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Change is inevitable. Responding to it is up to us. 

Roger Mantie Lynn Tucker

“Changes”
— David Bowie 
— Yes

Passing the torch. Big shoes to fill. Hard act to follow. Pick your 
metaphor. The fact is, it is rather daunting to accept that one is 
stepping into history of almost epic proportions (in the context of 
the Canadian educational wind band world, at any rate). Consider 
that, in the past forty years, the Canadian Band Association’s journal 
has had only two — yes, two — primary editors. The indefatigable 
Keith Mann was the one and only editor for the Canadian Band 
Journal (approx. 1977-2001) until his untimely death. And then, like 
the firebird, Canadian Winds/Vents canadiens emerged from the ashes 
when Tim Maloney and Denise Grant rose to the occasion, ushering in 
what would become Tim’s seventeen-year tenure at the helm.

We knew when we applied for the position of editor that Canadian 
Winds would involve some work. Editing our first issue this past 
spring, however, gave us a much deeper appreciation for Keith’s 
and Tim’s dedication over the years, and the sheer number of 
hours involved in trying to live up to the high standards Tim set for 
Canadian Winds. Unless one has done a lot of editing, it is easy to 
overlook the little things: ensuring consistency in spelling, grammar, 
and punctuation, ensuring a consistent tone from author to author 
without intruding too much on their unique voice, and ensuring the 
look and feel of each issue is professional. Tim did all of this while 
working as a librarian at the University of Minnesota. It was, for Tim, 
truly a labour of love. We are grateful that he has shared some of his 
thoughts and experiences with us in this issue. As you will note from 
the title of his feature (and from the journal’s masthead), we are proud 
to recognize Tim as “Editor Emeritus.”

Moving forward, we can only hope to maintain the relevance, integrity, 
and professional leadership that Canadian Winds provides for members 
of the Canadian Band Association. This will not be easy, not just because 
of the high bar Tim has set, but because we live in unprecedented 
times. Heraclitus famously said that you cannot step into the same river 
twice. This is often taken to mean that the river is always in motion, 
hence it is a different river the second time you step. Many people also 
take Heraclitus to be speaking metaphorically about society, which is 
always in motion, and about individuals, who are always changing. 

While this was certainly true in the ancient Greece of Heraclitus,  
it is especially true in an age where technology has doubled the 
pace of change (see Buckminster Fuller’s “Knowledge Doubling 
Curve”) and the smartphone grants us access to more knowledge 
than two thousand years of human history. Most people now derive 
their information needs via screens and websites. Do we still really 
need Canadian Winds to print articles on topics for which there are 
already 147 YouTube instructional videos? Change, the saying goes, 
is inevitable. (Except from a vending machine. Ba-dump-bum.)

Music is often thought to withstand “the test of time.” Music is eternal. 
Indeed, music is one of those things that can help keep us grounded by 
reminding us of values that transcend the vicissitudes of life. The band 
tradition in Canada runs deep. In its various forms, the Canadian Band 
Association has been around for over a hundred years, helping to provide 
support for countless people who might not otherwise have had learning 
and participation opportunities in music. We are at an historic moment, 
however, where we cannot ignore pressing issues in our profession —
ones that relate to the perennial problem of tradition and change.

Recently, composer Jodie Blackshaw drew attention to a 2018 study 
by Wes Brewer entitled, “A Content Analysis of Recommended 
Composers in Repertoire Lists for Band,” in which Brewer analyzed 
lists of festival music in the US. Blackshaw noted the paucity of female 
composers and the complete absence of people of colour on the festival 
lists. One might claim that the gender or race/ethnicity of the composer 
should not matter. And yet, as the Larry Clark controversy illustrates, 
gender and race/ethnicity do matter. If they did not, why would Clark 
attempt to impersonate a female Japanese composer?

For the uninitiated, Clark was recently exposed for publishing pieces 
under the name, “Keiko Yamada.” Clark’s subsequent apology on 
Facebook received some supportive comments, but most responses 
took issue with his failure to acknowledge the fundamental issue: he 
did not just use a “pen name” (as he claimed in his defence); he used 
a female Japanese pen name for pieces like “Sakura, Sakura.” It was 
a clear and obvious intent to deceive buyers into believing they were 
purchasing compositions and arrangements by someone other than 
a white, American male composer. An open letter to Larry Clark by  
Cait Nishimura is published in this issue.

Canadian Winds is uniquely positioned to take a leadership role in 
helping to navigate the complex waters of sustaining rich musical 
traditions in the face of demographic, cultural, and technological change. 
Canada’s relatively small population (by global standards), official 
policy of multiculturalism, and its recent attempt to come to grips with 
the sins of its colonial legacy through the Truth and Reconciliation 
Commission all provide the conditions for open conversations around 
equity, diversity, and inclusion. This is why we are planning a special 
issue of Canadian Winds for Fall 2020 echoing the theme of the 2020 
International Society for Music Education World Conference, “visions 
of equity and diversity.” We invite contributions from far and wide as 
we attempt to engage in timely conversations intended to help make the 
Canadian wind band scene a world leader in the twenty-first century.

EDITORS’ MESSAGE / MESSAGE DE LA RÉDACTION
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PRESIDENT’S MESSAGE / MESSAGE DU PRÉSIDENT

Dear Colleagues,

I hope my message finds you well, and hope that 
your school-year start-ups, if you are in education, 
went very well, and you have too many students 
for the number of instruments in your inventory!

The 2019/2020 school-year is going to be another 
very busy one for the CBA and all of our provincial 
chapters. Our friends at the Nova Scotia Band 
Association will host the 2020 National Youth 
Band of Canada in May. Auditions close(d) on 
Wednesday, November 27th and anyone who is 
interested in auditioning should visit the CBA 
website for more details. This year, Daniel 
Bartholomew-Poyser will take the band to 
extraordinary heights as conductor. We are once 
again indebted to Yamaha Canada Music for their support of the  
Guest Artist Program. The 2020 NYB will perform alongside another 
world class soloist, once again providing students with a phenomenal 
look into the world of a professional musician!

The Howard Cable Memorial Prize in Composition submission 
deadline is December 1st, 2019. This prize has quickly become one 
of the most coveted of its kind and has had submissions from coast 
to coast to coast each year. If you are interested in supporting the 
prize by joining the consortium, please visit the CBA website for more 
information. The consortium list for 2019 grew to a staggering forty 
members from all corners of North America. It’s great to see so much 
interest and support for Canadian music – let’s keep it going! Please 
promote the Howard Cable Prize to your colleagues and get them to 
sign up for a spot on the consortium for the next great Canadian work. 
Thank you to Dr. Jason Caslor for organizing the program every year.

The CBA’s strength comes from each provincial chapter and the 
hard-working, mostly volunteer people who run the honour bands, 
symposia, festivals, camps and tuba Christmas festivities each year. 
As you attend those events make sure you thank the organizing 
committee for their hard work trying to strengthen band in our  
fine country.

Good luck with all of your performances, workshops, retreats and 
everything else you get up to this fall and winter. Enjoy this volume 
of Canadian Winds, and of course… Go Band!

Respectfully submitted,
Scott Harrison
President, Canadian Band Association

SCOTT HARRISON is the Head of Music at  
Dr. G.W. William Secondary School, a school with a very long and 
proud history of musical excellence. Scott is Past-President of the 
Ontario Band Association (OBA), Director of the Ontario Provincial 
Honour Band and President of the Canadian Band Association.  
He served as a summer facilitator at the Ontario Institute for Studies 
in Education (OISE) where he taught Additional Qualification 
courses in instrumental music education. Scott is also on faculty at 
the Interprovincial Music Camp, Pipe Major of the Toronto Police  
Pipe Band and he holds degrees in music education from Wilfrid Laurier 
University, Nipissing University and York University.

Chers collègues, 

J’espère que vous allez bien et que, si vous 
êtes dans le milieu de l’éducation, votre rentrée 
scolaire se déroule bien et que vous avez plus 
d’inscriptions pour votre programme musical que 
le nombre d’instruments dans votre inventaire! 

L’année 2019-2020 sera une autre année 
bien occupée pour l’Association canadienne 
des harmonies (ACH) ainsi que pour toutes 
nos associations provinciales. Nos amis de 
l’Association des harmonies de la Nouvelle-Écosse 
vont être les hôtes de l’Harmonie nationale du 
Canada au mois de mai 2020. La date limite 
pour les auditions est le mercredi 27 novembre 
et ceux qui souhaitent auditionner doivent visiter 

le site web de l’ACH pour plus de détails. Cette année, Daniel 
Bartholomew-Poyser saura diriger l’Harmonie vers de nouveaux 
sommets. Nous sommes à nouveau grandement reconnaissants à 
Yamaha Canada pour leur soutien envers le programme d’artiste 
invité. L’Harmonie nationale continuera d’accompagner un soliste de 
renommée internationale; quelle belle opportunité pour les étudiants 
de pouvoir constater la réalité d’un musicien professionnel!

La date limite de soumission au Prix hommage à Howard Cable en 
composition est le 1er décembre 2019. Ce prix est rapidement devenu 
un des plus convoités dans le milieu; nous recevons chaque année des 
soumissions d’un océan à l’autre. Si vous êtes intéressé à soutenir le 
prix par votre inscription au consortium, veuillez visiter le site web de 
l’ACH pour plus d’information. La liste des membres du consortium 
pour 2019 a grossi; nous sommes heureux de compter sur 40 membres 
provenant des quatre coins de l’Amérique du Nord. Quelle joie de 
constater ce soutien envers la musique canadienne; continuons ainsi! 
Nous vous prions de promouvoir le Prix hommage Howard Cable à 
vos collègues et de les encourager à s’inscrire au consortium afin de 
soutenir la prochaine œuvre canadienne. Nous remercions Dr Jason 
Caslor qui mène ce programme chaque année.

La force de l’ACH provient de chaque association provinciale 
ainsi que le travail acharné, et principalement bénévole, des gens 
qui organisent chaque année les harmonies élite, les symposia, les 
festivals, les camps, et les festivités du Noël tuba dans votre province. 
Assurez-vous de reconnaitre et remercier les comités organisateurs 
pour leur dur labeur qui nous permettent d’encourager l’harmonie 
dans notre beau pays. 

Nous vous souhaitons bonne chance dans vos concerts, ateliers, 
camps, ainsi que tous vos projets d’automne et d’hiver. Profitez bien 
de cette édition de Vents canadiens et, bien sûr, vive l’harmonie! 

Respectueusement,
Scott Harrison
Président, Association canadienne des harmonies

(Translation : David Peretz-Larochelle) 
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CBA NEWS / NOUVELLES DE L’ACH

National Band Awards

Dr. Gillian MacKay
Gillian MacKay is an extremely kind, humble and giving individual. 
She is a well-respected music educator and band director, and is widely 
known for her work as a clinician, conductor, and professor of music 
throughout Canada and North America. Gillian holds degrees from 
the University of Lethbridge (B.Mus., 1985), McGill University 
(M.M., 1989) and Northwestern University (DMA, 1996). She also 
has a Diploma of Fine Arts from the University of Calgary and was 
a participant at the Banff School of Fine Arts in 1986 and 1988. Since 
her appointment at the University of Toronto, where she conducts the 
Wind Ensemble, teaches conducting, and coordinates the performance 
program, she has been very active as an adjudicator, honour band 
conductor, and advocate for band throughout Canada.

Gillian’s experience throughout Canada reaches from coast to coast 
to coast and her love of bands is evident through her continued work 
in the field. She is a frequent faculty member at many music camps 
throughout the country, as well as a guest conductor at hundreds of local 
Toronto area schools. She has a unique method of combining artistry 
and humour that appeals to students from the youngest beginners 
to the most seasoned veterans. Her excellence is not limited to the 
podium, however. She has published articles on trumpet performance 
and pedagogy and has contributed many articles on wind bands to 
the Ontario Band Associations’ former newsletter, In Harmony, the 
Canadian Band Journal, and Canadian Winds. She has also seen 
works published in Atlantic Journal of Music, The Recorder, and the 
International Trumpet Guild Journal.

On top of all these professional experiences, Gillian, in partnership 
with Mark Hopkins from Acadia University, has taken the musical 
reins of the Denis Wick Canadian Wind Orchestra. The DWCWO is 
one of three national honour ensembles in Canada and is a fantastic 
experience for all involved. The honour band has been included at 
MusicFest Nationals and it has become a highlight of the Canadian 
band scene. With the support of MusicFest and their industry partners, 
the band brings together students from every province for one week of 
phenomenal musical experiences.

Dr. Mark Emerson Hopkins
Mark is known by his students and colleagues as a kind, genuine and 
generous person. He has extensive experience leading ensembles 
across Canada and is well known and respected as a conductor, 

educator, clinician and performer nationally and internationally. Mark 
holds degrees from the University of Toronto (B.Mus. 1982), the 
University of Western Ontario (B.Ed. 1983), the University of Calgary 
(M.Mus. 1997) and the New England Conservatory (D.M.A. 2000). 
Notably, while completing his DMA, he served as assistant to Frank 
L. Battisti and was awarded the Gunther Schuller Medal at graduation.

Mark taught music in high schools for twelve years, including seven 
years service as Chair of the Music Department at Upper Canada 
College, Toronto. He is in demand as a guest conductor and music 
education consultant. He is artistic director of the Nova Scotia Youth 
Wind Ensemble (2008-2011, 2013-present), and is past-president 
of the Nova Scotia Band Association. His professional work as a 
conductor spans the full range of ensembles and genres. In 2007, Mark 
collaborated with composer Derek Charke to create the Acadia New 
Music Society and the new music festival, “Shattering the Silence.” 
This society has successfully presented forty-eight concerts, including 
a CBC national broadcast, initiated the creation of three CDs, and 
hosted multiple composers, musicians, and ensembles. He also leads 
the WIRED! Ensemble. In September 2010, Mark had his debut 
performance as Guest Conductor of the Eastman Wind Ensemble, 
conducting Stravinsky’s Symphonies of Wind Instruments (1947). 
In Canada, he has guest-conducted bands and orchestras in British 
Columbia, Alberta, Saskatchewan, Prince Edward Island, Nova Scotia, 
Ontario, and Quebec. Abroad, he has led collegiate and professional 
performances in the United States, Bermuda, Hong Kong, China, Japan, 
Italy, Switzerland, and Romania.

Mark has been a Professor at Acadia University’s School of Music since 
2005. He is the founding conductor of the Acadia University Wind 
Ensemble, and teaches undergraduate and graduate conducting courses, 
music education foundation courses, “SoundPainting,” and oversees 
Wind Music performance. He was the Director of the School of Music 
for the 2017-2018 year.

An active writer and researcher (and regular contributor to Canadian 
Winds), Mark is also a collaborator on the Canadian Wind Repertoire 
Project. He was the principal writer of the Nova Scotia Beginning 
Band Curriculum, which has since been adopted by the Singapore 
Department of Education. In collaboration with Dr. Gregory Pyrcz and 
Tessa MacLean, Mark recently published an article in Philosophical 
Inquiry in Education, the journal of the Canadian Philosophy of 
Education Society. He has devoted much time to his continuing research 
of Stravinsky’s Symphonies of Wind Instruments.

Mark’s willingness to share his passion and enthusiasm for music is 
evident in his work with ensembles of all levels. His ability to draw 
incredible results from young musicians is particularly evident in his 
work with the Acadia Wind Ensemble, the Nova Scotia Youth Wind 
Ensemble and, since 2003, the Denis Wick Canadian Wind Orchestra, 
along with Dr. Gillian MacKay. Mark and Gillian have built the Denis 
Wick Canadian Wind Orchestra into one of the most outstanding wind 
ensemble experiences available to young musicians in our country. With 
the support of MusicFest Canada and their industry sponsors, Mark and 
Gillian have created an honour ensemble of which the Canadian band 
community can be justly proud.



As a leader in music education services, Long & McQuade has 
created a series of tools to assist directors in developing and 
maintaining strong, musical programs. One of those tools is help 
with repertoire selection. There are some basics that should be 
applied to all repertoire choices, regardless of genre. The focus 
of this article will be on community ensemble focused repertoire.

Community bands are the epitome of what we do. They are 
lifelong learners, and people who play music out of love for the 
sheer joy of the music. They have a lot of different formats, levels, 
and demographics, but most share the common thread of knowing 
very well the audience that they are playing to. Whether a grade 7 
marching band on a field, a group of senior adult beginners, a 
group of semi professional/professional players, or any type of 
ensemble between, these bands are purpose and performance 
driven and have amazing audience subscribers and followers. 
There is frequently a lightness of spirit in the repertoire that these 
ensembles choose, and frequently a folder with several different 
shows worth of material on the stand.

In choosing repertoire for a community ensemble, there are 
a few considerations that are more heavily weighted. The first 
consideration for community band is where the repertoire will be 
performed. Knowing that a performance is at a senior’s centre 
would lead one to look into including some of the popular music 
of the time, such as big band collections and tributes, in with 
the other pieces the ensemble is playing. A Remembrance Day 
performance with or for military personnel would need to include 
the appropriate anthems, regimentals, and hymns. Field shows 
are often comprised of music written for wind band and centred 
around a theme and have added dance and drill, though march 
cards for parades and pep are also a big part of the experience. 
An adult band performing at a festival would do well to consider 
the syllabus list and amount of polish that could be put on the 
performance for the adjudicator. Naturally, the next step is to 
be certain that the repertoire matches the band’s ability to make 
music out of the printed page. 

Community bands often develop a personality of their own that 
comes from its members as much as it does from the person on the 
podium. There is a fine line in keeping that personality without 
getting caught only playing one style, tempo, or other category 
of music. Some other categories to consider in selecting new 
repertoire are to ensure that there are differences from current 
repertoire in: Key Signature, time signature, style, length of 
selection, number of movements, mode, compositional devices, 

era, and tempo. Community ensemble concerts are also an 
excellent venue for feature pieces. It’s really important to perform 
different forms and styles to avoid limiting the ensemble. 

