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EDITORS’ MESSAGE / MESSAGE DE LA RÉDACTION

Equity, Diversity, and Inclusion in Canadian Wind Bands
Roger Mantie and Lynn Tucker
We would like to claim we were wisely prescient in planning over a year
ago for a special focus on equity, diversity, and inclusion (EDI), but
none of us in 2019 foresaw just how acute and timely such issues would
become in Fall 2020. It’s not that equity, diversity, and inclusion have just
suddenly come into existence or anything. For members of marginalized
and underserved groups and their allies, EDI has always been important.
We do not approach this matter naively thinking that one “special issue”
is going to somehow magically undo the problems in society or in our
profession. If anything, there is a risk that dedicating a special issue to EDI
might become a self-serving, feel-good checkbox we can tick so we can
return to business as usual.
Inequality, white privilege, and exclusion have never been “okay,” but
reactions to them have generally ranged from indifference to mild
condemnation (usually never rising to the level of concrete actions). If
2020 has taught us anything, it is that we are living in a new epoch. Social
movements like #MeToo and #BlackLivesMatter have provided a public
consciousness that has galvanized action for social change not witnessed
since the 1960s Civil Rights movement in the US. When boycotts by
professional athletes cause the temporary postponement of both the NBA
and NHL playoffs, we know things have moved beyond mere hyperbole.
While it is tempting as music educators and community music leaders to
duck our heads in the sand and pretend such concerns are beyond our
purview (after all, it’s just music, right?), claiming EDI issues are someone
else’s problem is to be complicit in sustaining various forms of inequality,
white privilege, and exclusion. This special issue is intended to serve as
a touchstone that both heightens and normalizes awareness surrounding
matters that for too long have been regarded as irrelevant or tangential
to wind band activity. This issue is not intended as a “one-off,” but as the
beginning of ongoing conversations about ways we can live up to our
frequent claims to being about such things as teamwork, togetherness,
and community. One “special issue” barely begins to scratch the surface of
EDI, but can at least initiate valuable, much-needed conversations.
***
Daniel Bartholomew-Poyser was scheduled to be the conductor for NYB
2020 — a first on multiple levels that will, unfortunately, have to wait
for another time. We are grateful, however, to publish “A Perfect Fifth of
Diversity,” in which Bartholomew-Poyser offers a five-point framework
that educators and other influencers can use in self-reflexive exercises
aimed at addressing various inequities. Although nominally directed
at the orchestral world, Bartholomew-Poyser’s questions are equally
applicable in the wind band world.
Canada has been officially “multicultural” since 1971. Due to its
large geographic size and disproportionate immigration experiences,
however, the word multicultural means very different things in places
like Carlisle, Saskatchewan or Montréal, Québec. Erik Leung’s discussion
of Asian music student experiences reminds us that multicultural
diversity means more than Black and Indigenous, and that privilege and
equity take many forms. It also reminds us that the experience of Asian
Canadians living in Calgary, Alberta may be quite different from those
living in Scarborough, Ontario.
Because wind band repertoire is so directly implicated in matters of
culture, issues of disability are sometimes overlooked in EDI conversations.
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Jacquie Dawson’s article, “Does Everyone Get to Play?,” serves as an
important reminder that inclusion means more than race, gender, and
socioeconomic status. Dawson points out that public schools are governed
by laws and policies that are, in 2020, unequivocal: teachers are obligated
to provide an education to all students. As Dawson acknowledges, the
realities of inclusion involving disabled students may conflict with our
professional identities and our well-intended efforts aimed at musical
“excellence.” As important as the music may seem to be at times, however,
we educate people, not music.
The articles by Sara Sulyma and Pratik Gandhi speak to BartholomewPoyser’s second question: Who is being played? The focus here is on issues
of repertoire, specifically the sheet music that populate our students’
folders. Sulyma encourages us to think carefully about one of the most
important decisions faced by band directors: what to play. Long considered
just a pedagogical matter, Sulyma argues that choosing music is, in fact,
an ethical problem. Gandhi’s article provides empirical evidence for the
question of who is being played. Similar to how gendered representation
in the pages of the CBA’s journals was analyzed in our last issue (“Mirror,
Mirror on the Wall: 42 Years’ of Pictures in Canadian Band Journal and
Canadian Winds/Vents canadiens”), Gandhi has classified and counted
the composers and arrangers on recommended or required lists for
seven major festivals across the country. Although encouraging that the
monopoly of white male composers and arranging has begun to crack in
recent years, Gandhi’s study demonstrates that festival lists in Canada have
a long way to go before attaining anything resembling the demographic
profile of the country.
***
In our last issue we introduced a new column, “Music, Health, and
Wellness/Musique, la santé et le bien-être,” where Denise Grant discussed
the importance of mindfulness for band directors. We continue the
column in this issue with an article by Audrey-Kristel Barbeau, who
addresses an topic often glossed over in the wind band world: injuries
among musicians. We also introduce another new column in this issue:
“Technology and Music/La technologie et la musique.” The inaugural
article for this column is by Lani Sommers, who shares her experiences
of teaching band online this past spring — something with which many
readers can no doubt relate!
We understand these are perilous times for large ensemble musicmaking, both in and out of schools. (Like many other professional music
organizations, the Toronto Symphony cancelled its entire 2020-21 season,
for example.) Despite over a hundred years of community and school wind
band activity in Canada, all bets are off right now: some music programs
are being suspended for the year, others are being conducted in modified
physical arrangements, and others are being offered entirely online. There
are so many things beyond our control these days (realistically, it’s doubtful
one of us will discover the coronavirus vaccine), but what is within our
control in this “reset” period is our collective resolve to EDI so that, when
the pandemic ends, wind bands in Canada will be more equitable, diverse,
and inclusive.
***
Call for Papers: The spring issue focuses on Atlantic Canada. We invite
articles, features, pictures, and commentary related to wind band activity,
both school and community. Please format papers in Chicago style, and
submit to canadianwinds@gmail.com no later than December 15, 2020.
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PRESIDENT’S MESSAGE / MESSAGE DU PRÉSIDENT
Dear Colleagues,

Cher(e)s collègues,

Without hesitation, I can say that 2020 has
challenged us beyond what we could have ever
imagined. Unfortunately, we are not done. By the
time of publication, we will have navigated through
the beginning of the school year, with or without
instruments, with masks, and a complete reversal
of what we as “band people” are used to. It will be
a struggle to give our students and/or community
band members a positive musical experience, but I
know all of us will work as hard as we normally do
to make it happen.

Sans hésitation, j’affirme que 2020 nous a lancé
des défis sans pareil et, malheureusement, ce n’est
pas terminé. Au moment de lire cette publication,
nous aurons navigué une rentrée scolaire avec
ou sans instruments, avec masques et avec une
nouvelle réalité à l’opposé de nos habitudes. Ce sera
un défi d’offrir à nos élèves et/ou nos harmonies
communautaires une expérience musicale positive,
mais nous savons que toutes et tous travaillerons
aussi fort que d’habitude afin d’y arriver.

What are the long-term impacts of COVID-19 on
our world of music-making? I am optimistic…
I think that since so many people turned to
online watch-parties, Facebook kitchen parties,
livestreams and all things music during isolation that we (the arts,
specifically music) will come out as strong, or stronger than before.
We at the CBA are trying to keep things as positive as possible during this
unprecedented time. Most of our membership offerings are online so even
during the pandemic, we are able to continue with the 2021 Howard Cable
Memorial Prize in Composition. The 2020 winners of the prize are Chris
Byman and Fraser Linklater – congratulations to both of them for their
fine pieces! Submissions for the 2021 prize are due by 11:59PM (Pacific)
on December 1st, 2020. If you or your school are interested in joining the
consortium, please contact Dr. Jason Caslor at jcaslor@asu.edu.
The National Youth Band, which was cancelled for 2020, will hopefully
be back in full swing in May 2021. We have secured the amazing
talents of Dr. Darrin Oehlerking to conduct the ensemble and Michele
Jacot (clarinet) as the Yamaha Guest Artist. We are so very happy that
the Atlantic Festivals of Music will be our partner in this project once
again. If you have students interested in auditioning for the NYB please
refer to the audition requirements listed on our website. The audition
deadline is November 25th, 11:59PM (Pacific).
The CBA has a new initiative that was launched on Zoom in June. We
are now offering sessions for pre-service and early career teachers to help
them navigate the beginning of their careers. Thanks to Canadian Winds
co-editor, Lynn Tucker, for spearheading this. Keep an eye on our social
media, website and e-news for information on upcoming sessions.
I want to thank our co-editors, Lynn Tucker and Roger Mantie, for this
particular issue of Canadian Winds. It is the first-ever issue that has a focus
on the issues of equity and diversity in the band world. I am excited for this
path that the journal is taking and think that it has come at a perfect time.
Stay positive, friends. We will come through this and large ensembles will
thrive once again!

Quels seront les impacts à long terme de la
COVID-19 sur notre monde de musiciens? Je
suis optimiste… Je pense que, puisque plusieurs
se sont tournés vers des concerts en ligne, des
rassemblements de cuisine sur Facebook, des
diffusions en direct ainsi que vers la musique en général durant le
confinement, nous (les arts et particulièrement la musique) allons être
renforcés; peut-être serons-nous plus forts qu’avant.
Durant cette crise sans précédent, l’équipe de l’ACH tente de conserver
son optimisme le plus possible. La majorité de nos offres aux membres
sont en ligne donc, même durant la pandémie, nous sommes capables
de maintenir le Prix hommage à Howard Cable en composition 2021!
Les gagnants de l’édition 2020 sont Chris Byman et Fraser Linklater;
félicitations aux deux lauréats pour leurs belles compositions! Les
applications pour l’édition 2021 sont à remettre avant 23:59 (heure
du pacifique) le 1er décembre 2020. Si vous ou votre école souhaitez
joindre le consortium, s’il vous plaît contactez Dr. Jason Caslor au
jcaslor@asu.edu.
L’harmonie nationale des jeunes du Canada, qui fut annulée en 2020,
sera, nous l’espérons, de retour en force au mois de mai 2021. Nous avons
l’honneur de compter sur les talents de Dr. Darrin Oehlerking qui dirigera
l’ensemble et de Michele Jacot (clarinette) qui sera notre artiste invitée
Yamaha. Nous sommes très heureux que le Festival de musique atlantique
sera partenaire de ce projet à nouveau. Si vous avez des élèves qui sont
intéressés d’auditionner pour l’Harmonie nationale des jeunes du Canada,
consultez les exigences et autres détails sur notre site web. La date limite
d’audition est le 15 novembre à 23:59 (heure du pacifique).
L’ACH a lancé une nouvelle initiative sur Zoom en juin. Nous offrons
maintenant des rencontres pour les étudiants en éducation musicale ainsi
que les enseignants en début de carrière afin de les aider à naviguer le
début de leur carrière. Nous remercions la co-éditrice de ce journal, Lynn
Tucker, pour son leadership avec ce projet. Garder un oeil sur nos medias
sociaux, notre site web, ainsi que notre infolettre pour de l’information sur
les prochaines rencontres.

Scott Harrison
President, Canadian Band Association

Je souhaite remercier nos co-éditeurs, Lynn Tucker et Roger Mantie, pour
cette édition des Vents canadiens. C’est une première de mettre l’emphase
sur l’équité et la diversité dans le monde de l’harmonie. Je suis excité par la
direction que prends ce journal et je pense que ceci arrive à point.

SCOTT HARRISON

Restez positifs, mes ami(e)s! Nous allons passer à travers ceci et les grands
ensembles résonneront à nouveau!

Sincerely,

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), PastDirector 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.

Sincèrement,
Scott Harrison
Président, Association canadienne des harmonies
(Translation: David Peretz-Larochelle)
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CBA NEWS / NOUVELLES DE L’ACH

Howard Cable Memorial Prize in Composition
The Canadian Band Association is pleased to announce the winners of the 2020 CBA Howard Cable
Memorial Prize in Composition are Autumn Down a Maple Lane by Manitoba Composer Chris Byman, and
Sprouts by Manitoba Composer Fraser Linklater. Mr. Byman and Dr. Linklater will each receive $1,000 for
their efforts from the Canadian Band Association. For more information about the winning selections,
please see the CBA Website, www.canadianband.org.

CHRIS BYMAN obtained B.
Mus and M.Mus degrees in clarinet
performance from Brandon University,
where he also studied composition
and wind conducting. As an emerging
composer and arranger, Chris enjoys
writing for orchestras, concert bands,
and chamber groups and has had the
privilege of working with multiple
ensembles, including the Brandon
University New Music Ensemble, the
University of Lethbridge Incanto Singers, the Brandon
Community Orchestra, and the Vancouver Chamber Choir.
Most recently, Chris has had the opportunity to collaborate with
multiple home-grown musicians by creating symphonic
arrangements of their charts in partnership with the Winnipeg
Symphony Orchestra and the Manitoba Chamber Orchestra.
These artists include: Justin Lacroix, Rayannah, Jocelyne
Baribeau, Raine Hamilton, and the Juno Award winning group,
the Bros. Landreth. Chris has studied with clarinetists Sharon
Atkinson, Micah Heilbrunn, Catherine Wood, composer
T. Patrick Carrabré, and conductor Wendy McCallum. Currently,
Chris is a freelance clarinetist, clinician, arranger, and composer
living in Winnipeg, Manitoba. For more information about Chris
and his music, visit https://chrisbyman.com.
FRASER LINKLATER is now
retired from the Desautels Faculty of
Music at the University of Manitoba,
where he directed the Wind Ensemble,
Concert Band, and Chamber Winds,
and taught courses in music education
from 1999 to 2016. At the provincial
level, Dr. Linklater served on the
Executive Board of the Manitoba Band
Association for almost two decades
and coordinated all three levels of the
MBA honour band program. In October 2002, he received the
MBA Award of Distinction for his services to music education in
Manitoba. Nationally, Dr. Linklater was an associate editor of
Canadian Winds and contributed over twenty-five articles to the
4
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journal. An authority on Canadian wind band repertoire, Dr.
Linklater founded the North Winds recording project, conducting
five CDs of Canadian band music with the University of Manitoba
Wind Ensemble. In May 2006, Dr. Linklater was the guest
conductor of the National Youth Band of Canada and has also
guest conducted wind groups several times at the Winnipeg
Symphony Orchestra’s New Music Festival. In October 2014, Dr.
Linklater was presented with the 2014 National Band Award by
the Canadian Band Association in recognition of outstanding
contribution to band at the educational, community, and
professional level in Canada. In June 2019, he conducted a
concert at the University of Manitoba entitled Homages, featuring
nine of his works performed by an ensemble of UM alumni and
professional musicians. Apart from music, Fraser and his wife
Joan enjoy traveling and spending time with friends, family, and
their two grandchildren. For additional information on Fraser
Linklater and his music education resources, visit https://www.
mbband.org/fraserlinklaterresources.
Now in its ninth year, the CBA’s 2020 Howard Cable Memorial
Prize in Composition received twenty eight entries from across
the nation. Entries are reviewed annually by the CBA Canadian
Consortium Members from across Canada and the United States.

CONSORTIUM MEMBERSHIP
•
•
•
•
•
•
•
•
•
•
•
•
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306 Maple Leaf Wing Concert Band; Brent Besner
Acadia Junior High; Darryl Ferguson
Acadia University; Mark Hopkins
Agincourt Collegiate Institute Music Department;
David Lum
Alberta Band Association; Junior Honour Band
Arizona State University School of Music; Jason Caslor
Ashbury College; Simone Gendron
Belmont Secondary School Music Director; Mandart Chan
Bishop Lloyd Middle School & Winston Churchill School; Anya
Pogorelova
Brandon University School of Music; Wendy McCallum
California State University, East Bay; Danielle Gaudry
Charles P. Allen High School; Melissa Doiron

HOWARD CABLE MEMORIAL PRIZE IN COMPOSITION
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•

Cochrane Music Society; Adam Mailman
Dalhousie University; Jacob Caines
Didsbury High School; Kirk Wassmer
Dr. G.W. Williams Secondary School; Scott Harrison
Elmwood School; Cristien Lyons
Esther Starkman School; Jeff Bryant
Festival City Winds Music Society; Wendy J. Grasdahl
Halifax All-City Music; Nathan Beeler
Hugh Hodgson School of Music, University of Georgia;
Cynthia Johnston Turner
International Music Camp Staff Band; Christine & Tim
Baumann
Kwantlen Polytechnic University, Music Department;
Scott MacLennan
Lockview High School; Dina Burtt
McMaster University; Joseph Resendes
Memorial University Wind Ensemble; Bill Brennan
North Battleford City Kinsmen Band; Michael Alstad
Oak Park High School; Derek Fraser
Pierre Elliott Trudeau High School; Greg Colley
Prairie Spirit School Division; Will Martin
Quebec Youth Wind Ensemble; Andrea Schellenberg
Queen Elizabeth High School; Amber Hart
Rosemount High School Music Department; Debbie Best

