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the prelude

Leslie Linton

editorial

The cover photo of this journal features Dr. Susan O’Neill (Simon
Fraser University). In July 2018, she became President of the In-
ternational Society for Music Education (ISME) at the World
Conference in Baku, Azerbaijan. This is a tremendously signifi-
cant and well-deserved achievement. Not only is Dr. O’Neill an
internationally recognized scholar, distinguished educator, and
prominent researcher, but also a dedicated CMEA member hav-
ing served in various roles such as the Senior Editor of the bien-
nial book series. There has not been a Canadian president of
ISME since Arnold Walter, in 1953. On behalf of all Canadian
music educators, Congratulations Dr. O’Neill!. We are so proud
of you, delighted that you represent Canada, and are reassured
knowing that the future of music education is in excellent hands. 

Congratulations also to Dr. Roger Mantie (University
of Toronto) and Dr. Patrick Schmidt (Western University) on
their appointments as Board Members of ISME. There are 12
Board Members, which makes this current Canadian represen-
tation quite remarkable. For more information please visit
ISME’s website at www.isme.org.

At the ISME conference, Dr. Lee Willingham invited
Canadian attendees to write about their experiences, thoughts,
and reflections. This collaborative piece reflects the excitement,
learning experiences, and cultural exchanges that embody the
purpose and and vision of ISME's World Conferences. The au-
thors included in this article are; Lee Willingham, Mary Kelly,
Susan O’Neill, Patrick Schmidt, Roger Mantie, Cathy Benedict,
Benjamin Bolden, Andrea Creech, Alison Lublink, Shahriyar
Jamshidi, Adam Patrick Bell, Glen Carruthers & Julia Brook.

The winning essay in the 2017 Pat Shand Essay Con-
test is included in this issue. Congratulations to author Laura
Benjamins, who writes about the social mobility of immigrant
families. She focuses on the various roles that provide music ed-
ucators opportunities to assist their students and families in the
process of acculturation and integration. 

Congratulations to Dr. Bernie Andrews on receiving
the Fred L. Bartlett Memorial Award for Outstanding Service
to Public Education! He was presented with this award in July,
2018 in Ottawa, Ontario. 

On a sad note, we are deeply sorry to say goodbye to
CMEA Past President Allan Anderson. Dr. Betty Hanley and for-
mer student Michale Mikulin have both written lovely tributes
in his memory. Our thoughts are with Mr. Anderson’s family and
friends at this difficult time.

Doug Friesen, Anais Kelsey-Verdecchia, and Adriana Ro-

drigues visited the home of R. Murray Schafer and his wife Elenor
James. They have each written a personal reflection on their visit,
their memories of Schafer’s teachings, and how he has influenced
their own pedagogies. The CMEA is grateful for the generosity of
Mrs. James for permitting the authors to share their experiences,
personal photographs, and Mr. Schafer’s work with the journal.

In the peer review section, Melissa Cole offers an inter-
esting perspective on an overlooked area in music education re-
search. In her paper, Ms. Cole acknowledges the important role
of Educational Assistants in the music classroom, and expands
upon the potential engagement they may experience, a result of
more direct involvement during music class. She provides ways of
creating and maintaining a collaborative relationship, one which
proves to be extremely beneficial for students and their teacher.

Melissa Morgan writes about school musicals, and pro-
vides valuable information on how to plan, prepare, and execute
these monumental tasks. With a month-by-month check list,
along with suggested musicals and even links to licensing com-
panies, her suggestions for musicals will ensure that you will
have a ‘wonderful experience’ with yours!

Substance Use Disorder in adolescents and young
adults is a large concern in Canada, according to Dr. Amy
Clements-Cortes. Music is an integral of part of the lives of
youth, and Dr. Clements-Cortes suggests that the strength of this
connection may provide an opportunity for music therapists to
assist in the recovery when typical therapies are not successful.

Steve Giddings is the author of a new music-makers
column on Popular Music Education. Mr. Giddings is the author
of, “Rock Coach: A Practical Guide for Teaching Rock Bands in
Schools” (Steve’s music room publishing, 2017) which is avail-
able on Amazon in digital and print format. He has extensive ex-
perience teaching popular music education/informal learning.
Mr. Giddings understands and addresses the concerns of tradi-
tionally trained music teachers who attempt to teach using un-
familiar instruments, unfamiliar pedagogy, and perhaps even
unfamiliar music. His first article features an excellent chart that
lists activities for both the teacher and student. He not only de-
scribes the ways in which popular musicians learn, but also states
that popular music education is, “only sustainable and useful if
taught in an authentic and relevant way.” Welcome Steve!

Happy Teaching Everyone!

Leslie
2 |  CANADIAN MUSIC EDUCATOR
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president’s message

Happy New Year fellow music educators! The rest of the world
may think January is the start of the new year but teachers all
know it is really September. For some of us, it is a return to a job
we love in a school we know and a chance to reconnect with our
student musicians. For others, it is an exciting, nerve-wracking
first day in a new school, building new relationships with stu-
dents we have yet to meet. Or you could be on either end of the
education spectrum: as a student eager to learn so you can have
your own classroom, or an educator that has finished a long ca-
reer and is enjoying retirement. Wherever you are on the edu-
cation pathway, September is always a new start.

The CMEA/Acme is here to support you throughout
the year. The Journal has articles that appeal to all levels of
music educators with articles that are both academic in nature
as well as practical for the classroom teacher. If you are on so-
cial media, follow us on Facebook and Twitter for posts that
are both fun and informative. We also support university stu-
dents through essay writing competitions and with Student
Chapters at several universities. And the CMEA is respected
around the world with our book series. Our most recent publi-
cation, “21st Century Music Education” is available through
Amazon and Google Books. Find out more information on our
website www.cmea.ca.

This fall we will also be supporting music educators
on the east coast with our first regional conference. The Atlantic
Regional Conference will be held on October 26 and 27, 2018
in Charlottetown, PEI. This is a great opportunity for CMEA
members to take part in a larger conference and participate in
many high-quality workshops. Watch the website for registra-
tion information!

If you aren’t close to Charlottetown, all of our provin-
cial partners have a fall conference. For me, this is my once a
year professional development session. Time to talk the same
language with fellow music teachers, learn new and different
teaching methods, have the time to reflect on my practice, hear
great performing ensembles and shop at the many corporate
partners, and a chance to reconnect with old friends that I see
once a year. If you aren’t sure if your provincial conference is
worth it, I can reassure you that it is probably going to be the
most uplifting and rewarding time of the year!

As you enjoy the last few days of summer, and as you
prepare for whatever September might bring for you, I thank
you for being a part of our CMEA family. Happy New Year!

Sincerely,

Helen
Helen Coker
CMEA/Acme President
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Helen Coker

Canadian Music Educators’ Association 

Awards for Educators

Have you heard about the awards available through the 

Canadian Music Educators Association for its members?

There are awards available in the following categories:

Professional Awards 

Jubilate Award of Merit (awarded annually)

Honorary Life Member Award (awarded annually)

Builder’s Award (awarded annually through nominations 

made by provincial music educators associations)

Builder’s Award for New Teachers

Builder’s Award for Teachers

Excellence Awards

Excellence in Leadership (awarded annually)

Excellence in Innovation (awarded annually)

Excellence in Collaboration (awarded annually)

For more information on these awards, the criteria for 

applying, and to submit nominations, see the CMEA 

website, under Programs.  www.cmea.ca
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Abstract – This paper examines music’s role in the integration
and upward social mobility of immigrant families. Immigrant
parents often strive for a positive future for their children when
entering a new culture and society, such as Canada (Ichou,
Oberti, & Waine, 2014). Music education’s potential use as a
tool for social mobility and integration is examined with refer-
ence to Bourdieu’s concept of capital, Yosso’s (2005) theory of
community cultural wealth, and Lareau’s (2003) concepts of
childrearing. The important role that music educators play in
the lives of immigrant students in developing their musical cul-
tural capital is emphasized along with the encouragement of
open awareness of the culture of social mobility in immigrant
families. Possible negative aspects of using music education as a
tool for social mobility are discussed, with a further recom-
mendation for educators to incorporate a more inclusive school
music curriculum within Canada.

During recent decades, rapid demographic changes have taken
place in Canada with increased numbers of immigrants entering
the country (Boyd, 2011). These immigrant families face exten-
sive difficulties entering a new society such as learning a new
language, adjusting to new cultural norms, and transferring ed-
ucational credentials. Research shows how music often serves as
a constructing element in the formation of individual and col-
lective identity for immigrant students. Music can be used as a
vehicle for preserving homeland memories and unity among stu-
dents (Karlsen, 2013) which music educators have a crucial role
in helping to develop. Music can help immigrant families adjust
to their new society and culture, collectively engage with other
immigrant families, and can be used as a tool to advance in
North American society.

Immigrant parents engage in social mobility as they strive
to create a more positive future for their children in North
America. Using music as a tool for ‘class remobility’- efforts to
regain their homeland social class position - and social integra-
tion (Hofvander Trulsson, 2015), immigrant parents tend to
have high educational aspirations for their children (Ichou,
Oberti, & Waine, 2014). Borjas (2006) provides a clear defini-
tion of social mobility in immigrant families:

From a broad perspective, social mobility in immigrant
households includes the cultural adaptation that im-
migrants and their children make to their new envi-
ronment, their adoption of social norms and attitudes
that may differ widely from those in their home coun-
tries, and their accumulation of ‘human capital in-

vestments,’ such as education, language skills, and ge-
ographic relocation, which improve their economic
status in their new country. (p. 57)
This paper seeks to investigate how music education com-

bined with an immigrant’s community cultural wealth (Yosso,
2005) and concerted cultivation parenting techniques (Lareau,
2003) can lead to class remobility. Concerted cultivation par-
enting techniques can be understood as a type of “intervention-
ist” parenting, where parents intentionally “plan strategies for
the cultivation of their children” (Vincent & Maxwell, 2016, p.
272), treating them as a “developmental project” (Irwin & Elley,
2011, p. 481). Lareau’s (2003) theory of middle class, concerted
cultivation parenting can arguably be displayed through the in-
tentional, involved parenting evident in immigrant families
(Ichou, Oberti, & Waine, 2014). Lu’s (2013) study emphasizes
the importance of immigrant communities working together to
increase cultural wealth and upward mobility, according to
Yosso’s (2005) theory of community cultural wealth. These the-
ories, combined with Hofvander Trulsson’s (2015) research can
be fitted together to understand how music can be used as a tool
to class remobility and greater levels of upward social mobility.
Similar to Hofvander Trulsson’s findings in Sweden, it can be
argued that music education involving Western classical music
can be used as a tool to channel immigrant children and their
families toward greater academic achievement and social mo-
bility in Canadian society. 

Immigrants and the Culture of Mobility
To make economic or social gains, many immigrants must leave
some of their native habits and cultural characteristics and
cleave to new attributes that signify higher chances of success in
the North American economy (Borjas, 2006). Lu (2013) de-
scribes a minority culture of mobility to be one where minori-
ties must develop sets of tools and strategies to apply in
managing the problems of interracial and inter-class relations
that they may face. Immigrant families learn over time how to
use these tools and strategies, combined with their knowledge,
to their advantage. 

Downward social mobility is a reality for many immi-
grants who have lost cultural, social, and economic capital when
leaving the country of origin (Hofvander Trulsson, 2010). Much
motivation is required when entering a new culture and there
are considerable adaptations required in terms of new customs
and cultural norms. The lack of economic or social success some
may experience in a new culture does not correlate to immi-

Immigrant Families, Music Education, 
and Social Mobility in Canada
First Place Winner – Laura Benjamins
Faculty Advisor – Dr. Ruth Wright, Western University

canadian music in education / éducation musicale canadienne
Pat Shand Canadian Music in Education Essay Contest 
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grants being unmotivated or lacking in effort. Immigrants often
have the skills to thrive in Canadian society, but their credentials
obtained in another country are often not recognized by Cana-
dian employers (Grant, Abrams, Robertson, & Garay, 2015).
Many disadvantages are present and downward social mobility
can be humiliating in front of children, relatives, and friends.
While upward social mobility can bring with it new possibilities
for ownership, status symbols, adoption of new opinions on so-
ciety, music tastes, and individuality, downward social mobility
can quickly bring with it a loss of self-confidence, lower stan-
dards of living, changing consumption habits, and fewer em-
ployment possibilities (Hofvander Trulsson, 2010). 

Even though immigrant parents often face substantial
societal disadvantages in their new cultures, studies indicate that
they are often more involved in the education of their children
than non-immigrant parents. Ichou et al. (2014) conducted a
survey of four working-class suburban high schools to measure
the relationship of immigrant families with the school system.
Findings indicated that immigrant parents tended to make
greater use of local educational support than non-immigrant
parents, they had relatively higher educational aspirations for
their children, and were more likely to ask for educational sup-
port. Furthermore, many immigrant parents had a more ad-
vanced level of education, such as a doctorate degree, than
non-immigrant parents (Ichou et al., 2014). These results may
indicate a reason for high levels of immigrant parental involve-
ment in the education system. If immigrant parents themselves
have prestigious degrees that are not recognized in Canada, it is
only logical that they would encourage their children to obtain
high degrees and strive for social mobility.

Lareau (2003), a dynamic sociologist who is exten-
sively involved in studying social class and its effects on children,
developed the terms ‘concerted cultivation’ and ‘natural growth’
in reference to two different social class-based methods of chil-
drearing. Lareau argues that middle-class parents who engage in
a childrearing pattern of concerted cultivation “deliberately try
to stimulate their children’s development and foster their cogni-
tive and social skills” (Lareau, 2003, p. 5). Her concept of con-
certed cultivation childrearing can be related to immigrant
parents such as those in Wang’s (2008) study that looked at Chi-
nese immigrants’ home-school relations in the United States.
They value academic success, hard work, and diligence, and their
intentional methods of parenting combined with high educa-
tional aspirations for their children may indicate their adoption
of Lareau’s concerted cultivation method of childrearing rather

than the working class approach of natural growth. It is perhaps
this adoption of the concerted cultivation method of parenting,
which could provide a driving force behind the upward mobil-
ity of children of immigrants (Kasinitz, 2008). 

Throughout my teaching in both the private and pub-
lic education systems, I have often noticed how intentional and
involved immigrant parents were in the education of their chil-
dren. Even with barriers such as language and unawareness of
cultural norms at times, immigrant parents appeared to want to
be very involved and engaged in open communication with the
educator. In my observations, immigrant parents tended to be
very interested in their child’s academic achievement and how
they were adjusting to the new classroom environment. Re-
gardless of how much parents themselves may be struggling,
these parents constantly put their children first, wanting to help
create a better life for them in the new culture. Hofvander Truls-
son (2015) explains this concept as intergenerational mobility,
the changing levels of social mobility between generations, par-
ents and children. Although parents may be disadvantaged as
they enter a new culture, changing levels of social mobility can
occur for their children. These parents recognize the degree of
equal opportunity in life’s stages and understand that motiva-
tion developed in childhood can successfully be carried into later
life (Hofvander Trulsson, 2015). Immigrant parents encourage
the development of talent and motivation and, therefore, are ex-
cited to be part of their children’s education. The culture of mo-
bility is an inescapable reality for immigrant families. Parents
will do all that they can to ensure the possibility of upward mo-
bility in Canadian culture. They choose to attach themselves to
new attributes or characteristics that will help them thrive in
this economy (Borjas, 2006). Using Bourdieu’s terms, education
is often used as a tool for reconstructing cultural and social cap-
ital lost in the move from one culture to another (Hofvander
Trulsson, 2015). 

