young groups, 
creating buzz by finding interesting and  
informal venues, appealing to wide audiences, 
marketing wisely, and choosing creative 
programs. If they can continue the path they are 
on, learning to perform better and better, using 
creative methods, and raising funds to support 
themselves, they will become viable additions  
to Chicago’s ensemble picture.”

Jazz String Quintet:  
The Ensemble Endures

Jim Gailloreto (’81) is an experienced, well-
regarded Chicago saxophonist, a freelance 
musician, arranger, and jazz educator at Roosevelt 
University’s Chicago College of Performing Arts. He 
has performed with the Chicago Symphony 
Orchestra, Broadway in Chicago, Fulcrum Point, 
Chicago Chamber Musicians, Music Now, and 
many other major ensembles. His string arranging 
can be heard on Kurt Elling’s Grammy Award-
winning CD, Dedicated to You.

“DePaul offered great opportunities to hone 
my craft as a musician, arranger, composer, and 
improviser. Many professors, including George 
Flynn, composition; Cliff Colnot, arranging, and 
Bob Black, classical saxophone — teaching 
amazing courses such as counterpoint, music 
history, orchestration, analysis, and ear training 
— helped shape my interest and abilities. That 
said, even with all that input from the School, the 
other half of my education came with creating my 
own opportunities.”

 In 1997, he embarked on a project he called 
Jazz String Quintet (JSQ), combining string 
quartet and soprano saxophone — as he put it, 
“an answer to a creative journey of expression 
from all of my music passions.” 

JSQ uses jazz and composition in a chamber 
music-like setting. “As an artist it has allowed me 
to develop a unique sound while growing as a 
composer and improviser,” said Gailloreto. “I got 
my start when friend and fellow composer Peter 
Saltzman programmed a concert for string 
quartet. He asked if I had anything in my 
repertoire for saxophone and strings; I lied and 
said I did. Peter thanked me and said the concert 
was in a month. I got very busy composing, 
rehearsing, and performing. Afterwards, I had 
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what is called a ’musical epiphany.’ This concert 
convinced me that this type of composing and 
performing was my true calling. I didn’t mind if it 
took a ’little white lie’ to happen.”

Gailloreto believes that members of his 
ensemble are the lifeblood of its success, although 
“they don’t always get paid hour for hour what they 
put into the group. It’s important to know this and 
treat them with respect. I have been very lucky to 
work with some amazing musicians in JSQ, 
currently Katherine Hughes and Carol Kalvonjian, 
violin; Benton Wedge, viola, and Jill Kaeding, cello. I 
tend to write challenging music with cross-over 
influences into jazz and modern classical music 
and they always sound utterly fantastic. One thing 
that has really helped my writing for strings is to 
listen to the group; they are a wealth of information 
about their instruments, so I listen.”

Gailloreto has four CDs under his name and 
many others as a sideman for various local and 
national artists. With JSQ, he recently released 
American Complex, a CD on the Origin Classical 
label, featuring jazz vocalist Patricia Barber. This 
release was preceded by a world premiere of his 
composition, “American Complex,” at Bargemusic, 
performed in New York under the Brooklyn Bridge. 

“There we performed with the unrelentingly 
brilliant composer and pianist, Fred Hersch. These 
experiences were only possible by a very generous 
grant from Chamber Music America.”

Gailloreto attributes the success of JSQ to 
making the music his first concern. “Most 
freelance musicians work long hours practicing 
and working a multitude of gigs to support 
themselves and their family; I look at my art as 
another member of the family. When I’m creating 
music, the artist in me is thinking only of the 
music. Certainly, receiving a grant and being 
offered work for the group is undeniably helpful; 
that said, I probably push and work harder 
because I’m proud of the music. I still love to 
hear from the audience; it’s very important and 
inspiriting to get their feedback.”

Even after a 13-year track record, JSQ’s 
challenges are not all that different from those of 
Fifth House and Anaphora: scheduling gigs and 
fundraising. In these regards, Gailloreto deems it 
very important to have the music out in the world, 
adding modern marketing techniques to the 
traditional arsenal.

“A good website is a must, and it’s easier 
than ever to make that happen. CDBaby.com, 

and iTunes are marketing tools that also got 
things rolling. I just introduced myself on 
Facebook, ReverbNation and MySpace. I also 
send out e-mail announcements through 
MailChimp and Constant Contact. It’s also very 
important to keep tabs with local papers, critics, 
and, more recently, the multitude of online blogs 
and Internet-based publications. And lest I forget, 
word of mouth never hurts.”