•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•

Sackville Community Concert Band; Jim Forde
Second Chances Community Band of Nova Scotia; Chris Ward
St. John’s Ravenscourt School – Senior School Music
Department; Jeff Johnson & Sean Adams
Suffolk County Community College; Mark Tse
Unionville High School Music Department;
Jeff Wrigglesworth
University of Alberta; Angela Schroeder
University of British Columbia School of Music
(Vancouver Campus); Rob Taylor
University of Lethbridge; Chee Meng Low
University of Manitoba Desautels Faculty of Music;
Jacquie Dawson
University of Saskatchewan; Darrin Oehlerking
University of Toronto Faculty of Music; Gillian MacKay
Upper Canada College; Tony Gomes
Vincent Massey Collegiate; Matthew Abraham and Shannon
Little
Westgate Mennonite Collegiate; Ross Brownlee
Consortium Supporters & Partners
Long & McQuade Music; Tricia Howe
Meechan Music; Peter Meechan
Music Direct; Don Closson
Phi Beta Mu - Mu Alpha Chapter (AB); Brian Thorlacius
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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,

nNoOwWwWi t
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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.
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CBA National Youth Band of Canada: A Retrospective
(2011 to 2020)
Barbara Stetter
With the assistance of Jim Forde, I have
had the honour and pleasure of managing the
National Youth Band of Canada since 2011. I took
over from Troy Linsley, who was Manager from 2007
to 2010. Jim had previously managed the ensemble
from 1998 to 2009. Other NYB managers have
included Larry Pearen (1994-1997),
Frank Dunnigan (1991), and Keith Mann, the
inaugural NYB Manager (1978).
The NYB Week
The National Youth Band is the most comprehensive wind band
project offered to the youth of Canada. The main focus of the
project is to provide an opportunity for young musicians, aged
16-22 years, to work with a professional conductor and an
industry-sponsored soloist, and to share and demonstrate their
musical achievements and creativity. NYB serves as a forum to
showcase and develop the talent of Canada’s young wind band
musicians while further promoting a lifelong interest in music.
It fosters an understanding of the arts as fundamental to life’s
experience and to the cultural fibre of Canada.
Each year, members of the NYB travel to a Canadian province
for one week of intense rehearsals and performances, hosted
by the respective provincial band association, and supported
by the Canadian Band Association. Musicians from all across
Canada audition every year for this prestigious national
ensemble. The weeklong event is held in a different province
each year in order to give students, teachers and the general
public a chance to host and hear the band. It also gives the band
members the opportunity to experience the hospitality and
culture of different provinces.
The student musicians begin arriving on Sunday by air, train, bus and
car. After a few hours of getting settled into their residence for the
week, the band meets for its first rehearsal with the guest conductor.
The band rehearses for two-and-a-half to three-and-a-half days,
depending on the tour schedule. The first day ends with a social
get-together, complete with food and icebreaker activities.
One of the NYB’s mandates is to perform at schools and concert
venues for local students in order to promote and develop the
musical, educational, and cultural values of band music in
Canada. The main focus has always been the CBA’s advocacy of
provincial chapters to foster, promote, and support the mission
of establishing the growth and development of wind band

activity. The performance tour culminates with a gala concert
on the Friday evening for parents and the public, as well as the
CBA Board of Directors. The concert is usually shared with a
community or professional ensemble from the area.
Memorable NYB Experiences
The most unique aspect of the NYB week is the opportunity
for musicians to experience the province’s cultural history and
traditions. The last Saturday of NYB week is typically dedicated
to concerts, sightseeing and shopping, and visiting family and
friends.
Montreal 2011, 2018
The 2018 NYB students chose from many downtown Montreal
options. After a private tour of Notre Dame Cathedral, the
musicians were unexpectedly treated to a short pipe organ
concert by Pierre Grandmaison. Several of the NYB students
were invited to play the massive pipe organ. The Quebec Band
Association treated the NYB to Quebec cuisine complete with
the servers dressed in traditional attire at Cabaret du Roy. The
week also included a trip to the Biodome, originally constructed
for the 1976 Olympic Games, where NYB students walked
through replicas of four ecosystems found in the Americas. The
evening was capped off with a trip to Symphony Hall to hear the
Orchestre symphonique de Montréal.
Manitoba 2012, 2019
Gala receptions in 2019 were hosted by the Manitoba Band
Association. Saturday sightseeing included the Assiniboine
Park Zoo, Fort Whyte Center, Journey to Churchill Exhibit,
the Manitoba Museum of Man and Nature (now the Manitoba
Museum), Lower Fort Garry, and an NYB flash mob at
The Forks.
NYB had many special visitors to the rehearsal room at
the University of Manitoba. On Monday afternoon, Steve
Butterworth and Jiro Ohno (the incoming president of Yamaha
Canada) came to listen and talk with the students. Ohno
reiterated how committed Yamaha Canada was to the musical
education of Canadian youth and to providing quality soloists
who could inspire future musicians. Tuesday evening, composer
T. Patrick Carrabré attended the rehearsal of Winnipeg Winds
with Yamaha-sponsored French horn soloist, Patricia Evans.
Mr. Carrabré explained his inspiration for the piece and how he
musically expressed it. Composer Peter Meechan also stopped
in on Tuesday evening to listen and discuss his work, and to
conduct his composition, Athabasca. It was very enlightening for
the students to work with Mr. Meechan. He talked about what
sounds he was trying to achieve and how he notated that on
paper for the musicians to interpret.
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Nova Scotia 2013
NYB was jointly hosted by the Nova Scotia Band Association and
the New Brunswick Band Association. Rehearsals and the first
two performances were held at Mount Allison University, where
the NYB was treated to a faculty recital in Brunton Hall. The rest
of the tour continued in Nova Scotia with evening performances
at the Atlantic Band Festival, held at Mount Saint Vincent
University. Darcy Gray, percussionist and guest soloist, was able
to arrange tickets for the NYB to attend a Symphony Nova Scotia
Concert in which he was performing. Sightseeing included a
morning hike on the rocks at Peggy’s Cove Lighthouse, and
exploring Citadel Hill and the Halifax waterfront.

Vancouver/Whistler 2017
NYB 2017 was the first time we had an NYB soloist, Dr. Jeremy
Brown (NYB 2015), return as the guest conductor. The Yamaha
guest soloist for NYB 2017 was a 1994 NYB alumnus, Vincent
Vohradsky, trumpeter with the Vancouver Symphony Orchestra.
After rehearsing and performing in the Vancouver area, the band
traveled the scenic Sea to Sky highway to Whistler to perform
as the featured band of the Cantando Festival. We had two
performances on Friday evening and finished the festival with
an evening performance Saturday night. During the day, the
students explored Whistler. Some of the NYB members acted as
clinicians for the bands attending the festival.

Alberta 2014
Staying near downtown Edmonton at the University of Alberta
gave NYB members a chance to explore the area, attend some
impromptu performances, and learn about the history of the city.
Members also got a chance to spend time at the West Edmonton
Mall doing some shopping and enjoying the amusement park.
The weather was quite cold and snowy for the beginning of May,
which kept most of the activities indoors. After long days of
rehearsals and performances, the whole band got together in our
dorm for social activities. The evening impromptu sessions of
games were made more memorable because Gareth Jones, guest
conductor, and Al Kay, Yamaha guest soloist, participated in the
fun by sharing their talents and experiences with the group.

NYB 2020, 2021
NYB 2020 was cancelled due to the COVID-19 pandemic.
NYB 2021 has been scheduled for April 25-May 2, 2021 in
Nova Scotia. The NYB will be the featured band of the Atlantic
Festivals of Music, held at Mount Saint Vincent University.
Audition information and forms are available online at
www.canadianband.org or nybmanager@hotmail.com. You can
also call 902-549-2977.

Toronto 2015
Two evening concerts occurred at the Toronto Festival of Music at
York University. On Saturday, the NYB had choices as to what and
where they wanted to explore: Chinatown, Kensington Market,
Eaton Center, CN Tower, Art Gallery of Ontario, the downtown
boardwalk, the ferry to the Toronto Islands, the Union Station
underground shopping concourse, and St. Lawrence Market. We
stayed and rehearsed at Humber College which meant we could
ride a tram that left from our dorms to downtown Toronto for
one dollar! As a group, we befriended a couple of the conductors
and had a few memorable excursions downtown on “the trolley.”
Saskatchewan 2016: 25th Anniversary of NYB
For the first time in NYB history, an alumnus returned as guest
conductor. Dr. Jason Caslor played alto saxophone in NYB
1994 (Ontario) and 1995 (Alberta). Larry Knopp, trumpet, was
the Yamaha guest artist. Both Jason and Larry were incredibly
generous with their time. Jason would meet with members
interested in studying music/conducting while Larry met with
students about careers in performance. Whenever the NYB
wasn’t rehearsing or performing, you could always find a group
playing with Larry right in the middle of the action! Sightseeing
options included downtown Saskatoon, Broadway Avenue
(Mall), Western Development Museum, and the Ukrainian
Museum.
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It has been an amazing adventure to criss-cross Canada with
the National Youth Band of Canada and my trusted friend
and assistant, Jim Forde. I have met many generous, talented,
fun-loving musicians who were very proud to be a part of this
CBA flagship project. I have had the opportunity to work with
so many provincial executives, inspired teachers, conductors,
community band members, university music departments,
music businesses, parents, and student musicians. Each province
and CBA provincial chapter have their own special uniqueness
that makes up the diversity quilt of Canadian musicians and
educators. How lucky I have been to be a part of one of the
most rewarding and prestigious musical experiences with some
of the nicest, funniest, and most talented people across Canada.
While the framework of the NYB week remains the same, it is
the province, people, culture, and adventure that makes each
year unique.
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A Perfect Fifth of Diversity: A framework for self-assessment
Daniel Bartholomew-Poyser
Sometimes we change things in order for things not
to change. We make changes that are ultimately
cosmetic, changes that allow us to maintain a deeper
status quo, a status quo that unintentionally leaves
players, composers, and audiences behind.
I feel the need here to state clearly that I am deeply devoted and
indebted to the music of Bach, Beethoven, Brahms, Vaughan
Williams, Holst, Maslanka, Whitacre, Persichetti, and many
others much like them.
As much as I love these men and their music, there has been a
shift in our sector — a shift felt by all. Inclusion, Now! Yesterday,
even. So how do we correctly evaluate our efforts to include other
musics, peoples, formats, groups, etc.?
I submit to you, the “Perfect Fifth of Diversity,” an idea I
devised in many talks with Katherine Carleton of Orchestras
Canada, originally published in an article edited by Nick
Walshe (both formidable clarinetists!). My goal was to come
up with something simple, memorable, and effective, but also,
anxiety reducing. We are all looking at our work and feeling
overwhelmed by what seems like a monumental task. I hoped
to show in the article that there are small steps that we can
take in (at least) five different directions. Where can you or
your organization find the best route forward? Where do you
already have significant purchase? In which areas might you
best begin or continue? Real change is not one-size-fits-all. It
is fiercely local, deeply contextual, and ultimately rooted in the
community of musicians sitting in front of you every day. Like
a thoughtfully improvised cadenza, it’s unique.
Our task, as my music history professor, Victor Coelho, said in a
lecture more years ago than I care to remember, is not to find the
right answers, but to find the right questions. I hope that these
five questions might be counted among them.
I am extremely honoured to have been chosen as the Conductor
of Canada’s National Youth Band for 2020. As a teenager, I was
in the NYB in 1994 and 1995, conducted by Bramwell Tovey
and Andre Jutras, respectively. I am humbled, and, due to the
situation, disappointed. But the honour outshines the sadness,
and I wish all the students and people who work so hard to
put it together nothing but the best as they pursue innovative
ways of making music that deeply connect them to the people
around them.
*****
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1. Who is playing?
This element concerns your musicians, soloists and conductors.
Most professional orchestras have an audition process during
which applicants for tenure track positions play behind a screen for
several rounds before their identity is revealed. Selection processes
for music directors, soloists, and per service musicians take various
shapes. And smaller budget groups may have more flexibility in
their modes of casting. No matter what, are we ensuring that our
selection processes address conscious or unconscious bias?
We also know that pathways to a career in classical music rely on
early exposure, access to instruments, and inspiring teachers and
role models, along with the financial resources to pursue serious
study over many years. Auditions present financial barriers, as
well, such as paying for flights, hotels, and extra lessons. In the
USA, the Sphinx Organization in collaboration with the League
of American Orchestras and the New World Symphony have
started the National Alliance for Audition Support, a program
that provides financial support to Black and Latinx musicians
attending auditions.
2. Who is being played?
Does our programming reflect the communities we want to
serve, as well as the musical traditions and inspirations we have
historically celebrated? Do we want to program music of diverse
styles, by a more diverse range of composers, including living,
women, and Indigenous composers, and composers of colour?
Some audiences are curious to hear works they don’t know, and
others will stay away. How do we balance comfort, tradition, and
challenge, in a sustainable and artistically sound way? This would
see the orchestra of the future both continuing to present beloved
classics, and becoming a library of sound that puts itself at the
service of diverse styles, traditions and communities.
3. Who is listening?
Are our audiences reflective of the community we are hoping to
serve? We need to consider what the access point is for tickets to
our concerts, and whether we are programming and marketing
our concerts in a way that appeals to a diverse range of audiences.
This element looks at how we are making our orchestra accessible
to communities that are not only culturally diverse, but also
diverse in terms of age, socio-economic status or spectrum-linked
diversity. This is important both as a means of better serving our
communities, and as a means of growing our audience.
4. Who is deciding?
We need to look at who is in positions of power at our
organizations – in artistic leadership roles, in staff leadership
roles, and on the board of directors. As well, from whom do
we seek input, to ensure diverse perspectives in the decisionmaking process?
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5. How is this being done?
A lot of orchestras’ work in community engagement projects
involves collaborating with non-traditional artists and community
partners, and these projects present many opportunities for
reflection on orchestral culture and approaches. How is power
distributed between the music director, soloists and other
collaborators in rehearsal and performance spaces? How do we
approach time, and how do we make space for exploration in
the context of an orchestral service? How might we collaborate
in a way that nurtures and gives power to voices outside of the
orchestra’s traditional hierarchy?
Reprinted from Orchestras Canada: https://oc.ca/en/resource/
perfect-fifth-diversity/

DANIEL
BARTHOLOMEWPOYSER

A passionate communicator,
Daniel brings clarity and meaning
to the concert hall, fostering deep
connections between audiences
and performers. He is concurrently
the Principal Education Conductor
and Community Ambassador of the Toronto Symphony Orchestra, and
Artist in Residence and Community Ambassador of Symphony Nova
Scotia. He served as Assistant Conductor of the Kitchener-Waterloo
Symphony and Associate Conductor of the Thunder Bay Symphony
Orchestra. Daniel has performed with the Vancouver Symphony
Orchestra, Edmonton Symphony Orchestra, Calgary Philharmonic, and
has been re-invited to the San Francisco Symphony for six consecutive
years and was Cover Conductor with the Washington National Opera
in 2020. Daniel was recently the subject of a feature length Canadian
Broadcasting Company documentary. This documentary focussed on
Daniel’s efforts to extend the boundaries of the orchestral music world
through concerts for Neurodiverse, Prison, African Diaspora and
LGBTQ+ populations.
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Beyond Black and White: Educating Asian American Students1
Erik Kar Jun Leung
With the passage of the 1965 Immigration and Nationality Act
effectively abolishing the National Origins Formula, which
served to discriminate against Asians and other ethnic groups
from entering the United States, Asian immigration has
increased steadily throughout the past fifty years. The number
of Asian immigrants living in the US has grown significantly,
from 491,000 in 1960 to nearly 12.8 million in 2014.2 While Latin
Americans still account for the largest number of immigrants,
these numbers have declined in recent years, with people from
China and India making up an increasing percentage. Between
2000 and 2015, the overall Asian population in the US grew from
11.9 million to 20.4 million, an increase of over seventy percent,
making Asians the fastest growing ethnic or racial group in the
US. According to the Pew Research Center, Asian immigrants are
projected to outpace Latin American immigration to become the
largest foreign group by 2055. While no single group accounts
for the majority of Asian immigrants, people from China, India,
and the Philippines are the largest groups, with twenty-four
percent (4.9 million), twenty percent (4 million), and nineteen
percent (3.9 million) respectively.3 Those with roots in Vietnam,
Korea, and Japan account for about a million people each, while
the remaining thirteen groups with people from Pakistan,
Cambodia, Laos through to Bhutan and Mongolia accounting
for the remainder of Asians in the US.
My parents were part of the wave of mainland Chinese immigrants
that came to Canada and the US in the 1970s, entering the US
through Seattle, Washington before settling in Calgary. Like many
Asians before and after them, they found both the US and Canada
to be utterly foreign. In trying to maintain their cultural heritage,
they gravitated to the local Chinese community to eat, shop, and
reconnect with friends and family, eventually establishing their
pharmacy in the local Chinatown. My younger brother and I
were brought up in this community, with its rich culture, sights,
smells, and sounds — all of which still linger in my memory.
And while my brother and I have assimilated into Canadian and
American culture, we, like other Asians, are reminded that we
are often still subjected to generalized, oversimplified black and
white stereotypes each and every day.
This brief essay comes from the desire to illuminate for
educators some of the stereotypes and challenges faced by
Asian students in our music classrooms today. While my
experiences and education have been in the field of music,
the concepts discussed can be applicable beyond the music
rehearsal room. Furthermore, my approach and lens are
through Chinese culture, and the concepts explored here
have been drawn from my own experiences as a student
and educator of Chinese heritage. Specifically, I explore
the Chinese face concept, the model minority myth, and the
perpetual foreigner stereotype. The essay will also provide
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suggestions for teachers to address potential issues when they
arise. It should be noted, however, that this short essay cannot
address these three concepts in great depth and breadth, and
for more information, teachers should take time for further
exploration on their own.

Face Concept in Chinese Culture
Face has been identified by scholars as a core principle in
Chinese culture and can also be found throughout Asia and
the Arab world, from Korea, Japan, Cambodia, Thailand, and
in Arabic and Persian cultures as well.4 The Chinese concept
of face can be best described as or attributed to the idea of
honor, respect, or reverence. Yet, it must be noted that the term
has deeper social connections as well. The face concept can
be ambiguous, resisting clear delineation. Therefore, it can
be helpful to compare it to the Western version, where face
is focused more on the individual than on the community.
American sociologist Erving Goffman defined face as “the
positive social value a person effectively claims for [themself]
by the line others assume [they have] taken during a particular
contact.” 5 Goffman’s concept is inward facing and self-oriented,
relying on the individual to self-regulate their own self-worth
and identity based on their own unique actions, separate from
the community. By contrast, the Chinese concept is less about
one’s own ego or sense of pride and more about how one is
viewed by society and culture. In other words, one’s actions,
whether positive or negative, have an impact on one’s family,
ancestors, and culture.
Clinical psychologist and professor, David Yau Fai Ho, explains
the multilayered societal relationship concept as follows:
1. Actions by the individual, either self-initiated or in response

to those of others.

2. Actions by other people closely associated with the individual.
3. Actions directed at the individual by people with whom the

individual is interacting with.

4. Actions directed at the individual by people closely associated

with those with whom the individual is interacting with.

5. 
Actions directed at people closely associated with the

individual by those with whom the individual is interacting
directly or indirectly.6

In interacting with Chinese students, it is possible to both
give and take away face. To give face, such actions can include
giving sincere compliments, praising someone in front of an
authority figure, or showing deference to elders or superiors. On
the contrary, it is also possible to take face away. Such actions
include, but are not limited to, openly criticizing, challenging or
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arguing with someone in public, interrupting someone during
a conversation, and/or not showing proper respect towards
elders or superiors. Even small actions, such as being late, can
demonstrate a loss of face, as lateness can be seen as devaluing
others’ time. While these actions may seem slight, they play
an important part in understanding and working with Asian
students, especially those of Chinese heritage.