Bourdieu’s Cultural Theory, Community Cultural Wealth, 
and Music Education
Bourdieu’s cultural theory, originating in his Theory of Practice
(1977) consists of three key concepts: capital, habitus, and field.
The four forms of capital- cultural, social, economic, and sym-
bolic, are seen as resources capable of accumulation and ex-
change significant in the understanding of identities of class, as
well as the understanding of the structural relationship between
individuals and society (Hofvander Trulsson, 2015). The con-
cept of habitus can explain how cultural capital is reflected in or
central to one’s identity. Hofvander Trulsson (2015) writes that
language, culture, religion, and music can greatly contribute to
the formation of one’s identity, or habitus in accordance with
Bourdieu’s theory. Bourdieu’s concepts of field and location in-
dicate how capital and habitus position the family within the
social arena and also how “different societal groups fight to in-
fluence family norms” (Hofvander Trulsson, 2015, p. 32). Bour-
dieu’s concepts of habitus, field, and capital are all reflected in
his interest in social inequality and how individuals are social-
ized differently according to their social location.  

Cultural capital can be interpreted in a variety of ways,
including its support of the notion that immigrant families have
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an array of cultural knowledge, skills, abilities, and contacts that
can be an advantage to them in society (Yosso, 2005). Yosso
(2005) critiques the common understanding of Bourdieu’s the-
ory that students of colour come into the classroom with cul-
tural deficiencies. Immigrant families may face more
disadvantages than born-Canadians, but they are able to use
‘community cultural wealth’, specifically music lessons for some,
as a form of cultural wealth, to gain cultural capital and there-
fore engage in social mobility. Community cultural wealth con-
sists of an “attempt to shift cultural capital analyses of social
mobility from an individual to a social level” (Lu, 2013, p. 308).
While contradicting the traditional Bourdieusian concept that
cultural capital is only an “individual determinant inherited
from the family” (Lu, 2013, p. 305), Lu emphasizes the impor-
tance of collective agency in the accumulation and creation of
cultural capital. His study focuses on how community-based
music schools develop a cultural strategy and use elite cultural
capital in Western classical music to guide Chinese immigrants
in their application and enrollment in prestigious colleges. Lu’s
work helps make us aware that music lessons are also a tool
that can be included within the community cultural wealth
available to immigrant families and may be used to develop cul-
tural capital and encourage upward social mobility. 

Music as a Means to Afford Social Mobility
Bourdieu’s concept of cultural capital assumes that particular
cultural knowledge holds power. As evident in Bourdieu and
Lareau’s writings, white, middle-class families tend to hold a
type of elite cultural capital that permits them to accumulate
specific forms of knowledge, skills, and abilities which are par-
ticularly valued by our society (Yosso, 2005). In our North
American society, it can be argued that certain types of knowl-
edge are valued over others, and to gain social mobility and
move up in society, one must possess certain knowledge forms.
Although immigrant children tend to be at a disadvantage when
entering Canadian society, current research indicates that im-
migrant families are using different tools, such as private music
lessons, to help place their children on the right track for up-
ward social mobility (Lu, 2013). 

As discussed above, music can be used more often as
a tool for ‘class remobility’ and social control or integration
(Hofvander Trulsson, 2015). With the help of intentional, in-
volved parents who strive for better futures for their children,
immigrant children are using a Western classical music infras-
tructure to pursue class ‘remobility’ and pursue higher Cana-
dian education. Hofvander Trulsson (2005, 2010, 2015)
conducts several studies that investigate immigrant families in
Sweden and their practice of music as a decisive tool for the so-
cial integration of children. Her studies demonstrate how some
minority parents in Sweden make a significant investment in
their children’s future, specifically through such music lessons. It
is also evident however that parents have a large impact on their
children’s levels of discipline, evident in their practicing of music.
Hofvander Trulsson (2010) exemplifies this in her study inves-
tigation that revealed the levels of discipline in many immigrant
children which comes with a cost of significant pressure from
parents and a lack of socialization. Immigrant parents often re-

stricted their children from socializing with friends for the pur-
pose of practicing their musical instrument for three to four
hours a day. These parents spoke of their belief that the music
education available in Swedish society was not challenging their
children enough to reach to their full potential (Hofvander
Trulsson, 2010). Two parents’ statements in particular were
published in Hofvander Trulsson’s (2010) study where they
spoke of restricting their children’s time with friends to week-
ends. It appears from one mother’s explanation that her son is
young and expresses worry that he will not have time to meet
his friends. The mother explains that once her son completes his
practice sufficiently, then he can play with his friends. However,
his practice often takes at least two hours because, as the mother
explains, “His teacher thinks that he could play at a high level,
so more work than normal is needed, not just twenty minutes
per week” (Hofvander Trulsson, 2010, p. 33). The children’s
opinions on their amount of practicing is not clear in the study,
but the study certainly narrates the pressure of performance ev-
ident in these immigrant children’s lives. The children’s social
lives are limited and their parents’ directions are followed in
order to succeed in society. While success in society may result,
one may question if this pressure of performance is too much to
impose on children along with their lack of socialization with
other children.

Lu (2013) conducted a similar study consisting of par-
ticipant-observation fieldwork at a Taiwanese-owned music
school, a local affiliate for the Associated Board of the Royal
Schools of Music (ABRSM), in Flushing, Queens, New York
City. He observed interactions between students, parents, and
teachers, paying careful attention to how information was
transmitted between those networks. When asking various par-
ents about the importance of their children learning music, one
parent responded to Lu emphasizing how important music ed-
ucation is for her child’s education in the United States. An-
other parent highlighted the importance of music credentials
and how music related to his daughter’s academic performance.
A major theme evident in the parents’ responses was their ini-
tiative to make their children pass ABRSM exams. Lu carefully
looks at underlying reasons or motives for using a British music
credential program and why parents express so much interest
in these exams. 

Supplementary music education 

may fill other emotional needs 

for immigrant parents. Music schools,

such as the Mozart Music School in

Lu’s (2013) article, or even other sup-

plementary ethnic-language schools

can be a positive source of community

for immigrant families. 
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Music schools such as the Mozart Music School in-
vestigated in Lu’s (2013) study often use Western classical music
as a tool to help increase social mobility. Chinese immigrant par-
ents believe that obtaining British music credentials will result
in a display of cultural competence in their children. Parents of
long-term students quickly hold on to the belief that British
music credentials signify class status and can assist in elite col-
lege admissions (Lu, 2013). North American prestigious uni-
versities and colleges often look at an applicant’s
well-roundedness, rather than simply their academic scores for
possible admittance to a program. Western classical music is up-
held as an effective sphere within which to obtain music cre-
dentials, therefore indicating the well-roundedness of an
immigrant student. According to Lu (2013), the knowledge of
the hierarchy of college and university rankings is well-known
in North American Chinese communities and music education,
in their minds, is a significant tool in reaching the top of the ed-
ucational hierarchy. 

Lareau’s (2003) concept of ‘concerted cultivation’ par-
enting is strongly evident in families where immigrant parents
are extremely involved and intentional about making sure their
children advance musically. Although I believe parents can act
differently within the ‘concerted cultivation’ realm, it can be ar-
gued that immigrant parents highly invest in private music
lessons as a tool for upward social mobility using particular chil-
drearing techniques. Although immigrant families face countless
disadvantages when entering a new society, the ‘concerted culti-
vation’ parenting techniques employed by some, combined with
involved, invested parents who encourage self-discipline and reg-
ulation especially in private music lessons, has resulted in up-
ward social mobility for many immigrant children in society.

The cost of this process, however, must be addressed as
well. The concerted cultivation approach involving Western clas-
sical music can quickly turn into an assimilationist tactic to sup-
press the cultural heritage of students in favour of hegemonic
Western elite culture. Many children and parents appear to re-
ject their own homeland’s music and pursue the development of
skills in Western classical music. Skills in a variety of other mu-
sics from immigrants’ homelands are unable to be measured or
assessed within a Western art music dominated music education
system. Many elite universities still predominately favour the
traditional genres of music composed for the Western elite:
Western art music. Furthermore, extreme engagement in con-
certed cultivation parenting techniques raises questions con-
cerning healthiness as a parenting strategy (Schiffrin, Godfrey,
Liss, & Erchull, 2015). The outward appearance of immigrants’
upwards social mobility through music may therefore come
with a significant underlying cost.

Perhaps a shift in thinking about musical cultural cap-
ital in North America can occur with a focus on how participa-
tion in musical activities specifically aids immigrant families in
additional ways beyond their upward social mobility. Immi-
grants lose capital on many different levels when moving to a
new place, especially emotionally (Hofvander Trulsson, 2015).
Music’s connection to one’s identity, as well as one’s homeland
can lead to a deep sense of joy and comfort. Hofvander Truls-
son (2015) mentions also how musical activity is sometimes en-

couraged by parents for their children because they themselves
were not able to experience musical activity. Parents may want
children to experience the gift of music beyond the means of so-
cial mobility. Supplementary music education may fill other
emotional needs for immigrant parents. Music schools, such as
the Mozart Music School in Lu’s (2013) article, or even other
supplementary ethnic-language schools can be a positive source
of community for immigrant families. Some of these schools
serve as community centers that meet immigrants’ social and
cultural needs (Zhou & Kim, 2006). Immigrants do not neces-
sarily live in communities where there are other immigrants
from the same homeland. Often schools that provide supple-
mentary education or ethnic organizations greatly aid in the
transition to a new society and culture. The increase of one’s
music cultural capital has benefits beyond its leading to an in-
crease in social mobility.

Music plays a variety of roles in the integration of im-
migrants in their new culture and it is crucial for music educa-
tors to understand both how music can help in the process of
integration, as well as how immigrants often use music for in-
tegration and social mobility. Musical activities can positively
impact the process of acculturation and integration for immi-
grants. Marsh (2012) documents an Australian multi-case study
that investigates the role of music in immigrant children’s lives.
Students at the Freemont Intensive English Centre, where the
study took place, had a large amount of freedom of choice and
collaboration together to decide what types of music they were
going to study. The Freemont Intensive English Centre consisted
of a post-migration educational environment for students. For
some refugees, this was their very first encounter with an edu-
cation system. Students were able to elect to be part of music
and dance activities, where choral singing of popular music and

If immigrant students do not 

seem to want to highlight their 

cultural differences, that is to be 

respected as well. Perhaps using 

examples from a number of different

cultures to highlight key ideas or

themes in a subject area could be 

beneficial when students do not wish

to have attention drawn to them.

Themes of inclusiveness, 

collaboration, and openness to new

ideas need to be expressed more in

Canadian music classes. 
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music from around the world was prevalent along with drum-
ming and band accompaniment. Later hip hop dance classes
began which stimulated lots of interest among the immigrant
students. A recurring theme in music from this education centre
was that music selection for the elective music and dance groups
was constantly evolving and was related to the students’ inter-
ests. The music teacher worked with students who knew how to
play particular instruments or specialized in specific genres to
provide them with performance opportunities. The open-ended
and multicultural nature of the music selection process multi-
plied and more students wanted to contribute to musical col-
laboration (Marsh, 2012). This is a contrasting approach to
concerted cultivation childrearing techniques while still ap-
pearing to consist of some structure and organization within the
students’ interests. Concerted cultivation childrearing techniques
could be expanded in this way, while also leading to musical
collaboration between immigrant students. 

Inclusive musical processes evident in Marsh’s (2012)
study provided both a road for developing feelings of commu-
nity and belonging as well as a sense of trust and cohesiveness.
This study provides a meaningful example for music educators
today. A variety of studies such as Marsh’s (2012) publication
indicate a variety of positive roles that music can have in immi-
grant students’ lives. Although research implies the importance
of music as a tool for social mobility in immigrant families,
music can also be incorporated in the classroom as a tool for
other results. An awareness of how music is used by parents in
a new culture is necessary. Immigrant students who are highly
encouraged to practice piano for hours at home would proba-
bly appreciate a change of setting in music class at school. Music
classes should be an outlet for both immigrant and non-immi-
grant students to openly express themselves. If immigrant stu-
dents wish to highlight their cultural heritage, that can be
incorporated within lessons. But if immigrant students do not
seem to want to highlight their cultural differences, that is to be
respected as well. Perhaps using examples from a number of dif-
ferent cultures to highlight key ideas or themes in a subject area
could be beneficial when students do not wish to have attention
drawn to them. Themes of inclusiveness, collaboration, and
openness to new ideas need to be expressed more in Canadian
music classes. Marsh (2012) points out how repertoire selection
was steadily evolving in her study and was specifically related to
the interests and capacities of students. It is possible that music
educators are not comfortable with additions like Marsh’s
(2012) ideas in their music program. However, changes can be
small and can slowly happen over time.

Implications for Music Educators
Family musical cultural capital can significantly contribute to
the use of music as a tool for upward social mobility and its role
in one’s identity in immigrant families. Some children may come
from families with higher levels of cultural capital in the area of
music (Valenzuela & Codina, 2014). Music in their family may
play a variety of roles including an emotional role, helping
bridge the gap for families from life in their homeland and the
cultural habitus that is formed in one’s upbringing (Hofvander
Trulsson, 2010). Immigrant families may have a difficult time

balancing the two different worlds where they have lived and
are now living. Music can help diminish some of the difficulty
of that task. Music from one’s homeland can strengthen national
identity and stir up feelings and memories (Hofvander Trulsson,
2010). In this way, music can bring communities of immigrants
together and help strengthen community cultural wealth. The
inclusion of various music cultures in music education curricu-
lum can successfully help in the task of transitioning to a new
culture and bring students together (Karlsen, 2013). This pro-
cess may help children in Canadian education systems feel
stronger and more capable to advance academically and move
up socially. Many immigrant parents understand the importance
of music as both cultural capital and as part of their identity, a
connection to their homeland.

As music educators in the school system, we must re-
alize the level of commitment many immigrant parents show to
their children’s musical involvement. Sensitivity to the signifi-
cant role that music may have in their lives is necessary. We need
to find a way to meet the needs and musical interests of as many
students as possible especially because many Canadian students
are not pursuing higher levels of music education. There is noth-
ing wrong with trying to incorporate music from different
homelands of immigrants especially if they feel an emotional
connection to that particular genre of music. 

Karlsen (2013) speaks of the necessity for a multitude
of music cultures to be included as part of the curriculum and
for music to also be used as an act of inclusion, playing an im-
portant role in the inclusive school. Many believe that music
should be a subject area where students feel free to express
themselves and highlight their different backgrounds. Diversity
can openly be celebrated in music selections and performances.
Many students with different backgrounds have high levels of
commitment to music; lack of feelings of adequacy or comfort
should not be limiting us in our music teaching. Karlsen (2013)
refers to J.A. Banks’ suggestions from the Handbook of Re-
search on Multicultural Education where he suggests using ex-
amples and information from several different cultures to
illustrate key principles or concepts within the subject area,

Music can often play a 

constructing role in the formation 

of individual identity and collective

identity between immigrant students,

it can be used as a vehicle for 

homeland memories and unity among

students, and music can help 

immigrant families adjust to their 

culture while collectively engaging

with other immigrant families.
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rather than the conscious inclusion of concepts from immi-
grant’s homelands. He later proposes several subjects in which
it tends to be easier to incorporate various ethnic and cultural
content, including social studies, language arts, and music.
Karlsen (2013) suggests the inclusion of ethnic and cultural con-
tent in music classes through the use of today’s advanced tech-
nology. Instead of teaching information from different cultures
in a Western, ‘white’ way, resources are available online that
may help demonstrate those specific concepts effectively. Sim-
ply by including notations of songs from different cultures, one
cannot accurately represent the world’s musical complexity
(Karlsen, 2013). As evident in research of how music from im-
migrants’ homelands should be incorporated into the music
classroom, there are a variety of ways in which that is possible.
I would argue that it depends on the type of classroom that one
is teaching in, taking into account the backgrounds of the stu-
dents who are present. Some students may not be open or com-
fortable to identify with a particular culture, while other
students may want to endlessly share facts and samples of music
from their homeland. I believe educators need to apply sensi-
tivity to situations, open their eyes to students’ respect and lev-
els of comfort, as well as to be aware of social codes that may
be present in the school system.