It is also important to consider using a wide variety of publishers 
and composers. This can be done, even when building an entirely 
Canadian program. There are some great Canadian publishing 
houses, including but not limited to: Canadian Music Centre, 
Eighth Note Publishing, Editions GAM, Clovertone Music, 
Burnhila Music, and self publishers like Meechan Music, and 
Music Mentors International. Alfred Music, Hal Leonard, Daehn 
Publishing, Walrus Publishing and Grand Mesa Music also 
publish Canadian composers.

Your local music retail at this time of year has recently done clinics 
on the new music released by publishers this year, choosing to 
highlight different pieces with different applications. There are also 
vast archives of great music in the back catalog section of most 
music stores and publishers. Some of those are great gems that 
have formed Canadian core repertoire and really deserve time and 
exposure with ensembles and audiences. For a start at making sure 
that there is Canadian content in the library, check the CBA Band 
Repertoire Feature, which now includes a jazz tune every month.

Some Canadian favourites that are a bit more advanced than  
are featured in the monthly repertoire feature and would  
program nicely for established, semi professional community 
ensembles include:

•  Symbiopholie – Jonathan Dagenais
•  LOL (Laugh Out Loud) – Robert Buckley
•  Walnut Grove Suite – Stephen Chatman
•  Fantasy on the Huron Carol – Setting by Robert Buckley
•  Suite on Canadian Folksongs – Morley Calvert
•  A Canadian Folk Rhapsody – Donald Coakley
•  Devil’s Duel – Peter Meechan

To suggest a selection for the CBA Repertoire feature (jazz 
or concert) please send score and mp3 to Tricia Howe at 
thowe@long-mcquade.com.

TRICIA HOWE is Regional Manager of Education 
Services for the Prairies with Long & McQuade. She 
works with new music and back catalogue promotions, 
individual teachers and ensembles, works with many music 
education service organizations, and compiles the CBA 
Canadian Band Repertoire Feature.

80

https://www.long-mcquade.com/print-music/
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IN PROFILE / EN PERSPECTIVE

Tim Maloney, Editor Emeritus
In honour of Tim’s retirement as editor of Canadian Winds/Vents canadiens, the CBA sought out answers to 
some of the questions that have been on the minds of many readers over the past seventeen years.

How did your interest in wind music originate?
I’m a clarinetist and saxophonist. I pursued advanced clarinet 
studies in the US and Europe, and I hold a DMA degree in 
clarinet performance from the Eastman School of Music. As an 
undergraduate at the University of Toronto, I played in a student 
wind quintet that toured small towns in Ontario, performing 
on the Community Concerts circuit. I learned the major 
wind-quintet repertoire early on (e.g., Danzi, Reicha, Ibert, 
Hindemith, the Mozart and Beethoven quintets with piano, etc.), 
and thoroughly enjoyed that music. I later played in professional 
wind quintets in Canada and the US, and in a flute-clarinet-piano 
trio that toured in both countries and recorded an all-Canadian 
CD, Aulos Trio: Playing Tribute. I also enjoyed playing in larger 
wind formations, such as the Royal Regiment (militia) Band in 
Toronto when I was an undergraduate, and the Eastman Wind 
Ensemble later. There is a homogeneity, even a purity, of sound 
produced when wind instruments play together — an organ-like 
blend that is lost when strings are added to the mix. As far back 
as I can remember, wind music captivated me.

Though classical clarinet was the principal focus of my playing 
career, I’m also a saxophonist. I played alto in a student saxophone 
quartet at the U of T that included Jim (ahem, James) Campbell 
on tenor sax. All four of us went on to play professionally, 
and three of us (Jim, Peter Smith, and myself) won the CBC 
Talent Competition as clarinetists in different years. But I put 
myself through U of T playing alto sax in the Benny Louis 
Orchestra, a Basie-style big band that played for weddings, bar 
mitzvahs, corporate events, and so on, at major Toronto hotels 
and synagogues. I subbed with other Toronto dance bands (e.g., 
Pat Riccio, Ellis McLintock, Moxie Whitney at the Royal York 
Hotel), and occasionally with visiting bands, such as Xavier 
Cougat. Since then I’ve played off and on with various big bands 
and smaller jazz/pop groups. 

While studying in Toronto, I also freelanced as a clarinetist, 
occasionally subbing in the CBC and O’Keefe Centre orchestras, 
and doing some studio work, including jingles and the TV 
production of Harry Somers’s opera, Louis Riel. I later played 
in several professional orchestras (e.g., Stratford, Thunder Bay, 
Hamilton), and had a few memorable orchestral experiences, such 
as playing Schoenberg’s Gurrelieder with the Boston Symphony 
Orchestra under Ozawa and Bernstein’s Symphony No. 2 (“The 
Age of Anxiety”) with the Berkshire Music Center Orchestra 
under Bernstein (both at Tanglewood), and recording Wagner’s 
Siegfried Idyll under Glenn Gould’s direction. The latter 
recording was included on a 1990 Sony CD entitled, Glenn Gould 
Conducts and Plays Wagner. It was a very special experience  
I later wrote about in the journal, Intersections. 

Ultimately, I didn’t enjoy the routine of orchestra playing 
or having to put up with conductors behaving badly. Had  
I persevered, I might have risen to a level of conductor easier 
to stomach than [he who shall not be named], but I gravitated 
instead towards academia, eventually teaching at universities 
in the US and Canada. I later moved into arts administration, 
serving as director of the music division at the National Library 
of Canada 1988-2002, and as head of the music library at the 
University of Minnesota, where I also taught, 2002-2018.

After some early post-secondary teaching, I decided to enhance 
my future academic prospects by pursuing a doctorate at Eastman 
School of Music, where I took courses with Donald Hunsberger 
in wind conducting and wind-ensemble repertoire. For the latter, 
I had to prepare a class presentation and submit a paper on a 
repertoire-related topic. At the time, I knew little about Canadian 
wind music, so I visited the Canadian Music Centre in Toronto, 
where I found only a three-page mimeographed list of band works 
in popular styles (e.g., Howard Cable). There was no hint of any 
more “serious” music for winds, but I found some “hidden” in the 
CMC orchestra catalogue. Filed among orchestral scores in their 
library were compositions for advanced-level orchestral wind 
sections by major composers, including Pierre Mercure, Oskar 
Morawetz, François Morel, Harry Somers, and John Weinzweig. 

Bingo! There was my Eastman presentation and essay topic. 
Moreover, the repertoire I discovered in the course of that 
and further research — the Encyclopedia of Music in Canada  
(1st edition, 1981), was another important source — became the 
raw material not only for my doctoral dissertation, for which 
Don Hunsberger was my advisor, but for two anthologies 
of historical scores I later edited for the Canadian Musical 
Heritage Society: Music for Winds I: Bands (CMH Vol. 21, 1998) 
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and Music for Winds II: Ensembles (CMH Vol. 24, 1999). It was 
also the basis for a long series of analytical articles on specific 
works, and overview articles covering the complete wind output 
of individual composers that I published in the Journal of Band 
Research, Canadian Winds, Alta Musica, and elsewhere, and 
for the many papers I presented on Canadian wind music at 
international conferences organized by ACSUS, ACQS, CMS, 
CBDNA, WASBE, IGEB, the Sonneck Society for American 
Music, and other organizations.

How did you come to edit CW?
I was approached in the summer of 2001 at the National Library in 
Ottawa by Don Harris (then at the University of Saskatchewan), 
who told me about the demise of the Canadian Band Journal 
as a result of Keith Mann’s death, and of a desire within the 
CBA to launch a new journal. He asked if I had any interest in 
participating. Denise Grant (then at U of T) was also heavily 
involved in the preliminary discussions. I remember meeting 
with her that fall at the Ottawa airport during a layover.

Denise had been using my doctoral dissertation, “Canadian Wind 
Ensemble Literature” (Eastman School of Music, 1986) and my 
two CMHS score anthologies as source material for a course 
she was teaching. She wondered if I would consider playing a 
major role with the proposed journal, such as co-editing it with 
her. After agreeing to think it over, I was invited to discuss the 
matter at a CBA board meeting in Hull, Quebec later that fall, 
where I first met Jim Forde (then president), Ken Epp (executive 
director), and other CBA luminaries. A handshake with Ken Epp 
sealed the deal, and Denise and I set about planning the first 
issue. There was no contract or memo of understanding, just the 
handshake with Ken. 

Denise lined up a handful of university wind conductors from 
across the country to serve as contributing editors, and the first 
issue, published in the fall of 2002, featured one article by each 
member of the editorial team. Since Keith Mann’s family preferred 
to let the title, Canadian Band Journal, die with him, we needed 
something different. Denise proposed Canadian Winds, and  
I added the French translation, Vents canadiens. 

How did production of the journal evolve?
The first three issues were produced and distributed by a 
Toronto firm, but problems and budgetary constraints led the 
CBA to begin producing CW in-house as of the Spring 2004 
issue. Tim Linsley, executive director of the Saskatchewan 
Band Association, took over production duties while Ken Epp 
managed the business side of the operation. That arrangement 
continued until Tim bowed out for health reasons in 2010. Ken 
then arranged for Avenue 4 Communications in Winnipeg to 
take over production and distribution. John Balsillie maintained 
that collaboration after succeeding Ken in 2014, and brought 
about dramatic change in the journal’s appearance by instituting 
full-colour production with the Spring 2016 issue.

On the editorial side, we suffered a serious setback in 2004, 
when, due to a crisis in her life, Denise Grant suddenly resigned 

as co-editor and ceased active engagement with the journal. She 
had led by example, contributing first-rate pedagogical articles 
and book reviews, and recruiting other authors. Continuing 
without her was challenging, but I carried on as the sole titular 
editor until my retirement after the Fall 2018 issue. Happily, 
I benefitted from a great deal of assistance. Fraser Linklater, 
Associate Editor, was a bulwark of support, writing a long series 
of excellent articles on Canadian music for younger bands and 
on other topics. He was also a great sounding board for new 
ideas and a source of sage advice when problems arose. Some 
of our assistant editors (Gillian MacKay and Jeremy Brown are 
two names that come quickly to mind) were also quite active, 
providing assessments of submissions and writing articles 
and reviews of recent books and CDs of potential interest to  
our readership.

Did you espouse a particular philosophy or approach in the 
journal?
The CBA board wanted CW to be informative, practical, 
useful, and definitely not dry or stuffy. From the beginning, we 
sought articles on conducting, rehearsal techniques, wind and 
percussion pedagogy, curriculum, team-building, jazz and jazz 
ensemble pedagogy, and other pertinent topics. We covered the 
business and promotional sides of running band programs (e.g., 
fund-raising, parent councils, community engagement). We 
included Canadian band history with articles on, for example, the 
RCMP Band, the Kitsilano Boys’ Band, and the Anglo-Canadian 
Leather Company Band. (I hope that the stories of other early 
ensembles, such as the Canadian Grenadier Guards Band and 
the Barrie Central Collegiate Band, will eventually be published 
in the journal.) 

The board also wanted the journal to showcase fine present-day 
band and wind-ensemble programs across the country, and we did 
so by profiling a different ensemble or program in every issue, 
ranging from middle school to college/university ensembles, 
and from adult community and brass bands to military and 
professional ensembles. Above all, we wanted to promote the 
study and performance of Canadian wind music in the journal. 
We did so by publishing articles about, and interviews of, 
Canadian composers, by listing their wind works with details 
on where to obtain the scores and parts, and by publishing study 
guides, lesson plans, analyses, and other articles about Canadian 
wind compositions for all performance levels. 

Why the emphasis on Canadian music? The only Canadian content 
my high-school band in Toronto ever played in my years there was 
the old Ken Bray arrangement of “O Canada.” At the U of T, in the 
concert band conducted by Robert Rosevear, I remember playing 
the premiere of the band version of John Weinzweig’s Round Dance, 
but I don’t recall playing other Canadian works in that ensemble. 
If there were any, they were few and far between. If our students 
don’t study and perform Canadian music, the subliminal message 
to them is that it is not on a par with music from elsewhere, and the 
cycle of foreign repertoire dominating our concert programs will 
simply continue ad infinitum. There is a canon of non-Canadian 
compositions that should be studied and played by our students,  
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of course, but there are also excellent Canadian works that our 
bands and wind ensembles should be playing, not to mention a 
rising generation of fine younger composers across the country 
who deserve opportunities to have their wind music widely 
performed. Happily, the CBA is at the forefront of efforts to 
address the situation through Canadian Winds, the Howard Cable 
Memorial Prize in Composition, and other initiatives. The National 
Youth Band can also play a leadership role in this undertaking. 
Wendy McCallum’s 2018 NYB program, for example, featured 
about ninety percent Canadian content. 

Did the journal’s content go through an evolution similar to  
its production?
Some now-perennial features of Canadian Winds grew out of 
suggestions from the readership. A letter to the editor by the 
composer, Donald Coakley, sparked me to conduct the first 
interview of a Canadian composer we ever published, and there 
was one each year after that, many of them conducted and 
transcribed by Mark Hopkins. At a board meeting I attended in 
Regina, Jennifer McAllister suggested publishing study guides 
for Canadian wind compositions, similar to those found in the 
Teaching Music through Performance in Band series published 
in the US. There has been at least one study guide in every issue 
ever since, and they have covered a wide range of Canadian 
wind repertoire. Numerous CBA members have written study 
guides for the journal, and two of them, Mark Hopkins and 
Wendy McCallum, went a step further in also mentoring 
study-guide submissions by students of theirs. I hope other 
Canadian university professors will follow that example. Mark 
Hopkins also suggested publishing interviews of notable wind 
conductors, and there has been one each year ever since, many 
of them recommended, conducted, and transcribed by Mark. 
More recently, he suggested publishing interviews of Canadian 
teachers who have maintained instrumental-music programs of 
excellence over many years.

I owe a shout-out to long-time contributors such as Dennis 
Adcock, CW’s “Repair Bench” stalwart, and to all the provincial 
affiliates that have corralled members year after year to write 
profile articles about meritorious bands or wind programs in 
their jurisdictions for us to feature in Canadian Winds. We’ve 
published one in almost every issue, in a sequence approved by 
the CBA board and co-ordinated by the executive director. It 
hasn’t always been easy, and I had to push the panic button once 
or twice when deadlines came and went with no word from the 
purported contributors. 

Besides ensuring sufficient content for every issue, were there 
other ongoing challenges?
It was probably a supreme pain for some contributors when I 
required rewrites — or, worse still, rewrote texts myself — and, 
if the authors resisted, telling them it was my way or the highway. 
That was a rarity but it did happen. A major responsibility of the 
editor of any professional journal is to manage quality control by 
tweaking and correcting, and occasionally rewriting or rejecting 
submissions, to ensure objectivity and accuracy, and to maintain 
the appropriate tone and the stylistic “voice” of the journal.  

By way of example, some of the band profiles submitted to CW 
were rather self-congratulatory in tone, and my job was to render 
those texts more informational and less promotional, even at the 
risk of disappointing their authors. 

About rejections: we turned down a very small number of 
articles, fewer than half a dozen in my seventeen years with CW, 
if memory serves. When we did so, it was only after two assistant 
editors reviewed each text in question, with the author’s name 
deleted. We used the standard “double-blind” protocol employed 
by most peer-reviewed journals: the reviewers do not know the 
name of a text’s author, and the author doesn’t know the names 
of the reviewers. In each case I would seek a clear determination 
from our reviewers as to whether a text was (1) publishable as is, 
(2) potentially publishable after revision (details to be specified), 
or (3) not publishable in our journal (reasons to be specified 
– e.g., not germane enough to our subject areas, or too poorly 
written). I recall only one text being rejected after review by 
four assistant editors, two of whom saw it in its original form, 
and two more in its revised form. The first pair recommended 
a major rewrite; the second pair determined that, even after the 
rewrite, it did not meet our publication standards. Occasionally, 
we received texts that were “diamonds in the rough,” i.e., on 
topics of interest to our readership but in serious need of editorial 
intervention. In such cases, if I felt a given text was worth the 
effort but wasn’t sure the author could fix it sufficiently, I usually 
took on the task of reworking it myself, mainly to save time  
and aggravation. 

An English professor of mine once said that writing is like a 
muscle: it needs to be exercised, and those who don’t exercise 
it often enough suffer the consequences. For me, writing is a 
process that takes time, and I have always put my own texts 
through multiple rewrites and modifications until they are tight, 
well-organized, and flow logically from start to finish. Not 
surprisingly, those are the values I brought to my editing work 
with CW. Not all contributors were pleased with my edits, but, 
ironically, strong writers were usually open to changes while 
weaker writers could sometimes be quite defensive. Whatever 
the case, I always shared my proposed edits with the authors and 
was usually able to reach an accommodation with them, when 
needed, before going to press.

Any closing thoughts?
Continuing to edit CW after I moved to Minnesota was an ideal 
way for me to remain connected to Canada, to give something 
back, and to continue championing this body of music I 
enjoy so much. Serving as the CW editor for seventeen years 
(thirty-three issues!) was a labour of love, and I am immensely 
grateful for having had the opportunity to share my passion with 
CBA members for so long, for the unflagging encouragement I 
received year after year from the CBA board and administration, 
for the tremendous collaborative work of the CW editorial 
team, and for the confidence placed in us by all the contributors 
whose texts we published. I take great pride in our collective 
accomplishments. In retirement, I will remain an avid reader  
of CW, and I wish the CBA and the new editors every success  
in the future.
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Marking the Hundredth Anniversary of C.F. Thiele  
in Waterloo, Ontario
Pauline Finch

On Sunday May 5, 2019, the Waterloo Concert Band directed by Trevor Wagler, presented a special 
centenary program in honour of Charles Frederick Thiele at 2:00 p.m. at Knox Presbyterian Church, 
uptown Waterloo (free admission). 

A few metres from the Centennial Band Shell in Waterloo Park, 
a small bronze tablet is bolted into an imposing granite boulder. 
Its two-dozen words have endured decades of weather, tens of 
thousands of mostly-indifferent passers-by and the occasional 
bout of vandalism, silently paying homage to one of the city’s 
most remarkable adopted citizens.