 His advice to the newer ensemble 
entrepreneurs: Keep looking for ways to create  
your art and for new locations, venues, and 
collaborations. See to anything that promotes 
and prolongs artistic growth.

    DePaul is encouraging the education of  
ensemble entrepreneurs … offering more courses in arts 

management, taken by performance  
majors as well as arts management majors.

Anaphora
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  or perspectives on the inputs and outcomes of 

directing youth ensembles, Con Brio turned to 

four directors of public school organizations in 

the Chicago area, two of whom are DePaul 

alumni. These dedicated teachers represent all 

those who instruct and inspire students in their 

early years of ensemble playing.

Since 1996, Bob Rzeszutko (’78) has been 
director of instrumental music with the 
Winnetka Public Schools, responsible for 
teaching 5th through 8th grade band and 
leading the jazz ensemble.

I grew up in Chicago’s McKinley Park 
neighborhood and studied at DePaul with Hobie 
Grimes — a wonderful man and teacher. After 
college, I got a teaching job at Gordon Tech High 
School in Chicago and in 1982, began a 14-year 
teaching stint at Gemini Junior High in Niles, East 
Maine School District #63. 

In the beginning stages of instrumental 
instruction, the social piece is as important, if not 
more important, than the musical piece. I’ve 
always insisted on being involved with teaching 
beginners because it’s important to develop that 
relationship with kids who hopefully will be with 
you for four years. At times I’m as silly or goofy as 
they are, but I think this makes it fun for them 
(and me) and helps them to be comfortable in a 
new and sometimes difficult learning situation. If 
it’s not fun at the early stages, kids won’t 
continue.  I find that especially true today.

Winnetka is unique in that the system is 
highly grounded in progressive education, which 
doesn’t foster competition. Here we use a 

Early Lessons in  
Music and Life

F

listen!
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rotational system for first chair players — in fact, 
we don’t even use that term here. Kids usually 
find their spot and the better students usually 
end up in the first chairs despite the system. I 
grew up with the challenge system for chair 
placement. I used it very effectively until I came 
here to Winnetka. I think kids need to have a bit 
of competition. What I do here is different due to 
the culture of the district and the town. It works.

Many years ago, when I was still at Gemini 
Junior High, we were playing the second of three 
pieces, an arrangement of Handel’s Water Music 
Suite. As we were playing, I just had the feeling 
that the kids and I were totally connected. They 
were watching me and playing amazingly well. For 
some reason I decided to take more liberties in 
the slow movements than I had ever done before, 
which is like suicide with a junior high band. They 
were completely with me and I remember doing 
some rubato things that were first-time events. It 
was pretty amazing.  

For students who choose solo careers, 
playing in a young ensemble builds confidence 
and leadership skills for the future. These kids 
are usually the best players and lead by example. 
Ensemble playing also gives these students a 
chance to develop listening skills. For future 
ensemble players, there are many benefits to the 
early experience. Playing in an ensemble builds 
the skills mentioned above, along with 
developing the ability to work as a section player 
and learning about an individual’s place in a full 
ensemble. I think ensemble playing is most 
beneficial to those who don’t continue in music.  
Above all, it develops an understanding of what 
playing good music is and what is involved in 
creating good music. The most important thing is 
that it develops an appreciation for what a fine 
musician has to do to perform at a high level.  

  I enjoy great support for my program in 
Winnetka — I have never had greater support in 
any other teaching situation. Our principal is a 
great champion of the arts and our staff is also 
very supportive of the program. The community 
has a long tradition of supporting the arts in all of 
its forms. The fact that we have a new music 
facility at the Middle School is a testament to the 
support of our administration and community.

 I’ve had countless students continue on in 

music in high school, college, and beyond and 
often hear from a number who continue to 
participate in ensembles of many different  
kinds.  I get the most satisfaction from hearing 
about students who stopped playing after 
college, but returned after a time to play in 
community ensembles and other various 
non-professional groups. 

Marty Sirvatka, instructional supervisor of  
art and music at Glenbrook South High  
School in Glenview, runs a leading Midwest 
choral program.