Music has a significant role in the construction and re-
flection of one’s identity. Music is often viewed as a “medium
through which identities and frames for action are negotiated”
(Karlsen, 2013, p. 163). Music is not an isolated object but
rather is part of individual and communal positioning, seen as
an essential part of construction when habitus and cultural cap-
ital are developed (Hofvander Trulssen, 2015). Music can serve
a purpose of cohesion among individuals or help create a col-
lective identity. The concept of music’s impact on collective iden-
tity could contribute to Yosso’s (2005) concept of community
cultural wealth. 

This paper demonstrated the many functions or roles
music plays in the lives of immigrants. Music can often play a
constructing role in the formation of individual identity and col-
lective identity between immigrant students, it can be used as a
vehicle for homeland memories and unity among students, and
music can help immigrant families adjust to their culture while
collectively engaging with other immigrant families. The culture
of mobility evident in the lives of immigrants is investigated and
several case studies support the evidence of the increasing num-
ber of immigrant families using music as a tool for social mo-
bility and social integration. Marsh (2012) and Karlsen (2003)
both provide strong models for the integration of music from
other cultures into the classroom. Music being used as a tool
for social mobility has its positive implications, bringing immi-
grant families together and bridging emotional gaps, but also
has many drawbacks as music is not being performed and stud-
ied for music’s sake; rather, music is being used as a tool for a
greater end and comes with a cost.

Written as a challenge for music educators today, I
strive to open up the eyes of individuals to understand how im-
migrant families in Canada, despite the many disadvantages
they may face, are able to use music combined with intentional,
concerted cultivation methods of parenting, to begin a new life

here in North America. While using music as a tool for social
mobility has many benefits, it also comes with a cost. Music ed-
ucators have a responsibility to help students develop their mu-
sical cultural capital and open themselves up to new ways of
conducting a music class that would apply to all children’s back-
grounds. While Western classical music has a significant role in
the culture of mobility among immigrants in Canada, it is my
hope that music educators can focus, rather, on the integration
of immigrants’ cultures and backgrounds within their music
classrooms.  
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in the spotlight

Dr. Bernie Andrews, Professor of Education, University of 

Ottawa, is the 2018 recipient of the Fred L. Bartlett Me-

morial Award presented by the Ontario Public School

Boards’ Association (OPSBA) for outstanding service to

public education. With support from the Ontario and

Canada arts councils, Trillium Foundation and SSHRC,

his research has added a significant number of music com-

positions to the educational repertoire (147 to date). The

findings have contributed to the teaching of music com-

position in schools and post-secondary programs, and

broadened our understanding of the generative processes

of creativity in the arts. The award was presented to Pro-

fessor Andrews on July 22nd, 2018 by Richard Barwell,

Dean of the Faculty of Education, University of Ottawa.

Congratulations!

CMEA Member Dr. Bernie Andrews (left) receiving the Fred L. Bartlett Memorial Award from Dr. Richard Barwell. 

Dr. Bernie Andrews – Recipient of the 
2018 Fred L. Bartlett Memorial Award
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In this contribution to the Canadian Music Educator we pres-
ent a series of personal accounts of participating in the 33rd
World Conference of the International Society for Music Edu-
cation. We have organized these reflections in two sections. The
first section comprises descriptions of experiences of the World
Conference itself, and the second section provides reports of
three preconference seminars.

WORLD CONFERENCE REFLECTIONS
Lee Willingham 
A robust group of Canadian music educators participated in the
33rd World Conference of ISME, July 15-20, 2018 in the fasci-
nating city of Baku, situated on the west coast of the Caspian
Sea. Hosted by the International Organization of Turkic Coun-
tries (TURKSOY), this conference, originally slated to be held in
Istanbul was moved to Baku due to the political tensions that
Turkey is experiencing. The organizing committee from the
Turkish region as well as the hosts in Baku created a conference
experience that was warmly welcoming, well-structured and
paced and diverse in academic and cultural content. 

The theme, “Life’s Journey through Music” was suffi-
ciently broad to include research and workshops from every
imaginable aspect of music education practice. The seven com-
missions and various SIGs boasted presentations and symposia

that truly reflected the evolving cultures and contexts of music
practice globally.

Opening Ceremonies were held in the spacious Hay-
dar Aliyev Palace, a massive concert hall built during the Soviet
occupation. It was a spectacular extravaganza showcase, with
the Azerbaijan State Symphony as the house orchestra. Solos,
choral performances and dances showcased folk music from the
various regions represented in the Turkic countries as well as
some classical masterpieces, including Kabalevsky’s ISME Over-

Canadians at ISME 2018
Report on ISME 2018, Baku, Azerbaijan
33rd World Conference of the International Society for Music Education
“Life’s Journey through Music”
Lee Willingham, Mary Kelly, Susan O’Neill, Patrick Schmidt, Roger Mantie, Cathy Benedict, Benjamin Bolden, 
Andrea Creech, Alison Lublink, Glen Carruthers & Julia Brook

special feature - report on ISME 2018

Canadians at ISME 2018

Baku, Azerbaijan
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ture, excerpts from La Boheme, and a Chopin Polonaise. The
audience highlights were clearly the virtuosic and highly acro-
batic dance numbers showcasing traditional classic dance forms
from the region.

In his opening speech, President Lee Higgins reminded
us of the challenges that this conference presented and encour-
aged the delegates to seize these days together as a chance to be
open and curious; a chance to say “yes” to the diversity and op-
portunities that enrich the experiences of those attending.

The keynote addresses provided a balance of infor-
mation on music education in the Turkic regions and challenges
for ways forward as ISME continues to re-think and re-form its
mandate. Dr. Ahmad Sarmast gave an inspiring, yet heart-
wrenching lecture entitled “Is music a luxury for a post con-
flict nation like Afghanistan?” In this illustrated talk he spoke
of the progress and the setbacks in building an education in-
frastructure that embraced music, both Afghan traditional and
western classical practices. He continues to be a key force in
Afghan education.

Dusen Kaseinov presented a lecture-demonstration on
“Traditional Music Culture and Music Education in Turkic
Countries: Present Status and Problems.” A combination of live
performers from a number of regional countries along with
video-recorded examples gave the audience a glimpse of the
richness and virtuosity of these performance traditions.

Kathryn Deane, past executive director of the U.K.’s
Soundsense organizations address was entitled, “On building a
potting shed.” In her charming, provocative and insightful man-
ner, Ms. Deane posed some challenging questions on how lan-
guage is used to promote the value of music education,
comparing the arts to scientific approaches and concluding that
perhaps the best result is that there is music happening where
before there was none.

Finally, Dr. Gary MacPherson provided an autobio-
graphical perspective on the conference theme, “Life’s Journey
through Music.” He provided an historical overview of policy
and research studies throughout the past several decades and
how ISME has evolved into a reflexive and diverse organization
that strives to serve its membership from all corners of the world.

The presence of Canadian scholars and educator-prac-
tioners was highly evident. Andrea Creech, Patrick Schmidt and
Roger Mantie were conveners of prominent round-table sym-
posia on topics such as Mapping the Musical Lifespan, Policy
perspectives and Leisure and Entertainment. At the Canadian
country meeting, there was a lively discussion on the role of the
national organizations and ISME’s new governance policy (see
President Susan O’Neill’s message). 

It is also exciting for Canada to note that our new
president, Dr. Susan O’Neill (Simon Fraser University), and Dr.
Patrick Schmidt (Western University) are joined by returning
Canadian ex-pat, Dr. Roger Mantie (University of Toronto, Scar-
borough Campus) as ISME board members. To my recollection,
this representation of Canadians is unprecedented. 

As I left Baku on an early Saturday morning flight, I
marveled at the beauty of the city, its European architectural
and street-culture influence combined with an eastern flavour
of the ancient Islamic traditions. Post-modern architectural
wonders of twisted glass and steel dominate the skyline, yet
the core of the city itself resembles very much what one might
find in Paris or Vienna. The various social events that brought
the international delegates together with the more than 100
local participants, such as the president’s reception, the Jazz
SIG’s party at the top of the Hilton and the various jam ses-
sions and live performances added just the right sparkle to a
conference overflowing with new ideas, research findings and
practical strategies.

Bravo to Baku! And, thanks to Canada for maintain-
ing its important role in the work of ISME.

Mary Kelly
Two years ago, I was introduced to the world of ISME when I
attended the Community Music Activity (CMA) Commission,
Pre-Conference Seminar in Scotland in 2016. This was on my
radar, because I was completing my Master’s in Community
Music at the University of Limerick, in Ireland. I returned to
this pre-conference in Tbilisi, Georgia before the main ISME
conference in Azerbaijan. 

As a community musician developing expertise in
various areas, peeking into the world of so many specializa-
tions was a rare opportunity! I met and interacted with a very
wide network of uniquely specialized global music educators.

Opening Ceremonies of ISME 2018

Opening Ceremonies of ISME 2018

MUSICIEN ÉDUCATEUR AU CANADA  |  13

59-3 Insides V5.qxp_Layout 1  2018-09-11  8:40 PM  Page 13CMEA_59-2_BP.pdf Sheet 15/Front 2018/09/13 13:41:45



Here are just a few of the rich topics covered in presentations
and workshops:

•  Policy and practice of lifelong music education
in aging societies (Tuulikki Elisa Laes, et al.)

•  How the arts create social change: Classroom
and community art addressing immigrants and
acculturation (Kyna Nokomis Elliott)

•  Show what you hear -  Dalcroze Eurhythmics
as a tool for listening and musical understand-
ing (Eva Nivbrant Wedin)

•  The Hit Factory Classroom: Making Music
Like Max Martin (Adam Patrick Bell) “It’s all
about the Beats!”: Practical Foundations for
Enriching Student Development through Con-
temporary Music Technology (A. Crooke, E.
Gann)

•  Meaningful adjudication: Developing effective
approaches for judging, evaluations and be-
yond (Jennifer Snow)

•  Reflective Learning Experiences: Using Essen-
tial Questions to Uncover Motivations and Re-
sistances to Learning (Rebeqa Rivers)

Most of the time, as a community music practitioner, I
feel isolated in my work. Not only because of the geographical re-
moteness of the city I live in (Yellowknife), but also because I have
no provincial or national association or institution whose mem-
bership connects me to a team of peers. I am a music educator,
music-facilitator and community builder, working in the com-
munity setting. My work is with local organizations and the pub-
lic. 

However, attending this world conference provided me
with a rich opportunity to network, build relationships, be in-
spired and learn about ideas, organizations, projects and ways
of thinking and approaching my work. I am reminded that, al-
though I do business in a small, remote city in Northern
Canada, I do have a place in a global context of community mu-
sicians, music educators and change makers. 

Susan O’Neill (President – ISME)
First, I would like to draw your attention to an important de-
velopment in ISME’s history that took place during the General
Assembly in Baku. ISME members voted to approve an up-
dated and redefined Constitution and Bylaws for the Society.
Led by Gary McPherson, a dedicated committee worked ex-
tensively for four years to review, renew and clarify ISME’s
Constitution and Bylaws with the aim of preserving and main-
taining the traditional values and vision of ISME, while at the
same time modernizing and enhancing the Society’s ability to
promote the learning and teaching of music for all people and
the professional growth of music educators around the world.
The approval of the new Constitution and Bylaws is an im-
mense step forward for the Society with important transfor-
mations that will include, for example, the promotion of
principles of acceptance, inclusion and diversity, categories of
membership (Individual, Student, Honorary Life) and partner-
ship (Professional, Institutional, Corporate), and a Council of

Professional Associations (CoPA).
I also presented my Biennium plan, which is under-

pinned by the vision of “Making the Work we do Visible.” This
vision will focus the Board’s efforts on improving processes that
generate transparency related to our work within the Society as
well as ensuring that what we value about inclusiveness and
quality music education throughout the world is made visible
through the Society’s activities.

We will focus on five priority areas for the Biennium:
•  Engaging in an extensive consultation process

that will assist in the development of an ISME
6-Year Strategic Plan related to the Society’s
Purpose, Mission and Core Values 

•  Focusing on mentorship for students in higher
education and early career professionals

•  Conducting a review of membership recruit-
ment and retention practices

•  Enhancing sponsorship activities and setting
the groundwork for a Foundation 

•  Preparing for the 34th World Conference in
Helsinki in 2020 with the theme “Visions of
Equity and Diversity”. 

I will keep you updated on these activities over the Bi-
ennium. I invite you to connect, communicate, challenge, ener-
gize, and inspire each other as ISME members and to share your
ideas and the work you are doing at the ISME Regional con-
ferences in 2019. Together, we can “Make the Work we do Vis-
ible” and heighten our efforts to address challenges and embrace
opportunities in the present while also strengthening and en-
riching ISME’s potential for the future.

Patrick Schmidt (Board Member – ISME)
The 33rd ISME World Conference took place in Baku, from July
15th to 20th 2018.  The conference was very successful, attract-
ing 720 participants from near 40 countries, including 100+ par-
ticipants from the Turkish region. While Azerbaijan is over 90%
muslin, it also has a history of secularism. As a historic site within
the famed Silk Road, Baku is also a modern city, European even,
filled with cafes and families strolling the downtown streets until
late in the evening. Baku, then, was perceived—by all accounts

The President’s Reception at ISME 2018
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of those in attendance—to be an inviting, safe, and an open en-
vironment to the conference attendees, in a region of the world
that is often judged from a distance, often with prejudice.

ISME’s mission of engaging and fostering musical and
cultural understanding globally is familiar to those who are
closely involved with the society and regularly attend its world
conferences. Those who have seen first-hand the diversity of
ideas, experiences, and backgrounds that are unique to ISME
events, also understand the importance of holding world con-
ferences in places that go beyond the familiar, particularly by us
living and working in the global north. Those involved in ISME
will also know that the 33rd World Conference was originally
slated for Istanbul, Turkey. They will remember that the transi-
tion into Baku was rather arduous, for in the face of terrorism,
the then board had the difficult task to retain its commitment to
support music education development in the Turkish region,
while offering greater safety to its members. 

The road to Baku was thus not easy. As a board mem-
ber and chair of the conference committee, I have worked closely
with Lee Higgins to address logistical problems that were often
made more complex by the fact that Baku Music Educators had
never hosted and in fact have never participated in an ISME
event. Cultural and organizational challenges were myriad, and
perhaps historic, but they were all carefully addressed leading to
a conference that, while not without faults and missteps, ended
up being vibrant, diverse, intimate and collaborative. 

Outside concerns had also been raised, mostly by col-
leagues in Canada and United States. Perhaps most significant
were those regarding the perceived relationship between the
Azeri Government and the LGBTQ community. I can attest, first
hand, the many and repeated efforts from the ISME leadership
to listen and engage with all of these critiques. I also witnessed,
first hand, the frank and direct manner in which ISME leader-
ship raised membership concerns with ministry officials in Azer-
baijan and how we reached out to members of LGBTQ
community in Baku. All of these efforts aimed at attempting to
live up to our best ethical selves, while at the same time, under-
standing both the importance of being an active voice for di-
versity and equity, and the arduous and slow path toward social
and cultural change. 

I believe that the decision to host the conference in

Baku was the right one. I also believe that my choice to travel
to Baku was right; it was a step toward constructing a vision of
the world as I see it and hope it to be. I also believe that this
was the intention of the 12 board members and the three ISME
presidents, including our own Susan O’Neill. I believe that those
of us in the ISME leadership, as with the 21 delegates from
Canada who were in Baku, chose to trust that openness and
change emerge out of our willingness to work on the ground;
our willingness to be present and to engage with the less than
perfect, and to work, face to face, to continue to make the In-
ternational Society for Music Education worthy of our own
highest ideals. I believe this is precisely what happened in Baku.
I am glad I was there. 