In memory of 
Prof. C.F. Thiele 

for his considerable 
contribution to band music 

in the City of Waterloo 
Bandmaster Waterloo Music 
Society Band 1919 – 1951 

As celebrated as he became in the Canadian music scene in the 
first half of the twentieth century, Charles Frederick “Professor” 
Thiele (1884-1954) wasn’t even a hometown boy. In fact, when 
he arrived in Waterloo one hundred years ago on April 1, 1919, 
after being hired to direct the Waterloo Musical Society Band 
(no Canadian applicant had satisfied the WMS board), he was 
nearly thirty-five years of age.

C.F. Thiele was born in a lower East Side neighbourhood of New 
York City to impoverished German immigrant parents who never 
realized the “American Dream” of secure prosperity. Despite 
their only son’s early aptitude for music, they were too destitute 
to provide him with lessons. But their boy was also gifted with 
disciplined ambition, hints of a true leader’s charisma, and 
a shrewd instinct for business opportunities – qualities that 
served him well in his parallel careers as composer, entertainer, 
impresario, and industrialist. He was determined early in life to 
write his own success story, no matter how modest its beginnings. 
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Still in his teens well before the turn of the twentieth century, 
Thiele made his first money as a street photographer, lugging 
a bulky glass plate negative camera around New York, offering 
passers-by inexpensive outdoor portraits. With his earnings 
he was able to acquire a cornet. By the age of nineteen, 
he had married his seventeen-year-old girlfriend Louise  
(an accomplished singer, actress, and instrumentalist in her own 
right). A year later, in 1904, the couple welcomed their first and 
only child, Caroline, who would also become an outstanding 
musician on multiple instruments. 

It was then, in his early twenties, that Thiele was finally able 
to afford regular cornet lessons. He quickly made up for lost 
time, soon progressing to the rank of a steadily employed 
freelance musician. He never majored in music at a prestigious 
conservatory (“professor” was a common title of respect given 
to band leaders), but learned on the job, playing with numerous 
professional bands in parades, political rallies, lodges, social 
clubs, sports events, festivals, circuses, silent films, and just 
about any occasion where paid live music was required.

And there were a lot of them. In an era before television, radio, 
and the ubiquitous phenomenon we now call “social media,” 
an able instrumentalist could work nearly every day; the best 
musicians ignited stiff competition between rival organizations 
for their crowd-attracting performances. Professional music 
back then could be as partisan, fan-driven, and unruly as 
professional sports is today — including in small Canadian 
cities like Kitchener and Waterloo, a lesson never lost on Thiele, 
who excelled at parlaying local rivalries into vast bandfests  
and competitions.

One can only wonder how much of this actual “work experience,” 
a lot of it far from glamorous, the middle-aged Thiele shared with 
the Waterloo Musical Society interviewers after answering their 
Billboard Magazine advertisement early in 1919. But when he 
travelled to Waterloo (which had only 5,000 people at the time) 
to meet his potential employers in person, his self-assurance 
and showmanship were enough to land him the job. His starting 
salary was $1,200 a year, equivalent to approximately $18,000 
in 2019. Although the purchasing power of 1919 dollars was 
greater than today, Thiele was expected to supplement this 
part-time income by teaching and freelancing – which he did, 
and much more besides.

His hiring would prove a game-changing moment for both Thiele 
and Waterloo. As gifted and adept as he was at creating work, 
pleasing listeners, teaching, composing, and leading American 
bands, the combined blows of anti-German prejudice following 
World War I and a devastating global influenza epidemic 
suddenly made professional life in the US precarious. Thiele 
knew and worked with some of America’s greatest musical 
icons, including “March King” John Philip Sousa, music 
publisher Carl Fischer, and Edwin Franko Goldman (founder of 
the American Bandmasters’ Association), but it was a time when 
even the best contacts were not enough to build a career if you 
had a German-sounding surname.

In his 1988 book, Music in the Park: C.F. Thiele, Father of 
Canadian Band Music (the sole definitive Thiele biography 
to date), late local author John Mellor (1923-2007) includes 
an anecdote in which Thiele advises wife Louise and daughter 
Caroline to start learning French, as he hoped to be soon working 
in Canada. On arriving in Waterloo for his interview with the 
WMS, however, he was astonished and delighted to discover 
that most of the population there and in neighbouring Kitchener 
(which had recently changed its name from the suddenly 
awkward “Berlin”), spoke both English and German!

Just as he had closed the music-learning gap by starting lessons 
late and becoming an instrumental and conducting virtuoso in 
a mere handful of years, Thiele wasted no time imprinting his 
legendary creative energy on his new hometown. In 1921, he 
founded the Waterloo Music Company as a sheet music mail-
order business in a spare room of his house. No doubt if the 
Internet had been available he would have been all over it! 

His business began as a profitable service to silent movie houses 
throughout Canada, but when “talkies” put an end to demand 
less than a decade later, Thiele already had a Plan B, providing 
educational music for schools. During the Great Depression, 
Waterloo Music moved to Regina Street, where it existed for 
many decades to come, eventually expanding into supplying, 
making, and repairing band and orchestral instruments. The 
company also hired staff composers and arrangers to increase 
Thiele’s already prolific personal output of original scores.

That same building on Regina Street, which underwent many 
additions and renovations over the years, housed a large 
rehearsal hall and became home to another iconic local company, 
Waterloo Metal Stamping, which Thiele initially formed to fill 
an urgent need across the country for lightweight folding metal 
music stands. If you ever owned a “Monarch” stand, you had 
what is now a piece of Canadian musical history.

Almost from the start, Thiele’s energetic leadership transformed 
the profile and prestige of the Waterloo Musical Society’s local 
band. The WMS formed in 1882 to provide continuity and 
financial support to an existing civic brass ensemble founded 
in 1858. From 1881 on, the group was large enough to require 
a regular conductor (who often doubled as lead cornet player). 
Thiele was actually Waterloo’s ninth bandmaster, but because he 
served in the post for 32 years – the longest tenure to date – even 
some locals assumed he had founded the band.

Inheriting a strong legacy of local band culture provided Thiele 
with the musical ingredients to shape and grow the WMS Band 
into a force to be reckoned with, even far beyond Waterloo 
County. With an eye to the future, Thiele soon added junior 
groups to the adult core band in order to train up children, later 
establishing “Bandberg,” a popular summer music camp in the 
rural hamlet of Bamberg near Waterloo. He also recognized 
changing social trends by founding an all-female band, 
encouraging parents and their children to make music together 
within his big band “family.”
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Ever the innovator and promoter, he began organizing massive 
summer band festivals, drawing on the competitive spirit of 
musicians far and wide and channelling it into crowd-building 
entertainment. Today’s novelty-seeking “_____’s Got Talent” TV 
shows (plug in the country of your choice) would be old news to 
anyone who remembers the years when Waterloo became “band 
central” every summer, drawing scores of thousands (Mellor 
reports up to 50,000) to be entertained in Waterloo Park by 
international brass and woodwind stars. When radio came along 
just before the Great Depression, Thiele managed to have the 
Waterloo Musical Society Band chosen to play the first live band 
concert in Canadian broadcast history. 

Even a cursory glance at historic photos and news reports 
throughout Thiele’s Waterloo career shows that he placed great 
importance on “his” band being both seen and heard; the visual 
show had to match the energy and style of the music. In addition 
to formal concerts and festivals, parade-marching was a major 
part of band life. Thiele cultivated strong relationships with 
corporate sponsors, such as the Seagram Distillery, to finance 
enough impressive uniforms to clothe everyone who could carry 
an instrument. 

Among the many images conserved in the Waterloo Public 
Library Archives are impressive views of Thiele in his trademark 
white suit leading row upon row of brass, wind and percussion 
players in ranks wide enough to span the entire street. Perhaps 
the most famous of these appears on the cover of John Mellor’s 
book and was also used as the backdrop for a 1982 musical 
drama about Thiele (text by James Reaney) called “I the Parade,” 
commissioned to mark the City of Waterloo’s 125th anniversary. 

There are very few still alive today who learned and played under 
“Professor” Thiele. Local flautist, bassist and teacher Greg Stroh 
grew up among a number of older-generation family and friends 
who often spoke about him. Over time, however, passed-down 
memories have become fragmentary. An uncle, Nathaniel Stroh, 
was one of the few who successfully worked under both Thiele 
and longtime Kitchener Musical Society Band conductor, George 
Ziegler. “During the 1930s and 1940s especially, there was great 
rivalry between the two bands,” Greg recalls. “It was mainly 
because they were led by two very strong personalities with large 
egos … Thiele was very much the showman in everything he 
did; Ziegler was more focused on musicianship.”

Near the end of Thiele’s career, he made a powerful impression 
on a young Canadian up-and-comer from Toronto who was 
rapidly forging a name for himself as a skilful and versatile 
composer-arranger. In the last media interview he gave before 
his death in March, 2016, at age ninety-five, Howard Cable 
recalled receiving a “fan call” in 1951 about a series of CBC 
Sunday evening band broadcasts he was producing. The voice on 
the phone was none other than that of C.F. Thiele, who invited 
Cable and his CBC players to the 1952 summer band festival in 
Waterloo. Since the broadcast band was a pickup group normally 
employed full-time by other organizations, such as the Toronto 
Symphony, Cable had to decline, but attended the festival 
personally and briefly met the “father of Canadian band music.”

Nearly seven decades later, the creative seed planted by 
that encounter resulted in the Waterloo Concert Band’s first 
commissioned score since the Thiele era: Howard Cable’s 
musical documentary, Tribute to a Legendary Music Man, which 
was premiered in May 2016 by artistic director Trevor Wagler, 
with narration by Canadian singer-actor Reid Spencer.

Cable’s last words about Waterloo’s legendary “music man” from 
that final interview are a fitting and prophetic summary of Charles 
Frederick Thiele’s enduring imprint on Canadian culture. 

Unfortunately, I met him near the end of his life (and) didn’t 
get to know anything more about his history until much 
later … I greatly admired what he did throughout his career. 
He was a kind of person who stirred the pot and got things 
going in music, especially for Canada. His company and the 
big festivals are gone now and he’s become a hidden star … 
But now you [the Waterloo Concert Band and its audiences] 
are his legacy.

The Waterloo Concert Band has continued to keep Thiele 
selections in its repertoire, adding new ones as they are 
discovered and digitally restored by director Trevor Wagler. One 
cannot help thinking that even the demanding “Professor” would 
nod in approval as his scores enter a new century of appreciation. 

(Writer Pauline Finch plays piccolo and flute with the Waterloo 
Concert Band and The Grand River New Horizons 1914 Band, 
and is a WCB board member-at-large.)

PAULINE FINCH 
is a Kitchener, Ontario-based 
freelance writer/editor and 
avocational musician. She has 
played piccolo since 2010, 
flute since 1965 and recorder 
almost since birth (which was 
a long time ago). Her current 
musical communities include: 

the Waterloo Concert Band, Grand River New Horizons 1914 Band,  
Òran Mór Recorder Consort, Renaissance School of the Arts Advanced 
Flute Choir, Coffee Flute Quartet, and the Leupold Chorale chamber  
choir. She also enjoys listening to and playing the pipe organ and 
harpsichord at a level only she and her two cats can appreciate. Other 
serious interests include walking, gardening, minimalism, photography, 
reading, daily yoga, planet-care and Star Trek.
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Long-lost C.F. Thiele Score Discovered Just in Time for 
Centennial Premiere
Pauline Finch

A newly-discovered manuscript of a 
previously-unknown composition by 

Charles Frederick ‘Professor’ Thiele “could not 
have come along at a more opportune time for  

the Waterloo Concert Band,” says director  
Trevor Wagler, who has led the fifty-member 

ensemble since 2006.

Images of an undated work called “Festival Overture” illuminate an 
oversized vertical computer screen in Wagler’s office as he gently 
turns the yellowed sheets, each covered with dense but precise 
handwritten notes. An accomplished digital transcriber, as well as 
a busy freelance French horn player and co-owner of Waterloo’s 
Renaissance School of the Arts, Wagler estimates it would take 
around 20 hours to transform the fragile paper artifact into individual 
parts, adapted to keys and clefs that today’s musicians use. 

The centenary of Thiele’s arrival in Waterloo gave a natural impetus 
to programming the rediscovered work for the band’s annual spring 
concert on May 5, 2019 at Knox Presbyterian in uptown Waterloo. 
“We’ve been including a lot of Thiele’s music in our repertoire 
during the past few seasons because more and more is coming to 
light and so much of it is of very good quality,” Wagler explained. 
“We couldn’t let this year go by without doing something special to 
celebrate the huge presence he had.”

Several years ago, with just that thing in mind, the WCB was aided 
by a generous Region of Waterloo Arts Fund grant to commission an 
original score by renowned Canadian composer, Howard Cable, who 
(fortunately for history) opted to complete the work early “while  
I still have time,” as he put it in his last print-media interview. 

It was mid-March, 2016, when the then ninety-five-year-old musician 
was still planning to sit in on a band rehearsal or two and attend the 
spring premiere of Tribute to a Legendary Music Man. Only days later, 
Cable died peacefully in his sleep and the WCB instead presented the 
work to a full house as a moving memorial tribute.

C.F. Thiele’s presence was also prominent when Canada marked 
its sesquicentennial. In addition to pieces representing the musical 
energy of the present era, the WCB’s 2017 programming harked 
back to music that Canadians might have heard during the country’s 
first half-century and music they heard during the big cultural splash 
of 1967 as Canada turned one hundred.

Festival Overture
“Festival Overture” still remains something of a mystery. Was it 
written for a specific occasion? Was the rather generic title intended 
to be replaced by something more distinctive? Why was it so 
painstakingly prepared for copper-plate engraving but apparently 
never printed? And how did it come to be stashed away for decades 
among hundreds of culled marches and other selections in the 
basement of a Waterloo recreation complex kilometres away from 
the WCB’s uptown rehearsal hall? (That part is yet another story!) 

After searching sheet music suppliers, archives, and websites 
worldwide for more than a year, Wagler and longtime WCB 
librarian-researcher Viki Ledwinka could not find any evidence of 
a printing, or even a documented premiere performance. The work 
might have been “read through” in pencilled draft by the band, as 
Thiele frequently did, but so far no record of that has emerged either.

Nevertheless, in Wagler’s estimation the carefully-inked 
manuscript, in which changes or mistakes were not scratched out 
but instead pasted over with completely recopied pages, “tells me 
it was a keeper … This is a mature work by someone at the peak of 
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their powers.” Wagler feels the piece likely dates from the 1920s 
or 30s, when Thiele’s Canadian reputation as a composer and 
arranger of quality band music was well-established. “It’s a dream 
to read,” he said. “You don’t find any of the markings, symbols, 
reminders, cues, and so on that you get on a working score …  
no one ever conducted from it.”

The sheer extent of the Waterloo Concert Band’s “treasure trove” 
library of historic music (more of which is destined for future digital 
revival) highlights for Wagler the importance of civic bands during 
the nineteenth and early twentieth centuries. Until World War II 
brought about sweeping social changes that included affordable 
home-based entertainment like radio and television, bands “were 
considered a public service, essential to the health and well-being of 
citizens, so municipalities like Waterloo employed them year-round 
… [T]here even used to be a ‘band tax’ levied to support this.”

Today, the Waterloo Concert Band is an active amateur community 
group, still supported significantly by the city, with a membership of 
men and women ranging from students in their teens and twenties, 
to octogenarians. In Thiele’s day, the ensemble consisted entirely of 
boys and men; few musicians were over fifty since lifespans were 
much shorter then. 

And, as its modern name implies, the WCB no longer marches 
down main streets – but that hasn’t stopped Wagler from 
occasionally conducting, as Thiele did, in a striking white suit. 
As he puts it, “after one hundred and sixty years, we’re still here, 
we’re still going strong.”

PAULINE FINCH 
is a Kitchener, Ontario-based 
freelance writer/editor and 
avocational musician. She has 
played piccolo since 2010, 
flute since 1965 and recorder 
almost since birth (which was 
a long time ago). Her current 
musical communities include: 

the Waterloo Concert Band, Grand River New Horizons 1914 Band,  
Òran Mór Recorder Consort, Renaissance School of the Arts Advanced 
Flute Choir, Coffee Flute Quartet, and the Leupold Chorale chamber  
choir. She also enjoys listening to and playing the pipe organ and 
harpsichord at a level only she and her two cats can appreciate. Other 
serious interests include walking, gardening, minimalism, photography, 
reading, daily yoga, planet-care and Star Trek.

https://www.twiggmusique.com/en/


16 FALL / AUTOMNE 2019 • CANADIAN WINDS • VENTS CANADIENS

IN PROFILE / EN PERSPECTIVE

Darrin Oehlerking, Iconic Teacher
COMMUNITY, FAMILY, AND THE INHERENT VALUE OF MUSIC EDUCATION
Kayleigh Skomorowski 

Dr. Darrin Oehlerking is Assistant Professor  
of Music Education and Director of Bands at the 
University of Saskatchewan, where he conducts  

the Wind Orchestra and teaches courses in Conducting 
and Music Education. Dr. Oehlerking earned his DMA in 

Wind Conducting at The University of Iowa, and a Masters 
in Music Performance with an emphasis in Conducting at 
University of Manitoba, where he holds separate Bachelor 

degrees in both Music and Education.

The following is an edited transcript from my conversation with 
Dr. Oehlerking on Thursday, February 8, 2019 at the University 
of Saskatchewan in Saskatoon.

Kayleigh Skomorowski: What is your earliest memory of music 
making?
Darrin Oehlerking: My earliest recollection is of my music 
teacher, Judith Goodman. She was awesome and I loved her.  
I sang in the choir and we played recorder. When I moved from 
one school to the next, I missed the band instrument tryout date. 
As a result, I decided I didn’t want to take band. However, the 
choices were band or art and I couldn’t draw to save my life. 
Mrs. Goodman called my parents and said, “Darrin needs 
to be in band, he needs to be in music. He’s very musical.”  
Nobody had told me that before. 