The Model Minority Myth
For some, it is difficult to imagine the model minority stereotype
as a negative attribute. On one hand, it can be seen as a positive
label, alluding to the myth that all Asians are hardworking, smart,
and successful. The stereotype also frequently characterizes
Asians as law-abiding citizens who have risen above systemic
racism to achieve the American dream. Yet, despite the positive
characteristics ascribed to Asians, it is nevertheless a stereotype
and as with any generalizations or oversimplifications,
individuals get lost in the generality. There is a risk of failing to
acknowledge and differentiate the myriad of people, ethnicities,
and cultures that fall under the term “Asian.” Not only does the
model minority stereotype ignore diversity among various Asian
cultures, it erases racism towards Asian Americans, is harmful to
the struggles for racial equality among other underrepresented
groups, and positions Asians as perpetual foreigners.7
Frank Wu, chancellor and dean of the Hastings College of Law
at the University of California, further elaborates on the struggles
faced by Asian students, stating:
Asian students have to live up to the stereotype of child prodigies
who win every spelling bee, science fair, math competition, and
piano recital on their way to the Ivy League. On the surface being
a “model minority” sounds like a compliment, but it’s a dangerous
generalization for several reasons: Asian students are assumed to
be gifted and talented, and therefore need no help, the very image
of Asian overachievers leads the resentment that we are wrecking
the grade curve and taking jobs away from real Americans, and it
compares Asians to other minorities in an inflammatory way that
ignores history. The tremendous pressure for Asian students to live
up to the perfect ideal is taking its toll in rising rates of depression
and suicide.8

As mentioned by Wu, the model minority myth has a negative
effect on the emotional wellbeing of many Asian students.
According to the Anxiety and Depression Association of
America, the model minority myth places undue pressures on
Asian American students to be successful, resulting in higher
instances of self-doubt, inadequacy, psychological problems,
and even suicide. Culturally, Asian Americans are encouraged to
be polite and talk softly. As a result, many fly under the radar.
Problematically, many do not seek out help when needed. Asian
Americans are less likely to seek out mental health professionals
for treatment and are more likely to undergo greater severity of
symptoms than their white American counterparts.9
What can be done to address and demystify the notion of Asians
as the model minority? The Counseling and Mental Health

Center at the University of Texas Austin provides the following
recommendations for students to counteract the effect of the
model minority myth:
• Pay attention to what brings you satisfaction and fulfillment,
as they may be different from what others expect of you.
• Explore career options that truly fulfill your ability and
aspirations.
• If you feel like you’re struggling to meet others’ expectations,
it may be helpful to examine whether these standards are
realistic.
• Consider having a talk with family about the gap between
their expectations of you and your own (if the gap does exist).
Talk to a counselor about ways that you can start to bridge
these expectation gaps.
• Recognize the potentially harmful effects of requiring yourself
to live up to the “model minority stereotype.” Insist on your
personal excellence; shun perfectionism.10

Perpetual Foreigner Stereotype
Hand in hand with the model minority myth is the perception of
Asians as the perpetual foreigner. This stereotype may be due to
the fact that Asian Americans have a strong desire to maintain
and strengthen their cultural and ethnic practices. Their
customs, food, unique accents, grammar, values, and beliefs
often lie outside of Euro-centric American culture. Often those
who experience this form of discrimination are asked “Where
are you from?” When the response is unfulfilling, such as “I’m
from Kansas” or “I’m from Calgary,” it is often followed with
“No, where are you really from?” or “Where are your parents
from?” These questions are examples of racial microaggressions,
a term that is defined as a comment or action that subtly and
often unconsciously or unintentionally expresses a prejudiced
attitude towards a member of a marginalized group.11 Columbia
University psychologist, Derald Wing Sue, goes on to offer three
subcategories of racial microaggressions, which are defined
as follows:
• Microassaults: conscious and unconscious actions that subtly
convey racial epithets, displaying swastikas, or deliberately
serving a white person before a person of color in a restaurant.
• Microinsults: Verbal and nonverbal communications that
subtly convey rudeness and insensitivity and demeans a
person’s racial heritage or identity. An example is an employee
who asks a colleague of color how she got her job, implying she
may have landed it through affirmative action or quota system.
• Microinvalidations: Communications that subtly exclude,
negate, or nullify the thoughts, feelings, or experiential reality
of a person of color. For instance, white people often ask Asian
Americans where they were born, conveying the message that
they are perpetual foreigners in their own land.12
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What can educators do to mitigate the effects of model minority
and perpetual foreigner stereotypes in their Asian American
students? Frank Wu advises educators to not generalize, and
to acknowledge the diversity represented in the various Asian
cultures. He states:
The tremendous diversity among Asian Americans and Pacific
Islander students shapes their experiences: they may come from
families who have been here for five generations, or they may be
recent immigrants; they may be adoptees, or they may be from
mixed race backgrounds. These students present challenges
because some are gifted, some have suffered war or terrible
trauma, some are dealing with cultural disconnect, some who
seem assimilated and well-adjusted may be suffering from the
pressures of absurd expectations. If they are having problems
they’re often reluctant to share personal concerns out of a
desire for privacy and worry about dishonoring their families.
Fortunately, awareness of the stereotypes and issues faced by API
[Asian and Pacific Islander] students helps educators start to
address them.13

From Wu’s thoughts, it is important to recognize the variety
that exists among Asian students, and the need to recognize this
multiplicity in them and their lives. We as educators need to stop
generalizing and grouping all Asians into one broad category, and
instead seek to understand the differences between the various
ethnicities and cultures, and more importantly, the differences
between individuals within these various communities. By taking
the time to understand the cultural and societal challenges that
our Asian students face, we can begin to move beyond the simple
black and white stereotypes that seem to follow them, and truly
see the richness that is present in the various Asian cultures that
exist in our world.
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Does Everyone Get to Play?
Jacqueline Dawson
As artist-musicians, we continue to spend much of our life preparing
and perfecting a product to present to, or to be evaluated by, others.
Our identity and perceptions of our success are intrinsically tied to any
product we share with the world. This is not something easily escaped as
music educators. Students are a reflection of our skills and abilities, and
are a marker of “our” success. Every performance, adjudication, concert,
and assessment of our programs opens the door for potential judgement
– be it self-perception or the thoughts and opinions of others. Students
and teachers collectively aspire to excellence — or at the very least, the
best performance experiences possible — and it is simply human nature
to fear failure or judgement.
Despite our values, our beliefs about education, our efforts to remain
student-centered, and our attempts to nurture growth rather than
achievement, the performance-driven paradigm lingers in our teaching
practices and behaviours. Many of us can identify a time in our career
when a student posed a “threat” to the outcome of a performance or
an ensemble’s success: the saxophone player who consistently played
forty cents sharp, a singer who couldn’t match pitch, a lead trumpet
player who had very limited upper range or the snare drummer who
struggled to play steady subdivision. Where did I go wrong? Why can’t
they get it? How are we ever going to be able to perform this piece? This
student is really holding us back! Such reactions are not indicative of
lack of compassion, effort, or care. These are common responses when
we can’t control or alter the outcome after “we’ve tried everything.”
Enter Jack. Upon my return to the classroom following maternity leave,
I was informed about a student with Autism Spectrum Disorder who
would be playing euphonium in my Grade 11 band class. I knew he would
require some accommodation, but I was not prepared for the journey
that lay ahead. I will never forget those first rehearsals hearing Jack in the
band. There was a random sound that made its way through the beautiful
ensemble texture; unison pitch, blend, and transparency were no longer
attainable. It quickly became evident to me that Jack was not only lacking
the kind of individual and ensemble skills usually expected at the high
school level, but was also not aware that playing an instrument, especially
with others, was not a random exercise.
My band program had a long history and legacy of excellence. We
performed at a very high level, and were noted for exceptional ensemble
skills, sound, technique, and musical interpretation. How was a
euphonium player with Autism Spectrum Disorder going to “fit in”
and not compromise that standard? Would Jack’s limited skill poorly
reflect on my ability and success with this particular ensemble? I was
not intending to be exclusive, but this was a genuine concern. In a
matter of two weeks I made the executive decision that Jack was not
suited for the Symphonic Band and that we ought to find something
more “appropriate” for him. I promptly requested a meeting with Jack’s
parents, the resource teacher, and the vice-principal. Surely there was a
class that would be more suited to Jack’s abilities! That was the extent of
my knowledge and insight: ignorance.
According to the US Center for Disease Control, about one percent of
the world’s population has Autism Spectrum Disorder (ASD). Prevalence
in the United States is estimated at one in sixty-eight births (CDC 2014).
Prevalence of ASD in US children increased by 119.4 percent from 2000
to 2010. ASD is the fastest-growing developmental disability, is more
common in males than females, and families with one member tend to
have others also affected (CDC 2008). In Canada, a 2018 report estimated

the number of children and youth between five and seventeen years of
age diagnosed with ASD at one in sixty-six, with males showing four
times greater prevalence (males 1/42 and females 1/165). More than fifty
percent of children received a diagnosis by age six and more than ninety
percent by age twelve (Government of Canada 2018).
Several studies have found that pre-service music teachers receive
little to no formal training in disability studies (Bernard and Hammel
2017, Hourigan 2007, VanWeelden and Whipple 2014). Many music
teacher education programs do not have course requirements in
disability studies, and pre-service teachers often certify and go into
the field with very limited tools, knowledge, and insight on teaching
students with disabilities. As Grimsby (2020) notes, “[M]any music
educators do not feel prepared to work with students who have
disabilities nor do they have adequate planning time or professional
development support necessary to remedy these feelings” (79).
As music educators contemplate their professional obligations to
students with special needs, it is imperative to become informed
about laws at the federal and provincial levels. The Canadian Charter
of Rights and Freedoms, the Provincial Human Rights Code for
your province, and the various provincial school acts collectively
provide legislation that govern educational obligations. Stakeholders,
politicians, educational leaders, and teachers are too often uninformed
about the laws and policies that determine our obligations concerning
inclusion and required education for all students. Had I been more
adequately informed and aware of the legislation around inclusion, my
preparedness and response to Jack’s enrollment in my band program
may have been different. For example, changes made to the Manitoba
Public Schools Amendment Act (Section 41) in 2005 mandate
appropriate educational programming for all students. The amendment
has supporting regulations that provide direction to school divisions
and align school division policies with changes in legislation.
Obligations listed in the amendment include:
•
•
•

to teach the provincial curriculum and curricular outcomes
established for all students in each subject area;
to teach pupils in a regular classroom of his or her peers at their
neighborhood school or a school, designated by the school
division;
assemblies, sports days and field trips (including out of town and
overnight) must reasonably accommodate the needs of all students.

It is important to be aware of these kinds of provincial mandates and
policies as we continue to encounter and embrace diversity in our
music rooms.
As I would eventually learn from his parents, Jack had faced
numerous challenges before he ended up in my band room. He
suffered a stroke in utero, was born with mild cerebral palsy, and
failed to thrive for the first four months of life. By age three he was
diagnosed with Sensory Integration Dysfunction, received surgery
for lazy eyes, and by age nine was clinically diagnosed with Autism
Spectrum Disorder and Attention Deficit Disorder. During Jack’s
elementary school years he experienced acute sensory overload,
which made daily functioning in a school environment almost
unbearable. Jack executed very little verbal communication before
the age of fourteen. Professionals in the education and medical
fields offered little hope and warned Jack’s parents that he would
be highly dependent and low functioning for the remainder of
his life.
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Jack demonstrated all of the typical characteristics of ASD. He had
limited verbal interaction, became easily overwhelmed with loss of
routine, regularly exhibited lack of emotional control, and experienced
extreme sensory overload doing basic daily activities at school, such as
walking the halls during class change, attending school assemblies, and
functioning in large crowds. In his elementary school years, temper
tantrums and outbursts in the classroom were common occurrences.
It was often impossible to rationalize or reason with him. Moving into
high school, Jack became slightly more verbal but lacked the ability
to filter and compartmentalize appropriate dialogue and interactions.
Without adequate and consistent support from his resource team
and educational assistants, Jack stood little chance of success in
the public school setting. He was easily distracted, lacked any form
of independent work ethic, and was often very difficult to reach
or communicate with. Jack didn’t look people in the eye, he lacked
awareness of his surroundings, and his participation in activities was
intermittent. This was not exclusive to large group settings. Even in
one-on-one situations, he required sensitive and well-constructed
teaching strategies. Jack’s unique personal characteristics and attributes
were slowly emerging in his daily interactions with others as he gained
confidence and trust in his surroundings. Although no two students
with ASD are alike, working with Jack provided me invaluable insight,
knowledge, and awareness for better understanding at least some of
the characteristics and tendencies of students with ASD.
My experiences with Jack taught me that with every challenge comes a
strength or endearing trait. In his book, Not Even Wrong: Adventures in
Autism, Paul Collins offers a very inspiring perspective: “A disability is
usually defined in terms of what is missing….but autism…is as much
about what is abundant as what is missing; an over-expression of the
very traits that make our species unique” (2004, 161). Students with
ASD have many neurological strengths and abilities that can assist
a viable and productive music education experience. Although not
exclusive to every student with ASD, some attributes include:
•
•
•
•

Non-verbal reasoning skills
Reading skills
Perceptual motor skills
Drawing skills

•
•
•
•

Computer interests and skills
Exceptional memory
Visual spatial abilities
Music skills

Following my initial meeting in September 2012, I reconciled that Jack
was my student and I was obliged to provide him with the best possible
music education. An anchor support system at home and an excellent
resource team at school provided a structure that inspired me to better
understand Jack. We implemented a plan that would provide Jack with
adaptations and supports to create a meaningful and viable band class
experience. These included:
•

•
•
•
•
•
•
•

ensuring there was an Educational Assistant seated with Jack at all
times who could provide cues, infer instructions and keep him on
task; this was most successful when a musically knowledgeable EA
was assigned;
rewriting and simplifying all euphonium parts – either to match
the tuba part or outline the euphonium part (e.g., whole notes, half
notes, basic quarter note patterns);
reducing visual overload – enlarging all print music;
adapting course outcomes and assessment processes;
without removing Jack from his section, ensuring he was seated
with easy access to the exit;
providing weekly one-on-one tutorial for forty-five minutes
(which gradually decreased over time);
monthly tri-lessons with Jack, teacher, and parent;
direct parent ongoing involvement: lessons, coaching, goal setting,
and communication;
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•
•
•
•
•
•
•

providing parents with a tuner and metronome to assist home
practice;
parents renting a keyboard to assist with pitch development and
ensure accuracy;
providing practice recording of the euphonium part in isolation
(recording by local euphonium player);
providing links to recordings of repertoire being learned;
using focussed area of interest in context whenever possible; in
Jack’s case, world history;
gradually increasing challenges and integrating Jack into all
activities – concerts, retreats, festivals;
securing EA support for all band field trips, including extended
trips such as overnight or out of province.

Over the course of four years, Jack demonstrated remarkable
development and meaningful integration into the band program.
Cognitively, physically, and socially, Jack evolved into a more
independent and competent musician who appeared to be gaining
more from the ensemble experience. At the same time, Jack’s peers
were transformed as they embraced and respected his strengths and
challenges. They celebrated his uniqueness, determination, changes,
and contributions, which included:
•

•
•
•
•
•
•
•
•

significant development in performance skills and understandings.
By the end of year four, Jack was performing Grade 4 and 5
repertoire without part modification. He successfully demonstrated
the Grade 12 band curricular outcomes with some adaptation;
increased focus and engagement in class;
ability to process and apply visual information from conductor,
written music and other visual aids;
becoming notationally literate – staff notation, symbols, and
interpretive information;
significant changes in fine motor coordination, not only on his
instrument but in his daily tasks such as dressing and writing;
confidence volunteering to speak in class and an increased
awareness about the relevance of his comments;
ability to successfully interact with peers and form relationships;
use of eye contact;
changes in his emotional response to music and ability to articulate
and express his experiences.

To this day, Jack’s family and resource team maintain that the band
program community was integral to his personal and musical evolution.
He started to emerge as a more confident and trusting individual. The
band room became Jack’s safe place of calm and joy, where he started
to find his voice as an equal. Part of this success was attributed to the
other students’ role in supporting and embracing Jack. As Jack stated
in a speech to the school division’s administrators, “I had to practice
hard every day, but band class was the best part of my day, because I
was part of a group!”
Beyond the feelings of acceptance and support, there was always
a strong understanding of equity surrounding Jack’s participation.
This was the key element. Recognizing equity as a fundamental
principle of education for all students was the turning point in my
developing understanding of inclusion and my evolving practice in
the band room. Jack was one of those students who truly changes
your understanding of what it means to be an educator. I am forever
grateful for the opportunity to learn from him to better understand
the potential value of music education in the lives of students
with ASD.
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Jack graduated on June 30, 2017 with a provincial high school
diploma. He is currently a full-time employee at Corpell’s Water
and continues to play euphonium in a very well-established
local community band. In June 2020, I met with Jack and his
mother to reflect on his experiences in the band program and
contextualize the role this played in his day to day life as an
adult living with ASD. Below are portions of the conversation:
JD: Reflecting on your experiences in band through middle
and high school, what are your most positive memories?
JH: Enjoying playing with my team and friends, and getting the
chance to go to band camp and Banff.
JD: How did your experiences in band programs contribute to
your success in your current job? What sorts of skills did you
take from band?
JH: Hand coordination and muscle strength which have
enabled me to do more heavy lifting and work more efficiently.
My current job requires manipulation, speed, and following
specific steps. Band really helped in all these areas. Also, being
in band gave me lots of experience working with other people,
built confidence, and got me out of my comfort zone. It helped
me learn how to communicate but also about when not to talk!
JD: What does twenty-four year old Jack have to say to music
educators about the importance of inclusion in the music
room?
JH: Inclusion helps set people up for their future careers.
It helps teachers become more aware [of students like me].
It helps the rest of the band members to understand autism and
come to understand people with disabilities.
JD: Reflecting back on your personal situation, did inclusion
work?
JH: Yes, it did in the end. I had to self-advocate. After my first
trip to band camp I decided I wanted to go on the bigger trip
to Banff. I said to my mom, “I have a right to go like everyone
else.” I really enjoyed going, not worrying, and opening myself
up to new possibilities. I felt comfortable in band. It made me
feel happy and it was a stress release. I got to communicate with
others. The students were very friendly and open.
JD: How did inclusion in the band set you up to be a participant
in a community band for the past four years?
JH: It gave me experience with teamwork and communication.
It taught me focus and concentration. I learned how to practice
and not give up. It helped me feel comfortable and became
familiar. I had to learn to control my responses to situations
such as learning to sit in front of the bass drum.