Roger Mantie (Board Member – ISME)
The sights and sounds of Baku, Azerbaijan will stay with me for
a very long time. The conference theme, “Life’s Journey Through
Music,” was evident from the first day of the conference to the
last. The opening concert was a joyous celebration that married
Western orchestral playing (e.g., Kabalevsky) with local ethnic
music and dance. It brilliantly set the tone for the rest of the
week, which was filled with cosmopolitan interactions of east,
west, north, and south. All the keynote speeches were wonder-
ful, but Kathryn Deane’s keynote, “On Building a Potting Shed,”
was, without question, one of the best keynotes I have ever
heard.  The long-time, now-retired, head of Sound Sense, the UK
professional association for community musicians (in the UK,
community musicians are a distinct genre of music facilitators
outside the school system), Deane expertly balanced her passion
for and belief in the value of amateur, grassroots music making
with a critical voice that challenged the music profession to go
beyond exaggerated anecdotal claims for music’s benefits. Music
educators would do well to embrace Deane’s critique, which was
offered with humour and sincerity that reminded us that music’s
inability to achieve wild claims like curing cancer (or in her case,
Parkinson’s) does not diminish its value.

I have a reasonably good grasp of world geography,
but I confess I knew next to nothing about Baku prior to the
ISME conference. I envisioned some combination of Arabian
Nights and Disney’s Aladdin, coupled with stereotypical images
of Muslim terrorists as so often shown in newscasts. What I
found was anything but. The architecture was gripping, with in-
fluences of France, Italy and Germany, coupled with stunning
contemporary buildings reflecting a style aesthetic rarely found
in Canadian cities. As a secular country, burkas and other tra-
ditional local dress were rare, unlike commercial brand names
from the West — which were everywhere! It was essentially like
walking through most major cosmopolitan European cities (or
parts of Toronto or Montreal). Although Azerbaijani is the pri-
mary languages, English was common. (Across the street from
the hotel was the “Baku Flower Shop.”) Contrary to some re-
ports in the media in advance of ISME, I witnessed a good deal
of “friendly” interaction between people. Over the course of the
week, I traveled the streets at all times of day and night. I felt
safe wherever I went, although admittedly that may have re-
flected my white male privilege. There was also an unmistak-

Roger Mantie, Patrick Schmidt, and Glen Carruthers

MUSICIEN ÉDUCATEUR AU CANADA  |  15

59-3 Insides V5.qxp_Layout 1  2018-09-11  8:40 PM  Page 15CMEA_59-2_BP.pdf Sheet 17/Front 2018/09/13 13:41:45



able level of generosity among the Azerbeijani people that was
quite humbling. When I asked one of the young local volunteers
at the conference to help me order food at a restaurant, she at-
tempted to pay for my lunch! I came to learn that this spirit of
hospitality is a widespread cultural value (except in the taxi in-
dustry, but that’s another story). Lastly, I heard amazing exam-
ples of local music making in restaurants, the subway, and other
public spaces. The mixture of traditional and contemporary mu-
sical influences was unlike anything I was used to, and reminded
me of just how inexhaustible is the human capacity for musical
invention. It was a wonderful affirmation of ISME’s decision to
hold the conference in Baku, consistent with the organization’s
mission of “supporting and promoting music education and
music making for all.”

Cathy Benedict
During each ISME world conference time is set aside for Na-
tional/Regional ISME Meetings. Not every country has its own
dedicated meeting time; many countries meet together as a re-
gion. Both Canada and the U.S. however, have their own dedi-
cated space. Two years ago, at the ISME conference in Scotland,
I attended this meeting for the first time as a Canadian. We had
just been in Canada for one year and I remember feeling a bit
of an interloper at the meeting. Clearly, the goal of these meet-
ings is to provide space for music educators who may only have
this biennial chance to connect with each other in their region.
However, I had often felt the U.S. meeting, from my own per-
spective, bordered on the exact nationalistic fervor ISME wishes
to erase. Most certainly not everyone feels this way, but I was al-
ways conscious of the sheer numbers of U.S. representation and
the sense of certainty and assuredness that can only come with
mass gatherings fueled by true believers. In Scotland I attended
both the U.S. and Canada meeting and was struck by a sense of
welcome at the Canadian meeting that in some ways is certainly
brokered by smaller numbers, but also by what felt to be con-
cern, care, and welcoming of difference. 

It was indeed unfortunate that the conference had to
move from Istanbul to Baku, but unfortunate only in the set of
challenges this presented the conference planners. Because ISME
is dedicated to rotating the placing of these conferences through-
out the world, it was important the conference remained in that
region. Placing the conference in Turkey, and subsequently Azer-
baijan, meant many peoples who might not have access to a
conference in the EU or North American would be able to at-
tend, thus bringing greater diversity to the idea of, and educa-
tion in, music. 

Now feeling that I belong more concretely to the
Canadian faction I am called to contemplate the purpose of
ISME and my own purpose of belonging. I am drawn to the idea
of new understandings. I am drawn to the unending act of mak-
ing sense of my place in the world. I attempt to engage with oth-
ers, as Hannah Arendt would ask of us, without preconditions,
without ascribing value. As I sat with my Canadian colleagues,
many who do not know me, or even of me, I was stuck by the
importance of a certain distance created by welcome unfettered
by the true believer ethos. Baku provided a space for the possi-

bility of appearance; a space in which we could each grapple
with presumed ‘otherness’ and who and how we are with oth-
ers. I will be forever grateful for that opportunity and to my
Canadian colleagues. 

Benjamin Bolden
I always look forward to music education conferences. For me,
being amongst a mass of music education colleagues feels like
coming home. The 2018 ISME conference in Baku provided me
a much-needed opportunity to reconnect with the profession
and professionals that I hold dear.

One of the things I found myself particularly enjoying
at this conference was the diversity of music education and ed-
ucators represented. I find I am sometimes limited in my con-
ception of music education, thinking first and foremost about
K-12 schools. And while there was plenty of emphasis on K-12
in Baku, there were also opportunities to learn about music ed-
ucation throughout the lifespan, including music learning in
early childhood, higher education, and for older adults.  There
were conference presentations and participants that focused on
music learning in schools, but also in private lessons or studios,
as well as in community, online, and professional contexts. A
highlight for me was learning from Sandra Oberoi about the
after-school vocal music program she runs in India, and how
she has carefully studied research on vocal physiology to be able
to create vocal arrangements that match the capricious vocal
ranges and capabilities of her adolescent male and female
singers. I learned from Sigrid Jordal Havre, from Norway, about
an online community that brings people of all ages and from all
over the world together to compose music for each other within
a virtual gaming environment called “LittleBigPlanet.”

There was also, of course, much conference content
that did focus on the K-12 school music teaching context. I ap-
preciated learning from Anand Raj Sukumaran about the many
intriguing ways that findings from neuroscience research can be
leveraged to support adolescent music learners. It was inspiring
to attend a workshop given by Christine Jane Nicholas, from
Australia, entitled, “Applying The Eight Ways Of Aboriginal
Learning to Music Education.” Christine 

demonstrated how she makes use of this framework
to meet the unique learning strengths of her Aboriginal students.
It was a very great pleasure for me to present findings of some
of my own research focusing on the work of Canadian music
educators, and to be able to share with an international com-
munity the innovative and effective strategies that our teachers
are using to nurture creativity within music classrooms.

What I remember most fondly of the conference,
however, were the opportunities for connection. It is a great
Canadian irony that often, given the vast distances between
us, it is easier to connect with Canadian colleagues on a dif-
ferent continent. But perhaps those meetings are all the richer
for how rare and special they are. Re-connecting with fellow
Canadian music people was a great conference benefit, but so
too was forging new connections and re-connecting with those
who I have come to know from all over the globe. It is always
exciting for me to sit in the same room with those whose work
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I have admired and learned from, to put a face to the name,
and perhaps even find the courage to strike up a conversation,
and so learn a little more.

Andrea Creech
There were many highlights. For example, we witnessed a
hugely significant moment at the General Assembly, when sev-
eral years of hard work carried out by the ISME Constitution
and Bylaws committee was presented, with changes approved
that I believe will give each and every ISME member a greater
sense of ownership in our Society.  Unquestionably, another
highlight was Kathryn Deane’s Keynote, bringing such insight
and criticality to the field of community music, and its poten-
tial as well as its position within the wider music education
landscape. Other moments stand out: thinking deeply about
the meaning and implications of cultural appropriation in
community music, experiencing an ‘aha’ moment during
Patrick Schmidt’s presentation where he carefully and patiently
demonstrated that a policy perspective is embedded in all that
we do as music educators, planning new collaborations with
international colleagues, renewing old friendships and forging
new ones. 

Finally, one cannot reflect on ISME 2018 without
mentioning the most beautiful Baku. This is a stunning city, with
an impressive mixture of old and new. We took lovely evening
strolls along the shores of the Caspian Sea, and through the
city’s many wide open spaces, where families gathered. A won-
derful Baku colleague, Imina Aliyeva, was my host for some
stunning sight-seeing and beautiful local meals. This was truly
a memorable conference!

Alison Lublink
The 33rd World Conference of ISME may have now come to a
close, but I have greatly appreciated its impact on me person-
ally as a music educator. As a Canadian living and working in
Kuwait, I have the opportunity to consider music and all of its
cultural ups and downs on a regular basis. At the Conference,
I was grateful to be able to connect with researchers and edu-
cators who cared about making the world a better place
through music. But how do we do that in our ever-changing
political, social and cultural landscape? As musicians we know
that we cannot be stagnant in our methodology or philosophy.
During the conference I had the opportunity to reflect on the
‘musical baggage’ that I’ve carried throughout my life’s jour-
ney, and how that impacts my own teaching, and as a result, my
students. What is it that I, a Canadian woman, working in
Kuwait, teaching the British curriculum, am imparting on these
young musicians? It’s important to help my students under-
stand how they perceive music through their cultural lens and
what that means for them individually and as a musical com-
munity. Going forth into this new school year I hope to con-
tinue to impart the love of music into the students with whom
I work, all the while critically thinking through the part I play
in their journey through music.

Shahriyar Jamshidi
Attending the ISME 33rd World Conference in Baku, Azerbai-
jan, was out of my imagination until the last hour of the con-
ference registration deadline when I heard the positive result of
the Award I applied for. In the remarkable five days of multi-
disciplinary music education conference which was held in the
gate of Central Asia just in the North of Caspian Sea in Azer-
baijan, the young country with ancient culture, I found count-
less events from traditional to modern performances in a wide
range of stage activities including educational meetings, several
productive speeches and community engagements. I am thrilled
to be granted the World Conference Sponsored Delegate award
2018 from ISME board. As a Kurdish-Iranian-Canadian, I was
the only person from Kurdistan and Iranian music community
attending this significant music education conference in Near
East. I performed the Kamanche (Four-Stringed-Spiked-Fiddle)
recital at the Baku Music Academy, there was a reunifying mo-
ment to concentrate on my life-long exploration on Kurdish eth-
nic music on Kamanche. 

Adam Patrick Bell
“Where is it?” my wife asked after I told her that I planned to
attend the 2018 ISME conference in Baku. “Azerbaijan,” I said.
“Where’s that?!” This brief exchange between me and my part-
ner is representative of the many conversations I had with fam-
ily, friends, and colleagues as my trip to Baku drew closer. To
most Canadians I conversed with prior to traveling to Baku,
Azerbaijan was perceived as a mysterious place near all of those
“stan” countries that broke off from the former USSR in 1991. 

Initially, I had some reservations about attending.
Would it be better to stay put in Calgary to demonstrate my op-
position to the values of some Azerbaijani people? I thought
about an interaction I had as a music teacher in Mississauga
with a fifth-grade student whom had immigrated from
Afghanistan. “Mr. Bell, do you think Afghanistan is a bad
place?” I related honestly that I knew little about the country.
“Everyone here tells me it’s bad a place,” the girl informed me,
“but it’s a big country, and it’s only bad in some places. I like
going back in the summer with my family.” Over a decade later,
this lesson has stayed with me, and I decided to go to Baku.

Alison Lublink and Alexandra Killham at ISME 2018. Both are Canadians teaching in Kuwait.
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In Canada we tout “diversity is our strength,” and
many of us deeply believe in this maxim, but it is hypocritical for
us to have an ego about it; to think that we are somehow the
Lake Superior of ethical cultural values; that if you immigrate to
Canada from Afghanistan or Azerbaijan, you also cross a bor-
der from moral desolation to utopia. If only it were that simple.
A brief glance into my own political backyard where I grew
up—Owen Sound, Ontario, and where I live now—Calgary—
serve as constant reminders that the stereotypes of a place do
not account for the diverse and complex views of its people. 

Ultimately, it is the concept of valuing complexity that
is the biggest takeaway for me from this conference. This is
something I have long adhered to conceptually, but to under-
stand it in an embodied way, experience it viscerally—talking
with locals, walking their streets, eating their food, and so on—
is a more immediate, holistic, and transformative understanding;
one that I cannot adequately communicate through the written
word. As a result, this reflection is akin to a postcard: merely a
glimpse of an experience.

As I attended sessions facilitated by our colleagues from
all over the globe, what impressed me the most was the strong
collective desire to learn from and with each other. Many of us
commented that we experienced “conference fatigue” due to the
intense amount of learning we were doing. Some of my favourite
sessions related to the concept of community, such as a group of
Nepalese music educators whose students are constantly in the
streets of their city playing music (https://www.nepalmusiccen-
ter.com), or the CORE program in New York City
(https://www.coremusicnyc.com/), where some dedicated teachers
and their students have founded a hip-hop collective that partic-
ipants likened to “family.” I felt continually energized by the del-
uge of perspectives from my colleagues whom hail from places
such as South Africa, the Netherlands, Germany, New Zealand,
and Hong Kong—just to name a few. A week after the confer-
ence had ended, I received an email from a colleague in Singa-
pore who attended one of my workshops. She was eager to
inform me that she had already tried out my technology-based
songwriting strategies with her students, and that they were en-
joying trying to create the next top-40 smash hit. The conference
is over, but the exchanges continue. 

Beyond the papers, panels, performances, and work-
shops, there are the just-as-important sidebar conversations; the
ones that take place over coffee or lunch. These are prime op-
portunities to catch up with friends from far away and make
new connections with soon-to-be friends. Interestingly, I found
myself spending much time with Canadians whom I otherwise
would not have an opportunity to dialogue. It was fascinating
for me to learn about how music education works in schools in
Quebec compared with Alberta, or learn about a community
music initiative in Yellowknife, or how some Canadians have
experienced teaching music in Kuwait. 

As the gravitation of September pulls my focus back to
the locale of my community at the University of Calgary, it is not
lost on me that others are in similar positions—many of us re-
treat to our particular teaching and learning contexts, and at
least to some extent we have to subscribe to a certain way of
doing things. It is my hope that we can inject an ISME-esque

spirit of valuing complexity into how we do music education.
How can we as music educators in Canada adopt the best prac-
tices from our colleagues in places such as Nepal or Singapore
and adapt them to enrich the educational experiences of our stu-
dents? Mirroring our efforts, I hope that our international col-
leagues ask the same of themselves about borrowing from the
best of Canadian music education. When we think about our-
selves as global citizens, and act as part of the global music ed-
ucation community, we impart to those around us—especially
our students—that our reach can extend beyond the bounds of
those within our immediate communities. We can change how
people across the world think about and do music education,
and in turn we can welcome international perspectives that chal-
lenge us to change how we think about and do music educa-
tion. I cannot think of a better prospect than this to stem from
an ISME conference. I am so glad I went to Baku.  