I graduated from the University of Illinois with 

a music education degree, focusing on clarinet 
and band. In my student teaching experience, I 
had the good fortune of working with a first- year 
teacher who needed some help with a freshman 
glee club. I fell in love with teaching the chorus, 
and the rest is history. When a professor offered 
me a graduate teaching assistantship in 1980, I 
immediately started working on my master’s 
degree, this time in choral education 

In the early 1980’s, teaching jobs were few 
and far between, so after being a victim of RIF 
(reduction in force) in a middle school in Danville, 
I worked part-time as a bus driver, voice and 
piano teacher, and an assistant to the world 

Bob Rzeszutko conducts a band 
from the Winnetka Public Schools.
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renowned Glen Ellyn Children’s Chorus. There I 
learned skills from conductors Doreen Rao and 
Lucy Ding and arranged a spiritual, Goin’ Up 
a-Yonder, for the chorus. Subsequently, it was 
published with Boosey and Hawkes — I still 
receive royalties for it from all over the world,  
24 years later! 

I’ve taught for 16 years at Glenbrook South, 
first as a choir director/theory teacher, later as 
an administrator/teacher, and now as the 
instructional supervisor of art and music. I still 
teach the entry-level choirs and direct the top 
auditioned Master Singers — 94 students strong.  
I also teach the second and third level advanced 
placement music theory classes and direct three 
a cappella ensembles: a male group called NINE, 
a female Solace, and a chamber ensemble of 22 
of our best singers. All three groups sing a variety 
of repertoire ranging from Renaissance to pop.  
I love the students more than ever!

Our school and community are rare finds.  
We have administrators who are willing to 
schedule elective classes first, support our 
programs with generous budgets, and attend our 
performances. Parents are well educated, well 
informed, and volunteer for everything. 

Colleagues respect what we do and we honor 
their subject areas by reminding our performing 
kids that they need to study and do well 
academically. We do not take them out of classes 
very often, but when we do, we are serving our 
community and parents by offering our services 
and a variety of performing ensembles.

An overwhelming percentage of graduates 
who perform in ensembles come back with 
thanks for raising the bar high and keeping it 
there. They like the fact that mediocrity has 
become distasteful to them, too, and that they 
developed sound opinions about music that can 
be supported with educational concepts. They 

are thrilled that they have discriminating ears 
that can recognize attention to detail and 
excellence. And they have relationships that 
weather even the roughest of times. They also 
know they are always welcome to come back 
home, anytime.

Deborah Peot (’95) is a part-time faculty member 
at DePaul, teaching the Strings I course, violin 
and viola for music education majors; Middle 
School Instrumental Methods; Conducting for the 
Music Educator, and String Literature.

I’m from Des Moines, where I began Suzuki 
violin study at the age of four. My family moved to 
Champaign-Urbana, Illinois, when I was 15 years 
old and I enrolled in the Paul Roland 
Conservatory of Music, where I studied through 
high school. At DePaul, I studied violin with Mark 
Zinger and received a bachelor’s degree in violin 
performance and music education. 

My first “real” job was as an orchestra director 
at three elementary schools and a middle school 
in Franklin Park. After three years, I took a position 
in Libertyville, where I stayed for nine years, in 
charge of the entire program, which included a 
middle school and four elementary schools. After 

several years, the program grew to more than 150 
students, so the district hired a part-time assistant 
for lessons and rehearsals. It was a supportive 
and active orchestra program, with eight 
orchestras between grades 4–8, including a 
symphonic orchestra and a strolling strings 
ensemble. In 2006, I left that position to stay at 
home with my three children and teach at DePaul.

Many directors are isolated in their field, with 
no support from their administration, teachers, or 
even other ensemble directors in their school. It 
is not uncommon for band, orchestra, and choir 
directors to have a tense relationship. I think this 
is due to vying for rehearsal space, sharing 

   For students who choose solo careers, 
 playing in a young ensemble builds confidence  
and leadership skills for the future.
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students and equipment, and the constant battle 
of defending their programs. And the music 
department often is confined, uninvolved in the 
happenings of the rest of the school. But I took 
an interest in what other teachers in the school 
were teaching, coordinated units of study with 
other departments, and asked teachers to 
reciprocate with the music department. 

So many hours I have spent writing letters 
and documents justifying my school music 
programs! Each time I gravitated to these same 
benefits: perseverance, accomplishment, 
appreciation, and perspective. Perspective is 
perhaps the most useful to all students. It has 
always intrigued me that every musician can 
have a unique response to the same piece of 
music. This variance has been a continuous 
reminder that we all interpret and react 
differently to the same stimuli, whether music, 
science, politics, religion or any other experience.  

Research shows that students have positive 
feelings towards an instrument or ensemble if 
their own learning and progress is consistent and 
measurable. Students also gravitate to the 
ensemble director, some with a true connection. I 
often felt that my job was to get the kids involved, 

keep them involved, and maintain that 
enthusiasm about their instrument until they 
reached high school, where the literature could 
then be more of a motivating factor. 