Prevalence of students with Autism Spectrum Disorder in our band
rooms is increasing and it is essential that teachers be informed and
well-equipped to provide a meaningful and inclusive experience.
Both pre-service and in-service teachers should seek opportunities to
advance their knowledge and understandings of inclusive education,
and acquaint themselves with the literature, experts, and professional
development opportunities available. Scholars in music and disability
studies are making incredible contributions to the development of
pedagogy and assessment strategies (Bernard and Hammel 2017).
As described in this particular narrative, the experiences in a band
program can be pivotal and invaluable in the life of a student with
ASD. The community, surroundings, skills, and experiences acquired
in the band room may result in life altering changes that contribute
to quality of life and greater independence. Inclusion is the gateway
and an opportunity for instrumental music education to be part of the
solution rather than part of the problem. Performance and ensemble
“success” might be easier to attain without a Jack in your band, but the
ethical and legal obligation to provide the best possible education for
all must remain a priority. It is not only the right thing to do, but has
the potential to instill a profound sense of joy, empathy, compassion,
and human understanding throughout your program.
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JACQUIE DAWSON

CONSIDERATIONS IN WORKING WITH
ASD STUDENTS
Behavioral Characteristics
•

Intense focus interests

•

Difficulty departing from routines

•

Difficulty controlling or expressing frustration

•

Heightened fear and phobias

•

Difficulty waiting

•

Easily overwhelmed by too much information and
instruction

Physical and Sensory Characteristics
•

Heightened sensitivity to lights, sounds, smells, and
textures

•

Repetitive movements such as rocking, fidgeting,
bouncing, and nail-biting

•

Struggles with visual overload

•

Hyposensitive or hypersensitive to stimulation

•

Difficulty maintaining appropriate energy levels

•

Difficulty with being touched or groomed

is Assistant Professor and Director of Bands
at the University of Manitoba Desautels
Faculty of Music, where she conducts
the concert band and wind ensemble,
and teaches graduate conducting and
instrumental music methods courses.
Jacquie holds a masters degree in conducting
from the University of Manitoba and is
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Arts at the University of Kansas. Prior to her
appointment at the University of Manitoba, Jacquie taught in the public
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as Artistic Director of the Winnipeg Wind Ensemble. Jacquie served
on the board of directors of the Manitoba Band Association from 1999
– 2005 and remains active with numerous MBA projects and initiatives.
She continues to spend as much time as possible with young
students and band programs, and is a strong advocate for
music education.

Neurological Characteristics
•

Challenges with writing, printing, and spelling

•

Difficulty multitasking

•

Processing instructions and information takes longer than
neuro-typical student

•

Easily overwhelmed with visual and sensory information

•

Difficulty transferring knowledge and information

•

Difficulty decoding and reorganizing information

Social and Emotional Characteristics
•

Very little direct eye contact

•

Difficulty maintaining and initiating conversation

•

Difficulty staying on topic

•

Tends to direct conversation to own focus area of interest

•

Lacks awareness about appropriate comments and timing
of questions

•

Difficulty understanding and perceiving others’ feelings

•

Difficulty understanding group interactions

•

Limited interest in activities with others
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Kaleidoscopic Repertoire: Respectful and
Community-Minded Programming in the Band Room
Sara Sulyma
I start with the disclaimer that I am a white woman
who is part of the LGBTQIA2S+ community.
I am from a middle class family with only the best
intentions of growth and learning for myself. I hope
to share with you some ideas and questions that may
spark conversations and adjustments to our practice,
and that might allow us to serve our students in a
deeper and more meaningful way.
Being an effective and heartful educator in 2020-21 means
creating a safe and welcoming space for our students, fostering
an environment where productive conversations on equity
can be had, picking repertoire for playing and listening that
represents many backgrounds and cultures, and maintaining our
own willingness to listen and learn so we can continue striving to
best serve our students. I like to think of our student bodies and
school communities as a kaleidoscope — constantly shifting and
full of beautiful colour (cultures, religions, skin colours, genders
and sexualities, varied life experiences and backgrounds, etc.).
The image of a kaleidoscope is from my time volunteering with
Kaleid Choral Festival (kaleidchoralfestival.com). Kaleidoscopes
reveal their beauty through the reflection of mirrors, showing
tiny colourful details that converge to create a beautiful image.
Never revealing the same pattern twice, we can appreciate its
intricate design even more when observing each small piece and
the role it plays within the whole.
Providing diverse wind band programming may be viewed as
an act of love and recognition; it demonstrates to our students
that we see them and want to know them as whole human
beings. It also demonstrates our support of composers who are
not straight-presenting white men. Relationship-building in
the modern band room should include music that reflects our
multinational communities and the abundance of wind music
that continues to emerge. Diverse programming solidifies group
music-making as an activity that allows us to create deeper
connections with our students and school community. With the
technology we have at our fingertips and the growing databases
of diverse composers and compositions that are available (several
are listed in the Programming Resources section below), we have
an opportunity and responsibility to include pieces outside the
familiar lists. This must be done respectfully, however.

Cultural appropriation is defined as “the act of taking or using
things from a culture that is not your own, especially without
showing that you understand or respect this culture.” 1 A great
deal of wind band music is “influenced” by various cultures, but
many of these pieces can be problematic if the composer does
not share that culture’s background, if folk or traditional music
is used without permission from where it originates, and/or if
there is a power imbalance between the composer’s background
and that of which the inspiration is from. It is crucial to seek out
and support composers from around the world who write from
their own background, and to amplify voices that include Black
composers, POC (people of colour) composers, Indigenous
composers, queer composers (LGBTQIA2S+ community),
female composers, and those of other marginalized groups.
When seeking out pieces that represent a richer and more
colourful kaleidoscope, tokenism can occur if we do not seek
to shift our priorities to consistently reflect a wider community.
A definition of tokenism provided by Merriam-Webster is
“the practice of doing something (such as hiring a person who
belongs to a minority group) only to prevent criticism and give
the appearance that people are being treated fairly.” 2 In other
words, tokenism is a symbolic effort made in order to create
the appearance that a shift in practice/values has occurred. In
the wind band world, this might take the form of programming
pieces without researching their background, including pieces
with musical ideas based on stereotypes, not explaining a piece’s
cultural background and significance to students, picking one
“multicultural piece” for a concert programme, having a female
conductor conduct one piece, and so on.
In December 2018, I spent three weeks working on a full-time
research project that explored wind band music by composers
other than straight-presenting, cisgender, white American men.
I used a variety of sources to locate what I assessed as nonappropriative, non-racist, non-stereotyped band music from
around the world. I was only able to locate pieces by about sixty
composers. This number may seem high to some, but this was
my full-time focus for three weeks. The result was disheartening
to me for many reasons: it was very time-consuming to locate
respectful and authentic pieces/composers that are influenced
by or utilize music from regions/countries outside the wind
band norm; it was frustrating digging through clear and obvious
appropriation that was labelled as “multicultural wind band
music” (Google “JWPepper Multicultural Concert Band Music”
and you’ll see the problem); and so on. These issues make it
difficult for Canadian music educators to explore music outside
of our school’s libraries and our own familiarity.
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Why am I advocating for Canadian band directors to expand
their programming beyond the scope of our familiarity? I don’t
think there is a band director out there that would argue against
quality music-making and striving for excellence through the
performance of top-tier wind band music. There will always
be a place for great (respectful and non-racist) traditional band
music, and increasingly we now have quality compositions
written by people who are not as visible and long-standing as
our familiar and well-established canon. Unfortunately, there are
many barriers for these composers that make it more difficult to
become known and supported in the band world. My question
to all of us is: How can we bolster our students’ folders and their
ears by incorporating works from around the globe by composers
(hopefully living, so we can support their livelihood) with a
different life experience/worldview that are satisfying musically
and socially? How can we move toward a band folder that reflects
the kaleidoscopic nature of our student community?
It may help to frame this shift as an addition to rather than
instead of. Much of our established canon of repertoire has
merit. Of course we should keep the pieces in rotation that fulfill
musical outcomes and bring us joy (while remaining critical of
their origins and aware that white privilege may have played a
role in their success). It is important that we continue to program
pieces that we stand by, that we are excited about, that we have
researched, and that we can argue as ethical and educational.
Transgender composer and writer Alex Temple discusses
appropriation in compositions from a social stance in an
article entitled, “The Appropriation Problem” (https://nmbx.
newmusicusa.org/the-appropriation-problem/). Temple states
that some people choose to look at music as “a collection of
structures with objective properties.” In other words, choosing to
look past the human aspects of creation, sharing, and performing
as social beings. Temple argues that “denying the social aspect
of music-making doesn’t make it stop happening; it just means
that when it does, you don’t see it.” Temple lists three relevant
questions that we can use to begin our exploration of a specific
piece that we are interested in programming:
1. What’s the power relationship between the composer and the

source?

2. Is the composer reinforcing existing cultural hierarchies?
3. How well does the composer understand the source?

Other important questions for composers are posed at the end
of the article:
• What’s the original meaning of the material you (the
composer) are drawing on?
• Is your work the result of a collaborative interaction, or of
looking at another tradition from afar?
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• Are you using your source material to portray people in a
stereotyped way?
• Are you making money from it? 3
Some things to look out for/red flags that might suggest
appropriation:
• Title of the piece. If it includes a word that indicates a country/
area/culture that is frequently appropriated such as “African
_____” or “Arabic _____”, etc. look into the composer’s
background. This isn’t a hard and fast rule, but just as a quick
reminder and example: the continent of Africa consists of 54
countries. Which country/region/culture is being referred to?
When do we see “European Dances” as a title of a band piece
(indication of a power imbalance)?
• Composer’s name. If it has a title that raises concern, look
into the composer’s background. Having conversations with
colleagues about composers who they have met and worked
with will provide a sense of whether they might be a good fit
for working with your students or ensemble.
• Vague musical ideas within the piece that hint at a
country/area/culture. If it sounds to you like a composer
is trying to depict a certain area/style, is the composer of that
background? Are they quoting a folk song? Are they using a
musical motive specific to a certain background?
How can we find pieces that represent a wider variety of
experiences/cultures/backgrounds? Below in the Programming
Resources section are a list of websites that serve as a starting
point for exploring diverse pieces for wind band.
In 2020, we have seen the rise of the #BlackLivesMatter movement
(the fight for racial justice, especially tied to police brutality and
violence in the United States), #MeToo (womens’ rights and
anti-harassment and sexual assault), and the continuation of
#LoveisLove (pro-LGBTQIA2S+ rights). Our students are aware
of these social movements. Programming with our kaleidoscopic
communities in mind reflects our student bodies and represents
the diverse populations that we serve. Our challenge is to seek out
works that are written by composers who write from their own
background and to maintain this as a priority in our practice.
By picking repertoire written by Black composers, POC (people
of colour) composers, Indigenous composers, queer composers
(LGBTQIA2S+ community), female composers, and those of
other marginalized groups, we create opportunities for students
to see themselves reflected in the music we perform, we establish
spaces for conversations surrounding social justice, and we allow
for deeper connections with our students and school community.
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EQUITY, DIVERSITY, AND INCLUSION / L’ÉQUITÉ, LA DIVERSITÉ ET L’INCLUSION

Composer Representation in Canadian Wind Band
Festival Lists
Pratik Gandhi
Introduction: The Importance of Representation
The struggle for greater composer diversity, or more precisely,
better representation of composers in various arenas, is a cause
that is being taken up by increasing numbers of band directors,
educators, and industry partners. For the Spring 2020 issue of
Canadian Winds, I submitted a response to Cait Nishimura’s
open letter to Larry Clark, in which I attempted to summarize
two issues that advocate for better representation are trying
to address:
The first and more obvious goal is to compensate for
and eventually dismantle the systemic barriers keeping
under-represented composers out of the mainstream, including
bias and discrimination in the publishing industry. The second
issue [...] is the way in which a homogeneous library of composers
"others" many students, even some potential future composers.
Festival syllabus lists play a unique role in the concert band
ecosystem. Dr. Brandon Houghtalen is one of the educators
behind the "On the List" project, a group of American educators
whose aim is to help make the required music lists of states and
organizations more inclusive. In the United States, especially in
states such as Texas and Georgia, the influence of the state music
lists is not limited to repertoire selection for festivals. These lists
serve as the basis for undergraduate pedagogy and literature
classes, and are used by school districts to make purchasing
decisions. Getting a piece on a syllabus list can launch an
emerging composer’s career.
In more than ten years working in print music retail, festival
lists were my most frequently-consulted resources when
deciding what inventory to stock or which titles to recommend
to band directors. I also consult the lists for my own conducting
work as the director of the Rouge River Winds and as a frequent
clinician for high school bands. As I became involved with the
Ontario Band Association’s Provincial Band Festival, and, more
recently, as Vice-Chair of Syllabus and Sight-reading for the
concert band division of MusicFest Canada, I gained additional
and unique insights into the power dynamics and influence of
festival lists in Canada. Here, too, the festivals, music publishers,
retailers, and school music programs are deeply interconnected,
and additions of titles to (or removals from) festival lists have
far-reaching impacts.
Consider, for example, the MusicFest Canada syllabus, which is
used annually by not only in excess of one hundred and fifty bands
at its own festival, but by hundreds more attending one of the

dozen or more affiliated festivals that do not have their own lists.
Even allowing for some overlap and estimating conservatively,
this single list impacts the repertoire selections of more than
twenty-five thousand band students every year. It is therefore
important that we become aware of who is represented on these
lists and who is not. Our students deserve to be exposed to music
by a wide variety of composers, and it is only by recognizing
the extent to which diversity is lacking that we can start to work
towards that goal.
Methodology
I investigated thirty music festivals from across Canada aimed at
concert bands or that included a concert band category. Of these,
seven festivals did not use a syllabus list or had no information
publicly available. Fifteen did not have their own list, but either
required or recommended that participating ensembles use
another festival’s syllabus; most of these pointed to the MusicFest
Canada list. The London Kiwanis festival, like other Kiwanis
festivals across the country, does not use a standing syllabus list
but chooses two or three pieces each year for certain classes only;
I did not include these pieces for analysis. My analysis is based on
the syllabus lists from the remaining seven festivals: those of the
Alberta, Manitoba, and Ontario Band Associations, as well as the
Atlantic Festivals of Music, the St. John’s Northwest Rotary Music
Festival, the Regina Downtowners Optimist Band Festival, and
MusicFest Canada.
Although personal and systemic discrimination can be based
on many factors, including disability, sexual orientation, and
socio-economic status, I restricted my analysis to gender and
racialization. In trying to determine how to categorize an individual,
I consulted personal communications and published interviews
with the composers, official biographies on the composers’ and
publishers’ websites, and analyses from trusted sources such as the
Institute for Composer Diversity.1 For gender, when no primary
source was available, I deferred to the pronouns used in published
writing about or by the composer. While I recognize that this does
not fully capture the spectrum of gender, all of the composers on
the syllabus lists in this study, as far as I could tell, identify as either
male or female. An individual’s race does not always fit neatly into
a category. For this criterion I was particularly careful to verify
how each composer wished to be identified. For the purposes of
this analysis, I have simply indicated whether or not the composer
belongs to a racialized group, and have not specified further. Each
individual’s particular categorization into race and gender, and
therefore the overall analysis, remain subject to correction by the
composers in question.
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For pieces listed with both a composer and arranger, I considered a work to be "by" a female or racialized person if either the composer
or arranger was female or racialized. In other words, I erred on the side of the under-represented groups, without requiring that both the
composer and arranger belong to an under-represented group to be counted. To that end, in the presentation and discussion of results below,
when I refer to a piece as being "by" an individual from a particular group, I mean that either the composer or arranger (or both) are from
that group. Similarly, I refer to all composers and arrangers as simply "composers" regardless of their contribution to particular works.
Results
Table 1 shows the total number of works on each of the seven unique festival lists, as well as the number of those works written by
Canadian composers, by female composers, and by racialized composers (hereafter referred to as BIPOC, i.e., Black, Indigenous, or
Persons of Colour). There is a wide range of representation of Canadian composers, from just a few pieces (as little as 4%) to more than
half (as much as 52%). However, the representation of female and BIPOC composers is consistently low, with no list containing more
than 14 works by composers in either group, across all the grade levels. In terms of percentage, no more than 12% of works on a list are
by female composers, and no more than 10% by BIPOC composers.
TABLE 1: COMPOSER REPRESENTATION BY FESTIVAL
Festival

Level

Works

CAN

CAN%

Fem

Fem%

BIPOC

BIPOC%

WOC

WOC%

MusicFest Canada

all

93

48

52

9

10

5

5

3

3

St. John’s Northwest
Rotary

all

221

63

29

13

6

6

3

2

1

Atlantic Festivals
of Music

all

332

36

11

9

3

13

4

1

0

Ontario Band
Association

all

299

36

12

14

5

14

5

4

1

Manitoba Band
Association

all

178

8

4

4

2

5

3

0

0

Optimist Band Festival

all

74

11

15

5

7

6

8

1

1

Alberta Band
Association

all

50

12

24

6

12

5

10

1

2

ALL

1247

214

17

60

5

54

4

12

1

TOTAL

TABLE 2: COMPOSER REPRESENTATION IN THE MUSICFEST CANADA LIST, BY LEVEL
Festival

Level

Works

CAN

CAN%

Fem

Fem%

BIPOC

BIPOC%

WOC

WOC%

MusicFest Canada

B100

18

6

33

1

6

0

0

0

0

MusicFest Canada

B200

15

8

53

2

13

2

1

1

7

MusicFest Canada

B300

17

10

59

2

12

2

1

1

6

MusicFest Canada

B400

16

12

75

2

13

1

1

1

6

MusicFest Canada

B500

14

7

50

1

7

0

0

0

0

MusicFest Canada

B600

13

5

38

1

8

0

0

0

0
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Table 2 takes a closer look at the MusicFest Canada list because it has the broadest reach and greatest impact. MusicFest Canada’s
ongoing efforts to promote Canadian composers are evident here, as Canadian titles at each grade level comprise no less than one-third
of the total works. However, just like the other festivals, the MusicFest list has a much smaller representation of female and BIPOC
composers. An interesting trend reveals itself here as well, in that the middle grade levels, particularly B200, B300, and B400, have the
highest percentages of Canadian, female and BIPOC composers; this is mostly consistent across the other festivals as well. In fact, on
the MusicFest list, the other levels (B100, B500, and B600) contain no works by BIPOC composers.
TABLE 3: COMPOSER REPRESENTATION (DUPLICATE TITLES REMOVED)
Festival