KS: When did you know that you wanted to teach?
DO: Going into junior high band, I had Bill Kristjanson. Even 
though I still wasn’t really sure about band, within two weeks  
I thought: this is amazing! It just grabbed me. I can remember the 

day I thought about teaching. I was in grade nine and we were 
in jazz band. I can still see it. I can see the moment I just knew 
this was what I wanted to do. I originally wanted to be a doctor.  
In grade 10, my science marks were terrible and I would skip 
class to go to the band room. I thought, “Wow, maybe this is 
what I need to do.”

KS: Who are your greatest influences?
DO: Bill Kristjanson is number one. I still talk to him but it kind 
of boggles my mind that he considers me a peer and colleague. 
Another is a teacher named Richard Humphrey who never 
taught me, but he was a colleague when I taught at Glenlawn 
Collegiate. I joked with him and he taught me so much about 
relating to students and colleagues, and standing up for myself. 
He was that constant person in the staff room that just knew what 
needed to be done for kids. Another positive influence was Dave 
Long — one of my math teachers. I was terrible at math, and he 
came along and made sense of it for me. Finally, Irene Nordheim 
was one of my junior high and high school Phys Ed teachers, 
my volleyball coach, and later on, one of my administrators.  
I am so lucky, because there’s no way that I would even remotely 
be doing what I’m doing if I didn’t have these people in my life. 
These experiences and role models showed me how I could do 
great things for kids. 

KS: Who would you consider a mentor today? Who do you call 
when you’re stumped?
DO: I think there are different things we need mentoring for. One 
person cannot be the fix for everything. I still rely quite heavily 
on Myron Welch, with whom I studied at the University of Iowa. 
If it is related to the inner workings of a university, which can 
be challenging, I call Dr. Welch quite a bit. If it’s philosophy 
related or issues of technique, I always go back to what different 
teachers taught me throughout my entire musical education.

KS: What is your favorite moment from your first few years  
of teaching? 
DO: I held my very first teaching gig while I was still in 
university. I hadn’t done my internship yet, so my first 
memories of teaching are where I went in cold. When I walked 
into the class, the first student I saw said, “Hey, number eight!” 
That’s how I was welcomed into the class, and I stayed for  
four months. My first full time job was in rural Manitoba, 
teaching in two communities. We were accepted to MusicFest 
Canada in my first year, so I thought maybe I was doing okay. 
There are times when I look back and go, “Oh my goodness, 
I can’t believe I said that. I can’t believe I acted that way.  
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I can’t believe I programed that piece of music. I can’t believe 
I conducted like that.” These are actually fond memories, in a 
sense, when I can reflect on how far I’ve come. 

KS: Across the field of music education, what are you most 
interested in?
DO: I’m excited about continuing to explore the wellness aspects 
of our field. We all know music education creates an entire human 
being. We know the benefits of it. More research is coming out, 
talking about the extensive benefits of how mental and physical 
health are enhanced by studying music. I’m excited that we’re 
not tying ourselves to “music makes you smarter” anymore.  
I did a clinic in Iowa last year at a junior high and above the 
doors is a sign that says, “What have you done to prepare for 
college today?” That’s a tonne of pressure. Music isn’t just for 
the kids going to university. Music is for everyone. 

KS: Are there particular values and morals that you try to 
instill in your students? 
DO: Yes, I want them to be great citizens. That’s why we teach. 
We teach social studies more than anybody else. That is how I 
think of music education. We have to be partners in creativity, 
we have to be artists, and we have to be engaged citizens when 
we’re in the band. There’s a great quote from the director of 
music at Boston Conservatory when he gave a speech to an 
incoming freshman class. His message was that you never know 
when you’re going to walk on stage for your performance, and 
somebody is going to come in, they’re confused and upset, and 
they’re not going to know what’s happening and you’re going 
to save them. Do we save lives? In a sense, we do. And you 
can’t do that unless you’re a really good person. You have to be 
committed to your art and your craft. We need to be great people 
so that we can utilize our ability to connect with others. 

KS: What do you believe to be the importance of community 
in music education? What do you do to address these beliefs? 
DO: It’s essential for what we do, and it starts with me as a 
role model. If I don’t show my students respect, they’re not 
going to show me respect. I have to know how to establish that 
community, and how to connect with members of each section. 
We all know that sometimes the student needs the band more 
than the band needs them. 

KS: If you found yourself on a deserted island and could only 
listen to five albums for the rest of your life what would they be?
DO: Count Basie, Straight Ahead; The Beatles, Sgt. Pepper’s 
Lonely Hearts Club Band; Whale Music by the Rheostatics, 
Badmotorfinger; the Cleveland Winds’ Stars and Stripes album 
conducted by Frederick Fennell, and Miles Davis, Kind of Blue. 
Wow, that was difficult! 

KS: What are some of the most significant challenges facing 
music education in Canada today? 
DO: The easy answer is funding. It still needs to be addressed. 
I think music education is best when it starts in kindergarten. 
People sometimes ask why Manitoba band programs are so 

strong. It’s because elementary students are getting music from 
kindergarten and grade one onwards. I think that the decline of 
the specialist is hurting us a lot. Just because I have a teaching 
certificate doesn’t mean I can teach every single thing. I can’t 
drive every single type of vehicle on the planet because I have a 
driver’s license. I’m not allowed to drive an eighteen-wheel truck 
with my driver’s license. My teaching license shouldn’t be any 
different. The other thing is the expectation of instant gratification 
within our culture of ‘dabblers.’ When I grew up, there weren’t 
as many options, so there seemed to be more commitment  
to activities.

KS: If you could go back and change one thing in your career 
as a teacher, what would it be?
DO: I wish I would have learned patience earlier. I was impatient 
sometimes with colleagues, and unfortunately with some 
students. I think if I had had my child earlier, I would’ve been 
a different teacher. I learned very early about the importance of 
having unconditional love for students. I read the class roster 
each year and would tell myself that I loved each and every one 
of those kids. But once my son came around, I learned what 
unconditional love for a child really meant. There’s really no 
way to learn that part outside of parenthood. 

KS: What part of being a parent influences you the most as  
an educator? 
DO: I just understand so much more about kids and their 
development. When I wasn’t a parent, I was around kids for six 
hours a day. Now that I’m a parent, I’m around a kid for 24 hours 
a day. There are still times you have to raise your voice and there 
are times you have to make a tough decision, but it’s coming 
from a different place.

KS: What do you hope that a student leaves your program with? 
DO: I hope they love music. I hope that I haven’t wasted their 
time. I hope that they come away with some sort of passion or 
interest that has been sparked. I hope they have a real joy for 
making music when they’re with me. I certainly have fun. That’s 
all I can really control, but I hope they can see the energy and 
excitement that I have for the repertoire and for working with 
them. I hope that they get some of that back. I’m very lucky.  
I’m living the dream.

“Dr. Oehlerking is a proud member of both the Saskatchewan 
and Manitoba Band Associations, and is currently an Executive 
member of the Canadian Band Association as Past-President. 
Being involved and belonging to your provincial chapter is 
very important, and helps all band programs across Canada 
flourish. Our country has a rich history of music-making through 
community, military, school, university, and professional concert 
and jazz bands. These ensembles, combined with numerous 
regional, provincial and national honour bands, chapter events 
and active engagement in music making, are essential for all 
CBA members. Dr. Oehlerking is honoured to be chosen as 
the Conductor for the 2021 National Youth Band in Alberta.  
Yay Band!”



or contact Festival Director, Dr. Dennis Prime: 

dprime@cantando.org 

Edmonton - April 5-8 
Sun Peaks - April 17-19

Whistler - April 30-May 3

For more information and to register, visit our website:

www.cantando.org

“The festival itself was fabulous.  My kids loved the choir venue, my jazz band was 
stoked to play in a “real club”, and the Winspear totally blew the kids away.  All three 
adjudications were exactly on mark for our needs to get to the next level.  The evening 
concerts delivered a very rich mix of ensembles and variety of repertoire that really 
opened the ears of my young musicians. MISSION ACCOMPLISHED.”
 -James Caswell with White Rock Christian Academy

2020

http://www.cantando.org/
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Have You Heard About Make Music Day?
Aaron Friedman
The following is adapted and edited from “Five Inspiring  
Ways to Take Music Education Out of the Classroom” (Education 
Week, May 20, 2019) (https://blogs.edweek.org/edweek/
global_learning/2019/05/five_inspiring_ways_to_take_music_
education_out_of_the_classroom.html) and “It’s Make Music 
Day!” (Yamaha Music USA, June 21, 2019) (https://hub.yamaha.
com/its-make-music-day/)

In 2006, I came back from a summer trip to Paris with an amazing 
story to tell. On one day – it happened to be June 21st – thousands 
of musicians started showing up on street corners, taking out their 
instruments, and playing. As I walked across the city, an endless 
procession of music came into my ears: individual accordion 
players, a brass quintet, kids playing Suzuki pieces on a digital 
piano, some kind of Scandinavian rock band, a hip-hop cypher, a 
choir of retired women singing pop songs, with hints of even more 
music around every other corner. It was impossible to miss. The 
city had turned into a huge open-air stage for what’s known as the 
Fête de la Musique (or Faites de la Musique, which translates as 
“Make Music”). All this, I learned, was taking place that day not 
just in Paris, but in every city in France … and it had been going 
on since 1982.

A few days later, I landed back home in New York. Instead of 
hearing music on the streets, I heard the familiar sounds of sirens 
and horn honking. But it didn’t have to be this way. Surely,  
I thought, New York is teeming with musicians – amateurs and 
professionals of the most diverse kind – who would love to come 
outside for a day to meet each other, play together and share their 
music, if given the chance.

I started telling people about the “Make Music” day I had 
witnessed, and how we should do it in New York in 2007. I 
talked it up to my musician friends, old colleagues, cultural 
institutions, music schools, city officials, community organizers, 
media outlets, and everyone else I could think of. What surprised 
me most were the blank looks. Even among cosmopolitan New 
Yorkers, almost no one had heard of the Fête de la Musique.  
I showed pictures I had taken of performances in Paris,  
recited statistics from the French Ministry of Culture, and still 
there was a feeling of disbelief. It almost seemed too simple. You 
mean, you tell people they can come outside and play music? And 
then … they do?

All the way up to June 21st that year, I spoke with hundreds of 
people making plans for the first “Make Music New York” 
day and I felt that same hesitation. And then the big day 
came. I brought my saxophone over to a West Village street 
that had been closed off for Make Music Day. More than a 
hundred musicians had gotten there before me, and had already 
started playing Terry Riley’s In C. On the sidewalk near my 
office, some teenage tap dancers set up and had a recital.  
A friend reported that a Brazilian Samba band had been briefly 
rained on but they went under some scaffolding and had a 

terrifically loud time. An official from City Hall told me that 
she had seen a woman playing an upright piano that had been 
wheeled out onto the street in Harlem. All in all, 560 outdoor 
musical events took place for the first Make Music New York.  
It was not as many as in Paris, but it was a start.

As word got out about the New York event, the NAMM Foundation 
started to promote it. Make Music Day began to expand across 
the country. It is now celebrated in over 85 cities in the United 
States, encompassing over 5,000 events. Make Music Day UK, 
Make Music Argentina, Make Music Australia, and Make Music 
Lagos each launched in the last few years and are growing quickly. 
Make Music China began in 2016, adding another 4,000 events to 
the calendar. 

What Does Make Music Day Look Like? 
As this musical celebration has become established in cities 
around the world each June 21, music educators have taken 
advantage of the day to unite the public in making music together.

Starting in 2017, Make Music Lagos organizers decided to draw 
upon the vibrant and growing electronic-music scene in Nigeria 
by offering free DJ lessons for Make Music Day. They set up 
a professional DJ in open spaces at the Ikeja City Mall and the 
University of Lagos. Along with regular music students, many 
curious members of the public turned out to attend the lessons, 
which were accessible even for those with no musical training.

Since 2015, Hannover's Make Music Day (which they call  
"Fête de la Musique" in honor of its French origins) has featured 
a "Band Mash-Up" as one of their annual highlights. The Band 
Mash-Up is an international music exchange between bands from 
Hannover's sister cities (including Rouen, France, and Poznan, 
Poland) and a local Hannover-based group. In the lead-up to June 
21, these musicians spend five days together at the MusikZentrum 
Hannover, a musical hub with a studio, event space, and practice 
rooms, learning each other's styles, techniques, and songs. At 
night, they stay at an arts-themed guest house where they have 
joint barbecues and other activities to get to know each other on a 
personal level.

Last year, Norfolk County, England's Make Music Day UK included 
a remarkably well-attended streaming concert of amateur teenage 
and elementary school choral singers, broadcast live from the 
St. George's Theatre Cafe in Great Yarmouth. Over 525 locations 
tuned in to watch the live stream of the event, including many 
local schools that showed the performances to entire classrooms, 
bringing the total viewership to several thousand people.

For nine years, Sousapalooza has been a highlight of Make Music 
Chicago. Hundreds of wind band players — from amateurs to the 
Chicago Symphony Orchestra's principal trumpet Chris Martin 
and former principal clarinet Larry Combs — have gathered 
in Daley Plaza, in the heart of downtown, to play the great 

https://blogs.edweek.org/edweek/global_learning/2019/05/five_inspiring_ways_to_take_music_education_out_of_the_classroom.html
https://blogs.edweek.org/edweek/global_learning/2019/05/five_inspiring_ways_to_take_music_education_out_of_the_classroom.html
https://blogs.edweek.org/edweek/global_learning/2019/05/five_inspiring_ways_to_take_music_education_out_of_the_classroom.html
https://hub.yamaha.com/its-make-music-day/
https://hub.yamaha.com/its-make-music-day/
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marches of John Philip Sousa. Sousapalooza is open for players 
of any age to join in and experience the awesome power of 
playing in a massive wind band. And it has proved so popular 
that seven other cities joined in with their own Sousapaloozas  
for Make Music Day last year.

Since 2009, one of the most popular Make Music Day initiatives 
has been Mass Appeal, a series that brings together thousands 
of musicians of all levels and ages to make music in large, 
single-instrument groups. Each year for Make Music New York, 
where the program started, 15 to 20 different instruments have 
their own special events. At Mass Appeal Guitars, over 200 
guitarists come to Union Square each June 21 to meet each other, 
jam, take lessons, hear performances from world-renowned guitar 
players (such as Alex Skolnick and Mark Stewart), and then play 
along together in an hour-long set of rock classics.

Make Music Canada? 
Every June 21st, millions of amateur and professional musicians 
pour out onto porches, street corners, and parks to share their music 
with friends, neighbors, and strangers. Music educators around the 
world have taken advantage of Make Music Day to tap into their 
larger musical communities and create unique opportunities to 
learn. You can do it, too — or get inspired to bring some of these 
ideas to your students throughout the year. Make Music Day events 
have started to pop up in various communities across Canada. If 
you are interested in joining a loose network of people interested 
in Make Music Day events in Canada, check out the discussion at 
https://komunumomusic.wixsite.com/realizingourvoices/forum/
general-discussions. 

Editors’ note: Fête de la Musique originated in 1982. June 21st was 
chosen to align with the summer solstice, the longest day of the 
year. Make Music Day celebrations in Canada should be mindful 
and respectful that in 1996, Canada began celebrating National 
Indigenous Peoples Day (originally National Aboriginal Day), 
also on June 21st.

AARON FRIEDMAN 
(Executive Director, Make Music Alliance) 
is the founder of Make Music New York, 
a nonprofit organization that produces 
a city-wide musical celebration in New 
York each June 21, inspired by France's 
Fête de la Musique. Launched in 2007, the 
celebration has grown to become the most 
expansive music event in the city's history, 
with over 1,000 concerts and music-making 

opportunities on streets and sidewalks each year. In 2014, he became 
Executive Director of the Make Music Alliance, where he has spread 
Make Music Day to over 85 cities in the United States, as well as cities in 
China, Nigeria, the UK, and Australia. He also works as a consultant to 
the NAMM Foundation, Make Music Day's presenting partner in the US, 
and teaches at The New School in New York.

Designing music tours  for groups since 1980
CALL TOLL FREE - 1-800-265-7022 

www.ellisontravel.com 

Exeter, ON | London, ON | North Vancouver, BC| Toronto, ON | Ottawa, ON | Halifax, NS
TICO#2392471

Your CBA  
Chapters:

 Nova Scotia Band Association

 New Brunswick Band Association

 Quebec Band Association

 CBA Ontario Chapter

 Ontario Band Association

 Manitoba Band Association

 Saskatchewan Band Association

 Alberta Band Association

 British Columbia Band Association

https://komunumomusic.wixsite.com/realizingourvoices/forum/general-discussions
https://komunumomusic.wixsite.com/realizingourvoices/forum/general-discussions
https://www.ellisontravel.com/music/
https://www.canadianband.org/chapters
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Cultivating Civic Friendship in the New Horizons  
Band Program1

Tessa MacLean
Can participation in a community band affect civic relationships? 
Music educators, scholars, and community musicians tout 
the immense potential for social transformation through 
community music programs. However, as music education 
philosopher Alexandra Kertz-Welzel (2016) has recently 
argued, “community music” is, in fact, a relative blind spot in 
music education scholarship, seldom subject to philosophical 
analysis. Indeed, critical reflection about community music’s 
central ideals, such as inclusion and “music for all” can help 
unravel specific social and civic goods from grandiose rhetoric 
about the power of music for social transformation. Indeed, this 
paper rests on the assumption that communal music making is 
inherently a social activity with significant civic implications. In 
practice, however, philosophical analysis may seem at odds with 
everyday community music experiences. Community music 
engagement, particularly for those of us directly involved, can be 
a deeply emotional endeavour. To subject the lived experiences 
of community music makers to critical philosophical attention 
may seem to detract from community music’s broad goals. 
Kertz-Welzel (2016) argues there is a general concern that such 
critical analysis might disrupt the positive social experience 
of community music making: “There might also be a general 
epistemological skepticism that might suggest that too much 
thinking can destroy the power of emotional and musical 
experience or disturb successful projects” (Kertz-Welzel 2016, 
120). Accordingly, how can we productively engage community 
music programming with the benefits of critical analysis to ensure 
that our programs do not unknowingly perpetuate undesirable — 
or fail to produce desirable — social or civic outcomes, without 
undermining thriving community programs?