Young players concentrate so intently on their 
own part and the mechanics of their instrument 
that they truly have no idea of how the group 
sounds, or where they fit into that sound. Once 
students can listen to the whole, they are often 
more critical of their own performance.   

A wonderful teaching piece for middle school 
orchestra is Smetana’s Themes from the Moldau, 
arranged by Robert Frost, a lovely piece written to 
equally engage all sections of the group. Its 

programmatic element can translate not only to 
phrases, but also to the techniques the students 
use to play their instruments — such as long, 
fluid, non-stop bow strokes and quick, articulate 
fingers. The piece itself embodies that beauty of 
a flowing melody, rich sonorities, and distinct 
imagery to which students can really understand 
and respond. When the students’ excitement 
about learning and mastering a piece rises to the 
level of the piece itself, then I feel that the 
ensemble is really working as a team towards a 
common goal. That combination of events isn’t 
reached very often — if you’re lucky, it happens 
maybe once a year. But it’s worth the wait. 

Joanne May stands for a bow with members 
of the Glenbard East High School Symphony 
Orchestra at a holiday concert.

Guest conductor Deborah Peot directs the 
concert orchestra at the Waukegan, Illinois, 
middle schools annual combined concert. 
Photo courtesy of the Lake County News-Sun
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Joanne May retired in 2009 as orchestra director 
and music department chair at Glenbard East High 
School, where many DePaul student teachers 
worked under her supervision. A former American 
String Teachers Association Teacher of the Year, 
she now is visiting professor of orchestra and 
music education at Elmhurst College. Her 
daughter, Samantha May, is a DePaul alumna (MM 
’09) and a student in the School’s teacher 
certification program.

I taught for 33 years in public schools in 
Decatur, the St. Louis area, and the Chicago area, 
the last 22 at Glenbard East in suburban Lombard. 
My experiences also included teaching a K-8 Suzuki 
violin and cello program, teaching ele mentary 
general music, middle school and high school choir, 
elementary through high school band, and 
conducting the Decatur Youth Symphony.

The music is and should be the primary 
motivation for students who participate in 
ensembles. Students who find satisfaction in their 
own musical performances experience intrinsic 
rewards. They don’t need external rewards, such 
as a teacher praising them or a parent giving them 
ice cream for a job well done in order to feel a 
sense of accomplishment. They don’t need to look 
for non-musical reasons to continue participation 
in an ensemble, such as attending because their 
best friend is attending or because the teacher 
plays fun games. When the music itself is the prize 
and students experience the sense of 
accomplishment of their own performance, there 
will be no stopping them from desiring musical 
experiences again and again.

In my ensembles, I often used similes to assist 
students in imaging a concept: “The bows sound 
like wet noodles,” or “The music should sound like 
the sun setting against a lake that is still as glass.” 
And just as often as I would be able to think of an 
appropriate simile, I would ask the students to 

come up with their own. Many times they would 
actually give an idea that was more appropriate or 
powerful than any I’d ever thought of.

I can think of a performance when a French 
horn player had to make an entrance on a relatively 
high pitch in a Mozart symphony. After working it 
over and over, he was successful about only 20 
percent of the time during the final week’s 
rehearsals. During the concert, I looked at him just 
before his entrance and saw a look of determination 
in his face that I hadn’t seen during rehearsals. It 
was calming to me, so I glanced away so as not to 
put too much pressure on him. Just after hearing 
him enter, perfectly beautifully, in tune, and with a 
stunning and mature tone, I looked back to see his 
eyes looking up at me, smiling as though there was 
nothing more important in the whole world. After the 
concert we high-fived and hugged and laughed and 
celebrated — not just the two of us, but the whole 
horn section, and then members of the rest of the 
orchestra as they filed off stage. It was a moment of 
celebration for everyone, and it takes my breath 
away to think of it even now, years later. 