Level

Works

CAN

CAN%

Fem

Fem%

BIPOC

BIPOC%

WOC

WOC%

All festivals

B100

141

14

10

11

8

4

3

0

0

All festivals

B200

127

19

15

5

4

8

6

1

1

All festivals

B300

121

27

22

5

4

10

8

3

2

All festivals

B400

117

22

19

5

4

6

5

1

1

All festivals

B500

85

16

19

5

6

1

1

0

0

All festivals

B600

56

13

23

2

4

3

5

0

0

Total

647

111

17

33

5

32

5

5

1

Table 3 displays an analysis of compositions from all seven
festival lists with duplicate entries removed. Of 647 compositions
on these seven lists, there are 111 by Canadian composers (17%
of the total), but only 33 by female composers (5%), and only
32 by BIPOC composers (5%). The intersection of the latter two
categories yields only 5 works (less than 1%) by BIPOC composers
who are also female. By contrast, 587 of the compositions (over
90%) are by white men.
Finally, it is important to consider representation not only
in terms of number of pieces but also in terms of number of
individual composers. To that end, I counted composers and
arrangers of each applicable title separately, and then removed
duplicates for composers who contributed multiple titles. There
were 293 individual composer names across the seven festival
lists. Of these, 52 are Canadian (18%), 15 are female (5%), and 16
are BIPOC (6%). There are exactly two composers on these lists
(less than 1%) who are BIPOC and also female. By contrast, this
means that 264 composers (again, over 90%) are white and male.
An investigation into the number of titles on the list by each
composer also yields interesting results. Anne McGinty has ten
unique titles across the lists, which is more than any other female
composer; 11 of the 15 female composers have only one title each
on the lists. Similarly, Richard Saucedo’s eight titles are more
than any other BIPOC composer; 11 of the 16 BIPOC composers
have only one title each. However, there are ten white male
composers who each have at least ten unique titles on the lists,
led by Brian Balmages, with 24, and Robert Sheldon, with 22.
Not only do white male composers comprise the great majority

of composers appearing on this list, but many of them are also
disproportionately overrepresented as individual composers.
Discussion
MusicFest Canada has made efforts in recent years to increase
the number of works by Canadian composers on its list and at its
festival, partly by instituting a requirement that every ensemble
include a Canadian work as part of its festival program. It seems
that these changes have had an impact on festivals around the
country, as Canadian composers are relatively well-represented
on most of the lists in this study. One in every six or so titles
and a similar proportion of individual composers are Canadian.
This is, to be sure, far greater than the proportion of Canadian
composers out of all wind band composers in the world; however,
it would not be surprising to find that lists in other countries also
favour composers from those countries, nor is that necessarily
undesirable unto itself.
A closer look at the 52 Canadian composers on these lists
reveals an underlying issue: only 3 of them are female, and
only 4 are BIPOC. Furthermore, since one composer belongs
to both categories, this leaves only 6 individuals between the
two categories, meaning the other 46 Canadian composers, or
88%, are white males. All of the pieces by the 6 female/BIPOC
composers have been added to the lists since the recent push
for Canadian composers began in the last five years (most of
them were only composed in that time).2 Prior to 2015, none of
these lists contained any pieces by female or BIPOC Canadian
composers. While that is certainly an indication of recent
progress in this area, there is clearly much more work to be done.
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Figures 1a and 1b compare the breakdown of Canadian
composers on the syllabus lists to the corresponding breakdown
of the Canadian population according to 2016 census data (sorted
by ethnic group and gender, respectively).3

FIGURE 2A: Composer Representation
in US festival lists
BIPOC men
2.9%
BIPOC women 0.1%
White women 2.6%

FIGURE 1A: Composer Representation vs. Population
in Canada, sorted by ethnic group

White men
94.4%

FIGURE 2B: Composer Representation
in Canadian festival lists
BIPOC men
3.4%
BIPOC women 1.0%
White women 3.8%

FIGURE 1B: Composer Representation vs. Population
in Canada, sorted by gender

White men
91.8%

It is also worthwhile to compare the data from Canadian festival
lists to the available data from US festival lists, courtesy of Dr.
Cory Meals, head of analytical activities for the Institute for
Composer Diversity. Their database thus far includes over 43,000
works across 23 state music lists. Because their analysis aggregates
the lists without accounting for duplicate titles, I present the
corresponding data from my analysis as a direct comparison.
Figures 2a and 2b reveal that, despite a great number of female
and BIPOC composers writing band music in the US, their lists
are similarly dominated by music by white male composers.
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Despite some recent progress, representation on festival syllabus
lists continues to be an issue, especially as it concerns female
and BIPOC composers. Efforts to increase Canadian presence
on these lists appear to have been successful, but upon closer
inspection, even those gains have disproportionately favoured
white male composers. Furthermore, the proportion of female
and BIPOC composers among non-Canadians (5% each) is even
less than among Canadians (6% and 8%, respectively). This
suggests to me that the focus on Canadian representation might
be leaving non-Canadian women and BIPOC composers behind.
Conclusion and Calls to Action
Festival organizers and curators of syllabus lists too often feel
beholden to established norms and legacy composers — and I say
this from personal experience. However, by restricting the lists to
anything less than the widest possible range of composers, we are
not allowing our students to achieve their maximum expressive
potential. Not seeing themselves reflected in the music on their
stands is one of the ways in which young female or BIPOC
band musicians are made to feel that they do not belong in the
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band music community. This can perpetuate a cycle of poor
representation by deterring those individuals from potentially
becoming composers themselves.
My first set of recommendations are to festival organizers
themselves. First, let go of the idea that our primary purpose in
maintaining syllabus lists is to be guardians of an established canon.
Instead, make it a mission to discover and promote repertoire by
composers who don’t necessarily have the advantages of name
recognition or support from a major publisher. Second, keep in
mind that all of our decisions, especially regarding syllabus lists,
have an impact and influence on repertoire choices that reach
beyond the immediate scope of our respective festivals. We need
to recognize our role in the larger band community in Canada.
Band directors also have an important role to play in this process.
Since most of us were not exposed to diverse repertoire as students,
our “inner libraries” 4 are limited, and it will take a conscious
effort to expand them. We need to make use of the growing
number of resources available to discover repertoire by a range of
composers, including online resources such as the ICD’s Diversity
Database, And We Were Heard, and ColourFULL Music, as well
as local resources such as professional development sessions,
workshops, and symposia. Build up your inner library so that
when an opportunity or vacancy arises in your programming,
a wider variety of literature is available to you. Results may take
some time, so be patient — but do not be passive. And whenever
you come across a piece by an under-represented composer, do
not be shy to share it with your colleagues and peers, and also with
your local festival organizers. Together, we can help to shape our
festivals’ syllabus lists so that they are more fully representative of
the diverse and vibrant band community in this country, which
in turn will help make all of the members of that community feel
more welcome in it.
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ENDNOTES
1

 The ICD recently issued an apology for categorizing a composer in a way with
which the composer did not agree. They have since renewed their efforts to
verify all of their information directly with every composer in their database.

2

 Three of these pieces were the winners of the 2017, 2018, and 2019 Howard
Cable Memorial Prize in Composition, and were added to the lists no earlier
than the year following their award.

3

 Census data do not account for possible non-binary gender responses.

4

 Jordan Randall Smith, “Strategies for Diversifying and Enriching Concert
Programs in the School Ensemble.” Presentation at the 73rd Midwest Band
and Orchestra Clinic, Chicago, 2019.
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CBA HISTORY / HISTOIRE DE L’ASSOCIATION CANADIENNE D’HARMONIES
FLASHBACK: 1979-1980
Editors’ Note: In an effort to remind readers of our shared CBA history, we are reprinting selected articles and
features from the Canadian Band Journal.
Rick Arnold’s article is fascinating on several levels, perhaps the most obvious being, What is an article on vocal
jazz doing in the Canadian Band Journal?! Although some of the content from 1979-80 appears dated, a closer
reading reveals some interesting parallels with issues arising due to pandemic-related instructional adjustments
(see Lani Sommers’s article in this issue). The importance of being flexible and adaptable, and placing educational
choices at the forefront of our decision-making in music education cannot be overstated.

Are You Avoiding Vocal Jazz?
Rick Arnold
The advent of numerous publications in the area of vocal
jazz has brought about its increased use in the secondary and
post-secondary levels of education (with a few middle schools
offering both vocal and instrumental jazz programs). However,
there are many fine choral programs whose directors are stating
they have not yet tried vocal jazz because: “it all sounds the
same”; “I have no funding available for vocal jazz”; “I’m afraid
because I don’t know enough about it”; or “I can’t justify teaching
jazz in school.” If you are one of the directors presently avoiding
vocal jazz and excusing it with one of the above statements,
I hope the following paragraphs will influence you to make
further inquiries about vocal jazz.
Common Excuses
Today, saying musical style “all sounds the same” is like saying
all Renaissance paintings “look the same.” The directors utilizing
this statement probably have outstanding ensembles performing
madrigals and/or motets. However, you do not hear them making
the statement “all a cappella music sounds the same.” Why then
are they stating all jazz, in particular vocal jazz, sounds the same?
Could it possibly be these very directors are trying to avoid
admitting a professional inadequacy, both to themselves and to
their colleagues? Glenn and Turrentine state in their introduction
to Advanced Study in Music Education: “It has long been a truism
that this is an ever changing world. Nothing remains static…
There was a time when the educational process was thought to
be terminal, but that viewpoint receives very little consideration
now...One is constantly acquiring new knowledge just to carry
on his own day-to-day activities. The directors stating they are
“afraid to try it because they don’t know enough about it” are at
least being honest with themselves, and realizing this fact, are
able to begin searching for the answers to the question they may
have concerning vocal jazz.
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For those of you afraid to try vocal jazz due to lack of experience
and formal education — relax — you are not alone! Numerous
directors presently involved with vocal jazz fall into this category.
My own experience with vocal jazz did not begin until after I
heard an all-state vocal jazz ensemble’s performance during
a state convention for music educators. However it was not
until I actually tried singing vocal jazz that I finally gained an
understanding of a few concepts concerning jazz.
Very few colleges offer courses in the area of jazz, and those
that do are primarily instrumentally oriented. However, “Four
years of collegiate instruction for the prospective teacher merely
prepares him to start teaching. If he continues as a teacher, he
also must continue as a student.” Therefore, when you have
graduated from college and begin your teaching career, you
are immediately confronted with teaching today’s music with a
repertory of yesterday’s masterpieces.
Good Reasons to Start
If the band director in your school or a choral director in your
area has a jazz program in the curriculum, ask him or her a few
questions that you may have concerning jazz and its nuances.
Sit in on some of their rehearsals and notice the involvement
on the faces of the students playing or singing. You will also feel
something intangible as the students are performing the music.
This intangibility is usually exhibited externally by the rhythmic
patting of one’s foot. Your students will also have this same
intangible feeling once you start singing vocal jazz. According to
Aristotle, music is “suited to the stage of youth, for young persons
will not, if they can help, endure anything which is not sweetened
by pleasure, and music has a natural sweetness.” Therefore, are
you certain you “can’t justify teaching jazz in school?”
By claiming to be a musician you are also claiming to have a
certain appreciation for the art. Due to this aesthetic sensitivity
you are able to get lost in another world while listening to
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Beethoven’s Sixth Symphony, or feel your blood pressure and
entire body rise out of your chair as you are anticipating the
fortissimo climax in Barber’s “Adagio for Strings.” To deny
this is to deny your own musicianship, thereby denying
your musical sensitivity. Surely, during the course of your
teaching, you are endeavoring to teach an awareness for this
musicianship to your students through the music you perform.
There is no musical style more readily adaptable to teaching
musicianship than that found in jazz, as evidenced by the use of
a jazz technique known as improvisation! This improvisation
is a form of self-expression that your students can experience
immediately. Therefore, you will no longer have to assume
your students understand your lectured concepts of aesthetics
and self-expression.

The last statement of concern is the hypochondriacal “I
have enough headaches already.” Are you really being fair to
your students when you tell others you do not sing vocal jazz
because it’s just another headache? Who told you teaching was
going to be a picnic with three months off in the summer, two
weeks at Christmas, one week in the Spring, eight o’clock in the
morning until three o’clock in the afternoon? If you are in the
profession for an easy paycheck you are punishing your students
unmercifully. Certainly, there are some aspects associated with
a vocal jazz ensemble that you would not otherwise have to deal
with: rhythm sections, teaching jazz inflections, improvisations,
and style; sound equipment selection purchase, and operational
techniques, etc. But to see the expression, involvement, and
appreciation on the faces of your students will turn all of these
headaches rewards that will make them well worthwhile.

Another valid reason for including vocal jazz in your ensemble’s
repertory is the funding of your program. Charge fifty cents per
student and try getting an auditorium full of students to hear
your choir sing the Brahms “Liebeslieder Waltzer.” Unfortunately,
high school students are not always aware of these masterpieces,
and are sometimes apathetic in their endeavor for developing
an appreciation of this esoteric music. However, the word
“jazz” alone will usually draw more students willing to pay for
something to which they believe they can relate.

Summary
In summary, vocal jazz is on the increase and you have at this
time an opportunity to get in on the ground floor and learn with
the rest of us. Organizing a vocal jazz ensemble will require a
great deal of hard work, but the hard work itself will ultimately
reap rewards of which you can be proud. There are year-round
workshops and clinics sponsored by schools, publishers, and state
and national organizations which offer excellent opportunities
through which you may learn more about the language of jazz.
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MUSIC, HEALTH, AND WELLNESS / MUSIQUE, LA SANTÉ ET LE BIEN-ÊTRE

Ouch, I Can’t Play Anymore!
Audrey-Kristel Barbeau
Introduction
When I was in high school, my music teacher gave me a guitar
solo to play at the school concert. It was difficult technically,
and very fast. I practiced for hours to master it, following my
teacher’s advice to practice with a metronome, starting slow
and then increasing the speed. Then one day, I started feeling
some pain in my left forearm. I ignored it and pushed on. The
next day, the pain became more intense. I ignored it and pushed
on. A few days later, I reached a plateau and could not increase
the speed of my solo anymore. Still, I ignored it and pushed on.
Then, I started losing the speed I gained as the pain became
too intense. Finally, I could not ignore it anymore. I did not
understand. I was following my teacher’s advice to the letter.
Why was it not working? At that time, I had never heard of
overuse syndrome or repetitive strain injuries and I ended up
not being able to play the solo at the concert.
A decade later, while pursuing graduate studies on musicians’
health, I realized that, like me at their age, many students did
not know about the potential risks associated with playing an
instrument for long periods of time without proper training. I
thought it would be interesting here to discuss some of the common
injuries affecting musicians, who is the most at risk, and what can
be done to prevent unnecessary pain and injuries. I hope this
information will be useful to music teachers and conductors who
want to raise awareness about musician health in their ensemble.

of a limb” (2010, 2). Therefore, it encompasses a broad range of
injuries that can be found in musicians. Fourie also specifies that
it can take the form of “tendonitis in the wrist, myositis (muscle
strain) of the forearm muscles, trigger finger, tennis elbow, […]
shoulder tendonitis, […] carpal tunnel syndrome, […] and other
nerve entrapments syndromes” (2010, 2).
Carpal tunnel syndrome.1 Carpal tunnel syndrome is a nerve
compression problem. More specifically, William Dawson
indicates that it is a “constellation of clinical symptoms and
signs produced by compression of the median nerve within
the carpal tunnel at the wrist” (1999, 25). Symptoms of carpal
tunnel syndrome include pain, numbness, tingling, and
sometimes burning. Symptoms appear – or worsen – at night
and tend to intensify during activities involving wrist flexions.
Carpal tunnel syndrome is often bilateral (but not necessarily
with the same degree of severity) and develops over a long
period, usually months or years (Dawson 1999). Carpal tunnel
syndrome is a prevalent problem in string players, especially
among those who adopt a poor wrist position while playing
(Heinan 2008).
Tendonitis.2 Tendonitis and tenosynovitis are described as
overuse syndromes caused by physically repetitive demands on
tissues that eventually surpass the limits of the body (Lockwood
1989). They are inflammatory conditions (Guptill and Zaza
2010) in which a tendon (for tendonitis) or a sheath surrounding
a tendon (for tenosynovitis) becomes inflamed and irritated.
Because there is a swelling of the tendon, it creates pain and
stiffness in the injured limb (Figure 1).

1. COMMON INJURIES IN MUSICIANS
Research shows that instrumentalists experience specific types of
injuries related to overuse or misuse. These injuries usually affect
the upper extremities (shoulders, neck, arms, wrists, fingers),
but may be found in the lower back as well (Guptill and Zaza
2010). Overuse comes from an excessive use of muscles, joints or
ligaments, which generates pain, stiffness, soreness, aching, and
loss of function. There is almost always an evident tenderness
in the affected area. As a result, agility and fine motor skills
are impacted (Levine and Finnegan 1987). Common problems
related to overuse in instrumentalists are repetitive strain injuries
(carpal tunnel syndrome, tendonitis, neck and back pain) and
focal dystonia (Guptill and Zaza 2010, Fourie 2010).
Repetitive strain injury
A repetitive strain injury is characterized by symptoms such as
pain, weakness, numbness, and/or tingling that interfere with
the musician’s ability to play the instrument at a level to which
she or he is accustomed. W.J. Fourie, physiotherapist and author,
explains that it is not a single problem, but rather a combination
of conditions that are caused by “prolonged, hard or repetitive use

Figure 1. Example of tendonitis at the elbow junction. CC BY-SA 3.0
Source: https://commons.wikimedia.org/wiki/File:Tendonitis_Tendon_rupture_--_SmartServier.jpg

Naotaka Sakai (2002) has looked at tendonitis among pianists
and found that 56 cases (28% of the sample) had been diagnosed
with either tendonitis or tenosynovitis. Their types of tendon
disorders included de Quervain’s disease (29 cases), flexor
tenosynovitis (17 cases), extensor digitorum communos (6
cases), extensor pollicis longus tendinitis (1 case), and extensor
digitorum communis subluxation (3 cases).3
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Back and neck pain. Research shows that neck and back pain
is common in most string players, while lower back pain is
most usually present in cellists and harpists (Fourie 2010). The
latter also experience a high incidence of neck pain, similar to
what is found in pianists. In their study on injuries in orchestral
musicians, Fishbein, Middlestadt, Ottati, Straus, and Ellis (1988)
showed that shoulders, neck, and back were the musculoskeletal
locations the most at risk of severe problems.
It is worth remembering that back and neck pain may affect
all musicians who adopt a poor posture while practicing, who
are not careful when lifting their instrument, or for whom the
seating arrangement in the orchestra requires that they bend for
prolonged periods to properly see the conductor (Heinan 2008).
Focal dystonia 4
Focal dystonia is a neurological condition (Guptill and Zaza
2010) not associated with any sensory deficits (Heinan 2008,
Lockwood 1989). It is described as “a syndrome of sustained
muscle contractions, frequently causing twisting and repetitive
movement or abnormal posture” (Heinan 2008, 48). The affected
limbs (fingers, lips, etc.) are sometimes painful or uncomfortable.
It is characterized by “incoordination while playing, frequently
accompanied by involuntary curling or extension of fingers
during passages of music that emphasize rapid, forceful finger
movements. Facial muscles may be involved, with a resulting loss
of embouchure or air seal” (Lockwood 1989, 224). Focal dystonia
is more common in musicians than carpal tunnel syndrome.
Indeed, in Sakai’s (2002) study, 18 pianists out of the 200 surveyed
(i.e. 9%) were diagnosed with focal hand dystonia. Heinan (2008)
also reported that, in addition to keyboard players, string and
woodwind players tended to be more affected by focal dystonia
than other instrumentalists.