See you in Helsinki?

PRE-CONFERENCE SEMINARS
Community Music Activity Commission 
(Pre-Conference Seminar)
Lee Willingham
Since ISME 2008, Bologna, I have found a home with the Com-
munity Music Activity Commission, and served as a commis-
sioner for the 2018 conference. I am honoured to be co-chair
for the 2020 commission with my New Zealand colleague, Te
Ote Rakena. We met in Tblisi, Georgia. Yes, this is another lo-
cation not often travelled by and somewhat of a challenge to
attract interest. Yet, there could not be a richer music tradition,
nor a culture where research and new approaches to music ed-
ucation are more ripe for development. Our hosts were the Na-
tional Center for Teacher’s Professional Development and we
stayed and held some events in a decommissioned textile fac-
tory from Soviet occupation days known as Fabrika. It served as
an artisan marketplace, food and pub centre and hostel-hotel.
The atmosphere was electric and we made ourselves at home!

The conference had well over 70 paper and workshop
presentations and was represented by local Georgian musicians
as well as scholars from many countries, including Canada,
USA, Australia, New Zealand, England, Ireland, Scotland, Ger-
many, South America and likely more. We were treated to work-
shops in Georgian polyphony, and a final plenary lecture
demonstration by Dr. Gia Bagashvili, a prominent ethnomusi-
cologist and one of the most respected acapella groups in Geor-
gia, Rustavi, who demonstrated the krimanchuli technique, a
complex type of yodelling.

CMA is growing in both numbers and in scholarly
practice. New literature is being published, the most significant
perhaps being the Oxford Handbook on Community Music,
Bartleet and Higgins, editors. I encourage music educators who
are seeking a wider view of practice and inclusive principles to
follow the CMA activities, read some of the new publications
and join us in Finland in 2020 for an exciting pre-conference
commission that will inspire as well as build a new network of
colleagues share the passion of making music together.
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Commission on the Education of the Professional Musician (Pre-
Conference Seminar) 
Glen Carruthers
The Pre-Conference Seminar of the Commission on the Educa-
tion of the Professional Musician (CEPROM) took place at Kur-
mangazy Kazakh National Conservatory in Almaty, Kazakhstan
from July 11 to 13, 2018. “The Musician’s Career Lifespan” fea-
tured fifteen papers by scholars from thirteen different institu-
tions from five countries. Topics included the lifecycle of a
musician; the effective negotiation of career transitions; well-
ness across the musician’s lifespan; student engagement, iden-
tity and career sustainability; socially engaged arts practices;
and, professional development and lifelong learning, including
the development of personal attributes such as agency, resiliency,
and activism. My own paper – “Career stages and personal
agency: Negotiating a lifespan in music” – opened with the
premise that in any given situation some people are born with
agency, others earn agency by a combination of hard work and
strategy, others acquire agency by, for example, being in the
right place at right time, and others are not born with agency,
don’t earn it, and don’t acquire it. This last group is apt to be un-
successful in a professional career. The paper coined the word
(St)age(ncy), which represents the rich node of age, stage and
agency, with the double entendre of stage (implying stage in life
and career, but also the physical structure on which professional
musicians frequently perform). It is inevitable that we age and
that we pass through personal and professional stages, but
agency is not inevitable. How does higher music education ad-
dress the correlation between age, stage, and personal and pro-
fessional agency?

During the Seminar participants interacted with fac-
ulty, staff and students from the Kazakh National Conservatory,
learned about traditional folk instruments during a guided tour
the Kazakh Museum of Folk Musical Instruments, and heard
brilliant performances by Conservatory students in the tradi-
tional music program. This Conservatory thrives on the juxta-
position of a Kazakh traditional music program and a fine
western classical music program. 

At the World Conference in Baku the CEPROM strand
featured an opening session, 17 spoken papers, 4 workshops, a

demonstration and a panel. The panel, during the closing ses-
sions of the conference, was organized by Patrick Schmidt of
Western University and included three Australians and one
Canadian. Entitled “Leadership in and through higher educa-
tion: Pathways from current practice to future action,” this
panel grew out of a two-volume book of articles by CEPROM
members and others, that in turn was inspired by the CEPROM
Seminar in St. Andrews, Scotland in 2016. My contribution –
“Leaders and leadership in higher music education” –  takes as
its premise that institutional success is predicated on visionary
leadership that provides the theoretical framework and practi-
cal infrastructure to address such challenges as student recruit-
ment, curricular reform, and program relevance. These topics
are, of course, closely interrelated. Students can only be recruited
to programs they perceive to be relevant and, to this end, cur-
ricula must be reformed constantly. None of this is possible
without a clear sense of direction and purpose and priority set-
ting provides the foundation upon which decisions regarding
recruitment, reform and relevance are based. 

It was helpful to have a Canadian perspective at the
various CEPROM events at the Seminar and World Conference
and it is hoped that Canadian participation will increase over
the next Biennium. CEPROM is interested in broadening its
scope and reaching new members through video-conferencing,
online forums and other online media, and in continuing to fos-
ter collaborations between colleagues worldwide. To these ends,

A performance at the CEPROM seminar

CEPROM members on an excursion to the Kazakh Museum of Folk Musical Instruments
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enhanced Canadian participation will serve the interests of
higher music education in Canada, but will also disseminate
globally Canadian research into music teaching and learning in
the post-secondary sector.

Research Commission (Pre-Conference Seminar)
Julia Brook
This year (2018) marked the 50th anniversary of the ISME Re-
search Commission. Bengt Franzén, James Carlsen and Arthur
Bentley organized the inaugural Commission in 1968 in “the
nature of a working party…in which discussion would pre-
dominate…The prime object of this first Seminar was to bring
together a number of people with common interests to exchange
information and ideas, and to challenge each other” (Bentley,
1968, p. 5).  

Fifty years later, this format has been continued al-
lowing for rich discussion of both the research methodologies
and the findings.  Like any good party, its success was due to at-
tendees who were eager to listen and share, a gracious host, and
setting that provides grandeur and intrigue. The gathering of a
number of people now includes scholars from every inhabited
continue allowing for a variety of perspectives and experience to
the table. A variety of quantitative and qualitative methods were
used to examine findings about learning across the lifespan, the
development of creative music programs, and the experiences
with and through music for those marginalized populations.
Binding all of these seemingly disparate topics and methods is a
desire to make music education more accessible in terms of the
types of opportunities that are provided and the ways that we
elicit and honor the voices all those involved in music educa-
tion. The in-depth conversations around a variety of topics and
methodologies allow for new insights across topics in this field. 

The Research Commission took place at the Canadian
University Dubai in the United Arab Emirates
(http://isme.cud.ac.ae/). The city is a hub for commerce and
tourism with a unique history of embracing development.  The
juxtaposition of a both a traditional and emerging culture pro-
vided an intriguing context to explore music education. 

While the party is over, many fond memories and new

friendships endure. The connections are made across topics,
and new network of collaborators inspires a new set of ques-
tions to explore.  

References 
Bentley, A. (1969). Foreward. Journal of Research in Music Education, 17(1), 5-6. 

Adam Patrick Bell
Adam Patrick Bell is an Assistant Professor of Music Education in the School
of Creative and Performing Arts at the University of Calgary, Canada. He is the
author of Dawn of the DAW: The Studio as Musical Instrument (Oxford Uni-
versity Press, 2018), and has written several peer-reviewed articles and chap-
ters on the topics of music technology in music education, and disability in
music education. Prior to his career in higher education, Bell worked as a
kindergarten teacher, elementary music teacher, and support worker for ado-
lescents with disabilities. Bell has also worked as a freelance producer, cre-

ating commercial music for clients including Coca-Cola.

Cathy Benedict
Dr. Cathy Benedict  is Director of Research for the Don Wright Faculty of
Music, University of Western Ontario. As associate professor of music edu-
cation, she has presented multiple workshops to national/international au-
diences on topics such as critical elementary pedagogy, discourse analysis of
music education policy documents, philosophical interrogations of peda-
gogy and curriculum construction, ethics of functional literacy, policy narra-
tivity and the representation of reality. She has written numerous chapters
and published in journals such as Canadian Music Educator, Philosophy of

Music Education Review, Music Education Research, and Research Studies in Music Education, Action, Criti-
cism and Theory for Music Education, British Journal of Music Education, Journal of Curriculum Theorizing, the
Brazilian journal ABEM, co-edited the journal Theory Into Practice and the 2012 National Society for the Study of
Education Yearbook (Teachers College Press), and most recently co-edited The Oxford Handbook of Social Jus-
tice and Music Education (Oxford University Press).

Ben Bolden
Dr. Benjamin Bolden, music educator and composer, is an associate profes-
sor and the UNESCO Chair of Arts and Learning in the Faculty of Education
at Queen’s University, Canada. His research interests include arts education
systems around the world, the learning and teaching of composing, creativ-
ity, arts-based research, pre-service music teacher education, teacher knowl-
edge, and teachers’ professional learning. As a teacher, Ben has worked with
pre-school, elementary, secondary, and university students in Canada, Eng-
land, and Taiwan. Ben is an associate composer of the Canadian Music Cen-

tre and his compositions have been performed by a variety of professional and amateur performing ensembles.
In 2016 he won the Choral Canada Competition for Choral Writing. Ben was editor of the Canadian Music Edu-
cator, journal of the Canadian Music Educators’ Association/L’Association canadienne des musiciens éduca-
teurs, from 2007-2014. He is the proud father of three rascally boys.

Julia Brook
Julia Brook is an Assistant Professor of Music Education at Queen’s Univer-
sity’s Dan School of Drama and Music. Julia holds PhD in Education from
Queen’s University. She also earned a Master’s degree in Piano Performance
from Brandon University and Master of Arts in piano pedagogy from Uni-
versity of Ottawa. Julia’s primary research program examines the interac-
tions between curriculum and community contexts, specifically in relation
to supporting equitable access to arts education. Her research has been
funded by the Social Science and Humanities Research Council of Canada

and the Consortium for Music Education. Prior to pursing graduate work, Julia worked as an elementary music
specialist in Manitoba, Canada. 

Glen Carruthers
Glen Carruthers has been Dean of Music at Wilfrid Laurier University since
2010. He was Dean of Music at Brandon University from 1998 to 2008 and
taught at Lakehead University from 1988 to 1998, where he was founding
chair of the Department of Music. He has delivered guest lectures and con-
ference papers in the fields of musicology and higher education in twenty
countries. He is a contributor to several books and his articles have appeared
in such sources as the Journal of Musicology, Arts and Humanities in Higher
Education, Musical Times, International Journal of Music Education and Music

Review. He has served on many national and international boards, including the Canadian University Music So-
ciety. He was named an honourary member of the Society in 2016. He has served on the national board of the
Canadian Music Centre, was chair of New York/St. Lawrence Chapter of the American Musicological Society, was
chair of the ISME Commission on the Education of the Professional Musician, and is currently a member of the
board of directors of the Canadian Association of Fine Arts Deans.

Glen Carruthers presenting at the CEPROM seminar
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Andrea Creech
Dr. Andrea Creech is Professor of Didactique Instrumentale at the Faculty of
Music, Université Laval, where she holds a Canada Research Chair in music
in community. Andrea has presented at international conferences and pub-
lished widely on topics concerned with musical development and lifelong
learning and participation in the arts, including the Music for Life Project,
funded by the UK Research Councils and winner of the Royal Society for Pub-
lic Health’s award for research in Arts and Health, 2014. Her current research
projects focus around intergenerational music-making in the community and

creative ageing with music technology. Andrea is Editor of Psychology of Music, author of Active Ageing with
Music, and co-editor of Music Education in the 21st Century in the UK.  

Shahriyar Jamshid
Shahriyar Jamshidi is a Kurdish-Iranian-Canadian Kamanche player, com-
poser, vocalist, director of Dilan Ensemble and co-founder of Kamancello. He
is a graduate of Tehran University of Art and a former artist-in-residence at
the Banff Centre. He is also well known as a creative Kurdish kamanche (four
stringed-spiked-fiddle) improviser. He has devoted his artistic career to the
preservation and transmission of Kurdish musical heritage. Shahriyar has re-
ceived several International and Canadian awards including “World Confer-
ence Sponsored Delegate Award” International Society for Music Education

ISME, “Arts Abroad” Canada Arts Council and SOCAN Foundation. He has performed in many Iranian cities, and
he has also performed on several well-known Kurdish TV channels including Kurdistan and Newroz. Since set-
tling in Canada in 2012, Shahriyar has consistently sought new musical languages, thereby crossing cultures
with his Kamanche Solo music. He has performed at Toronto’s Tirgan Festival, International Society for Impro-
vised Music ISIM conference in Switzerland and Canada, High-Fest in Armenia, Festival du Monde Arabe de
Montréal, Ontario Contact, and the International Society for Music Education ISME in Azerbaijan. Mr. Jamshidi
frequently appearing at the Aga Khan Museum and the Small World Music series in Toronto. He has released four
albums; Alvanati (2004), Call of the Mountains (2008), A Yellow Flower (2014) and Kamancello (2017). For
further information please visit shahriyarjamshidi.com 

Mary Kelly
Mary Kelly completed her Master of Arts in Community Music at the Uni-
versity of Limerick in 2016. She is developing her practice in a small north-
ern city of Yellowknife, NT. Mary is well known for her monthly drop-in pop
choirs for adults (SingPopYK), and fun foundational program for children (4-
6 years old) called “Kids Sing Music Classes”. She is the Director for a Music
Together Centre, a program where parents participate alongside their children
(0-4 years old), and also teaches piano. Mary, along with a local literacy or-
ganization, are developing a program for newcomers to facilitate commu-

nity building through singing, songwriting and drumming. You can find more information on her website and blog
at www.musicinterchange.ca

Alison Lubnik
Alison Lublink is the Head of Primary Music at New English School, one of the
leading British schools in Kuwait. She completed her Bachelor of Music at
McMaster University, a Post-Graduate Certificate in Education (UK), and has
accomplished her Master’s Degree in Education (Curriculum and Instruction).
Her greatest joys in teaching are leading the annual Primary School Musical
and using music as a means to affect positive social change.

Roger Mantie
Following appointments at Boston University and Arizona State University,
Roger Mantie is currently Associate Professor in the Department of Arts, Cul-
ture and Media at University of Toronto Scarborough. His teaching and schol-
arship, informed by fourteen years as a school music educator, emphasizes
connections between learning and participation, with a focus on lifelong en-
gagement in and with music and the arts. A widely published author, he is co-
editor of the Oxford Handbook of Music Making and Leisure and the Oxford
Handbook of Technology and Music Education.

Susan O’Neill
Susan O’Neill is Professor and Associate Dean, Academic and Research in
the Faculty of Education at Simon Fraser University in Vancouver, Canada.
She is President of the International Society for Music Education (2018-2020)
and Senior Editor of the Canadian Music Education Association’s (CMEA)
book series Research to Practice. She has been awarded major grants for in-
ternational collaborative research and has developed music education ad-
vocacy and intercultural programs in several countries. She has published
widely in the fields of music psychology and music education, including chap-

ters in 15 books published by Oxford University Press. Her current research includes a large-scale survey and in-
terview study of young people’s engagement in music activities and creative technologies and the social impact
of music making on young people’s lives.