This article combines personal experience, ethnographic 
research, and philosophical analysis to advance critical, yet 
hopefully nurturing discussion about specific civic goods at stake 
in two community music programs of personal significance to the 
author: the Montreal New Horizons Band and the Ottawa New 
Horizons Band. A pivotal value of the relationships explored in 
this paper is civic friendship. The concept of “civic friendship” 
dates back to Aristotle and continues to resonate in the work of 
contemporary democratic theorists. According to philosopher 
Danielle Allen, civic friendship is “a practice, a set of hard-won, 
complicated habits that are used to bridge trouble, difficulty, and 
differences of personality, experience, and aspiration” (Allen 
2004, xxi). Resisting sweeping, romanticized conceptions of 
the civic worth of community music generally, I highlight 
the potential for cultivating intergenerational civic friendship 

through New Horizons Band programs. Recent research points 
to the benefits for older adult health and wellbeing through 
intergenerational arts programming such as New Horizons 
(Barbeau 2017, Dabback 2008, Glen 2018). However, little 
attention has been paid to the civic impact of these programs.

In this article, I address a conception of inclusion that seeks 
“oneness” in the community band and suggest instead the 
concept of civic friendship as a more alluring civic outcome for 
community music programs. I then show how the New Horizons 
Band program, by adopting the concept of civic friendship, can 
provide a site for the cultivation of certain civic habits, such as 
open-mindedness and responsiveness. Finally, I point to how 
a conductor’s authority in traditional wind band or orchestra 
models can derail the cultivation of civic goods. I end by 
suggesting some ways, particularly intergenerational learning, 
that can both justify and constrain the conductor’s authority in 
the pursuit of building strong civic friendship.

My research evolves out of active membership in the 
New Horizons community. Currently Vice President on the 
Board of Directors for the Montreal New Horizons Band,  
I have, over the past decade, performed a wide variety of roles 
in both the Ottawa and Montreal organizations. As a conductor, 
clinician, committee member, and mentor to university student 
volunteers, I am committed to New Horizons. I seek here to 
relate philosophical theories to the “on-the-ground” experiences 
of those deeply involved in community programs to better 
understand and evaluate the civic values at stake. To do so,  
I conducted semi-structured interviews with the founders of the 
Ottawa and Montreal New Horizons organizations, Catherine 
(Cathy) Wilcox and Audrey-Kristel Barbeau, respectively.2

Background
The New Horizons International Music Association (NHIMA) 
was founded by Dr. Roy Ernst at the Eastman School of Music 
in 1991. NHIMA’s philosophy is to provide an inclusive and 
accessible entry point to group music instruction, challenging 
intellectual activity, and opportunities for supportive group 
socialization through music. Unlike performance-oriented 
community wind bands, no previous musical experience is 
necessary to enroll in a New Horizons Band, where “your best 
is good enough.” The organization was originally designed 
for adults aged fifty years and older; yet, many groups are 
increasingly adopting an intergenerational policy. Two such 
ensembles are the Ottawa and Montreal New Horizons Bands.

1 The author wishes to thank the anonymous reviewers and editors of this journal for their thoughtful comments on an earlier draft of this essay. 
2 Interview participants have authorized the identification of their names and musical associations for the purposes of this research.
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The Ottawa New Horizons Band (ONHB) was established 
in 2008 by Cathy Wilcox. There are currently over 200 
members enrolled in five concert bands and three jazz bands. 
Originally housed in the Dominion Chalmers United Church, 
the organization is now a registered not-for-profit that rehearses 
in school music rooms across Ottawa. To nurture “an inclusive 
model that would bring the greatest number of people from the 
greatest number of backgrounds…playing in harmony with 
others” (Wilcox interview 2018), Wilcox opened the Ottawa 
chapter to individuals aged eighteen and over. In so doing, 
she strives to provide accessible beginning music education to 
individuals no longer in a school program.

The Montreal New Horizons Band (MNHB) program is a more 
recent chapter, founded by Audrey-Kristel Barbeau in 2014 as 
part of her doctoral research in music education. Originally 
affiliated with McGill University, it has also recently become a 
registered not-for-profit organization, rehearsing at the Institut 
Universitaire de Gériatrie de Montréal. There are currently over 
60 members in three concert bands. The MNHB is open to people 
aged fourteen and over, and to children who join with a parent 
or grandparent. Barbeau’s vision is to nurture an environment 
where teaching and learning is a reciprocal benefit for young and 
old people alike.

Civic Friendship: A solution to the problem 
of oneness
Drawing on Turner’s (1969) anthropological idea of 
‘communitas,’ or the stripping away of difference to “allow 
people to temporarily merge through their basic humanity,”  
one conception of community woven into community music 
rhetoric promotes the ideal of oneness (Turino 2008, 18). Indeed, 
the common goal of making beautiful music with others can 
seem to bind musicians together. Turino (2008), describing his 
personal experiences performing music with others, explains 
that, “the musical sound provides direct, immediate, and constant 
feedback on how we are doing; when a performance is good, I get 
a deep sense of oneness with the people I am playing with” (18). 
In contrast, Kertz-Welzel (2016) purports that the community 
ideal of ‘music-making for all,’ where “all distinctions regarding 
talented, untalented, or high and low culture are overcome…
should be challenged” (117). Indeed, often overlooked in such 
descriptions is that to come to musical consensus (such as a 
shared interpretation of a musical work), people must give up 
some individual freedom in the realization of that goal (Froelich 
2009). The notion that music ensembles can give us a sense 
of shared identity is extremely appealing. However, too thick 
an understanding of shared identity seeks oneness, potentially 
masking and submerging relevant diversity. Therefore, it is vital 
that we look at the potential harm that can arise from a rhetoric 
of “oneness” and the specific musical contexts in which such 
rhetoric is enacted. 

Philosopher Danielle Allen (2004), writing about racial tensions 
in the United States, provides a compelling argument that 
American civic culture perpetuates distrust amongst its citizens, 
in large part because of the ideal of oneness. She argues that 

it is distrust among citizens, not simply distrust of political 
institutions, that erodes democracy. One of the root causes of 
the “congealed distrust” in American society, according to Allen, 
arises out of an American myth that “out of a many, a democratic 
people should become one” (12). The American ideal of 
e pluribus unum masks the value of pluralism and frequently 
relies on subtle forms of dominance and acquiescence to achieve 
social unity. Reliance on a kind of citizenship established on 
these patterns leads to “invisibility and a seeming oneness” that 
stifles dissenting or minority voices (Allen 2004, 18, emphasis 
mine). Missing from American civic culture is the building of 
trust amongst citizens by striving for wholeness, rather than 
oneness. “Citizens,” she explains, “must imagine themselves part 
of a ‘whole’ they cannot see” (17). The process of striving for 
wholeness requires political imagination and habits of working 
through difficulties with fellow citizens. In other words, citizens 
need to practice civic friendship. Recall that civic friendship was 
defined as “a practice, a set of hard-won, complicated habits 
that are used to bridge trouble, difficulty, and differences of 
personality, experience, and aspiration” (Allen 2004, xxi).

Keeping in mind this lens of civic friendship and the important 
distinction between oneness and wholeness, how can we view 
the sort of inclusion occurring in the Montreal and Ottawa New 
Horizons Bands, and does the NHIMA model provide space for 
building the kind of habits necessary to cultivate civic friendship?

Civic virtues: Open-mindedness and 
responsiveness
When asked about the central values that sustain their programs, 
both Wilcox and Barbeau emphasized the importance of 
inclusion and accessibility for people from diverse generational, 
cultural, linguistic, and socio-economic backgrounds. Inclusion 
has many meanings within music education, often implying that 
people have equal access to participate in a group music making 
endeavour. Such a conception of inclusion may be sufficient to 
produce positive social outcomes such as a sense of belonging. 
However, I argue that viewing inclusion simply as equal access 
is insufficient for understanding the civic value of the New 
Horizons program. Indeed, discussions with Wilcox and Barbeau 
revealed several civic values in their communities that stretch 
this conception of inclusion — particularly open-mindedness 
and responsiveness. These civic habits require acknowledging 
and negotiating adversity, and thus resist an understanding of 
inclusion as oneness.

Open-mindedness
There are so many people from different backgrounds [in 
the Ottawa New Horizons Band]. We have a person who 
did not have stable housing. [They] moved from community 
shelters to living in an apartment that had been set up by a 
social worker… And this person is sitting beside someone 
who is a high-powered lawyer…[T]hey are just coming 
from so many diverse backgrounds that it helps you to be 
aware of what else is going on in other walks of life, and you 
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are sitting there, collaborating on producing beautiful music. 
It does help you to appreciate other peoples’ perspectives. 
(Wilcox interview 2018)

Wilcox stressed the importance of building a social space that 
accompanies the music making experience to cultivate trust 
and acknowledge difference between musicians. Refreshment 
breaks, carpooling to concerts, and, more recently, taking 
an international band trip to Ireland provided occasions to 
“influence each other as community members by looking at 
people’s choices and people’s way of doing things that might not 
be our way of doing things. It helps you to re-examine how you 
are doing things and if maybe you could make some adjustments 
that would be more beneficial for our community or our planet” 
(Wilcox interview 2018).

The Montreal program also draws its membership from diverse 
cultural and socio-economic backgrounds. Additionally, a 
commitment to bilingualism adds a layer of social complexity to 
the MNHB. For Barbeau, cultivating a truly bilingual program 
was crucial to the success and mission of the MNHB program. 
She states, “I felt that because there were no people in the French 
community [who knew] about New Horizons…we needed to be 
bilingual to be as inclusive as possible.”

Part of Wilcox and Barbeau’s understanding of inclusive “music 
for all” involves creating a social space for people from diverse 
backgrounds. This not only attempts to equalize access to 
group music making, but can also provide exposure to new 
perspectives, cultures, and value systems. In their descriptions, 
such exposure is seen to strengthen community members’ 
open-mindedness. Indeed, open-mindedness — “very roughly, 
a settled disposition to form and, when appropriate, revise our 
beliefs according to relevant evidence and argument” (Callan 
2016, 74) is a vital civic and intellectual aim. However, the 
cultivation of open-mindedness is not inherent to diverse 
community music spaces, as it is possible that the focus on a 
shared musical goal or sensibility can stifle important dissenting 
voices. Encouraging greater open-mindedness through music 
ensemble participation requires that we recognize and allow 
dissent from the perspectives and values of the community’s 
majority. In so doing, we resist the ideal of oneness that masks 
difference and difficulty within a musical community.

Responsiveness
Creating spaces within the community music experience to 
discuss personal and musical values portrays a fundamental 
understanding that discussion and deliberation are central 
activities of democratic citizenship. With Wilcox and Barbeau, 
I discussed how difference is also recognized and mediated 
through the act of musical performance. When asked how the 
pursuit of a common musical goal could affect the nature of 
trust between musicians, Wilcox emphasized learning habits of 
listening and responsiveness:

In the beginner context, you’re only listening to yourself, 
and you are annoyed that everybody else is playing because 
you can’t concentrate on [your own part], and you can’t 

play it as well as you play it at home, because everyone 
is throwing you off. But then you start to hear that other 
people in your section are coming together and you are 
getting it together and you recognize that your part would 
be nothing without all those other parts…[M]usic really 
requires that community to make that [happen]… They are 
working together, listening to each other, and ironing things 
out together.

The ability to listen with empathy and understanding to another’s 
reasoning, and to be open to be moved by others’ modes of 
reasoning, has been argued to nurture trust between citizens 
(Laden 2012). Echoing Wilcox, I suggest that learning to be 
moved by a musical interpretation or musical values of someone 
from a social, cultural, or economic background different from 
our own can move us from “a state of ignorance to a state of 
understanding, a state of forgetfulness to a state of remembrance, 
or a state of emotional insensitivity to a state of emotional 
connection” (Warnick, Yacek, and Robinson 2018, 35). 

Profound responsive listening is not always practiced in ensemble 
performance. Experienced musicians know well that even within 
elite ensembles there are degrees of responsiveness that occur 
in the moment of musical performance. While some ensembles 
achieve deep responsiveness in their performance, others merely 
perform side-by-side, either acquiescing to the will of the 
conductor, or, perhaps worse, competing with other musicians for 
recognition. Indeed, the degree to which we can understand the 
civic potential of music ensembles is in part related to whether 
there is both the space and a general willingness to be moved 
by the musical ideas of one’s fellow musicians. It would not be 
impossible to imagine community bands that, despite drawing 
musicians from diverse backgrounds, continue to rely primarily 
on the conductor’s musical views during rehearsals, leaving little 
space for negotiating competing musical perspectives.

Broadly speaking, community music resists potentially exclusive 
or harmful elements of formal music ensembles such as the 
authority of Western classical music and its criteria for talent 
and artistry, and authoritarian conducting practices that rest on 
fear and dominance. To do so, many community music programs 
eschew ensemble models altogether in favour of informal music 
making (Kertz-Welzel 2016). Thus, we need to attend (albeit 
briefly here) to whether civic skills such as open-mindedness and 
responsiveness can occur under a conductor’s authority. When 
Barbeau and Wilcox described the kind of disagreements that 
can arise within their ensembles, resolution fell squarely on the 
conductor’s shoulders. How are habits of citizenship cultivated 
if the musical director makes the final decisions?

Strains of community commitment
I discussed with Barbeau and Wilcox some of the difficulties that 
can arise in their ensembles to get a better sense of the strains of 
commitment (Rawls 1971) that can be felt by musicians within 
the community, as well as the conductor’s role in negotiating 
such difficulties. One of the most difficult negotiations for 
the Montreal New Horizons Band is balancing offerings in 
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two official languages. Barbeau strives for an egalitarian 
distribution of resources in terms of language accessibility. 
However, she explained that when conductors sometimes 
forget to translate a set of instructions, or a document made in 
haste was not properly translated, conflict can arise within the 
ensemble. While there have been instances of heated exchanges 
when members feel as though they have been overlooked 
or asked to sacrifice too frequently in terms of language 
accessibility, Barbeau illuminated that often “people who are 
speaking only one of these two languages will become shy of 
raising their hands to remind us [to translate].” Thus, balancing 
the flow of rehearsal with accessible, bilingual instruction 
can result in unintended invisibility of language groups. Such 
difficulties are woven into the fabric of Canadian civic life but 
are being worked out through attentive bilingual interactions 
in the MNHB. The intergenerational make-up of the ensemble, 
discussed below, can accentuate both the relevance and the 
strain in these interactions. While some members have decades 
of experience negotiating public language accessibility and 
language rights, others, particularly volunteer music students 
new to Quebec, can be exposed to these civic negotiations for 
the first time.

Another point of adversity that resonated for both interviewees 
engaged in this research was the diverse musical ability of their 
ensemble members. Indeed, a central value of community music is 
breaking down barriers between notions of talented and untalented 
(Kertz-Welzel 2016). Although New Horizons follows the wind 
band tradition, there is a similar commitment to resist conceptions 
of talent, encouraging participation from people with little or no 
musical background, and eschewing the single-minded focus on 
performance excellence. However, this commitment can bring 
with it often submerged antagonism and disagreement between 
members. Indeed, such contestation can be prevalent throughout 
community music endeavours; yet, it is rarely addressed in 
scholarly research. New Horizons musicians enter the program 
with diverse musical experiences and musical goals, possessing a 
range of ability levels and progressing at sometimes wildly various 
paces. Moreover, Wilcox recognized that beginning a new skill as 
an adult with great abilities and capacities in so many aspects of 
their lives puts one in a position of significant vulnerability. “To 
start something new is a big leap of faith.” Adults’ fear of failure, 
the self-interest in protecting their vulnerability, and widely diverse 
life experiences make for a difficult task negotiating musical goals 
and values between members.

The conductor’s authority:  
Intergenerational justification
For both Wilcox and Barbeau, the success of negotiating 
deep difference and building civic trust lies primarily with 
the conductor. But in an inclusive community group, geared 
toward the production of civic values like open-mindedness 
and responsiveness, what gives the conductor the authority to 
make final decisions about repertoire or interpretation? It is often 
assumed in ensemble rehearsal that the conductor’s authority is 

granted to her/him by her/his musical expertise. However, if this 
is the case, there is little requirement for attending to musicians’ 
perspectives, particularly when they are new to performance 
such as in New Horizons. If this is the case, then the civic virtues 
discussed thus far fall somewhat flat. Indeed, inclusive “music 
for all” seems at odds with what Noam Chomsky (1987) calls 
“the cult of the expert” that can be seen frequently in the history 
of conductor-led ensembles.

Barbeau stressed that as the leader of the organization, open, 
transparent dialogue was critical to building trust within the 
ensemble and resolving moments of conflict. Open and frank 
discussions at rehearsals and general assembly meetings and 
providing a Code of Ethics to which all members must agree 
are necessary to gain the trust and consent of band members. 
Wilcox agreed that the final musical decision necessarily ends 
with the conductor. However, to build trust between members, 
she stressed that it is essential to justify these decisions to the 
musicians: “I think conductors — a really good conductor — 
will explain the thought process so that there is a rationale, 
and everyone says “well I might not agree with it, but I see her 
rationale, I see the reason behind it.”

Recognition of difference and justifying the conductor’s decision 
on musical matters in such a way that it is taken-up by musicians 
rather than merely authorized by their expertise, are important 
steps to justify the conductor’s authority. Moreover, I found that 
the intergenerational nature of the ensemble relationships in 
the MNHB and the ONHB provides a compelling example of 
justifiable, civic authority. Indeed, through my own experiences 
with the bands, I believe their commitment to reciprocal, 
intergenerational learning enables greater trust and civic 
friendship between members.