2. R
 ISK FACTORS AND PREVALENCE OF
PERFORMANCE-RELATED INJURIES
Risk factors are what may increase the chance of developing
performance-related injuries, whereas prevalence “refers to
the percent of a population with a given problem at a given
time” (Fishbein et al. 1988, 5). Risk factors can be specific
characteristics (for instance, gender), a habit (for instance, poor
posture) or a condition (for instance, body type). Table 1 lists
the main risk factors of injuries in instrumentalists, as reported
by multiple studies.
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TABLE 1.
MAIN RISK FACTORS OF INJURY IN MUSICIANS
Age

(Guptill and Zaza 2010, Lederman 2003,
Roset-Llobet, Rosinés-Cubells and SalóOrfila 2000)

Female gender

(Guptill and Zaza 2010, Fourie 2010,
Heinan 2008, Fishbein et al. 1988,
Lederman 2003)

Length of practice

(Guptill and Zaza 2010, Lederman 2003,
Furuya et al. 2006)

Intensity and use
of excessive force
while playing

(Guptill and Zaza 2010, Heinan 2008,
Lederman 2003, Furuya et al. 2006)

Performance
anxiety and
nervous traits

(Guptill and Zaza 2010, Heinan 2008,
Furuya et al. 2006)

Improper
technique

(Guptill and Zaza 2010, Heinan 2008,
Lederman 2003)

Improper posture

(Guptill and Zaza 2010, Heinan 2008,
Lederman 2003)

Difficulty of the
music played

(Guptill and Zaza 2010, Lederman 2003)

Body build

(Guptill and Zaza 2010, Lederman 2003)

Type of
instrument played

(Guptill and Zaza 2010, Roset-Llobet,
Rosinés-Cubells and Saló-Orfila 2000)

Repetitive
movements

(Guptill and Zaza 2010, Heinan 2008)

Muscle
conditioning

(Lederman 2003)

Methods of
instrument
support

(Lederman 2003)

Methods of
instrument
support

(Lederman 2003)

Modification
in routine

(Roset-Llobet, Rosinés-Cubells and SalóOrfila 2000)

Overexertion and
excessive muscle
tension

(Heinan 2008, Jones 2001)
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Gender
Women are more vulnerable to injuries than men (Fourie 2010,
Heinan 2008, Fishbein et al. 1988, Verdolini and Ramid 2001). In
fact, Lederman (2003) found that among 1353 instrumentalists
diagnosed with playing-related injuries, 60% were women. In
orchestral musicians, 89% of female instrumentalists report
at least one medical problem in comparison with 78% of male
instrumentalists (Fishbein et al. 1988). As for severity, more
women report at least one severe problem than men (84% versus
72%) (Fishbein et al. 1988). Women seem to suffer more often
from problems related to tension and posture, whereas men
report problems that are more related to overuse and strain
(Roset-Llobet, Rosinés-Cubells and Saló-Orfila 2000). This
gender difference may be explained by women’s hand size, joint
laxity, or hypermobility (Guptill and Zaza 2010, Fourie 2010,
Lockwood 1989). It could also be due to their overall smaller
anatomy and the fact that they have less muscle mass (Heinan
2008). That said, Brandfonbrener (2002, 115) emphasizes that
even in men, “laxity of the finger joints represents a significant
risk factor for development of lower-arm, wrist, and hand pain
in musicians.” 5
Age
Researchers studied the relationship between age and injuries in
musicians and found that 49% of musicians and music students
under 25 years old experienced arm and hand pain, a prevalence
much higher than in the older age groups (Warrington, Winspur
and Steinwede 2002). Younger musicians who continue playing
while in pain can eventually develop injuries. In fact, the
prevalence of playing-related injuries in teenagers ranges from
34% to 62% and from 39% to 87% in adults (Zaza 1998). Other
researchers found that, while musicians between 31 and 40 years
old were the most at risk to develop injuries, there should also
be a special focus on musicians between 11 and 20 years old:
“when preparing preventive measures, we should be focusing
not on professionals or students in the higher grades, but on
youngsters in the lower grades, where in addition it is probable
that initiatives are more effective because postural problems and
technical deficiencies are less firmly established” (Roset-Llobet et
al. 2000, 171). As music teachers, age is an important risk factor
to consider because teenagers and young adults experiencing
severe performance-related injuries may eventually be forced to
abandon music if not given appropriate strategies to overcome
their issues effectively.
Instrument types
The prevalence of musculoskeletal problems in musicians
depends on the instrument played and may vary from 62% to
80% (Fourie 2010). String players have the highest prevalence of
injuries related to overuse (Guptill and Zaza 2010, Hopmann and
Reid 1995). Pianists are also highly at risk of developing playingrelated injuries (Furuya et al. 2006). Among music students,
instrument-specific rates of injuries have been established (Cayea
and Manchester 1998), which show that pianists and string
players are considered to be the highly vulnerable (Table 2).

TABLE 2.
INSTRUMENT-SPECIFIC RATES OF
UPPER-EXTREMITY INJURIES IN MUSIC STUDENTS

(adapted from Cayea and Manchester 1998)

Injury rate

Percentage

Instruments

High

12-18%

Piano, Guitar, Harp

Medium

6-11.9%

Bowed string instruments,
Saxophone, Clarinet, Organ,
Flute, Percussion

Low

0-5.9%

Brass instruments, Oboe,
Bassoon

In Ireland, two researchers surveyed 159 pianists in music
schools to learn more about potential causes of injury. In their
sample, 46.3% of participants answered that practice habits were
one of the main causes of injuries (Shields and Dockrell 2000).
Participants also mentioned overuse (39%), posture (39%),
technique (31.7%), fatigue (17%) and stress (9.8%), which is in
accordance with the risk factors reported in Table 1. To decrease
the risk of injuries, pianists should avoid long practice sessions
(i.e. more than four hours daily) (Furuya et al. 2006), advice that
can easily be generalized to all instrumentalists.

3. PREVENTION STRATEGIES
The high prevalence rates found in instrumentalists and young
musicians make it especially important to address how to avoid
injuries. Despite the fact that musicians do not have control
over specific risk factors such as gender and age, changes can be
made regarding some other factors, such as poor technique, bad
posture, practice habits, choice of repertoire, and so forth. The
following section builds on scientific findings to suggest specific
strategies that are later summarized in Table 3.
Warm-ups and Cool-downs
Warm-ups and cool-downs are important to avoid playingrelated issues (Guptill and Zaza 2010, Heinan 2008, Shafer-Cane
2006, Frederickson 2002). In fact, warm-ups, stretching and
even strength training should be done to avoid injuries related to
overuse or misuse (Frederickson 2002). Shafer-Cane (2006, 830831) cautions, however, that one must be careful to stretch only
“when the muscles are warmed up to prevent muscle damage
from a rebound effect that increases hypertonicity.” The warm-up
should thus not only be musical, but physical as well. As for the
cool-down, experts find it prudent to recommend its use to
prevent injuries, though it is not supported by scientific studies
(Guptill and Zaza 2010). For warm-up and cool-down exercises,
most researchers suggest physical stretches, deep breathing,
slow movement exercises, as well as playing long tones, scales,
arpeggios, short pieces, and so forth (Guptill and Zaza 2010,
Heinan 2008, Shafer-Cane 2006).
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Breaks
Incorporating frequent breaks into the practice routine has
been shown to be particularly beneficial to musicians (Guptill
and Zaza 2010, Heinan 2008, Hopmann and Reid 1995,
Horvath 2008). It is also very important to be aware of any pain
or muscle fatigue and to rest when needed (Shafer-Cane 2006).
Shafer-Cane (2006, 830-831) emphasizes that “long practices
should be interrupted by frequent sessions of gentle stretching
and range-of-motion exercises to improve circulation and
relieve fatigue. […] Microbreaks that include range of motion
of the neck and extremities at regular short intervals are
recommended to help improve comfort, reduce pain, and limit
risk of overuse.”
Technique and practice habits
Limiting the length of practice sessions is an important
factor to prevent injuries (Heinan 2008, Furuya et al. 2006),
short daily practices being more effective than long and less
frequent practices (Guptill and Zaza 2010). Using an adequate
technique also helps in reducing muscle tension (Guptill and
Zaza 2010, Fourie 2010, Heinan 2008, Hopmann and Reid
1995). When appropriate, replacing unnecessary repetition
by imagery or mental practice is also suggested (Guptill and
Zaza 2010).
Physical stamina, exercise and fitness
Researchers agree on the importance of improving fitness and
remaining physically fit (Fourie 2010, Horvath 2008). Building
physical stamina, also called physical endurance, is necessary
to prevent injuries (Horvath 2008). In addition, implementing
a regular exercise routine may also contribute to improving
musicians’ general health. As explained by Shafer-Cane, “aerobic
exercise increases peripheral circulation and blood available for
neural nutrition. Endurance training, with free weights, elastic
bands or tubing, or exercise machines, prepares the musician
for long hours of practice and performance, and helps ensure
that the muscles and joints are more than up to the stresses and
strains required” (2006, 830-831). Therefore, instrumentalists
can benefit from well-developed stamina, as it may increase
their ability to perform for longer periods. Musicians playing
large or heavy instruments should note that being physically
fit might help them avoid injuries due to instrument carrying.
Using adequate lifting techniques may be important for those
musicians (Heinan 2008).

Posture
No matter the type of instrument played, using appropriate
posture is essential (Guptill and Zaza 2010, Fourie 2010). An
adequate playing position must include a good posture at the
instrument, both while sitting and standing (Guptill and Zaza
2010). Musicians should also try to reduce static and dynamic
loads while playing (Hopmann and Reid 1995), especially in
order to avoid musculoskeletal injuries. For instance, a clarinet
player could use a neck strap to decrease the weight placed on the
right thumb and therefore, reduce pain.
Hydration
It seems obvious that water intake is essential for wind
instrumentalists, but keeping the body hydrated is beneficial to
all musicians (Horvath 2008). In fact, Mennen (1999, 20) explains
that it “keeps the tissue soft, pliable and promotes lubrification
between tissue planes and structures.” Having enough fluid
intake may not only help in preventing injuries, but also influence
the “level of dexterity required from top musicians” (1999, 20)
because of the effect of a better lubrification and gliding of the
body tissues.
Life habits (Diet, sleep habits)
Every musician should be aware of the impact of healthy life
habits on injury prevention. Learning about performance health
is therefore a first step to undertake in order to prevent injuries.
Researchers suggest avoiding alcohol, caffeine, nicotine and
drugs, and to maintain a balanced and healthy diet (Shafer-Cane
2006, Horvath 2008). Getting adequate sleep is also an important
factor in preventing injuries in musicians (Horvath 2008).
In general, musicians tend to have the unhealthy habit of ignoring
the early onset of physical problems. Shafer-Cane (2006, 827)
explains that “the musician may be unwilling to seek medical
help early, because he or she is concerned that the physician will
require the limitation of practice or performance times, or worse,
instruct the musician to stop playing altogether.” Despite this, it
is strongly suggested to consult a specialist as soon as an injury is
suspected (Fourie 2010, Shafer-Cane 2006).
TABLE 3.
SUMMARY OF PREVENTION STRATEGIES
Warm-up and Cool down
Breaks
Techniques and Practice Habits
Physical Stamina, Exercise and Fitness
Posture
Hydration
Life Habits (Diet, Sleep Habits)

36

FALL / AUTOMNE 2020

•

CANADIAN WINDS

•

VENTS CANADIENS

OUCH, I CAN’T PLAY ANYMORE!
Conclusion
The purpose of this article was to discuss playing-related injuries
that affect musicians, the people at highest risk, the causes of
playing-related injuries, and specific strategies that can be used
to prevent further injuries in the future. As this paper has shown,
many musicians experience symptoms of overuse. An analysis
of the prevalence of injuries in music performers showed that,
depending on gender, instrument played, and age, musicians are
statistically more or less prone to develop injuries throughout
their careers. It is therefore very important to implement adequate
methods of prevention to avoid performance-related injuries.
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routine. This way, maybe a music student who has a particularly
challenging solo at a school concert might actually get to perform
it instead of saying, “Ouch… I can’t play anymore!”

Shields, Nora and Sara Dockrell. 2000. “The Prevalence of Injuries among Pianists
in Music Schools in Ireland.” Medical Problems of Performing Artists 15: 155-160.

Mennen, Ulrich. 1999. “Musculo-skeletal Conditions Affecting the Musician.”
South African Family Practice 21, no. 2: 20-25.
Roset-Llobet, Jome, Dolors Rosinés-Cubells and Josep M. Saló-Orfila. 2000.
“Identification of Risk Factors for Musicians in Catalonia (Spain).” Medical
Problems of Performing Artists 15: 167-174.
Sakai, Naotaka. 2002. “Hand Pain Attributed to Overuse among Professional
Pianists: A study of 200 Cases.” Medical Problems of Performing Artists 17: 178-180.
Shafer-Cane, Gail A. 2006. “Repetitive Stress and Strain Injuries: Preventive
Exercises for the Musician.” Physical Medicine and Rehabilitation Clinics of North
America 17: 827-842.

Verdolini, Katherine and Lorraine O. Ramid. 2001. “Review: Occupational Risks
for Voice Problems.” Logopedics Phoniatrics Vocology 26: 37-46.
Warrington, Joan, Ian Winspur and Daniel Steinwede. 2002. “Upper-extremity
Problems in Musicians Related to Age.” Medical Problems of Performing Artists 17:
131-134.
Zaza, Catherine. 1998. “Playing-related Musculoskeletal Disorders in Musicians:
A Systematic Review of Incidence and Prevalence.” Canadian Medical Association
Journal 158, no. 8: 1019-1025.
ENDNOTES
1

 For more information regarding carpal tunnel syndrome, you may consult
the National Institute of Neurological Disorders and Stroke website at http://
www.ninds.nih.gov/disorders/carpal_tunnel/detail_carpal_tunnel.htm

2

 For more information regarding tendonitis, you may consult the National
Health Service of the United Kingdom at http://www.nhs.uk/conditions/
Tendonitis/Pages/Introduction.aspx

3

 For more information regarding De Quervain’s disease, flexor tenosynovitis,
and extensor tenosynovitis , you may consult the Canadian Centre for
Occupational Health and Safety at http://www.ccohs.ca/oshanswers/diseases/
tendon_disorders.html

4

 For more information regarding dystonias, you may consult the National
Institute of Neurological Disorders and Stroke website at https://www.ninds.
nih.gov/

5

 
For a complete study on joint laxity and arm pain, you may consult
Brandfonbrener, A.C. (2002), Joint Laxity and Arm Pain in a Large Clinical
Sample of Musicians, Medical Problems of Performing Artists, 17, 113-115.
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Online Band - It’s a Thing
Lani Sommers
Several months ago I was invited to write an opinion piece for
Canadian Winds about the labour dispute occurring in Ontario
schools. I started writing in mid-February, when the strike action
was reaching its peak. Back then, I had no idea how we would ever
come to an agreement. I can remember speaking to colleagues and
musing about how the strike could end. I will admit that a global
pandemic was not on my radar! About a month after I started
writing about the strike, all schools in Ontario (across Canada, and
really, the world!) were shuttered and most businesses were closed
until further notice because of COVID-19.
Before this massive shutdown, we were striking for many
important reasons, including resisting increased class sizes and
decreased funding for school programs. The most concerning
and contentious issue for many educators and parents, however,
was implementing mandatory online learning.1 In my article,
I spoke out strongly against this idea. I said, and I quote, “online
band is not a thing.”
Well...
Here we are, and, since mid-March, online band has been a thing.
It has been a thing that music teachers found themselves doing,
not just in Ontario, but across Canada, the United States, and
around the world. We have all done a frantic Google search for
“virtual band” and “can I Zoom a band rehearsal?” We had no
idea how we were going to make it work.
After the initial pandemic shock wore off, I tried to figure out
how I could possibly run my band classes online. This was not
what the students expected when they signed up for band. They
wanted the experience of rehearsing, practicing, and polishing a
piece of music with their friends in the ensemble. They wanted to
feel the exhilaration when, after weeks and months of hard work,
they could perform their music for an actual live audience. No
one signed up to play alone in their bedrooms or to be banished
to the garage; they signed up to make music together.
The biggest challenges in running band class online were access
to instruments and students having a place to practice without
disrupting others in their household. Since the emergency
shutdown occurred just before March break, many students
didn’t take instruments home because they were heading away
on holiday. Some students live in apartment buildings and were
actually asked by their landlords and neighbours not to play
their instruments at all, and others had parents who were also
working from home and needed the house to be quiet for their
own conference calls and meetings.
Band Classes in Ontario
In parts of Ontario we run two types of band courses: there are
day courses that occur as a part of the normal timetable, and