Patrick Schmidt
Patrick Schmidt is chair of music education at University of Western Ontario.
Previously he served as Associate Director of Florida International Univer-
sity’s School of Music in Miami, Florida and at the Westminster College in
Princeton, USA. Schmidt’s innovative work in critical pedagogy, urban music
education and policy studies is recognized nationally and internationally. His
most recent publications can be found in the International Journal of Music
Education; Theory into Practice; Arts Education Policy Review; Research in
Music Education, Journal of Curriculum Theorizing; Philosophy of Music Ed-

ucation Review; Action, Criticism, and Theory for Music Education; ABEM Journal in Brazil; and the Finnish Jour-
nal of Music Education. Schmidt serves on the editorial boards of the Journal of the Council of Research in Music
Education, Arts Education Policy Review, the ABEM Journal, the Revista Internacional de Educacíon Musical
published by ISME, and the Journal of Popular Music Education.  Beyond his ongoing research projects, Schmidt
has led several consulting and evaluative projects including recent work for the National YoungArts Foundation,
and the New World Symphony in the United States, as well as for the Ministry of Culture and Education in Chile.
Schmidt co-edited the Oxford Handbook of Music Education and Social Justice released in 2015. His co-edited
book Policy and the Political Life of Music Education was released by Oxford University Press in February 2017.

Lee Willingham
Dr. Willingham is a Professor in music education at Wilfrid Laurier University
where he coordinates the MA in Community Music program as well as Music
Education and the Choral Studies. He is also the Director of the Laurier Cen-
tre for Music in the Community, Director of the Laurier Singers, and Coordi-
nator of the Master’s of Arts in Community Music graduate program.  His
most recent co-authored book, “Engaging in Community Music” was pub-
lished in 2017. In addition, he co-edited the CMEA/ACME book, “Creativity
and Music Education”.  Dr. Willingham has authored many chapters, research

papers, and articles in various journals across North America and Europe. He was the Editor and Peer Review
Editor of this journal for over 10 years (The Canadian Music Educator/Musicien éducator au Canada). He is the
Past-President and an Honorary Life Member of the Ontario Music Educators’ Association. Over his distinguished
career he has received several awards such as; the Teaching Excellence Award for Innovation (Wilfrid Laurier Uni-
versity), Award of Merit (Wilfrid Laurier University), Teacher of the Year (Ontario Institute for Studies in Educa-
tion, University of Toronto), and the Prime Minister’s Citation for Outstanding Community Service.
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ANNOUNCING THE 2018 PAT SHAND 
NATIONAL ESSAY COMPETITION

Canadian Music Educators’ Association
L’Association Canadienne des Musiciens Educateurs

Long time educator, researcher, and advocate for Canadian Music in Education, Dr. Patricia Shand, is the
sponsor for this national essay competition. This competition is aimed at practitioners in the field, college and
university professors, researchers, composers, studio teachers, and students from all levels—K-12 and beyond. 

Patricia Shand Prize for Essays on 
Canadian Music in Education 

Topic:  Essays may be on any aspect of Canadian music in education.

Style: Essays are accepted in either English or French. Essays must be typed, double spaced, and conform to standard
APA 6th edition style. Essay word limit: 5000 words. All charts, diagrams, and photos must be supplied camera-ready.

Eligibility: This essay competition is open to practitioners in the field, college and university professors, researchers,
composers and studio teachers, and students from all levels—K-12 and beyond. Submissions must not have been 
previously published. Entrants may submit only one essay.

Jury:   Essays will be assessed by nationally recognized scholars in the field of music education who will be selected after
the entries have been received to avoid conflicts. Jurors will be announced with the results of the competition.

Submissions: Submissions must be submitted on or before December 31, 2018. Late submissions will not beaccepted.
In order to facilitate a blind review process, contestants are required to include two components in one electronic 
submission (rich text format).

1. A separate cover sheet including the name of the author, institutional affiliation, permanent home address, and 
email address.

2. A file containing a 100-150 word abstract and the Essay.

No identifying content within the body of the text is allowed with respect to either author of institution. 
Winning essays may be published in The Canadian Music Educator. First prize winner will receive a cash award.

Send submissions electronically to:
Dr. Mary Kennedy, Associate Professor Emeritus
School of Music, University of Victoria
PO Box 3010 STN CSC, Victoria, BC V8W 3N4
Email: makenn@uvic.ca
© CMEA/ACME 2018
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Memories of Allan Anderson
Dr. Betty Hanley

In Memoriam of CMEA Past President Allan Anderson 

24 |  CANADIAN MUSIC EDUCATOR

Allan was a husband, father, teacher, musician,
leader, and friend. His love for his family was
evident in the joy he exuded when speaking of
them, which he did often; his love for friends
and, indeed, for everyone was evident in his
warm and caring response to people. 

Allan’s enthusiasm for music and
music education was evident in his actions
throughout a long, productive career. It is in this
aspect of his life that I knew him best. He ener-
getically took on the responsibilities of leader-
ship positions in the British Columbia Music
Educators’ Association and the Canadian Music
Educators’ Association, the latter at a time
when the prognosis for the association looked
uncertain. Allan faced the challenges with
warmth, humour, energy, and a “the cup is half
full” attitude. As a result, the national organi-
zation successfully navigated a difficult period,
and the BCMEA, which had left the national
scene, became once again part of the national
voice for music education in Canada. Allan’s
leadership contributed to this unity; his people
skills and non-confrontational approach were
instrumental in this positive outcome.

Allan leaves a significant legacy personally and
professionally. He will be missed. I will miss him. 

God bless you, Allan.

Betty Hanley

Betty taught elementary and secondary
general, vocal, and instrumental music
in Kingston and Windsor, Ontario and
was the music resources person for the
North of Superior Catholic School Board
for 10 years. With a Ph.D. from the Uni-
versity of Minnesota, for 19 years she
was a Professor of Music Education at
the University of Victoria. She was an
active member of the CMEA working
with membership and book sales and
received an Honorary Life Member
Award and a Jubilate Award of Merit

from the association. A published author, she has been involved in the Music Min-
istry for many years and is responsible for the music liturgy at St. Martin of Tours
Parish, Terrace Bay since her retirement.
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In Memoriam of CMEA Past President Allan Anderson 

Allan Anderson wasn’t the most famous music teacher in BC,
but he was certainly one of the best. I first encountered him as
a shy grade 7 student through Richmond School District’s leg-
endary Summer Band program.  At that time I found him a bit
intimidating, as he was the first teacher who treated me like an
adult, with grown-up expectations. A few years later, I saw his
McNair Secondary Choir perform at Gateway Theatre, and de-
termined that I simply must finish my final two years of senior
high school in his program.  The music program at McNair ex-
ceeded my wildest dreams, as he had attracted a pool of stu-
dents who were ultra-talented.  I suddenly found myself a small
fish in a big pond—but what a pond it was!

As a teacher, Al was very ahead of his time. He was
one of the first to recognize the power of the new technology in
music production and composition, something everyone with a
laptop computer takes for granted today. He had a natural busi-
ness acumen that is rare among teachers, and was able to solicit
grants and funds to purchase equipment that few programs pos-
sessed at that time. Operating out of an old building beside Mc-
Nair High that had once belonged to the CBC, Al had built a
musical fortress into which one could disappear for days and
not come out.

His achievements were considerable. He regularly en-
tered regional and national festivals, taking home awards while
competing against larger public schools and private schools with
twice the budget and resources. A coterie of students who grad-
uated from his program became music professionals or em-
barked on careers in the arts, including the well-known vocal
group Suspenders and jazz musician Sharon Minemoto. How-
ever, he was not a teacher who was obsessed with awards. He
was the kind of teacher who could almost instantly source out
what you were good at, and if you expressed interest in some-
thing, he would hand you the tools and say, “Why don’t you go
do that?” As a teacher and parent myself, I now recognize that
it is not always easy to stand back and grant people the inde-
pendence to learn for themselves and discover their abilities.
However, he didn’t suffer fools gladly; if you were late to one of
his rehearsals, you were sure to be greeted with the witty, acer-
bic line “Thanks for making a guest appearance!” 

At a time in his career when he could have coasted on
past achievements, Al took on an even more active role in our

education system–the development of the curriculum guides of
the 1990’s documents, which still influence much of what we
do today in the classroom.  He served as president of the BC
Music Educator’s Association and its national organization, the
CMEA, and designed curriculum for courses at UBC. His raison
d’etre for doing this was simple—he recognized that for Music
to endure in the school system, it needed to appeal to more than
just a small group of the naturally talented. His approach mir-
rors the way we think about music programs today—gone are
the elite programs by audition only. We now attempt to appeal
to a much wider group of the student body.

As a mentor, Al was without peer. He gave me some of
my most valuable advice regarding work life balance.  He rec-
ognized that the role of a music teacher is a special one for many
students:  part teacher, part friend, part mentor. When you are
doing something as personal as making music with other peo-
ple, a bond is formed that exceeds the normal confines of the
curriculum. He also knew that music teaching could be an all-
consuming profession, and that you needed to guard your fam-
ily and personal time.

Above all, he recognized that the human relationship
between teacher and student was primary. He would often say
to me when I was doing my teaching practicum with him
“Michael, we don’t teach music—we teach students!” As a
music teacher myself, I have come to understand the meaning of
those words and try to live them. He was a teacher, a mentor, a
friend. I know I speak for many of his students when I say we
will greatly miss his presence, his enthusiasm, and his passion
for music. 

Thanks for making a guest appearance in our lives, Mr. A.

Michael Mikulin B.Mus. M. A, is the Director of Music at Steveston-
London Secondary in Richmond, British Columbia.  An avid Shake-
spearean song aficionado; his Thesis “Teaching & Learning
Shakespeare Through Song’ is available online at the UBC Library,
and his original musical settings of Shakespeare can be heard at
http://www.shakesongs.com.

A Guest Appearance
Michael Mikulin
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principal themes

[Editor’s Note: This article documents the personal and profes-
sional reflections of three colleagues as they visited the home of
Canadian composer and educator, R. Murray Schafer. Douglas
Friesen, Adriana Rodrigues, and Anais Kelsey-Verdecchia trav-
elled to Indian River (ON) on the day of the Winter Solstice
2017. What follows are their individual and collective experi-
ences with R. Murray Schafer and his wife Eleanor James.]

Douglas Friesen
After finishing my music education undergraduate degree, I
moved to Toronto to gig and teach. After a few years of doing
both, I discovered the music education writing of R. Murray
Schafer. I found Creative Music Education in the public library
and devoured the five pamphlets collected within (more recently
published as The Thinking Ear, 1993). I tried some of his ideas
in my classroom and was excited and inspired by the depth of
discussions on music, sound, and listening.  The creative work
the students did during these lessons has changed my concept of
music education drastically. What do we hear? How can we
transform the sounds around us? What is music? Why do we
do it? These are the starting points for Schafer’s teaching, and
now mine as well.  

Shortly after this first discovery I learned that one of
my students’ families was connected to Schafer through being a
part of the final work of his Patria Cycle (2002), And Wolf Shall
Inherit the Moon. I received Schafer’s address through them and
wrote him a letter. He invited me to his farm outside of Peter-
borough, and my visits began.  

I have been visiting R. Murray Schafer’s farm for al-
most fifteen years. I have gone for inspiration and, at times, to
gather courage. My first visits were discussions of his work and
writing.  His excitement in remembering was restorative. How-
ever, hearing about his challenges with music education made
me feel that, on an institutional level, not much has changed in
the last fifty years.  Discussions shifted quickly to him asking
me about my work. He was excited to hear about student ideas
and compositions. We shaped lessons and projects together and
I reported on the amazing things my students were doing. Our
visits in the last few years have shifted to us remembering his
work together; telling stories from his past that we both know.

And now, most recently, his wife Eleanor James and I, along
with others who have joined me on these trips, remind Murray
of his projects and experiences.  

A few years ago he asked me to accompany him on a
teaching trip to Mexico City. This was his last trip. It was also
my first introduction to the extent of his fame and influence in
Latin America.  We were treated like honoured guests, teachers
drove twenty-five hours to meet him, and soundwalks were
being done in honour of his presence.  

After our return, Murray carried a piece of paper with
“Mexico” written on it to remember where he had just been.
With continuing memory struggles, he and Eleanor gave me
some names and contact information from his address book. He
asked me to continue to connect with people he had worked
with in his travels. He wished to know that the work would
continue and trusted me to help it do so. 

My first connection that lead to more travel was with
Adriana Rodrigues, now the Vice President of Foro Lati-
noamericano de Educación Musical (FLADEM). At the time,
she was hoping to have Murray come teach at the 2015 FLA-
DEM conference. He said no. I said yes. Adriana made ar-
rangements for my accomodations and asked me to teach for
three of the five days. She took a chance and I am very grateful
for this. In January 2016, I went back to teach a week long
course on Schafer’s approaches to music education. During my
first visit, Adriana and I only met briefly. This last fall, her
daughter moved to Toronto, and she is here now visiting. We
have been able to meet and talk about the extent of her impor-
tant and creative work. She has also done some teaching with
public school primary students and teachers. Her energy, gen-
erosity, and humility have felt akin to that of Schafer’s; her ideas
and stories have felt familiar, and yet refreshing. It has been
meaningful and joyful for me to connect with a musician,
teacher, and academic like Adriana. 

I have lately been bringing guests with me to visit
Schafer. Former students and colleagues that also have a connec-
tion to his teaching.  On the winter solstice of 2017, Adriana,
Anais Kelsey-Verdecchia, a former student of mine, and I drove to
Schafer’s farm to have lunch with him and his wife, Eleanor James.
Anais is a teacher and musician and has performed some of
Schafer’s compositions as well been a part of this last year’s And

Visiting R. Murray Schafer – Winter Solstice, 2017 
Indian River, Ontario
Douglas Friesen, Anaïs Kelsey-Verdecchia, and Adriana Rodrigues
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Wolf Shall Inherit the Moon. Both Adriana and Anais will describe
their experience of this visit below. It was an important day of con-
necting to Murray, to his past, to our past, to each other, and to the
very special soundscape of his farm and farmhouse.

Schafer, R. M. (2002).  Patria: The complete cycle. Toronto:
Coach House Books. 
Schafer, R. M. (1993).  The thinking ear. Indian River, ON: Ar-
cana Editions.

Anais Kelsey-Verdecchia
I was a teenager when Doug Friesen and Murray Schafer
changed my life. I didn’t know I needed it at the time; I just felt
afraid. Like the carefully woven carpet of musical training that
I coveted had been pulled out from under my feet. I was tal-
ented. I played three instruments well and read about Bach for
fun and got straight A’s, and suddenly it didn’t matter. You don’t
need conservatory training to play Schafer’s improv games. You
need freedom and courage, and I didn’t have that.

Improvising is still something I find challenging, but
even as a terrified high school student I found the games that
Doug taught to be fairly accessible. There were just enough rules
for me to feel like there was a “right” way to do them; enough
lines to colour inside of. But there was also so much room to
play in. With those exercises it was more important to listen

than to be heard. It was in Doug’s classroom, playing Murray’s
games, that I began to feel that silence, or more accurately, non-
music was full of beautiful sounds. I started to believe that in-
tentional sounds ought to be an improvement on silence. It was
the beginning of my realization that it wasn’t my job to judge
sounds or dislike them, it was my job simply to listen. Slowly, lis-
tening became a sort of religion for me.

This spring Doug took me to visit Murray. I’d met him
several times before, but never been to his home. We sat in the
living room, Murray in a chair that he informed us was “only
for words”. He told me about the Wolf Project. He described
his favourite moment: the princess of the stars floating across
the bay in a canoe under the moonlight, her song carrying back
to the crowd on the shore, disappearing into the night. He spoke
so clearly, his hands drifting before him like the canoe on the
water. I signed up for the project later that day.