One of the central values of the MNHB is building connections 
between the university and the adult communities. Barbeau explains,

I wanted to offer to music [education] students some 
opportunities to practice their skills as conductors or on 
their other instruments. I wanted to have these volunteers 
act like mentors to older adults so they would feel free to 
ask questions, but not necessarily be overwhelmed by the 
level of musicianship of the students. When [the students] 
were playing secondary instruments, they were not as good 
necessarily as on their main instrument. So that was less 
intimidating for the older adults. I thought it was a good 
combination — trying to make it intergenerational, trying 
to promote teaching and learning in an environment where 
it is a win-win situation. We have older adults who could 
also provide feedback to the students who are learning how 
to teach. And the students can also help a lot with musical 
skills for the older adults. So basically, my own values were 
to be as inclusive as possible.

Barbeau’s vision is to nurture an environment where teaching 
and learning is a reciprocal benefit for young and older people 
alike. In both organizations, many members are retired adults 
and senior citizens. In the MNHB, however, the teaching staff are 
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primarily music education students and novice music teachers. 
The ONHB similarly hires high school students to assist with the 
program through administration or instrumental support in return 
for community-service hours, as well as graduate students to 
conduct some ensembles. These young conductors are required 
to navigate values of inclusion and reciprocity while embodying, 
to some degree, the traditional authority of the conductor.

Intergenerational learning, in an organization founded on growth 
and care for both adult members and student musicians, is a 
key factor in understanding how the New Horizons Band can 
promote deeper civic friendship. By committing to the values 
of the organization, including the growth of student conductors, 
members are, in a sense, consenting to the conductor’s authority. 
Yet, the conductor’s authority is also constrained as they learn 
and adapt based upon feedback from adult musicians. Strains on 
one’s commitment to the community, I argue, are significantly 
lessened when conductors and musicians are deemed to be both 
expert students and teachers themselves. The weight given to adult 
members’ suggestions regarding conductors’ communicative 
styles or gestural clarity is substantial because of the flipped 
generational hierarchy. In my experiences with the ensembles, 
young conductors seem to recognize deeply that older members, 
even if they are new to musical performance, have a great deal to 
offer in terms of their development as teachers. Recognizing the 
growth of the conductor as well as the musicians, and the value 
of musicians as expert learners and teachers, opens the door for 
significant civic trust.

Conclusion
If, as conductors of community bands, orchestras, or choirs, we 
are attuned to the strains musicians may experience in pursuit 
of a common musical goal, and seek wholeness instead of 
oneness, substantial opportunity is found to cultivate the kinds 
of civic skills that can foster trusting civic friendship. The 
cultivation of civic relationships, however, is not a given of 
community music making. It requires attending to disagreement 
and critically analyzing the values and practices that drive our 
programs. Moreover, the ability to work through differences 
in diverse, intergenerational settings is a rare occurrence in 
our society. Many New Horizons band communities limit 
membership to older adults as they seek to nurture a space for 
retirees to socialize together. However, the Montreal and Ottawa  
New Horizons Band programs have illuminated that significant 
civic potential can be realized by creating intergenerational 
spaces of shared musical learning. While large music ensembles 
do not inherently nurture the sorts of civic habits required for 
trusting civic friendships, the New Horizons programs have 
illustrated how, when philosophically reoriented, community 
wind bands can be rich sites for the cultivation of vital civic 
capacities for complex, plural societies.
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SPOTLIGHT ON BRASS / LES CUIVRES DE PLUS PRÈS

Starting the French Horn: Step-by-step to Ensure Success
PART 2: THE IN-CLASS SETTING
Drew Phillips
Part 1 of this series focused on beginning the horns, both in and 
out of classroom settings. Ideally, you will have specific time set 
aside during or after the school day or in some extracurricular 
capacity to start new horn players away from the full band setting. 
As many directors know, this may not be an option outside of the 
regularly-scheduled band class. On one hand, this may be similar 
to how the rest of your instrumentalists learn, whether you have 
a separate brass class or all instruments included in one setting. 
However, there are several things you can do for your horns in 
your inclusive band class that will set them up for success in case 
you don’t have the capacity for separate time with them.

Placement within the ensemble
Horns are the only instruments within your ensemble where sound 
will go in the opposite direction from the way the students face. 
Knowing this, they can be placed strategically to get their sound 
to project and so they can hear themselves while playing within 
the ensemble. Place your horns on the right side of the ensemble 
(assuming you are facing the group from the podium) and ideally 
in the very back near instruments that tend to play similar parts. 
When everyone first learns to play, horns tend to double with low 
brass, alto saxophones, and lower trumpets in tone and range. When 
seating horns, avoid putting other players behind them, especially 
bell front players. Putting trombones or trumpets behind your 
horns almost ensures that younger players will never be able to 
hear themselves and won’t know whether or not they are playing 
the correct pitches. Placing bodies behind the horns will absorb 
quite a bit of their sound and it will be more difficult to hear and 
balance any notes they produce. Seating horns on the right side of 
the ensemble is advantageous because of sound reflection. When 
playing the horn, the sound reflects from the player’s right side; 
with horns on the left side of the ensemble, in addition to difficulty 
in hearing their sound, what is heard may be interpreted as raw 
instead of the warm tone we aim to produce. Another advantage 
to having your horns in the back row is that you can walk behind 
them and check the right hand set-up in the bell, ensuring it is in 
the correct place and open enough to let the sound fill the space.

Pitches the horn can play differently than 
everyone else
Many beginning bands often begin with concert Bb as their first 
scale. The logical reason for this is that this key’s first five notes 
are accomplishable for every instrument across the band and many 
pieces can be played using these five notes. Stretching to an entire 
octave for many of the beginner wind players is also accomplishable 
after playing a short time. For horn players, however, the Bb 
concert scale puts players in either the upper or lower range of the 
instrument. Either the player will begin on low F below middle C 
to start their Bb scale, or they will play the first space F in the staff 
and end that scale in the high register. This is not ideal for beginning 

horn players because the harmonic series dictates these notes will be 
in the higher, more challenging overtones.

To help horn players, consider starting them in the key of F. 
Their first five notes will then be middle C to G, which is a more 
comfortable range than their upper or lower F to C. The caveat to 
this requires the horns to play different pitches from anyone else 
in the band, taking away from the unison sound the band usually 
plays in the first few weeks of learning through pitch exercises. 
When the horns play accurately in the key of F, the full band will 
sound a constant perfect fifth. Note that in this model, horns don’t 
have anyone to match pitch with and will be challenged to work 
independently of others. Introducing independence in pitch early 
on gives more confidence when they play alone.

Many beginning band method books utilize this strategy in the 
first pages, as these books typically have a few additional F pages 
for the horns. Here, the goal is to set the horn students up for 
greater success by beginning in F major. The horns may only need 
to stay on the concert F pages or play first pitches on concert F for 
a few weeks as they will quickly learn range and increase their 
capabilities with the rest of the ensemble.

Experimentation through improvisation
The young horn players in your group will have more immediate 
access to partials in the overtone series than your other brass 
players. For example, if letting them begin in F major, three of the 
first five notes of the major scale are fingered with no valves, all 
thirds away from one another (i.e., C-E-G). Playing B-flat concert 
on trumpet with no valves down or on trombone in first position 
includes intervals of a fourth and fifth between like-fingered 
notes. Because of these close partials without changing valves, 
horn players have more variety in improvisation by being able to 
access and play more open-pitches quickly. 

Many teachers are beginning to use improvisation within their 
bands by playing games such as Monkey-Hear-Monkey-Do 
(i.e., teacher or student models pitches or rhythms and the band 
echoes), students “soloing” over the band while the ensemble 
plays a drone, and using sound painting ideas. Because of the 
closeness and accessibility of partials on the horn, it is important 
to give the players (and all instrumentalists, generally) the chance 
to experiment and get comfortable with the small spaces between 
notes. Compared to other brass instruments, the lack of resistance 
between different fingerings for young horn players means that 
their ears must be highly attuned to the pitch they are hoping to 
play. Beginner trumpets and trombone players have different valve 
combinations or slide positions for their first notes; the first five 
notes of F major for a horn player are fingered open, first valve, 
open, first valve, open. Concert Bb major similarly has different 
fingerings for each pitch, but as discussed previously, this range 
can create problems for success.
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STARTING THE FRENCH HORN: STEP-BY-STEP TO ENSURE SUCCESS

Play games with the band and let the horn players play on their 
different partials to experiment with how close they are and what 
they “feel” like. Philip Farkas, former solo hornist of the Chicago 
Symphony and author of The Art of French Horn Playing, a 
resource that many horn teachers and players use as an instructional 
book, states that students should “…try to ‘taste’ each note. Every 
note has a distinct muscular setting, almost a ‘flavor’ of its own. It 
is this distinction in taste and feel, almost instinctive, that we wish 
to develop for each note on the horn.” 1 By giving the horn players 
some freedom to play within an ensemble setting to find their pitch 
through improvisatory games and exercises, students will develop 
a feeling of where the pitches sit on the horn and become more 
comfortable with the way it feels as they are asked to perform print 
music accurately.

Other Critical Tips
• Be diligent about observing the right hand position to ensure 

it is not too covered or too open. In a classroom with other 
students and not isolated in a small group to learn, young horn 
players can become lazy with the right hand set-up because of 
the lack of visibility of the teacher and other players. Walking 
behind the horns to regularly check the right-hand position 
(referenced in Part 1 of this article series) is paramount to 
successful sound projection, tone development, and intonation.

• Encourage your horns to play with a full sound. Typically, young 
students will not be able to perceive their volume with the tone 
being produced into their right ear, so ask that they play with 
a bigger volume than they may think they need. Often, their 
perception of “too loud” is close to what is optimal. Introduce 
how to empty water from the instrument tubing and encourage 
them to do so often. Horns that beginners will use may not 
have a water key on the leadpipe to release condensation and 
saliva. If this is the case, locate the horn’s tuning slide, teach 
the student to take it out, and instruct the student to spin the 
horn clockwise to remove any other collected water. If the 
student still hears water after emptying the tuning slide, the 
water has likely collected in their valve slides. To get to these 
additional collection points: (1) Put all three valves down and 
blow as hard as you can (if playing a double horn, put down 
the Bb trigger and all three valves and blow as hard as you can 
after the first step), and (2) Spin the horn slowly clockwise and 
the water should all run out of the bell. Some students feel the 
need to take out their mouthpiece, thinking the water will run 
back through the leadpipe. You can explain that if they turn the 
horn over clockwise, there is no possibility of this happening, 
so they can leave the mouthpiece in.

• Demonstrate the correct way to remove and grease slides. The 
horn has many different slides, so it is important to identify 
how to safely remove and reinsert them. The tuning slide is the 
main slide on the leadpipe. Horns will also have an F slide that 
often appears to the right of the tuning slide; it is located off 
the valve branch (some double horns will have an extra, smaller 
slide extending from the location of the Bb trigger). Depending 
on whether the horn is a double horn or single, it may have 
one or two slides off each valve. Take out one valve slide at a 
time. Taking them all out without your supervision could result 
in a slide going back in the wrong place leading to fingerings 

producing incorrect partials. A general rule of thumb when 
replacing both slides on a double horns is that the longer slide 
always goes on top with the shorter slide underneath.

• A student’s height determines whether or not they should play 
on or off the leg. A taller student will find that hunching over 
to rest the bell on their leg will compromise posture, while a 
shorter/smaller framed student will need to rest the horn on their 
leg because it may be too big to hold up. A tailored plan for each 
student may be needed. An option for the shorter/smaller-framed 
student is to swing the right leg out and rest the instrument on the 
thigh, allowing them the flexibility to move the leg forward and 
backward to find a comfortable playing position. As the student 
grows, they can adjust leg placement for optimal instrument 
set-up and posture. Taller players can do this as well. If they still 
cannot reach the mouthpiece without hunching, they can prop 
their heel up on the side of the chair to raise their leg as they rest 
the bell on it (I did this for years). If propping the leg up with 
the heel is uncomfortable, they can place their foot on top of a 
book or box (I also did this throughout middle and high school). 
Eventually, the taller student will learn that playing off of the leg 
is a more optimal playing position. 

• Develop an “anchor note” that students can always rely on 
to help set pitch. This is helpful when assisting beginners in 
finding starting pitches. For example, if students learn they 
can always find middle C, they can then walk up to or down 
from that consistent pitch to find the note they are searching 
for. This can be more efficient than the horns playing random 
pitches while attempting to lock in on their target note.

Overall, remember to have patience with the beginning horns! 
Their notes are literally closer together on the overtone series than 
any other wind instrument, so accuracy can appear haphazard at 
times. Over time, and with these suggested tips, your horn players 
will be as successful as any other student in your music program.
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REHEARSING / RÉPÉTITIONS

Chuck Currie and Christin Reardon MacLellan
Modern writing for wind ensemble uses such a diverse 
combination of timbres and textures for its instrumentation that 
it can be difficult to come up with standard sectional rehearsal 
structures that suit every score. 

Most ensembles stick with broadly categorized Woodwind, 
Brass and Percussion sectionals, or smaller sectionals based on 
individual instrument groups such as Clarinets, Trumpets, etc. 
Individual instrument sectionals are a great starting point and 
can help develop the section leaders into real musical leaders. 
These could be followed with full woodwind, full brass and full 
percussion sectionals. The final capper would be sectionals based 
on the various groups of Francis McBeth’s Sound Pyramid. 

Many modern compositions are transparent and do not work 
in simple groupings of like instruments, so a rote application 
of McBeth’s pyramid won’t always be suitable. We have to 
follow the melodic and textural line and balance of the piece 
amongst all the instrument groups. Often, each of the groups in 
McBeth’s pyramid can function as its own mini-ensemble — 
listening to their individual and collective place in the score, 
moment by moment. 

Since Group 1 is the foundation of the entire ensemble 
sound, let’s examine the individual sound character  
and combinations of timbre of each of the low 
instruments and describe the texture of them 
separately and jointly. Students should be aware 
of the distinctive colours of these instruments 
separately and in combination. The following 
descriptive pyramid of Group 1 is 
intended to inform their ears and their 
imaginations. 

Group 1

Sonorous,  
warm, penetrating,  
plaintive, delicate,  

full, round, sensitive  
Bassoons are the focussed  

reedy forward edge of the entire  
low end. They mask the metallic brass  
which results in more delicate contours  

in middle registers of tutti passages. 

Bass Clarinet provides chocolate-covered  
caramel mellowness, but also full body and power  

when necessary. The dark woody centre of the section. 

Baritone saxophone provides weight to the low reed  
section of this group, but also the lyricism of a cello in featured passages. 

Euphoniums enhance the vocal singing quality of the trombones. 

Brassy, brilliant, powerful, solid, dramatic, full, soft, buttery, homogenous  
Tenor Trombones reinforce tutti passages, adding a compact focus. The overall impact  

is expansive and mellow when not driving powerful accented marcato passages. In combination  
with the Tuba and Bass Trombone, subdues the brilliance of the trumpet section. 

Brassy, powerful, solid, tense, penetrating, dramatic, full, sinister Bass Trombone provides the  
forward edge of these three low instruments but is also enveloped by them 

Round, smooth, calm, velvety, hearty, robust, unobtrusive, ponderous, sustaining Tubas blend with the string bass. 

Broad, dark, weighty, earthy, resonant, mellow, sustaining String Bass supports the entire band. Reinforces the  
timbre of the tuba. Blends well with bass clarinet. The fundamental bass instrument. 

Low Woodwind, Brass and String Bass Sectionals
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LOW WOODWIND, BRASS AND STRING BASS SECTIONALS

Sectional and Rehearsal Notes for Group 1 from 
Classic and Modern Band Literature

Percy Grainger ed. Rogers — Children’s March, mm. 387-403
Low instruments play a crucial and diverse role, both melodically 
and as accompaniment throughout the piece. The familiar melody 
at m. 21 is first heard in the bassoon and baritone saxophone, 
accompanied by the rhythmic second beats of each measure in 
piano and double bass. Skipping to the end of the piece, m. 387 
brings back a variation of this melody that draws the piece to a 
close. Bassoon and baritone saxophone once again supply the 
melodic material, but with trombone, euphonium, tuba, piano, 
and later double bass providing the rhythmic reinforcement on 
second beats of each bar. French horns also join for a short time 
just before m. 403. 

It is important here to consider the role of the low woodwinds 
(melody) compared to the low brass and bass (accompaniment), 
as well as how the accompaniment is portrayed by low brass 
compared to piano and bass earlier on in the piece. As performers, 
we tend to “listen back” in an ensemble, fitting our tone and 
articulation into what the low brass are providing. In this case, 
“listening forward” might be considered a way for low brass, bass, 
and piano to support the need for precise rhythmic placement 
and articulation that the bassoon and baritone saxophone will 
need to provide. 

The low brass at m. 387 need to offer a somewhat percussive 
accompaniment, but it is also chordal, with the second beat of 
each measure being either a major or minor triad. Another detail 
to note is the difference in note value on beat two: trombones 
having eighth notes while euphonium, tuba, and piano having 
quarter notes. The challenge is finding just the right amount of 
lift and space following the tied note in the bassoon and baritone 
saxophone melody while bringing out both the rhythmic 
significance and resonance of the accompaniment notes. As far 
as the melody goes, the baritone saxophone should blend with 
the bassoon with a dry light tone adding weight like a pizzicato 
string bass.

Children’s March has many great moments for low brass and 
woodwinds. Euphonium carries melodic material quite often, 
frequently scored with upper woodwinds, and we get to enjoy 
the opportunity to include bass oboe (can be substituted with 
English horn) and bass saxophone.
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LOW WOODWIND, BRASS AND STRING BASS SECTIONALS

Cait Nishimura — Chasing Sunlight, mm. 25-36 This colourful work by Canadian composer Cait Nishimura 
presents interesting opportunities to shape texture through 
low instruments. In m. 25, all low woodwind and low brass 
instruments are joined together on a call and response passage 
with trumpets, horns, and second clarinets. The lower parts 
are scored in fifths (concert B-flat and concert F) with alto 
saxophones playing a concert D to complete a B-flat major triad. 
This is followed by a similar treatment of E-flat major and G 
major in subsequent measures. 