repertoire courses that take place outside of the regular school
day. Both of these are credit courses; they are complementary
and are taken together. This way, students get rudiments, theory,
and more rigorous instrument technical work from the day
course during one semester, and come together in the repertoire
course to play band pieces in a large ensemble throughout the
entire school year.
Instrumental Music Class
Teaching the day course remotely proved to be much easier than
the ensemble course because we could basically do everything
we did in the classroom — except, of course, play together. The
technology isn’t quite there yet. Latency and connectivity issues
make a live, synchronous class a challenge on its own, and trying
to have students play at the same time is currently beyond the
capacity of available technology. It was also helpful that nearly
all the students who had signed up for the day courses had their
instruments at home.
I was able to keep my day course uncomplicated and didn’t
move away from what we did in the regular class. I already used
Google Classroom during the regular school year, and with small
adjustments, I was able to modify what they had been working
on. I modified the design and listed the work by week with clearly
laid-out tasks and due dates. Just like in the regular classroom,
students had method book selections to play, scale tests, theory
lessons, history, and ear training.
I hosted one synchronous class a week where I would engage the
students with their instruments in real time. I would play the
selections from the method book on my flute and the students
would play along while muted. I would ask for individuals to
demonstrate parts one at a time. Students that couldn’t play along
because they lacked instrument access or an appropriate space to
play would either make recordings of their method book work
later, or complete alternative rhythm exercises and fingering
worksheets in lieu of performing.
I taught synchronous theory lessons (with the aid of a fantastic
webcam holder my engineer-husband created out of PVC piping),
and students prepared one scale test a week. Students who were
unable to participate in the live session emailed recordings of
their method book excerpts and could watch the recorded theory
lesson at their leisure. All-in-all, my music class ran in much the
same way as it did in person. It was fairly low-tech —no fancy
websites or logins required— just a web browser and access to a
device to make videos. We would also do a weekly Kahoot and
the winners received Smarties in the mail, which really helped to
keep participation levels high. We could essentially do everything
online except perform together which, as we know, is the best
part of music class.
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ONLINE BAND - IT’S A THING
Full Band — Ask the Composer
The repertoire class was more of a challenge. Since we usually spend
two hours a week performing together, how could we possibly
make this work in an online setting when the technology simply
isn’t possible? This was compounded by the fact that many students
did not have access to their instruments or were unable to play due
to their living arrangements. Online learning across all subject areas
really highlights the inequities of teaching in this manner. For a
variety of reasons, it simply doesn’t work for everyone.
Even with these hurdles to overcome, I had to find a way to make the
course work in this emergency situation. As I was racking my brain
trying to figure out how I could possibly run my band rehearsals, my
colleague who was teaching orchestra gave her ensemble a research
assignment where they learned about the composers of their pieces.
I thought this would be a good activity for my own ensembles to do
while I sorted out what the actual plan was going to be.
Looking through our four pieces, I realized all of the composers
were alive and well, and resided in North America. I had met
two of the composers in person while working in Ontario and
decided I would reach out to see if they might be interested in
meeting virtually with my students for a Q & A.
The first composer I contacted was Cait Nishimura. My students
received the piece “Into the Blue” to work on just before our school
closed. Cait was thrilled to be asked to participate in this initiative and
the students were equally excited to get to “meet” with the composer
of their piece. It was as close to meeting Mozart as they could get!
In order to prepare for the meet, I tasked my students with a
listening and research assignment. For each composer we met
with, they had to learn more about them via their biography and
listen to other pieces by that composer. They also had to write
down three questions they would be interested in asking the
composer. I reviewed the questions and selected about twenty for
the students to ask each composer we met with.
The assignment was a great success. Students really enjoyed finding
out more about the composers and listening to their various
pieces of music. The questions they came up were thoughtful and
interesting; in response, each composer had inspirational ideas to
share with the ensemble. Cait Nishimura spent a lot of time talking
about how she stays motivated and how she comes up with new
ideas. The most memorable part of the meeting was when she held
up her motivational sticky note that said, “Just Try Something.”
The students loved this idea because it could relate to so much
more than just composition and music.
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Each composer brought something different to our talks. Todd
Stalter spent a lot of time talking about marching band and his
love for the Canadian band, Rush. Bill Thomas talked about
various Canadian composers and musicians who inspired his
music, and Carol Brittin-Chambers shared what it was like
teaching university students and what public schools are like in
the southern states.
The composer project really helped give students a more
genuine experience in the online classroom than just researching
the composer. It was so much more meaningful to have a
conversation with an actual person about the music they were
performing together. It helped to create a feeling of connection
when the pandemic made many of us feel so far from each
other and disconnected. It also helped me to branch our classes
off in different ways. I wanted to keep the students who had
instruments in their hands playing. Along with the assistance of
various cell phone and tablet apps that help to create and combine
musical tracks, the students were able to perform parts of their
pieces together even though they were separate. It wasn’t quite as
good as actually playing together, but it at least kept the students
motivated to continue practicing their instruments.
Juggling — It’s good for musicians
I wanted to keep my students engaged after we finished our
month-long composer project. The next thing the band did
was a performance activity that included everyone, even those
without an instrument at home. My colleague had read an
article in The Instrumentalist that outlined the value of teaching
music students to juggle. He was having the senior musicians
work on this skill over a couple of weeks. Juggling connects to
music very naturally. It forces the individual to use both sides of
the brain and much like playing a musical instrument, juggling
helps “with counting and understanding rhythms.” 2 I decided
to do the same activity and along with the help of my ten yearold daughter, we created an instructional video on learning how
to juggle. The students filmed themselves and wrote a reflection
on the process, expressing how they thought juggling could
make them a better musician. Many students turned out to be
really good at it! Others...not so much. They all seemed to have
fun trying it out and it made them get up and get outside (I said
they had to film it outdoors).
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ONLINE BAND - IT’S A THING
Bitmoji Classroom
For the last few assignments, I stepped outside of my technological
comfort zone and created three Bitmoji classrooms for students
to explore. This type of online content is very popular with
elementary educators, but I truly think I am an elementary
teacher at heart and it really appealed to me as well. Essentially,
you create a virtual classroom using your Bitmoji (a cartoon
avatar that looks just like you). You can actually take a photo of
your own classroom and superimpose your Bitmoji character
into the space.

The first Virtual Classroom I created was an exploration of the
music that inspired the composers with whom we met. Students
clicked on the images in the virtual classroom to listen to the
various pieces of music. Their task was to create a playlist based
on the musicians provided by the composers. It was a great
segway from meeting with our composers and it also worked well
because the final assignment was to create a concert program
outlining repertoire for the next school year. Students were
exposed to a large variety of musical listening tasks and they were
getting to know what kind of repertoire they enjoy listening to.

The second Virtual Classroom included a Choice Board where
they could choose a composition task using Google Song Maker,
Found-Instrument Composition Task, Exploring Protest Songs
(this was in relation to the George Floyd Protests occurring that
week), or a performance task. This way, students who didn’t have
an instrument felt like they could still create something along with
their peers and weren’t left out. Every Bitmoji classroom included
a link and image of a muppet (because each week our Google
classroom main page had a new Muppet music video provided by
the students). They seemed to enjoy the silliness of Miss Piggy and
Kermit so I rolled with it; it’s hard to feel glum when Kermit is
singing “Rainbow Connection.” It was amazing how something so
small and silly brought the students so much joy.

The last Bitmoji classroom I created was for their final summative
task. Students were to create a concert program for the following
year with the option to create their own Bitmoji classroom.
I had several students create really fun and engaging Bitmoji
assignments. Just like our online class, many students were sure
to include the Muppets in some form. It was delightful. Many of
them expressed to me through the end of year survey how much
they enjoyed the task and how it gave them a nice diversion from
the monotony of pandemic quarantine life.
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ONLINE BAND - IT’S A THING
Virtual Escape Room
Under “normal” circumstances, I usually end the school year
with an Escape Room. With the help of two colleagues from
Toronto, Sarah Arcand and Andria Kilbride, I was able to create a
Virtual Escape Room for the students to complete. Using Zoom, I
put students into breakout rooms where they worked together on
solving music theory puzzles to escape the “Band Room Google
Form.” I included photos of our music room and rooms in our
school from where they had to escape. I loved how I could just
magically pop into each group’s zoom breakout room to see how
they were doing; they really enjoyed working through the puzzles
together. The winning team again won Smarties, which I mailed
or hand-delivered to the students.

LANI SOMMERS
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Editors’ Note: In early September, Lani emailed to let us know her school cut
eight music classes to accommodate pandemic-related remote learning. She has
lost her position as a music teacher for this year only and has been reassigned
as a Learning Support Teacher. She is still running her flute ensemble
virtually, however. In the spring, the students submitted their small-ensemble
performance to the Kiwanis Music Festival as a multitrack video recording.
They won the Ottawa Flute Association trophy, The Ronald Duck Memorial
scholarship and The Flute Association scholarship for their performance. This
year the ensemble is using the scholarship funds to commission an original
piece of music to perform virtually.

Online Band — It’s a Thing... in an Emergency
I never thought I would ever teach music remotely. I didn’t think
it was something that could work in any way, but over the last
three months of the 2019-20 school year, I found out that it is
possible to make it engaging — at least in the short term. I was
able to create meaningful musical connections for the students by
having them play their instruments, listen to a variety of music,
and learn new skills. It will never, ever be a replacement for an
actual, in-person class. Playing music through a screen is no
substitute for playing together in the music hall, and the students
all expressed how much they miss being in a regular school with
their peers and teachers. Students want to be physically together,
and the learning that happens online is a mere shell of what real
learning is in a brick-and-mortar school. I was able to make it
work, but I, along with the students, long for the time when we
can be together making music in the same room.
ENDNOTES
1

 The Ontario government under Doug Ford had committed, at the time, to
mandate online courses for high school graduation.

2

 Duggan, J. “All Musicians Should Juggle,” The Instrumentalist 64: October 2019
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IN REVIEW / CRITIQUES ET COMPTES-RENDUS

Toronto Chamber Winds. Mozart: Serenade No. 10 in B flat
major, K361 ’Gran Partita.’ 2020, compact disc.
Fraser Jackson

Crystal Records has re-released a 1982 recording of Mozart’s Gran
Partita, K.361 (370a) by the Toronto Chamber Winds, directed
by Winston Webber. Given how easy it is these days to stream any
number of recordings of this piece, all kinds of questions arise
from a re-release like this: does this performance rank with the
best versions out there? Does it make a good reference disc? How
does the audio quality compare to modern technology? In the
interest of full disclosure, I should mention that I’m personally
acquainted with several players on this disc; three of them were
my colleagues in the Toronto Symphony for a number of years.
I had not heard this recording before undertaking to write this
review, however, so I hope you can trust that I approached the
listening with fresh ears. If I offend any friends with my review,
I fortunately have others to fall back on.
Crystal has long filled an important niche in North America.
It is clear from their catalogue that this label is not about fancy
packaging. It is, however, about featuring instruments, ensembles,
and music that is often overlooked by other labels. The artists
represented in the catalogue are almost all American but a few
Canadians have slipped in and Crystal has to be congratulated
for re-issuing this excellent recording that stands up beautifully
to the test of time.
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The Gran Partita might well be the finest piece of wind ensemble
writing that we have but it’s not without its inherent challenges.
The solo clarinet and oboe chairs so often carry the bulk of the
melodic writing that both players have to be particularly poetic to
bring off a great performance. Here, clarinettist James Campbell
does a wonderful job: beautifully modulated, expressive playing
that makes the disc worth having in and of itself. Harry Sargous
on oboe always sounds lovely but sometimes leaves me wishing
for more drama and motion in the phrasing. Mozart’s writing
also leaves a lot of balance issues to be solved, at least on modern
instruments. The four French horns plus bassett horns and
bassoons create a bulky middle that can easily overwhelm unless
treated with the utmost care. Here, the program notes bring
our attention to the fact that this version was done with one
microphone, making this a very honest recording that is, indeed,
reminiscent of many live performances I’ve heard. I can’t help
but wish that more of these balance issues had been solved—
either by the players or by the engineer. Campbell comes through
well, but there are times when Sargous is almost buried and
other moments when bassoonist Christopher Weait’s sweet and
elegant playing is just too distant. Sargous’s playing, in particular,
makes me wonder if the North American oboe sound is really
close enough to what the composer had in mind: over the years,
certain balance issues in the repertoire have made me suspect
that the added brightness and projection of the European oboe
sound is what these composers had in their ears.
While we are on the subject of instrumental timbre and balance,
I hope you’ll grant me a brief diversion into the question of
whether to use contrabassoon in the Gran Partita. The urtext
calls for string bass, of course, and that is, quite correctly,
what is used on this disc. Being a contrabassoonist myself, I’m
convinced that the piece sounds better with contrabassoon:
all thirteen instruments then have similar approaches to
articulation, the blend is better, and it becomes truly a wind
piece. Bass players, of course, point to the passages where
Mozart calls for pizzicato as proof that the contra is a monstrous
sacrilege, but we contra players tend to think that if an excellent
contrabassoon had been available to Mozart in 1784, he would
gladly have written for it. It’s impossible to support this in any
scholarly way, of course, but I take a lot of satisfaction from the
fact that many excellent European recordings of the piece have
replaced the bass with the contrabassoon. I think that a good
contra player playing with taste and delicacy (they exist!) can
make the piece that much more beautiful.
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MOZART: SERENADE NO. 10 IN B FLAT MAJOR, K361 ’GRAN PARTITA.’
Now, whether this Toronto Chamber Winds disc would make
a good reference recording depends on a few factors: is it
musicologically strong? Are there aspects that are way “outside
the box”? Is the playing spirited, dramatic, and accurate? So
often, students these days listen to whatever they can find easily
on YouTube, typically with no idea who the performers are! As
educators, it’s important to direct them towards the sort of highquality listening that might result in high-quality playing. This
performance used an edition of the piece that was new in 1982
and adhered more closely to the urtext than any previous edition.
The editor, Daniel Leeson, found almost eight hundred changes
to the placement and/or intensity of dynamics, in addition to
wrong notes and even changes to the instrumentation of certain
passages. I love the fact that solo lines are ornamented and I
find the ornaments to be tasteful and musical. Tempos, too, are
spot on for the most part. (I prefer the fourth movement a shade
quicker but I can certainly live with this choice.) The playing is
excellent from everyone. The Theme and Variations movement
has some moments of real, giddy delight and the Finale is joyous
and virtuosic, as it should be. There are a few spots in the fifth
movement where I wish they had tried just a few more takes to
get it really tight but these moments are rare and it’s clear that this
recording was made after lengthy rehearsals and at least a few
live performances.

FRASER JACKSON
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instrument performance, jazz and commercial music. He co-founded
two chamber groups, The Caliban Quartet and Musica Franca, whose
recordings on the BIS, ATMA, and MSR Classics labels have some keen
fans who really seem to like their inventive programming, their virtuosity,
and their stylistic variety. Fraser teaches in the summers at the CAMMAC
Festival in Quebec and at Ontario’s Interprovincial Music Camp. Fraser
has arranged over 70 pieces for various ensembles, some of which are
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From a technical standpoint, audiophiles might quibble with
the sound quality. It was done at the end of the analog recording
era using DBX noise reduction. I’m not an audiophile myself,
so I found the quality completely acceptable — that is, until the
first track ended. The dead air between tracks is so quiet that
one can’t help but remark on how noisy the background of each
track actually is. This reminds me of a time about twenty years
ago when I was submitting a mastered recording to a well-known
Scandinavian record executive and he insisted that our engineer
splice some empty studio noise into the spaces between tracks.
At the time, we thought he was barking mad, or at least a bit
too fussy, but this is the first time I’ve understood where he was
coming from. It’s too late to change this recording but if you’re
listening on headphones, you might want to cough or move some
furniture between tracks.
In the end, this is an excellent reference recording to make
available to students or to conductors preparing a performance
of this piece. There are better versions available, certainly. The
recordings by Hogwood on period instruments, and by Sabine
Meyer and Trevor Pinnock on modern instruments are my
favourites. Balance issues are more successfully managed and the
phrasing tends to be more cohesive and more buoyant. But this
version ranks up there with the best, and what’s more, features
Canadian players. How many of us have grown up listening
exclusively to Europeans playing this music as if no one in North
America is up to the task? I can’t think of a better way to motivate
Canadian wind players than to immerse them in a first-rate,
homemade performance of this glorious piece.
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WHAT DO YOU THINK? / QU’EN PENSEZ-VOUS?

’Less is More’: An Approach to Supporting Students
With Special Needs During COVID-19
Daniel Hasznos and Donna Jennings
Music is unifying; it brings people together and creates
community. It offers people an aperture to express feelings
through sound when it may prove challenging to convey meaning
through words. For students in particular, it can be the gateway
to their social existence. The pandemic, however, has forced
education into the circumstance of emergency remote teaching.
As a result, this ever-important gateway has been challenged,
revealing many previously unforeseen issues of diversity, access,
and inclusion.
Given the summer to reflect on the initial shift from in-class
to remote teaching, it has become apparent that, in spite of our
best intentions to deliver the most effective music curriculum,
the most basic needs of our special needs students may have
been compromised. As a result of this quick shift, teachers
scrambled to implement programming that would satisfy or
compensate for in-person instruction. We ask, then, how might
we do better to implement music instruction cognizant of the
needs of all learners in our classrooms? How can we modify, and
in turn deliver, a simplified, yet meaningful music curriculum
that maintains integrity while supporting students with special
needs? Creating simple projects, with only one or two elements,
has proven advantageous in preventing students from becoming
overwhelmed by the magnitude of some assignments. The motto
that has now become the new norm for our approach to teaching
music at our school is Less is More!
Leveling the Playing Field: Accommodations
As pedagogues, we must keep in mind what we have achieved
in leveling the playing field by lessening the inequities between
the haves and have nots in online instruction. More specifically,
the considerations necessary for students with special needs
are two-fold: (1) neutralize barriers and (2) instill a structured
learning management system which encompasses flexibility and
creative expression while meeting essential course requirements.
It has become critically evident that one of the first things lost
through distance learning is the familiarity of a daily routine or
schedule. It is incumbent upon educators to guide all students,
particularly those with special needs, to establish a daily routine
with customized study habits that act as a framework, allowing
them to focus, complete tasks, and build on small increments
of success.
Implementing a variety of student-specific accommodations can
only benefit the student, and in turn allow teachers to be prepared
for unforeseen challenges. The temptation, as teachers, may be
to compensate for the lack of in-person instruction by assigning
musical studies and exercises that may seem to have merit and/
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or seem manageable. However, each student with special needs
has a unique way of learning, processing, comprehending, and
retaining concepts. Interruptions to the normality of routine and
structure amplifies social, emotional, and learning challenges.
Times of elevated stress impact a student’s ability to assimilate new
information with previously acquired knowledge. It is here that
we must seek out ways to be more patient, insightful, and flexible.
For example, the teacher can break down musical exercises/
repertoire selections in a manner that will allow students to focus
on specific technical challenges independently. Students could
isolate different aspects of the exercise by first focusing on the air
flow, followed by finger movement, articulation, and phrasing,
before synthesizing these elements into one final product.
This could provide both students and teachers with a more
constructive pathway moving forward. Specifically, assessing
these skills through individual assignments will allow students to
achieve greater success while accommodating the needs of those
who simply require more time and a different pace to successfully
develop these aptitudes. During the last several months of remote
teaching, it became evident that the most successful approach to
teaching students with special needs was to simplify and clarify
step-by-step instructions for them to follow. Finding ways to
adapt or accommodate the assignment for students means
allowing them to meet the critical objectives.
Technology
In having to play “catch up on a dime,” teachers may have initially
found themselves experimenting with an overwhelming number
of technologies in an effort to provide students the means to
virtually perform, record, collaborate, and develop fundamental
skills. This, in turn, may well have overwhelmed them and stifled
confidence, leaving some students frustrated and disconnected
in their learning. Furthermore, students were expected to use
these unfamiliar technology platforms as the medium whereby
they were evaluated not only on their musical development, but
also on their proficiency in integrating new technology into their
musical pursuits. A further point of exasperation for students was
that they were working in isolation without their peers and under
technological duress. Moving forward, it is important that we,
as teachers, become familiar with available and accessible digital
platforms, software, and applications before implementing them
into our curriculum with expectation of student use. In addition
to the technological disconnect, students often felt pressure as a
result of an increased assignment load by teachers who, with the
purest of intentions, felt obligated to uphold the integrity of the
prescribed curriculum. This myriad of circumstances challenges
educators to lessen the overall stress and to do our students
justice during the pandemic.
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Results of Isolation
Through the journey of self-discovery, many adolescents find it
difficult to navigate daily activities. Students rely upon guardian
and teacher support, as well as inspiration from friends, peers,
and like-minded artistic collaborators. Students serve as each
other’s muses, and in our experience, they thrive artistically
when surrounded by friends and peers who fuel their individual
creativity. The pandemic is challenging this support system,
compromising students’ mental, physical, emotional, and
psychological well-being. While engaging in face-to-face music
classes, students have the opportunity to share ideas, experiment,
provide feedback, and receive instantaneous responses and
reactions in ways that have not been possible in online
environments. For security reasons, the use of platforms that
allow for virtual social interactions were limited by our district.
However, over the past months, school boards have recognized
that synchronous learning invites the necessary engagement
needed for all students, especially for the arts and students with
special needs. Google apps, D2L Edmodo, Brightspace, and
Seesaw are just a few of the recently-approved virtual platforms
in our district, which, moving forward, will allow students to
once again collaborate, feel supported, and reclaim opportunities
to be inspired. Students no longer need to feel ambivalent in
terms of expectations; they are no longer working in isolation.
Synchronous learning by its very nature places an onus on both
structure and community building.
The effects of isolation are significantly compounded when we
consider students with special needs in music classes. Prior to the
pandemic, students were afforded opportunities to collaborate faceto-face, play in ensembles, and interact with one another in-person.
Using various synchronous platforms, the effects of isolation will
be significantly diminished. We must be cognizant that regular
daily challenges can be circumvented when familiar forms of
support such as feedback and social interaction are made accessible.
Google platforms, for example, allow students to see each other
and communicate instantaneously as they work collaboratively.
Various audio and video apps also now allow students to work
together creating musical assignments. These foundational
supports prove crucial in allowing students to thrive and achieve
success. Simplifying and lessening the length of the assignments
and providing clear objectives and expectations help all students,
but are especially important for students with special needs.
The Benefits of “Less is More”
We want our instruction to be enjoyable, musical, studentcentered, and filled with creativity and collaboration. This can
be achieved if we avoid plying them with onerous busy work.
By using technology thoughtfully and judiciously, students can
become more engaged in group activities, providing for each
other inspiration, assistance, and feedback. This can also open
the pathway towards creativity where they can curate personal or
collaborative ideas and interests, all while giving them a sense of
empowerment and accomplishment. We have found that short
chamber music assignments, where students collaborate by
creating layered video and audio recordings using apps, such as