If I was looking for a place to renew my faith in lis-
tening, the Wolf Project was it. Deep in Haliburton forest, sleep-
ing on the ground, fighting the chill that descended on us every
night with campfires and chants. Murray’s favourite part was
the departure of the Princess; mine was the Aubade, the music
that woke us every morning. It was new every day, a new per-
former and a new song. I sang it twice, perched on a cliff over
the bay, damp moss under my feet, my breath visible in the cold
morning air, even in August. Sitting out there, before I started to 
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sing, I would listen to the forest. Wind in the branches. The hum-
ming of insects. The soft gulp of water as a loon dipped her head
in the bay. I would listen and think about what Doug and Mur-
ray had taught me, that sound should be an improvement on si-
lence. And then I would sing. I sang with the wind and the birds
and the water, not over or against them, but trying to weave my
voice together with the voice of the woods.

When we visited Murray on the Solstice this December
I wanted to tell him about Wolf, about singers perched in trees
and mandolins in the rain, about soaking wet sleeping bags and
hot breakfasts and Wolf charging through the stream. I wanted
to tell him about the Aubade, how I had brought it to my
teacher and that it would be on my recital; how I would do my
best to summon up wolves in the University of Toronto. But
conversations with Murray are different now, even in the few
short months since our last visit, and mostly we remind him of
all the things he has done. He listens, and he tells us what he re-
members, sopranos floating in canoes and disappearing into the
darkness. His hands float in front of him. I listen.

Adriana Rodrigues
Now to describe a visit to Schafer, so many years after our last
meeting? How to describe the sensation of hearing the voice of
a remarkable teacher, whom I had not listened to for many
years? How to describe a visual and sound landscape that is it-
self inspiring and instigating? Being a Brazilian and used to
walking down the beach, stepping on fresh snow reminded me
of the sound of stepping on white sand and, of course, brought
back the memory Schafer’s song, Snowforms.

I first met Schafer in the 70’s when I read, by sugges-
tion of Cecilia Conde, his article Exploring the new sound scape,
in the magazine Correio de Unesco1. Many years later I had the
privilege of taking, at different times, three courses lead by him,
with Marisa Fonterrada as a translator.

By then, I was charmed by a simple, accessible teacher
who somehow spoke my language, without speaking my mother
tongue, and that instantly made me feel comfortable in listening,
creating and producing as part of a group. What an unforget-
table experience it was! Each student took a stone and then pre-
sented their sounds to the group, creating images in the large

space of the Villa-Lobos Room, at the Federal University of the
State of Rio de Janeiro (UniRio). Shaffer is a teacher who ex-
plores the visual and sound sensitivity of the students, always
producing, creating sounds and textures. Creative expression ‘à
flor da pele’, as we say is Portuguese - something like ‘at the skin
surface’. Then, he divided 25 students into groups and asked us
to choose and tell, without using words, a familiar story: Snow
White. Schafer, while commenting on the groups’ performances,
mentioned he was amazed to see that the 5 groups began their
performances with the sound of Snow White’s birth. A sound
event, he said, he only experienced in Brazil.

His gentleness and generosity touched me in such an
extent, that I had the courage to write him after, asking for a
score of Snowforms. White lines displayed on a blue paper that
rise and fall like small mountains. Serious voices that appear
soft as snow, join higher ones. All voices explode, sometimes in
unison, sometimes separately. Both the design of the score and
the sounds are very beautiful and inspiring. Finally, one day a
large envelope arrives for me, containing not only the score, but
also a cassette of Gardens of Bells containing his choir work
and a very kind note saying it was a gift to me.

His book The Thinking Ear (1991), translated by
Marisa Fonterrada - in which I got a beautiful dedication ‘To
Adriana listening carefully’ - became somewhat of a bible, and
inspired me to work with people who were uninitiated in music
theory. To perceive and listen to others. To acknowledge their
existence. I notice your sound, I listen to my sound. I respect
your sound and we produce different sounds together. Incoher-
ent, creative, pleasant and unpleasant. We do not stop creating
or expressing ourselves.

The concern of having a daughter moving to a distant
country made me seek some bond with Canada and I soon re-
membered Schafer. Would it be possible to meet him?

I first met Doug Friesen through Marisa Fonterrada,
who wrote to me, in February 2015 suggesting a course by
Schafer’s collaborator at the FLADEM Seminar in Rio. It was all
set, but that week I was barely able to talk to Doug, or even
take his course. His workshop was a huge success, so I invited
him to teach another course in the summer of 2016. Once again,
I could not attend the course because I was in Rosario, Ar-
gentina. Doug was supported by two great friends and musical
educators, Beth Dau and Pati Oliveira. Once again the students
were delighted by his work. Since then, we have kept in touch
and we are currently organizing a new course, for January 2019.

As I set my trip to Toronto I asked Doug if it would be
possible to visit Schafer, and he promptly offered to take me.
After confirming the visit with Schafer’s wife, Eleanor, Doug set
the appointment for Monday, November 18th. However, due to
pour weather conditions, the trip had to be cancelled. I confess
I was devastated, since I did not know when I would have that
opportunity again, if Doug would have the time to take me, if
Eleanor would be willing to set another date, and if Schafer’s
health would allow us to.

I could hardly disguise my joy when, on Thursday
morning, Doug sent me a message asking if he could pick me up
in 20 minutes for the visit. I had been ready for it the past three
days, anxiously waiting for that opportunity! Anais, a kind stu-
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dent of Doug, a singer, accompanied us. The scenic route and
pleasant conversation with Doug on the way, was somewhat
like listening to the start of a composition. An opening that in-
dicates the theme to come. It felt like we have known each other
for years. Our work has several common aspects, including the
most obvious one, Schafer. Doug, a musical educator who is old
enough to be my son, and yet speaks the same ‘language’ as me.
We share the same anxieties, desires and challenges. The beauty
of the visit began with this lovely introduction.

The arrival at Schafer’s house was magical, white snow
all around and suddenly we saw a porcupine between the cut
wheat. A contrast between white, gold and brown colors. The
pure snow and the frightened animal, that displayed its’
weapons for feeling threatened. In that scene, one more coinci-
dence: Doug’s dog in the Canadian countryside used to bite por-
cupines, the same as my dog in the countryside of Brazil. We
talked about how they had to be carefully treated by having one
spine taken out at a time.

Finally, we see the Schafers, at the glass door, waiting
for our arrival. It was the first time I met Eleanor, Schafer’s wife,
of better saying, Murray’s wife (since here he is only address to
by his given name). Very kindly she talks about the compositions,
trips, work and friends. Marisa Fonterrada was mentioned sev-
eral times, as a dear friend of the couple. Eleanor, a talented,
white-hair, mezzo-soprano, shows me photos of her husband’s
composition performances. What an adorable couple.

Doug takes us to see the office in the basement, where
Schafer’s work is stored and from where his work’s samples are
shipped to educators all over the world. I noticed orders addressed
to Poland, China and Japan. From that same place, a Snowforms
score was packed and shipped to me, over 20 years ago.

From there, we went back up for lunch. Schafer was
sitting at the at the head of the table. A Brazilian toast, for a
white wine tasted with pleasure. A nice conversation, on the fru-
gal table at a very cozy house. We heard Schafer reminisce about
stories and trips, and inspired by these memories invited Doug
to compose together. Then, Eleanor asks if we would like to see
her husband’s studio. It felt to me like entering a chapel. The
studio was designed by him. A piano and many windows over-
looking the snowy terrain. Eleanor proudly opens some music
scores and shows me the drawings embedded in the musical no-
tation. On various clipboards spread around the room, I noticed

pencils and colored pens aligned, as if prompt to be used.
Through the window, we saw a group of wild turkeys standing
in the white landscape. Eleanor humorously remarked that those
would not end up in a cooking pot.

Murray began to show signs of tiredness. He deserved
a nice afternoon rest. At last, we said goodbye and the image of
that adorable couple, by the door of the farmhouse, will be
recorded in my memory forever.

One might think that meeting a Myth, an idol, can be
disappointing, as it proves them to be only human. For me it is
the opposite of that, as it shows us how amazing one can be,
think and perform, despite having to take out the trash, to do
the dishes and clean the bathroom. The way I see it, there is no
such thing as a divine inspiration that takes over a blessed per-
son. There is just the will to cultivate small moments that in-
spire you. Even in a mundane, day-to-day life, where routine
can chain us to monotony, leading to an endless boredom, we
can get out of that box, break the chains, be creative and pro-
ductive, register our opinions, recording and celebrating our dif-
ferences. This is the true challenge.

On the way back home, a divine sunset makes the sky
golden. A lively conversation with Doug and Anais reminds me
that although we come from different countries and realities,
we share a common feeling. I was thrilled and I felt blessed for
this opportunity. In 2017 I have been to so many places in Latin
America, now I am ending the year high up in the American
continent. From the heat of the Amazon to the cold of Canada.
Surrounded by very dear people and places, that inspire me to
enjoy every second of my life.
Thank you, Doug, Maria and Tadeu for this inspiring trip.
Cheers to Murray!

Endnotes
1http://unesdoc.unesco.org/images/0007/000748/074828eo.pdf
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Abstract – Working with EAs in the music classroom is a subject
that is often not addressed in music teacher training. Often the
EA’s role gets overlooked and EAs are underutilized. As valuable
members of the teaching and learning team, EAs should be in-
corporated into music classroom teaching and learning in ways
that reflect their strengths. This can be achieved through collab-
oration and an attitude of teamwork that involves clear commu-
nication of expectations, mutual respect and acknowledgement. 

In inclusive music education settings, music teachers work to
balance the needs of diverse groups of students as well as man-
age additional adults who attend music class. Educational as-
sistants (EAs), also known as paraprofessionals and teacher’s
aides, may come to music class to support a specific student or
specific class. Some music teachers underutilize EAs due to lack
of time or lack of expertise (Bernstorf, 2001). Nonetheless, prin-
cipals and teachers have a professional responsibility to prepare
EAs to contribute to the overall success of students in schools.
They not only establish the role of EAs, but are responsible for
guidance and supervision of these paraprofessionals. 

This article explores strategies in which music teachers
can effectively work with EAs and utilize their assistance for the
benefit of teachers and students. Strategies for establishing roles
and responsibilities of EAs and music teachers are discussed.
Different models for EA support in classroom and performance
settings are presented. The article concludes with ideas for es-
tablishing an attitude of teamwork for the best interest of all in-
volved in fostering student learning.

Benefits for Students, Teachers and EAs
“Almost everyone benefits socially and emotionally when sup-
ported by others” (Jellison, 2015, p. 138). Educational assistants
are very important resources for teachers, parents and the stu-
dents they serve. For some students, support from EAs is im-
perative. Educational assistants are often able to form positive
relationships with students on a much more informal basis than
teachers. EAs work with one student for many hours a day and
may have a rapport with that student that the music teacher will
likely be unable to develop (Margerison, 1997). Some EAs travel
with a specific student on the bus to school and may stay with
that student for the entire day, including the bus ride home. They

assist students with daily tasks, mobility within the school, and
behaviour management (Hammel & Hourigan, 2011). 

The relationship students have with their EAs can in-
fluence student participation and behaviour in a positive way
(Margerison, 1997). For example, EAs can influence students to
try activities they would not attempt independently. EAs can
also help students to make appropriate behaviour choices. Suc-
cesses in the music classroom between a student and EA can
help to positively influence the rest of the day’s events, promot-
ing positive interactions between the student and EA in subjects
where the student struggles (Bernstorf, 2001). 

Understanding Roles and Responsibilities
EAs are often under the supervision of a special education or
resource teacher; the resource teacher is under the supervision
of the school principal. When EAs work in the music classroom,
the music teacher directs their involvement in the teaching of
songs, instrument playing, and other musical activities. A music
teacher should become familiar with current policies and guide-
lines in their province and school division surrounding the use
of EAs in the classroom. They should have a clear understand-
ing of what kind of tasks are or are not appropriate for an EA
to carry out under a teacher’s supervision (Jellison, 2015). For
example, while EAs can work with a teacher to adapt an as-
sessment to a student’s specific needs, they cannot carry out the
assessment or record assessment data.  

Music teachers and EAs can work together effectively
when there is a clear understanding of each person’s roles and re-
sponsibilities. Many of an EA’s duties will depend on a teacher’s
judgement of the EA’s capabilities. A music teacher should never
assume that EAs have received preparation for working in class-
rooms or managing children (Lindberg & Swick, 2002), or that
their actions will always function positively for the student (Jel-
lison, 2015). Adamek and Darrow (2010) write, 

While having an extra adult in the class-
room may sound like a dream come true,
the situation is not always without diffi-
culties. Proactive discussions with the
paraprofessional can help avert problems
and create a positive classroom climate
for everyone involved. (p. 59) 
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Educational assistants can provide effective support to
the music teacher, but if their role is not defined, they may have
a negative effect on student learning. If EAs determine when and
how a student will participate in music, they can limit the stu-
dent’s opportunities for choice and interactions with the music
teacher and their classmates (Jellison, 2015). Some EAs give too
much support and do not allow students enough space or time
to attempt the work independently (Halliwell, 2003). If EAs as-
sume the role of music teacher, students may not learn the ma-
terials correctly, thus limiting student progress. EAs should not
participate so fully in music activities that they ignore their re-
sponsibilities to students. The needs of the students should al-
ways come first (Jellison, 2015). 

“Passive learning is not sufficient when striving for ac-
tual inclusion” (Bernstorf, 2001, p. 38). If a student accompa-
nied by an EA is passively listening in music class, it is the
responsibility of the music teacher to involve that student and
their EA. Sometimes EAs will sit at the back of the class and
watch a student in case the student requires support (redirec-
tion, behaviour interventions, or assistance with health issues).
This passive approach may be fitting in some situations, but it
is the responsibility of the music teacher to respectfully direct
EAs “to whatever active engagement is expected or appropriate
for the class” (Ademek & Darrow, 2019, p. 60). Often, EAs will
be willing to aid students in the music learning process, but are
unsure what they should do. EAs “want, need and deserve di-
rection” from the music teacher (French, 2003, p. 94).

Educational Assistant Training
To ensure EAs are oriented to the music program and classroom
expectations, it is helpful for music teachers and EAs to meet be-
fore the school year begins. If an EA is working with a specific stu-
dent, it would be best for the music teacher to meet with the EA
separately or in conjunction with the resource teacher. The meet-
ing should include a discussion of the students’ past accomplish-

ments and goals for the school year. It would be helpful to refer
to the student’s most current Individual Education Plan (IEP) to
develop music goals for the student. Strategies that have worked
in the past can be discussed and a plan should be developed for
helping the student to learn best in the music setting. 

Educational assistants who have worked with specific
students in the past can help to provide valuable information
on the student’s learning history. They may be able to give the
music teacher information on a student’s physical, medical and
emotional needs, strengths and past accomplishments, charac-
teristics and learning needs, preferences and interests, and adap-
tations that have worked in the past. They may also be able to
provide information on the optimum location for learning with
consideration of vision needs, hearing needs, physical position-
ing, and personality conflicts, as well as special vocabulary or
strategies used for communicating with the student (Jellison,
2015). Scott (2017) provides survey questions for gathering in-
formation about a student’s background with specific reference
to music. While this survey was designed for students with
Autism Spectrum Disorder, it could be adapted for other stu-
dents with special needs. An EA could help a music teacher com-
plete this survey at the beginning of the school year. 

Meeting with Multiple EAs. 
Ideally, a meeting should be held that includes all EAs the music
teacher will be working with in the coming year. The music
teacher may seek the support of the resource teacher to organize
this meeting. The resource teacher should be included in the
meeting so that all parties are clear on the expectations of EAs
in the music classroom. An important goal of these meetings is
to build positive rapport, to share the desire to help all students
be successful in the music classroom, and to define roles and re-
sponsibilities of EAs and the music teacher. A written list of gen-
eral expectations for routines and for specific types of activities
could be presented (for movement, recorder, large group and
small group activities) (Jellison, 2015). It would also be helpful
to review music room rules. 