When rehearsing this passage, we will want to focus on balancing 
and tuning the three chord tones while grounding to the root. 
A resonant, warm sound is necessary here. It is also important 
to consider what colour we want to establish. A good option is 
to let the tuba lead the sound, with the bass clarinet emerging 
a bit more than the remaining low instruments. Presence and 
depth from the timpani are nice here as well. Take the time to 
experiment with bringing different instruments to the forefront 
until you achieve the desired sound.

Articulation is another important consideration for the eighth 
notes, as well as the dotted-half notes that enter on beat two 
of each measure. The goal should be to completely unify the 
articulation and release each note without it sounding harsh or 
accented. Note how the chime part fits in. Finally, the repetitive 
eighth notes throughout this piece in the xylophone (supported 
in various other parts) provide a metronome, so everything 
happening in the low accompaniment parts must align with 
perfect rhythmic precision with the repetitive eighth notes.

John Barnes Chance — Variations on a Korean Folk Song, 
mm. 68-75
Low voices are given an interesting role towards the end of 
the first variation in this monumental piece. The sixteenth note 
figures staring at m. 68 feature low brass and low woodwinds in 
a technical, melodic call and response passage. Note that prior to 
m. 68, low woodwinds have already experienced these melodic 
sixteenth notes serving as the supportive lower voice beneath the 
upper woodwinds and brass. 

However, at m. 68, the roles shift with the addition of low brass. 
Low woodwinds now become the higher and lighter voice in 
this grouping, which is then answered by trumpets and horns on 
the next beat, and upper woodwinds on the next. The challenge 
of playing these sixteenth notes with clarity of technique and 
articulation is certainly more present for low brass than for 
everyone else in the ensemble. 

Practice strategies could include tonguing the passage slowly 
before returning to slurs as marked, rehearsing different 
combinations of low instruments to line up the technique (i.e., 
hear bass clarinet and trombones play it together, then bassoon and 
euphonium, etc.). This will allow players the opportunity to hear 
what others are doing so they can work towards a unified goal. 

When adding the low instruments to the rest of the ensemble, 
sixteenth note passages whether on beats one, two, or three 
should sound similar, with seamless releases and passing-off to 
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the next group. Finally, note that the entire ensemble has one 
final tutti group of sixteenth notes in m. 75. For the low voices, 
this means the addition of timpani to the group. This is another 
spot to focus on perfect rhythmic and technical placement of the 
sixteenth notes.

Christiaan Venter — Rocky Mountain Lullaby, rehearsal C to 
rehearsal E

LOW WOODWIND, BRASS AND STRING BASS SECTIONALS
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LOW WOODWIND, BRASS AND STRING BASS SECTIONALS

This is a lovely programmatic work that paints a picture of the 
peace and quiet of the Canadian Rockies. At rehearsal C, low 
woodwinds and low brass provide the second statement of the 
lullaby melody first played by the upper woodwinds at rehearsal 
A. The melody is rich, resonant, and expressive, lasting sixteen 
measures. All players must be committed to a sixteen-measure 
phrase, stagger breathing as needed, in order to portray the peaks 
and valleys of the melody with intent. 

The climax of the melody is five measures after rehearsal D, 
supported by the rolls in timpani and suspended cymbal. 
Choices will need to be made about how to blend and balance 
low instruments throughout this passage. Are there one or two 
instruments we may want to hear a bit more than the others? 
What type of blend is desired between low woodwinds and low 
brass? The role for the remainder of the ensemble is to support 
the low voices, to add colour and effect, and to help commit to a 
long, sweeping phrase.

John Zdechlik — Chorale and Shaker Dance, rehearsal S to 
rehearsal T



36 FALL / AUTOMNE 2019 • CANADIAN WINDS • VENTS CANADIENS

Chorale and Shaker Dance is an active, physical piece for all 
players, with extra stamina and focus required from the low 
voices. Low instruments play multiple roles at different parts 
of the piece: melody, rhythmic accompaniment, and chordal 
accompaniment. Rehearsal S is an example of a very important 
chordal passage. It is a big moment, thickly scored, and loud. 

Taking the time in rehearsal to balance and tune each chord 
here is so important to achieve a powerful, symphonic sound. 
Note that cornets are scored along with the low brass and 
woodwinds for these chords. Helping players hear roots of 
chords and understanding how their note functions in the chord 
will be helpful.

Where there are colourful notes present (i.e., sevenths and 
ninths of chords), point these out to the ensemble so balance 
and tuning can be achieved. Other important considerations 
here for low voices are entrances and releases of each chord, 
breathing (which must not disrupt the phrase), and awareness 
of the melodic parts in the rest of the ensemble and how these 
fit into the harmonic structure. 

Directors and bands that invest the time for sectionals based on 
McBeth’s groupings (depending on the structure of the pieces in 
question) will find the knowledge and ears of their ensemble, as 
well as their audiences, richly rewarded. 
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MEET THE PROFESSORS / RENCONTRE AVEC DES PROFESSEURES

Thoughts and Reflections from Two Former Americans  
Living and Teaching in Canada as University Band Directors
PART THREE
Erik Leung
In the last of this three-part series into the experiences of Canadian 
College and University band directors teaching in the United States, 
I wanted to explore the other side of the coin — to turn the tables 
if you will — and ask: “How do Americans teaching in Canada 
perceive and experience music education north of the forty-ninth 
parallel?” As a product of both the Canadian and American music 
education systems, I have been fortunate to experience the joys 
of studying and teaching music across North America, growing 
up and teaching in Calgary, studying in Toronto and Chicago, 
directing my first collegiate ensembles in Fresno, California, and 
now teaching at Oregon State University in Corvallis, Oregon. 

Selfishly, the impetus for these articles began as a way for me to 
not only make sense of my own teaching, but to come to terms 
with my identity as a Canadian teaching in the United States.  
I hoped that somehow by interviewing these noted music educators 
I could better understand and find success in my own teaching. 
With each successive interview, I began to understand that while 
differences may exist, there are indeed many similarities that join 
the two countries together. Throughout this series of articles, all 
of the various music educators offered candid remarks on the 
differences and similarities between the American and Canadian 
music education systems, as well as their own musical journeys. 

In this final article, I had the privilege to interview two exceptional 
colleagues whom I consider both friends and mentors: Dr. Jeremy 
Brown, Professor of Music at the University of Calgary and Dr. 
Robert Taylor, Professor of Music at the University of British 
Columbia. They offer rich accounts of their experiences as 
Americans emigrating to Canada, of bridging American and 
Canadian identities and cultures, and their thoughts on how to 
find success teaching in the collegiate system. 

I would like to thank Jeremy and Rob for the wonderful insights 
and for taking the time to answer these questions!

Erik Leung: Can you briefly describe yourself? Where did you 
study and with whom?
Jeremy Brown: I have been teaching at the University of Calgary 
since 1990. I am in my twenty-second year as artistic director and 
conductor of the Calgary Wind Symphony. I attended Washington 
State University (Pullman) for my Bachelor of Education degree, 
the Eastman School of Music for my Master of Music degree and 
the Performer’s Certificate in Saxophone, and The Ohio State 
University for my Doctor of Musical Arts degree. I also spent a 
term at the University of Southern California working primarily 
with Harvey Pittel on saxophone and Patricia Garside on flute. 
I taught at Grande Prairie Regional College (Alberta) from 
1982-1988 where I directed the wind ensemble, the jazz band, and 

taught the woodwinds. At the University of Calgary, I have taught 
the symphonic band, jazz bands, instrumental music education, 
jazz improvisation, saxophone studio, woodwind methods, 
and jazz history, and supervised numerous graduate students in 
music education, conducting, and saxophone. From 1992 to 1996  
I directed the summer Wind Conducting Program at Calgary, and 
from 2003-2008 was Chair of the Music Department. Currently, 
I teach the jazz orchestra, a saxophone studio (nine majors), and 
instrumental music education. In Fall term 2019 I will team- teach 
with a University of Calgary English professor the inaugural 
course in “teaching and learning” for any graduate students within 
the Faculty of Arts. I have been privileged to have a really varied 
career in teaching.

I give so much credit to my parents for my musical journey. Their 
extraordinary love and support has everything to do with what I 
have been able to do with my life. They were extraordinary people 
of fine intellect, many pursuits and talents. The eldest of three 
children, I was born in Seattle, Washington while my father was 
attending the University of Washington dental school. My mother 
taught music in Seattle area schools to support the family while  
he was completing his studies.

In university, I had many fine teachers including Craig Kirchhoff 
at both Washington State and Ohio State. He was my saxophone 
teacher at WSU in the 1970s and at OSU (1988-1990) he was 
my conducting teacher. I also worked with H. James Schoepflin, 
Harvey Pittel, Ramon Ricker, James Hill (saxophone), Frances 
Risdon, Gale Coffee, Bonita Boyd (flute), Robert Miller, Stanley 
Hasty and Michael Webster (clarinet), Robert Sprenkle (oboe) 
and K. David Van Hoesen (bassoon). In conducting, besides 
Craig Kirchhoff, I worked with Beatus Meier at WSU and took 
a conducting course with Donald Hunsberger at Eastman. While 
acting as an administrator/instructor for the summer Wind 
Conducting Program at the University of Calgary (the legacy 
of Professors Vondis Miller and Linda Pimentel), I learned an 
enormous amount from the visiting conductors and composers 
over my five years in that position. These included the likes of 
Tim Reynish, David Whitwell, Jerry Junkin, Eugene Corporon, 
and H. Robert Reynolds.

Robert Taylor: Growing up in Northern California, my interest 
in music began with a fascination of harmony when I was very 
young. We lived across the street from a minister and his wife, 
who would take me to church when she practiced on the Hammond 
organ. I used to get really close to the instrument, where I could 
feel the vibrations and meander vocally through the harmonies of 
the gospel hymns she played. Later, I took up the trumpet in my 
school band, and found such joy in making music with my friends. 
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I credit my high school band director, Ted Spilman, for helping me 
discover and develop my love of music and also my capacity for 
leadership. When it was time for university, I wasn’t convinced that 
music was a viable vocation, so I followed another passion (math) 
and majored in physics. Three years in, I made the terrifying leap 
to music and never looked back. Undergraduate studies included 
trumpet with Gil Cline, piano with Frank Marks, and theory with 
Duane Heller (who used a composition-based approach that still 
impacts the way I study scores). Upon graduation, I taught high 
school music for five years, attending workshops every summer 
with amazing clinicians like Frederick Fennell, Eugene Corporon, 
Robert Halseth, Jack Stamp, Allan McMurray, Craig Kirchhoff, 
and many others who remain friends and mentors today. I owe 
the biggest debt of gratitude to my conducting teacher, Mallory 
Thompson, who had a profound influence on my growth during 
graduate school at Northwestern University in Chicago.

My musical background not only includes experience playing and 
leading concert bands, marching bands, symphony orchestras, 
jazz ensembles, and brass ensembles, but also singing in choirs, 
working in theatre and contemporary music, and even heading up 
the horn line and singing back-up in a cover band. 

I have been Director of Bands at the University of British Columbia 
for ten years now. At UBC, I conduct the Symphonic Wind 
Ensemble (one of two bands on campus), teach undergraduate and 
graduate conducting, and serve as Chair of the Woodwind Brass & 
Percussion Division. 

EL: What drew you to Canada? Why have you remained in 
Canada?
JB: When I married a Canadian in 1980, my wife wished to return 
to Canada after we completed degrees at Eastman. After a few 
years of missing the pace and energy of the US, I became fond 
of Canada and did not seriously consider moving back. It became  
my home. In 1998, I became a Canadian citizen.

RT: I knew when I visited Vancouver as a kid with my high school 
band that it was a really special place. The allure of an urban/
cultural centre with instant access to the outdoors was such a strong 
pull. During graduate school, I fell in love with a Canadian, so you 
might say that love ultimately brought me to Canada. Even though 
we’re not together anymore, it is love (of my home, my community, 
my work, and my colleagues and students) that keeps me here. I’ve 
lived in Vancouver for a decade now, and life as a Canadian has 
exceeded all of the very high expectations I had on that first visit.

EL: Did you have a difficult time adjusting to life in Canada? 
Are there differences between the two countries that you found 
shocking or jarring at first? (Politics, culture, religion, race, 
etc?) Did you have preconceived notions (either positive or 
negative) about Canada and Canadians prior to teaching in 
the country? Do these notions still exist or have they changed 
over time? 
JB: It took me time to learn about the Canadian ideals of a balanced 
society built on equality and inclusion. I think that universal health 
care and an emphasis on education and general well-being were 
a pleasant surprise to me. I have become more broad-minded, I 
believe. This could have happened in the US as I became older, but 
I think Canadian culture has had a lot to do with it.

RT: Overall, I have found Canada to be an incredibly welcoming 
and inclusive place. There were some minor adjustments to make 
at first, especially code-switching language as I moved between 
Canada and the U.S. (the letter “Zed” still gets me in rehearsal 
sometimes!), but I settled here pretty quickly. I spent so much time 
in Canada before I moved to BC that most of the differences sank 
in quite gradually. I have been a dual citizen for a while now, and 
I feel so lucky to be part of a society where there is thoughtful 
dialogue about multiculturalism and Indigenous issues, a humane 
approach to immigration and health care, and a high standard of 
living for the average person. To be fair, I live in a very progressive 
area and carry the privilege of being a white, cisgender man. No 
modern nation is a utopia, but I absolutely love being Canadian. 
Though it’s sometimes hard to be away from family and friends, 
the arm’s length distance also helps a lot when I become frustrated 
with politics in my native US.

EL: To what extent does your dual American/Canadian identity 
influence either your teaching, your interactions with students, 
faculty, staff, and/or your programming?
JB: Over the years, my American origin has lessened as an issue. 
There were perhaps some minor comments about me being 
American, not Canadian, many years ago — the “Why are you in 
Canada and not the US sort of questions.” There were occasional 
situations where I had to defend programming Sousa or Schuman 
in addition to or instead of Cable, for instance, so I have always 
tried to be cognizant of possible biases. My colleagues and 
students have, on the whole, been terrific. I certainly feel and 
perceive myself as a Canadian, but with enduring affection and 
interest in all things American.

RT: Living in such a diverse place with students from all around 
the world, my identity doesn’t feel so much like a duality, but 
rather a complex mix of experiences and interactions. Living in 
Canada has opened many doors for international opportunities, 
and travels to make music in Asia, Australasia, Europe, and the 
Middle East have certainly broadened my perspectives on culture, 
communication, and in many other ways. Here at home, I work 
really hard to strike a balance that allows me to express myself 
in the most authentic way I can (yes, even the overly direct and 
sometimes jarring American side!), while also being sensitive 
to differences in an attempt to interact with others in the most 
productive ways.

EL: What differences (if any) have you noticed between the 
music education systems between the US and Canada? Are 
there some common traits that exist between the two systems? 
For example, it has been said by some American colleagues that 
marching band has played a crucial role in the development of 
musical abilities in American schools. Do you find the lack of 
marching band affects Canadian programs? Why or why not?
JB: That is difficult for me to answer, as I have been away from 
the US for so long and cannot compare as meaningfully as I wish 
I could. The American bands I have adjudicated in the past often 
possess a solid approach to breath support and technique that is 
different from Canadian bands, perhaps because of marching 
bands/pep bands. I believe it depends on what you are trying to 
compare and/or measure. If it is playing an instrument with good 
tone, technique and rhythm, then the marching band may certainly 
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help with those aspects of performance. However, lessons, solo 
repertoire, and chamber music also offer a rich experience, as 
does a balanced wind ensemble, jazz band (with an emphasis 
on improvisation) or concert band program. The key is excellent 
teaching and musical leadership in the classroom. If that is 
happening, magic can occur.

Marching bands may offer opportunities for travel and social 
interaction for students that cannot be found in other situations. I 
was in marching bands in junior and senior high school and played 
bass bugle in a drum and bugle corps for a few years. I am a product 
of American instrumental music education, enhanced with many, 
many lessons with great teachers, workshops, masterclasses and 
many different musical experiences, including rock bands, Latin 
bands, chamber music, and jazz combos. 

RT: I recently read an article that claimed Canada is now in the top 
tier of international rankings in education. The speculation is that 
this is based upon a strong commitment to fairness and equal access. 
Having spent a lot of time in schools all around the world, I agree 
that the Canadian education system is generally superior in many 
ways. This doesn’t always play out in music, however. Though the 
foundation of many music programs in both Canada and the US 
is an ensemble-based methodology, most American schools have 
more resources of time, money, faculty, and support staff. This has 
a huge impact on student performance. While some provinces are 
doing a better job of delivering a well-rounded music education 
to all students, including more comprehensive and innovative 
approaches to our east, there are tremendous challenges here in BC. 
Only a handful of schools offer general music instruction for every 
elementary student taught by a qualified music specialist. Band 
and orchestra programs have been eliminated or marginalized in 
significant ways in many communities, despite years of advocacy. 
And the system of training and appointing music teachers doesn’t 
fully embrace the tenet that music is a highly-specialized field, so 
teachers are not always placed in positions where they can develop 
programs that flourish. Even when they are, the resources provided 
often fall short of the mark. There are pockets of real excellence, 
but until every student has the opportunity to experience music at 
a high level, there is a lot of work to be done. 

While there are challenges, I am proud to be part of a large group 
of dedicated post-secondary teachers here in Canada that work as 
festival adjudicators, workshop clinicians, resident artists, mentors 
of preservice teachers, and strong advocates of music education 
more broadly. I can only hope that when I look back at my career 
after 30 years of work in Canada, our combined contributions will 
have enabled progress and planted some seeds that will have a 
lasting positive impact on future generations of young musicians.