Soundtrap and Acapella, parallels the experience, collaboration,
and immediate feedback of a traditional classroom setting. These
innovative and accessible platforms foster connections our
students are longing.
Ultimately, in spite of a teacher’s desire to uphold the integrity
of course expectations/requirements, we must be cautious not
to become overzealous in an effort to maintain the standard
of the curriculum as previously taught. Rather, continuing to
support our students by establishing a structured environment
filled with student-specific accommodations will enable them to
share ideas, thoughts, and opinions. The intention, after all, is to
provide them pathways to build self-image, self-esteem, and selfefficacy. Helping students nurture their love and appreciation for
music will inspire them to use their energy toward creating and
curating music that is meaningful to them. Inevitably, this results
in student musicianship, and fosters a deeper commitment to the
task and to the joy of authentic music-making that will mark a
spirit of musical excellence.

DR. DANIEL HASZNOS

is an active performer, educator, and
conductor. He is currently a lecturer at
the University of Toronto Scarborough,
Department of Arts, Culture and Media
during the 2020-2021 calendar year. He
has taught applied clarinet, chamber
music, and woodwind methods at
Florida State University, was a guest
lecturer with the Federal University of
Santa Catarina’s Chamber Orchestra
in Florianopolis, Brazil, and taught K-12 vocal and instrument music
at various schools in the Toronto Catholic District School Board. His
research includes brass and woodwind pedagogy, innovative instrumental
pedagogy, and music education for students with special needs.
Dr. Hasznos holds degrees from the University of Toronto and Florida
State University.
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is a 28-year veteran of the Toronto
Catholic District School Board, with a
specialist in Special Education, Autism
Spectrum Disorders, and an Honours
English Degree. She has taught in
various alternative educational settings,
piloting programs for at-risk students.
Donna’s passion for teaching and
travelling led to a ten-year summer
teaching position at University College Cork and Trinity University
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Donna holds degrees from Trent University and York University.
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Music Festivals in a COVID-19 World:
Making Lemonade out of Lemons
Neil Yorke-Slader
Sadly, COVID-19 has taken a very heavy toll on many Canadians. It has also taken a massive toll on the music
education system in Canada, particularly with performance-based education. MusicFest Canada was forced
to cancel our May 2020 Nationals in Calgary. Most of the regional spring festivals in Canada were also forced
to cancel, leaving innumerable bands, orchestras, and choirs across the country with no festival performance
opportunities until 2021 at the earliest.

In April 2020, MusicFest
Canada established a
partnership with the
National Arts Centre
Orchestra to try and
mitigate the loss of
opportunity for many of
the students selected
from across the country
for some of our Honour
Ensembles. Under the
direction of Maestro
Alexander Shelley, the
National Arts Centre
Orchestra,
Heritage
Canada, CBC, and Music
Monday presented three
virtual concerts featuring
our students, with online
views in excess of one hundred thousand. Individual members of
the Denis Wick Canadian Wind Orchestra, Woodshed Canadian
Percussion Ensemble, and Thomastik-Infeld Canadian String
Orchestra received two lessons courtesy of the NACO musicians,
and a sectional prior to recording the concerts. The Ellison
Canadian Honour Choir was featured on Music Monday and as
part of Heritage Canada’s Canada Day Celebrations. The concerts
are posted on our website at www.musicfest.ca. We are actively
working with a variety of partners to create similar virtual
experiences for all six of our 2021 Honour Ensembles (Denis
Wick Canadian Wind Orchestra, Woodshed Canadian
Percussion Ensemble, Thomastik-Infeld Canadian String
Orchestra, Conn-Selmer Centerstage Jazz Band, Humber
National Youth Jazz Combo) should we be unable to run them
live in Toronto next May.
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For many elementary and high school music programs, festival
participation is a key element of their educational experience
and a strong motivator for the students involved. MusicFest
Canada has a Canada-wide network of fifty-eight affiliated
festivals that support performance-based music education.
We have been working with our regional festivals since April
2020, brainstorming, sharing expertise, and exploring various
scenarios for spring 2021 regional festivals. We are offering
support to all of our affiliates wishing to offer a virtual festival at
the regional level. We are creating a guide which will include the
minimum equipment specs for ensembles in the classroom, the
minimal equipment for the adjudicators, a step-by-step manual
for software, and a troubleshooting guide. In addition, we will
have our IT volunteer staff available online to help regional
festivals with real-time issues.

Necessity is the Mother of Invention – 3 in 1!

The primary driving force for most new inventions is an urgent
and presenting need. MusicFest Canada’s “3 in 1 Nationals”
will run May 17-21, 2021. All four Divisions (Concert Band,
Orchestra, Instrumental Jazz, and Choral) will be offered. Given
the smaller size and wide range of instrumentation of ensembles
due to COVID-19 restrictions, all existing Nationals invitations
will be expanded to allow teachers to bring whatever type of
ensemble is currently possible for their particular school. All
groups who held an invitation to the 2019 Festival (Calgary) will
be able use that invitation for the 2021 Festival in Toronto.
Schools with a valid invitation in one division (e.g., Concert
Band) will be permitted to register ensembles to participate in
any class and category of that division, and any class and category
of the other divisions (e.g., Orchestra, Jazz, Choral). With a
performance landscape that will likely (hopefully) evolve and
change over the next few months, the deadline to register using
a second-year invitation has been extended to January 15, 2021.
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MusicFest has ensured that all qualifying ensembles can
participate by introducing a new three-platform model:
1.	
Onsite (traditional) Festival: We are continuing with plans

for a traditional onsite festival in Toronto. Since most (if not
all) participating schools would be doing a same-day field
trip, all feature concerts will be offered at lunchtime. Artists
will include the York University Jazz Combo, the Toronto
Symphony Orchestra Chamber Ensemble, The Humber
Experience, and FreePlay.

	For schools impacted by the COVID-19 pandemic that will
not be able to travel to the festival in Toronto — and schools
that historically have been unable to attend the festival due
to travel expenses — this will make MusicFest Nationals
widely accessible. Schools will be able to participate in the
festival virtually in two new ways (for more information go
to www.musicfest.ca and click on “Virtual Festival”):
2.	
Virtual: Ensembles with official invitations can perform

virtually for a panel of adjudicators, followed by a one-hour
clinic.

3.	
Video Recording: Ensembles with official invitations can

submit a video recording, which will be adjudicated by a
panel of adjudicators, and a clinician will arrange for a onehour clinic.

In all three festival options, participating ensembles will receive
digital results; awards will be mailed following the adjudication
and clinic. A copy of the adjudicated performance will also be
made available. All ensemble performances from each of the
three platforms will be streamed during the festival in May.
None of us know how this school year will unfold, and we all
have to be nimble and look for opportunities to promote music
education. Perhaps when we are in a post-COVID world, we
will have added some pedagogical approaches that will make
the long-term view even richer. At MusicFest Canada, we have
been brainstorming, discussing, researching, and working since
mid-March to ensure we can continue to provide meaningful
performance-based activities for students from across Canada,
and can be a support to all school programs as they search for
new ways to involve and motivate their students in these unusual
and challenging times.

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

Designing music tours for groups since 1980
CALL TOLL FREE - 1-800-265-7022
www.ellisontravel.com

British Columbia Band Association

Exeter, ON | London, ON | North Vancouver, BC| Toronto, ON | Ottawa, ON | Halifax, NS
TICO#2392471
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The Genesis of the CWCC/CHCC
Darrin Oehlerking
The COVID-19 pandemic has affected individuals and
organizations around the world. The impact it has had on our
routines and realities will most likely be felt for years to come.
While we all hope that this new way of life is temporary, it has
caused everyone to rethink and reassess priorities, strategies
and processes, both personally and professionally. In doing so,
new initiatives have emerged to address the short-term effects of
this pandemic.
Rahm Emanuel, Chief of Staff to former US President Barack
Obama, was once quoted as saying “Never waste a crisis.” That
simple yet profound statement rings very true today. While we
address the short-term and very serious effects of this pandemic,
we as individuals, and indeed as a collective, have an opportunity
to improve ourselves and support those around us. It was this
desire to strengthen our wind band community that led to
the creation of a new organization for post-secondary wind
conductors: the Collegiate Wind Conductors of Canada/Chefs
d’harmonie collégiaux du Canada (CWCC/CHCC).
When it became clear in March 2020 that the coronavirus
pandemic was not going to be a short-term event, Bill Brennan
(Memorial), Mark Hopkins (Acadia), Gillian Mackay (Toronto),
Colleen Richardson (Western), Jacquie Dawson (Manitoba), Jason
Caslor (Arizona State) and Darrin Oehlerking (Saskatchewan)
met via video conference to discuss their individual situations.
The inaugural gathering was meant to be a quick sharing session
of ideas in hopes of helping each other move forward from the
large slate of cancelled musical activities — albeit with a healthy
dose of commiserating.
It quickly became clear that our colleagues, including those
working in the United States, were facing the same dilemma: how
do we create meaningful collaborations in this new virtual reality?
How do we maintain relevance in the face of a pandemic? How
do we advocate for ourselves, our colleagues, and our students?
We concluded that a pan-Canadian meeting was needed as a
vehicle for discussion, support and collegiality.
The first video conference dedicated to the new realities of postsecondary wind band activities during COVID-19 was held on
May 1, 2020. Thirty-four participants from all ten Canadian
provinces, as well as five states in the US, took part in the
proceedings. The intentionally unstructured agenda allowed for
topics ranging from learning outcomes, to meaningful musical
activities, to successful implementation of technology, to simply
sharing what was being done at our individual institutions.
Those in attendance at this first meeting were appreciative of the
opportunity to connect with friends and colleagues who could
speak to their unique and specific field of wind band conducting.
It was akin to another Canadian reception at the Midwest Clinic
(this time without the loud musical duo at Kitty O’Shea’s). There
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was a sense of something special being developed after this first
meeting, and the collective decided that subsequent meetings
were important to maintain this new connectivity and forward
momentum.
Additional meetings were scheduled, and the invite list
continued to expand. All-in-all, over fifty post-secondary wind
band conductors and instructors participated at one time or
another in five separate meetings. The sense of collegiality and
momentum were so positive that sub-groups formed out of
the larger collective to discuss two specific streams of study –
Conducting and Music Education (led by Rob Taylor and Wendy
McCallum, respectively). Canada’s university and collegiate wind
conducting community were certainly doing their best to not
waste this particular crisis.
As the pandemic evolved, as provinces began to re-open, and as
institutions began releasing plans for the resumption of in-person
classes and activities, it was decided by the collective to seriously
discuss coordinating this incredibly impressive brain trust into a
more formal organization. A sub-committee of Steven Capaldo
(Victoria), Angela Schroeder (Alberta), Jessica Kun (Wilfred
Laurier), Mark Hopkins, and Darrin Oehlerking met to discuss
what the organization could possibly look like.
This is not the first time such a group has been attempted.
Collegiate wind band directors in Canada have frequently
recognized the benefits of such an organization, and have even
met in person a few times to try to create a unifying focus. The
most recent and impressive attempt was spearheaded by Brent
Ghiglione (Regina), supported in part by the Canadian Band
Association. In May 2015, band directors met in Toronto to
discuss a myriad of topics, with some directors meeting again at
the 2017 Midwest Clinic in Chicago. Unfortunately, the ambitious
plans and initial enthusiasm were set aside as individuals were
drawn back into their own incredibly busy schedules.
While one hesitates to irresponsibly claim that something
“positive” can be drawn from such a sad and disruptive
event, this pandemic has ultimately caused us to rethink and
re-evaluate priorities. Our own personal health and well-being
(physical and emotional), our professional engagement, and our
consideration and service to ourselves as well as our local and
global communities have emerged as topics at the forefront of our
everyday activities and conversations. It is this sense of service
and support that the CWCC/CHCC is attempting to formalize.
The group is currently conceived as a collegiate community
that can address and discuss topics specific to post-secondary
wind band directors. These include (but are not limited to):
high-level wind band repertoire and commissioning projects;
research topics that are beneficial and align with interests across
Canada and beyond; best practices for providing meaningful
and worthwhile experience during and after the COVID-19
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THE GENESIS OF THE CWCC/CHCC
pandemic; sharing strategies and best practices for teaching
subjects such as conducting, music education, wind repertoire
and large and small ensembles.
Membership is currently open to any Canadian citizen or
permanent resident teaching at a post-secondary institution. We
ask that anyone who would like to be associated with the group
be a member in good standing of any provincial band chapter
of the CBA. It is important to note that the Canadian Band
Association has generously offered to host the CWCC/CHCC on
their website.
The CWCC/CHCC is not meant to be a replacement or a parallel
to organizations such as the College Band Directors National
Association (CBDNA). Nor is it an attempt to pull university
conductors away from their local band and music education
chapters (which in turn would take them away from opportunities
to collaborate with the Canadian Band Association). Finally, this
is not meant to be an elitist organization; the ivory tower does
not exist for this group. Instead, the collective is designed to
support each other across the country (and our Canadian friends
abroad), in hopes that we can improve our understanding of the
Canadian musical landscape and better approach opportunities
that are unique to the post-secondary environment.

DARRIN
OEHLERKING

is Director of Bands and associate
professor of music at the University of
Saskatchewan, where he conducts the
Wind Orchestra and teaches courses in
conducting, wind literature, and music
education. His recent research and
scholarly activity includes advocacy of
important Canadian composers such
as Charles O’Neill, J.J. Gagnier and
Richard Hayward. In 2019, Eighth Note
Publications released his arrangement
of O’Neill’s Royal Canadian Mounted Police Regimental March for band.
Another O’Neill arrangement, entitled Souvenir de Quebec, was released
in the Spring of 2020. Dr. Oehlerking is Past-President of the Canadian
Band Association, Past-President of the Saskatchewan Band Association,
and is a Yamaha Artist/Educator. He has conducted and presented research
across Canada, as well as in the United States, the United Kingdom,
Germany, Switzerland, and the Netherlands. In the Spring of 2021 he will
serve as Conductor of Canada’s National Youth Band.

At the time of writing, news related to the pandemic and how
it affects all aspects of day-to-day lives in Canada is fast-paced
and ever-changing. We have the responsibility to ourselves, our
families, our colleagues, our students, and our audiences, to
proceed safely, cautiously, and with the best information possible
at the time. It is the hope that everyone involved with the CWCC/
CHCC can help develop, process, synthesize, and distribute the
information as they need to, in order to get back to the ultimate
goal: engaging in meaningful, in-person musical experiences.
We will ultimately achieve this goal by being our best selves, not
necessarily for us as individuals, but for the larger community
where we live, work and create.
On behalf of the members of the new CWCC/CHCC, we look
forward to moving forward, and to not wasting this, or any future
crisis, that may test our resolve.
Respectfully submitted,
Darrin Oehlerking
University of Saskatchewan
Past-President, Canadian Band Association
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SUBMISSION GUIDELINES / DIRECTIVES DE RÉDACTION
Submissions

Propositions d’articles

 Fall Issue deadline for authors:
 Spring Issue deadline for authors:

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.

August 10
January 10

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.

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.

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:

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.

• 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.

• 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 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.

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.

In our next issue / Dans le prochain numéro...
Vol. 19, No. 2, Spring / printemps 2021

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

• Glass Winds: Breaking the Musical Glass Ceiling

Traductrice : Audrey-Kristel Barbeau, PhD (UQÀM)

• Music Education and ‘The Big Land’: Teaching in Isolated
and Remote Communities in Labrador
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