Every teacher is a part, however small or 
insignificant, of each student’s musical successes. 
When Julie Barnes Spring, now the harpist in the 
Toronto Symphony, was in my orchestra, from 1997 
to 2001, I was constantly looking for good music 
that would challenge her and be worthy of study 
and performance by the other orchestra students. 
At Julie’s suggestion, I ordered a catalog of harp 
music by Louis Spohr. These pieces fit beautifully 
with the skills of my orchestra because they were 
written at an appropriate level of difficulty, provided 
an opportunity for great musical expression, and 
showcased Julie’s talents. The violinist who played 
the solo violin parts was my daughter, Samantha 
May, also a student in the orchestra at the time. 
She and Julie both are professional musicians, 
performers, and teachers.

i N  M E M o R i A M 
Dr. Jeffrey Wasson, a member of the School of Music faculty since 2002, died of heart failure on January 4 at the age of 61. Prior 
to coming to DePaul, he served on the Barat College faculty for 17 years. Professor Wasson received his bachelor of music, master of 
music, and Ph.D. degrees from Northwestern University. Dean Donald Casey said, “An active scholar and dedicated teacher, Dr. Wasson 
especially enjoyed the challenge of revealing the joys of music to students in other degree programs and prepared a series of texts 
supporting just that cause.” His mother, Dr. Hilda Wasson, who died in 2008, was a longtime member of the DePaul College of Commerce 
faculty. He is survived by his sister-in-law, Judith Wasson, two nephews, and a niece.
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W hile the mission of most ensembles is described in musical 
terms, there are some founded with goals that reach into the 
social arena. One is the West-Eastern Divan, a youth orchestra 
based in Seville, Spain, with members from countries throughout 
the Middle East. The orchestra was founded in 1999 by Edward 
Said, the late Palestinian activist, writer, literary critic, and 
musician, and Daniel Barenboim, the Argentine-born, Israel-raised 
former conductor of the Chicago Symphony Orchestra. Barenboim 
explained in a 2008 interview, “The Divan was conceived as a 
project against ignorance. A project against the fact that it is 
absolutely essential for people to get to know the other, to 
understand what the other thinks and feels, without necessarily 
agreeing with it…. I want to create a platform where (Israelis and 
Arabs) can disagree and not resort to knives.”

Much closer to home, in 1956 — nearly 45 years before the 
founding of the Divan — the late Christopher Moore founded the 
Chicago Children’s Choir in a Hyde Park Unitarian church during the 
civil rights movement. He believed that youth from diverse 
backgrounds could better understand each other — and themselves 
— by learning to make beautiful music together. Moore’s vision of a 
choir combining high artistic standards with a social purpose 
continues to define the choir’s mission, which reads: “Chicago 
Children’s Choir is a multiracial, multicultural choral music 
education organization, shaping the future by making a difference in 
the lives of children and youth through musical excellence.”

Since 1999, the standard-bearer for the choir has been its 
artistic director, DePaul alumna Josephine Lee (’97), who studied 
piano performance with Dmitri Paperno and went on to receive 
her master’s degree in conducting from Northwestern University. 
Lee received the DePaul School of Music’s Distinguished Alumni 
Award in 2007.

“I started playing violin and piano at three, sang as a child, 
and took on my first conducting assignment when I was 15,  
with Chicago’s Korean-American Children’s Chorus,” said Lee. 
“Piano was my passion, but when I discovered conducting,  

I found my calling. Conducting fulfills an ability to lead that is 
partially innate and partially encouraged by my parents and 
teachers, who taught me the values and tools needed to  
survive in the world.”

While at DePaul, Lee accompanied the DePaul Community 
Choir, a part of the Community Music Division founded and directed 
by Susanne Baker, a member of the piano faculty. Baker put Lee in 
touch with the Chicago Children’s Choir when she needed a job. Lee 
figured this was going to be temporary, get her through graduate 
school during her mother’s illness with colon cancer. Instead, it has 
become her life’s work. From the choir’s base at the Chicago Cultural 
Center, Lee and 10 other conductors now transmit the musical and 
life lessons she’s learned — including excellence and discipline — to 
more than 2,700 children, ages eight to 18, through choirs in 46 
schools, after-school programs in eight Chicago neighborhoods 
(including one based at DePaul’s Community Music Division), and 
the internationally acclaimed Concert Choir. Under her direction, the 
choir has undertaken many highly successful national and 
international tours, received a Chicago/Midwest Emmy Award for the 
2008 documentary Songs on the Road to Freedom, and been 
featured in nationally broadcast television and radio performances.

Lee is proud that many alumni of the choir have gone on to 
study at major university music programs and to land music 
education positions in public schools, also a career goal for many 
of the current members.

The choir’s repertoire includes a range of works, from 
traditional to contemporary. Authentic world music is a mainstay 
of its programs. “Through the music, we teach not only music 
theory, structure, and history,” Lee said, “but also culture.  
Music is a tool for making the world better, crossing cultural 
barriers, and building bridges. Choral music not only features 
different languages but also unifies these languages as 
expressions of human experience. Music is as close to universal 
understanding as we get.”

Chicago 
Children’s  
Choir:  
The Music and 
the Mission
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