EL: Lastly, what advice would you give Canadians who are 
looking into studying at an American university and perhaps 
settling into a collegiate position either here in Canada or in 
the US?
JB: Universities are highly competitive, and you have to be 
unbelievably good at what you do to be a student and on faculty. I 
was fortunate to have many facets of experience at the time I was 
seeking a collegiate position, and I think this helped enormously. 
Everything we achieve and that is worth having is earned with 
hard work. Take advantage of opportunities around you. Gigs, 

clinics, teaching are all broadening and can offer the unintended 
consequence.

In the end, exposure to artists and environments that stretch our 
abilities, though sometimes difficult, offer enormous returns in 
artistic growth. I certainly had growth opportunities in the schools 
I attended. I found the Eastman School hugely challenging, but 
it changed me for the better as a performing artist. My time at 
Grande Prairie Regional College was a treasured and incredible 
opportunity. I have grown more in my current position at the 
University of Calgary than in all my previous experiences because 
I have spent the majority of my career here. Finding a school like 
this, a match for my abilities and desire to learn was very fortunate 
in retrospect. 

Finally, and most importantly, we are in this for our students' 
growth musically and perhaps as people, too. Once in a while, 
I look back on my career and try to assess all of my activities 
(including performance opportunities with Theatre Calgary, 
the Calgary Wind Symphony, the Calgary Philharmonic and 
other opportunities) to determine how it all fits together. Much 
of the work I do outside of the university is done to continue to 
challenge and advance my own growth, to be an example to my 
students of a performing musician, and to transfer this knowledge 
and experience into teachable opportunities at the University of 
Calgary (doing clinics, adjudicating at festivals, conducting bands 
and beyond). To choose a life in music is to continually up your 
game, embrace new experiences and challenges, and use this 
knowledge and experience to mentor others on their own journey 
in music. 

RT: Become the best musician you can be. Know your strengths. 
Know what you hope to gain from the opportunity for continued 
study. Consider which goals might be reached independently 
(for example, through private study, summer workshops, or a 
self-motivated program). Teaching at any level can be incredibly 
rewarding, and the postsecondary field is immensely competitive, 
so be prepared to work hard, make sacrifices, and endure the 
pain it takes to succeed at any goal. And always remember,  
“Luck favours the prepared!”

ERIK LEUNG
A native of Calgary, Alberta, Canada, 
Erik Leung serves as the Director of 
Bands at Oregon State University, where 
he conducts the Wind Ensemble, teaches 
undergraduate conducting, and oversees 
all aspects of the band program at OSU. 
Prior to this appointment at Oregon State, 
Leung was the Director of Bands at Fresno 
Pacific University. Leung completed his 

DMA in Wind Conducting from Northwestern University and has earned 
degrees from the University of Toronto (M.Mus) and the University of 
Calgary (B.Mus with distinction, B.Ed). His teachers include Mallory 
Thompson, Gillian Mackay, Glenn Price, Mark Hopkins, and Jeremy 
Brown. Additional studies in conducting also include time with Mark 
Scatterday, Allan McMurray, H. Robert Reynolds, Craig Kirchhoff, and 
Michael Haithcock.
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Penny-Wise Instrument Management?
Dennis Adcock
As your columnist on band instrument repair, it may seem wrong 
for me to be advising against repairing instruments, but it has 
come to that. Many school band inventories have become so 
old that budgeting for orderly replacement would actually save 
directors money. Think about it: you would have more newer 
instruments and it would cost the program less money annually.

I cannot emphasise enough how poor instruments are undermining 
band programs. Unsightly old, smelly instruments are turning 
potential beginners to other options. Semi-functional instruments 
frustrate and impede the progress of students at all levels. Poor 
instruments send a message that the program is not important 
enough to be properly provided for.

To help decide what instruments need to be replaced you must 
keep records of repair costs by instrument serial number. Some 
shops charge more per bill, but result in less frequent repair bills. 
On a spreadsheet keep a five year rolling average for repair costs 
per year, by instrument. When the rolling average exceeds the 
replacement cost (divided over a ten to fifteen-year life span) it 
is probably time to replace it.

In planning band instrument inventory management there are 
three main areas to consider: replacement of old instruments, 
purchase of additional instruments for program growth, and 
upgrading instrument quality as more advanced students need 
higher quality instruments.

Replacement of old instruments is usually budgeted on a 
percentage of the replacement value of the whole inventory 
(e.g., $100,000). If you consider the minimum life expectancy 
of instruments in school usage to be about ten years then an 
annual replacement budget of 10 percent of the replacement 
value is needed, or a $10,000 replacement budget for each 
$100,000 worth of inventory in use. A 10 percent budget will 
usually cover any needed repairs, keeping them to a minimum in 
a timely-replaced inventory.

Enrolment growth will require additional instruments, where 
you see the need, in order to maintain properly-balanced 
instrumentation. For example, if your inventory has a replacement 
value of $100,000 and enrolment grows by 10 percent, you will 
need approximately $10,000 worth of additional instruments 
(assuming that you have no usable surplus instruments at  
that point.)

Adding higher quality instruments to your inventory for 
more advanced high school players must also be added to the 
budgeting request, although the provision of these instruments 
usually replaces the need for other instrument replacements or 
the program growth requirements. For example, you will not be 
buying more instruments than are required for replacement and 
growth, but some of them will need to be more expensive to 
provide for a quality upgrade.

As budgets are squeezed, the natural tendency is to forgo 
purchasing in favour of repairing. This strategy only works in 
the short term. Long term, it depletes the inventory to a point 
where a total restart may be required. When a program reaches 
that point, it may already be spending more annually for repair 
than it would to amortise replacement. This makes your program 
look more expensive than it should. The prospect of a total 
restart can also look scary if the long view is not taken. For 
your presentation to administration, price out a complete set of 
good quality instruments and divide their total cost by fifteen or 
twenty years and the number of students served each year. It is 
usually not as much as your business manager thinks it is!

Example:
50 Band Students, $100,000 inventory (at replacement cost),  
15 years or 150 months, costs only $13.33 per month per student. 
(That is for an average $2000 instrument. A $500 instrument that 
lasts 15 years costs about $3.33 per month.)

Do you really want to spend $100 every second year repairing 
an old instrument that you can replace with a new one for $40 
per year?

For some other perspectives, have a look at these two articles:

• Developing an Instrument and Equipment Replacement Plan
https://nafme.org/developing-instrument-equipment-
replacement-plan/

• The Business Side of Teaching School Music: Preparing an 
Instrument Replacement Plan
https://www.nammfoundation.org/educator-tips/business-
side-teaching-school-music-preparing-instrument-
replacement-plan

DENNIS ADCOCK 
is the owner of The Bandstand Ltd. 
In addition, he has been the director 
of an adult community band for more 
than thirty years. He welcomes your 
comments or suggestions for articles 
drawing on his fifty years experience in 
the band instrument industry.

Email: dennis.adcock@bandstand.ca
www.bandstand.ca • facebook.bandstand.ca • twitter.bandstand.ca
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Dear Mr. Clark
My name is Cait Nishimura. I am a Canadian composer and music educator based in Toronto, Ontario.  
I am writing to you regarding your decision to publish music under the name "Keiko Yamada." 

Before I continue, it is important to me that I make my 
intentions clear: I have no interest in instigating further conflict 
or controversy. I have read your recent statements about the 
situation and I appreciate your desire to take responsibility for 
your actions. That said, I feel that your public apologies have 
failed to acknowledge the countless students who have been 
impacted by your actions. 

I have been playing bass clarinet in concert bands since I was 
in middle school. I had vastly positive experiences as a music 
student, but not once did I see a piece of music on my stand by 
a composer with a name that looked like mine. I’m sure you 
agree that it is important for students to see examples of people 
who are working hard to build careers out of their passions;  
I will argue that it is especially important for students to see  
these examples in women and in people of colour. In your 
position as a prominent composer and publisher in this industry, 
you have been able to reach thousands of students, teachers, and 
audience members with your music. By publishing some of this 
music under the name of a Japanese woman, you led teachers to 
believe they were programming music that reflected their diverse 
school communities. You have apologized to your customers and 
assured them that the pseudonym is no longer in use; however, 
you have not indicated any consideration of the students you 
deceived, who may have finally seen themselves represented in 
the music on their stands. 

As a composer who happens to fulfill several diversity criteria, 
I have become painfully aware of tokenism in our industry.  
In fact, in the wake of this scandal, my name has been circulating 
among groups of band directors seeking “real” examples of 
music by Japanese women — which, although well-intentioned, 
is problematic for me as a fourth-generation Canadian. As you 
know, this is a highly competitive world, and many of us have 
to work tirelessly to earn a place for our music on festival lists 
and concert programs. I cannot speak on behalf of all composers 
of underrepresented demographics, but I can say that I am hurt 
and angered at the thought of your pieces taking the place of 
those written by composers who must continuously advocate for 
their own success because of their gender or ethnicity. Although  
I appreciate your effort to promote quality music by diverse 
voices through your new publishing venture, I look forward 
to seeing how you will demonstrate your understanding 
through actions that don’t have financial benefits for you or  
your company.

I recently listened to your interview on the podcast “Everything 
Band,” during which I noticed several parallels between the 
two of us. Notably, we both started out by writing and arranging 
music for our middle school students, and continue to be 
grateful for the ways in which those experiences prepared us 
for our careers as composers. We were both teachers first, and 
strive to offer inspiration to others through the music we write 
and through our interactions with students. In this interview, 
you said something that resonated with me deeply: “I am still 
a teacher at heart; I just teach from a different place.” To be a 
composer today is to be in a position of great influence — a 
privilege and responsibility which cannot be taken lightly. It 
is with this in mind that I urge you to address this situation 
from the perspective of students, to put students first in your 
continued efforts to learn from your mistakes, and to clearly 
communicate the steps you will take to use your position of 
influence to effect positive change. 

Thank you for your consideration.

Sincerely,

Cait Nishimura

[Editors’ note: To learn more about Cait, visit caitnishimura.com]
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“I am not a band geek”
In our last issue (17:2, Spring 2019), Tom Dust offered his perspective on the term “band geek,”  
suggesting it was derogatory. Some of our readers offered responses.

While I have heard the phrase “band geek” used many times in 
an endearing manner, most often it is used in a joking or insulting 
way. I personally do not like to be called a “band geek,” and 
would never refer to my students as such. The benefits of being 
in band has been proven through oodles of research, and as a 
teacher I encourage as many students as possible to join band.  
I will not stereotype myself or students when trying to be culturally 
responsive, and also trying to recruit and retain students. 

Many times I have had peers or administrators outside of the 
music world say to me, “You are not like the band geeks (music 
nerds, etc.) I know. You aren’t one of them.” But yes, I am one 
of “them” and proud of the fact that I love band and being part 
of a band family! I am a trained, competent musician and much 
more too.

We are so much more than a term used to get laughs in movies. 
Let’s prop ourselves up as a great group/family to be part of 
without any stereotypically negative names for future generations 
to come.

Lesley Ann Andrews
Arts Education Consultant / Music Teacher
Cape Breton-Victoria Regional Centre for Education
Sydney, Nova Scotia 

Keeping up with technology is hard enough, but keeping up with 
education seems to be the bigger challenge these days. Employees 
come and go from our schools, our curriculum, timetables and 
dress codes change, school board shift their focus and initiatives 
from year to year, but most importantly, our students change.  
We need to keep up!

Making connections with our students is an integral part of our 
occupation and program retention. We strive to engage them, 
value them and help them belong. How do we do that? It’s the 
little things like one-on-one conversations in the hall or after 
class, investigating which music groups are popular among their 
crowd, and of course, learning their revolving vocabulary.

Aside from programming quality repertoire, planning meaningful 
lessons, and organizing rich learning experiences, have you tried 
creating a meme to remind them to practice their instrument? Do 
you have a department social media account attached to your 
school’s account? Have you called a sharp sign a hashtag for 
comic relief? The reference to a “band geek” often follows this 
line of questioning to capture student attention.

Perhaps instead of being offended carte blanche by the term, 
“band geek,” we need to embrace it. In an era where we tread 
lightly on any label, humans by nature mostly want to belong 
to a group. If the label “band geek” empowers a group of young 
musicians to come together as a supportive clan, then it is a title 
worth embracing. Show them the power, talent and outstanding 
abilities that is a “band geek.” Educate those using it in a 
belittling manner — flip their understanding — don’t just walk 
away in a huff, as this will never change the world.

Band Geeks for Life,

Andria Kilbride 
Assistant Curriculum Leader — the Arts
Dr. Norman Bethune CI, Toronto District School Board

Sarah Arcand 
Intermediate Instrumental Music Teacher
Lincoln Alexander PS, York Region District School Board 

Sincèrement, je trouve que le terme « Band Geek » peut être 
péjoratif s'il est mal utilisé. Je ne me sens jamais offensée de 
me faire appeler « Band Geek » quand je sais qu’il n’y avait 
absolument aucune mauvaise intention derrière ce terme. En 
général, je me considère comme une «Band Geek» parce que 
ça me décrit bien. Comme mentionné dans l’article, c’est un 
peu comme qualifier une personne qui a de très bonnes notes 
à l’école de « bollé ». Ces deux themes sont effectivement 
bourrés de clichés qui peuvent offenser certaines personnes. 
Personnellement, je ne suis pas offensée par le terme, mais je 
comprends pourquoi ce n’est peut-être pas le meilleur à utiliser.

Sincerely, I find the term “Band Geek” pejorative if it’s badly 
used. I never really feel offended to be called a “Band Geek” 
as long as I know there are no bad intentions behind it. Like 
mentioned in the article, it’s a bit like calling a person that is 
really good at school a “nerd.” These terms are full of clichés 
that could offend some people. For that reason, we all should use 
more positive terms in our future conversations. 

Camille Primeau-Cardinal
Secondary 3 Student
Collège Jean-Eudes 
Montréal QC  
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In our next issue / Dans le prochain numéro... 
Vol. 18, No. 2, Winter / Printemps 2020

• Standing On The Shoulders Of Giants
• In Profile: CBA-ON
• Canadian Scottish Pipe Bands as Canadian Wind Music

Submissions
Canadian Winds encourages the submission of manuscripts on all phases of 
music education in schools and communities, about practical instructional 
techniques and professional philosophy, and about current issues in teaching 
and learning.
Canadian Winds articles are refereed by practicing professionals who judge 
manuscripts on their importance, originality, timeliness, scope, accuracy, 
and style. Canadian Winds does not publish articles that are promotional or 
endorsing of products or services. Articles submitted for publication should 
be characterised by:
• Clarity and precision: articles should be in a straightforward, 

conversational style. Format should adhere closely to the Chicago Manual 
of Style (Chicago A and Chicago B are both acceptable). Please consult the 
many free, online sources available.

• Length: articles should normally be 1800-3500 words. Short features of 
less than 1800 words will be considered, subject to content considerations. 

• Usefulness: articles should address the interests of a broad cross-section of 
more than 2,000 instrumental music educators and community musicians 
who read the journal.

Manuscripts with excessive “mechanical” errors (spelling, grammar, etc.) 
will be returned to authors for revision before being sent to referees for 
consideration.

Format of submissions
• Articles should be submitted, via email attachment, to: canadianwinds@

gmail.com
• The author’s name or identifying information should not appear on the 

manuscript, but should be included in the email. 
• A separate 150-word biographical sketch and a high-resolution JPEG 

headshot should accompany submissions. 
• Photographs (with photo credit) or graphics are welcome with any 

submission. All images should be sent as separate attachments and not 
embedded in the body of the text. Images should be no less than 300 dpi. 

• Authors are responsible for securing all permissions and clearances for 
copyrighted materials.

Propositions d’articles
Vents canadiens encourage la soumission de manuscrits traitant de l’éducation 
musicale dans les écoles et les communautés, des techniques pédagogiques 
pratiques et de la philosophie professionnelle, ainsi que des questions 
d’actualité en matière d’enseignement et d’apprentissage.

Les articles de Vents canadiens sont examinés par des praticiens professionnels 
qui jugent les manuscrits selon leur importance, leur originalité, leur degré 
d’actualité, leur portée, leur rigueur et leur style.

Vents canadiens ne publie pas d’articles promotionnels ou endossant des 
produits ou services. Les articles soumis pour publication doivent respecter 
les critères suivants:

• Clarté et précision: les articles doivent avoir un style simple et 
conversationnel. Le format de citation doit respecter le style Chicago 
(Chicago A et Chicago B acceptables). Veuillez consulter les nombreuses 
sources gratuites disponibles en ligne.

• Longueur: les articles doivent normalement compter 1800-3500 mots. 
Les articles courts de moins de 1800 mots (rubriques, chroniques) seront 
pris en compte, sous réserve de considérations de contenu.

• Pertinence: les articles doivent répondre aux intérêts d’un large échantillon 
de plus de 2 000 musiciens éducateurs instrumentistes et musiciens 
communautaires lisant le journal.

Les manuscrits comportant des erreurs excessives de français (orthographe, 
grammaire, etc.) seront renvoyés aux auteurs pour révision avant d’être 
envoyés aux examinateurs pour évaluation.

Format des soumissions
• Les articles doivent être soumis par courrier électronique via une pièce 

jointe, à: canadianwinds@gmail.com
• Le nom de l’auteur ou les informations d’identification ne doivent 

pas figurer sur le manuscrit, mais doivent être inclus dans le courrier 
électronique.

• Une brève biographie de 150 mots et une photo portrait de haute 
résolution en format JPEG doivent accompagner les soumissions.

• Les photographies (avec crédit photo) ou les illustrations sont les 
bienvenues avec toute soumission. Les images doivent être envoyées en 
tant que pièces jointes séparées et non intégrées au corps du texte. Les 
images ne doivent pas être inférieures à 300 dpi.

• Les auteurs sont responsables d’obtenir toutes les permissions et 
autorisations pour les documents protégés par le droit d’auteur.

Traductrice : Audrey-Kristel Barbeau, PhD (UQÀM)
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