It is important for the music teacher to get to know
the strengths of the EAs they will be working with. The music
teacher could ask the following questions:

• Do you have previous experience working
with children or in music settings?

• What are your interests, strengths and talents?
• What do you hope students will learn

from you?
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EAs will be willing to aid students 

in the music learning process, but are

unsure what they should do. 

EAs “want, need and deserve 

direction” from the music teacher. 

• Enters and exits the classroom in a similar manner to the rest of the class.

• Engages in lesson or rehearsal routines and performances in a similar manner as classmates.

• Travels to music events in a similar manner as classmates.

• Participates in music activities to the best of their ability, using applicable adaptations. 

• Follows classroom rules and expectations. 

• Receives and accepts feedback and assistance from the music teacher and EA.

• Socializes, interacts with and receives assistance from classmates as appropriate.

• Receives assistance from adults as necessary, with the goal of developing independence.

• Shows individual progress and achievement at his/her own level.

Figure 1. Music and Social Goals list to be shared with EAs before the start of the school year.

59-3 Insides V5.qxp_Layout 1  2018-09-11  8:40 PM  Page 31CMEA_59-2_BP.pdf Sheet 33/Front 2018/09/13 13:41:45



These questions could be presented in the form of a
questionnaire, or could be answered verbally as part of a group
discussion. The answers to these questions will help the music
teacher to effectively describe roles and responsibilities in the
music classroom (Doyle, 1997). 

The music teacher should create a list of music and so-
cial goals that are applicable to many students who need addi-
tional support. Meeting social goals in the music classroom can
effectively reinforce social skills that are being taught in other
areas of the school. Depending on the individual student, the
music teacher may adjust the original list with the help of an
EA (Jellison, 2015). See Figure 1.

The music teacher should specify which EA interven-
tions are appropriate in the music classroom so all EAs have a
clear sense of their responsibilities and boundaries. A list de-
tailing these interventions would provide EAs with an under-
standing of ways they can support the teacher in situations
where the teacher’s direct instruction of the EA is not possible.
See Figure 2 below for a list of classroom interventions (Jelli-
son, 2015; MTS, 2014). 

EAs are inattentive to the teacher’s instruction; they visit with
other paraprofessionals in the room, they text on their cell
phones during music class, or they do not share the music
teacher’s philosophy in managing a student’s behaviour (Dar-
row, 2010). Clarifying expectations for EAs at the start of the
school year can help to prevent these concerning behaviours
(Darrow, 2010). See Figure 3 below.

The lists in Figures 1-3 can be provided to Substitute
EAs so they know what to expect and what is expected from
them when they attend music class. These lists can be left with
the principal, resource teacher or secretary to be given to Sub-
stitute EAs when they receive their schedule for the day. 

Frequent Feedback 
When goals for a certain student or class are discussed early in
the year, the music teacher can refer to them when giving EAs
feedback. The music teacher can thank EAs for helping to carry
out expectations or give suggestions for strategies to be used
next class (Jellison, 2015). 

Examples:
“Thank you for encouraging Jimmy to participate in
group singing activities.”
“Thank you for giving Jimmy space to play most of
that passage on his own before you helped him. Next
time, let’s see if he can play longer without your help.”
Feedback should be specific. When given in a respect-

ful manner, suggestions for improvement can help EAs become
more effective in facilitating student learning and skill develop-
ment in the music classroom (Jellison, 2015). 
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• Help transport students to and from class.

• Provide support for student self-help skills, position-

ing, toileting and personal hygiene (wiping noses etc.).

• Communicate with students who are difficult to  under-

stand or who use alternate methods of communication.

• Assist students in playing the instruments when ap-

propriate (hand-over-hand assistance or modelling in-

strument technique for a student).

• Use prompts to help a student respond appropriately

to requests.

• Help a student to use props or visual aides.

• Integrate behaviour plans and consequences into

music activities.

• Build student motivation and self-esteem through the

use of positive comments.

• Move, at the request of the music teacher, a student

who needs to be separated from the group.

• Prove general assistance as needed, such as passing

out materials, turning recorded music on or off, pass-

ing out or collecting instruments, helping students get

into the circle or movement positions, moving chairs.

• Encourage and promote etiquette and good manners.

• Clarify elements of the lesson for students.

• Supervise reinforcement activities.

• Reinforce specific techniques, strategies and language

as directed by the teacher.

• Report to the teacher on students’ strengths, achieve-

ments and needs.

• Help the teacher ensure student safety at all times.

• Help substitute teachers to reinforce classroom rou-

tines/expectations and locate class materials.

• Always participate actively and engage in learning ac-

tivities, modeling appropriate participation to students.

• Learn the material being taught so you feel equipped

to assist students with techniques, strategies and

music language.

• If making modifications to directions, materials, in-

strument playing, or movements (in order to meet

Occupational Therapy and Speech Language goals),

do so in consultation with the music teacher.

• It is the teacher’s job to ensure safety of all students,

so the teacher needs to be informed of each student’s

whereabouts at all times. Permission to leave the

classroom is granted by the teacher only. 

• Help with the behaviour management of the class in

consultation with the teacher. Respect and support

the teacher’s classroom management decisions. 

• Respect that the classroom is a cell phone free

learning space.

• Use respectful and encouraging language around

students.

• Give the teacher feedback when asked.

Figure 2. Music Classroom Interventions list to share with EAs before the start of the school year.

Figure 3. EA Expectations in the Music Classroom list to share with EAs before the start of the year.
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Resolving Problems
If a music teacher is having a problem with an EA, they should
attempt to resolve the problem through a discussion. First, they
should meet with the EA to discuss the issue, model appropri-
ate behaviour and offer strategies for change. If the situation
does not improve, further action should involve the EA’s super-
visor (MTS, 2014). 

Effective Communication
The music teacher and their EAs should develop effective ways
to communicate during class. They should devise a communi-
cation system that is efficient and does not interrupt the flow of
teaching. Some ideas are using hand signals and non-verbal cues
to direct EAs to provide assistance or withdraw assistance from
a specific student (Jellison, 2015). Hand signals can also be used
when things are not going well and discussion is not possible
(Darrow, 2010). For example, a teacher may hold up a prede-
termined number of fingers to indicate that a student needs a
break away from the classroom for an allotted number of min-
utes before returning to class. 

Different Models for EA Support
One-on-one Support
Students with severe needs may require the assistance of an EA
throughout the entire music class. Some EAs may struggle with
this if they feel their musical abilities are limited (Scott, 2017).
The music teacher should be careful to assign EAs a role in
which they feel confident and competent (Bernstorf, 2001). The
music teacher can mentor their EAs’ musical skills while teach-
ing the skills to students (Scott, 2017). This can happen through
the incorporation of EAs in instrument playing and other music
learning activities. It works well if the music teacher also takes
a turn and models how adults and children can learn together
(Bernstorf, 2001). Alternately, the teacher can request a meet-
ing outside of class time in which they work with an EA on spe-
cific musical skills, such as percussion techniques (Scott, 2017). 

Independence Support
With the goal of developing student independence, it is good for
EAs to let students try certain activities without their assistance.
An example of this is letting a student with special needs work
with peers during a small group activity. EAs can encourage peer
support and teach classmates how they can best support the stu-
dent with special needs. EAs might maintain physical distance
from the student, while at the same time being available if the
student needs assistance (Scott, 2017). 
Whole Class Support
An additional model presented by Katz (2012) and cited by
Scott (2017) is one in which the EA and teacher support the
learning of all students. If students are working in groups, both
the teacher and EA monitor the groups and help all students
stay on task and interact appropriately. The teacher and EA may
take turns assisting students with special needs, while at the
same time giving students space to develop independence. This
approach can reduce the stigma of students who need EA sup-
port. Alternately, an EA can be asked to supervise a class activ-
ity while the music teacher works one-on-one with a student
with special needs.

Performance Support
Some students may require the assistance of an EA during a per-
formance. These students include those who struggle with mo-
bility or behaviour. Other students may only need assistance
while learning the music to be performed and will be able to
work independently in a performance setting (Bernstorf, 2001). 

If an EA is attending a concert, the music teacher
should specify when and how the EA can assist in rehearsals
and the performance. In some cases, a child’s EA may not be
able to attend the performance. The child’s regular EA may be
replaced with a different EA or not replaced at all. In these sit-
uations, it is necessary that all parties be briefed on what to ex-
pect during rehearsals and the performance. In the absence of an
EA, a responsible peer might be asked to help their classmate
during the performance (Bernstorf, 2001).

Confusion can occur if an EA accompanies a student
to rehearsals, but not the performance. If the student is accus-
tomed to watching an EA for cues during rehearsals and is left
with only the direction of the music teacher during the perfor-
mance, the student may feel confused and frustrated. In this sit-
uation, the EA should talk through the concert scenario with
the student so they know what to expect and whose directions
to follow.  

It is important for the director to facilitate a variety of
situations that simulate all of the possible scenarios for a per-
formance. At times, the EA can help the student with the per-
formance of the music. At other times, the EA can have the
student try to perform without their assistance by physically re-
moving themselves from the performing area (Bernstorf, 2001).
With the goal of fostering student independence, this provides
the student with the opportunity to learn to perform on their
own (Bernstorf, 2001). 

Teamwork
Collaboration
Student learning and growth depends on the collaboration be-
tween the teacher and EAs. EAs are valuable resources who can
provide information about a student’s behavioural tendencies
and abilities (Scott, 2017). EA’s know their students well, but
are sometimes not included or considered as full members of
the school team. It is very important that communication stays
open between all members of the child’s IEP Team- EAs, spe-
cialist teachers (including the music teacher), classroom teach-
ers, and resource teachers. It is integral that the music teacher
and EAs develop a relationship so they can communicate effec-
tively to help students learn and participate to their fullest po-
tential in the music classroom (Hammel & Hourigan, 2011). 

EA’s know their students well, 

but are sometimes not included 

or considered as full members 

of the school team. 
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Providing Materials
As valued team members, EAs should be provided with mate-
rials that will be taught in class. This information should be
provided prior to class time (preferably the day before) so they
have time to learn the material and be prepared to reinforce
learning concepts. This provides EAs with the opportunity to
share any insights about a specific student that may help the
student to be successful in the teaching and learning process. It
also shows EAs that their participation in the reinforcement of
classroom concepts is valued by the music teacher (Hammel &
Hourigan, 2011). 

Communication
Successful collaborations are built on trust and communication.
Open communication should be ongoing. When EAs come to
music class, they can inform the music teacher of previous events
in the day (if needed) that may affect a student’s learning and be-
haviours. Communication between the teacher and EAs empha-
sizes the teacher’s commitment to working as a team in order to
provide quality music education to students (Scott, 2017). 

Acknowledgement
Mutual respect is necessary for creating and maintaining a col-
laborative relationship. Respect is demonstrated by open and
direct communication and clear expectations. EAs have the chal-
lenging job of working in close contact with many demanding
and difficult students. Acknowledging an EA’s assistance and
contribution to the ongoing learning of the child is very impor-
tant (Adamek & Darrow, 2010). A teacher should remember to
thank their EAs on a regular basis to let them know they are
appreciated and to encourage their positive work.

Conclusion
EAs are valuable members of the teaching and learning team in
the inclusive music classroom, but their role is often overlooked.
Through adequate preparation and respectful communication,
EAs can be incorporated into music teaching and learning ac-
tivities in ways that reflect their strengths and benefit the teacher
and students. While incorporating and managing EAs takes

careful and deliberate preparation, time spent on the training of
EAs will be worth the progress made by students. Active in-
volvement of EAs in a music classroom can help to ease the load
of the busy music teacher, and can be rewarding for students
and EAs. By adequately training and incorporating the assis-
tance of EAs in to the music learning environment, music teach-
ers not only fulfill their professional responsibility, but they gain
additional support to create a truly inclusive music classroom. 
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INVITATION TO PARTICIPATE IN RESEARCH

Building Creative Capacity through Assessment for Learning in the Arts (AfLiA)

Are you an arts teacher in Canada?  Do you use teaching or coaching strategies that nurture student creativity? 

Our preliminary research has shown that teachers in the arts routinely nurture creativity by:
• offering informal feedback, 
• clarifying what makes a creation successful,
• asking questions about students’ creative intentions, 
• activating students to own their own learning, and 
• activating students to learn from each other. 

These are all examples of Assessment for Learning (AfL) strategies, and arts teachers are often experts without 
even realizing it. 

We'd love to hear from you! 
Our research team at the Faculty of Education at Queen's University is currently looking for teachers to participate in 
a 30-minute phone interview so that we can learn more about the ways arts teachers nurture student creativity.

Connect with us!
If you are interested in participating in this study, please contact ben.bolden@queensu.ca
For more information visit: www.benbolden.ca/aflia
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On with the Show! 
Tips for Producing a 
Successful Musical
Melissa Morgan

Abstract – The annual musical is one of the major events for
high school music programs. Several school music programs
and community organizations across the country and around
the world produce amateur theatre of all varieties. In my city
of Regina, Saskatchewan, ten of the fifteen public and Catholic
high schools, produce either an annual or a bi-annual full-
length musical. 

Since 1973, Luther College High School, an independent school
where I am music director, has produced an annual full-length
musical. The first six weeks of the school year begin with audi-
tions, casting, and rehearsals. The musical culminates with four
performances in the third week of October. As music director
for the past nine years, I have worked within the seven-week
Luther timeline and accordingly have gathered and implemented
strategies for directing a successful show while attending to full-
time teaching duties. This article will illustrate some of the many
lessons I have learned and aims to provide: 

• a definition of musicals;
• reasons for teachers to include a musical in

their arts or community programs; 
• suggestions and ideas about how to choose

and prepare a musical; 
• my top ten list of tried and true productions. 
Several of the points discussed and resources provided

in this article can be applied to preparations for any amateur
theatre production. 

Definition of a musical: What is a musical?
In Roger Kamien’s popular text, Music: An Appreciation,
Kamien says “a musical or musical comedy is a type of theater
that aims to entertain through fusion of a dramatic script, act-
ing, and spoken dialogue with music, singing and dancing and
with scenery, costumes, and spectacle.”1 Traditionally, many
musicals were written by Americans living in New York City
and these New Yorker artists produced shows in what are now
the famous Broadway theaters.2 Today, musicals are produced

and performed in theatres and as films around the world. 

Why the musical?
There are obvious practical reasons why producing a musical
can be a benefit for your school or community arts organiza-
tions. For instance, musicals foster inclusion, diversity, discipline,
team work, confidence, and empathy.3 For some, the musical is
a way to stimulate growth in a music program and encourage
students who normally would not participate in an arts program
to become involved. Here are a few ways that I have witnessed
the musical to be a positive force in my school community:

Advocacy: The Coalition for Music Education website provides
several examples that prove students who participate in the per-
forming arts score higher on reading, writing, and mathemati-
cal tests. Research also shows that performing arts students
possess stronger abilities in focus and concentrate than their
counterparts.4 Overall, there is evidence to prove that involve-
ment in the arts, including musicals, improves academic and per-
sonality outcomes for students and teachers.

Community: There is no doubt that musicals require a team of
like-minded people to work together for the common good. At
Luther, a high school with a student body of four-hundred stu-
dents, there are approximately one hundred and twenty volun-
teer teachers, students, staff, and parents who give of their time
and resources to ensure the success of the musical. These vol-
unteers do not include the local businesses, supporting outside
arts organizations, or educational institutions who sponsor and
lend a helping hand for the cause. A production crew and vol-
unteer list can be endless – from choreographers, to costume de-
signers, lighting and sound, props, set design and painting,
program publisher, media and promotion, administration, or-
chestra, and of course, actors and singers – it takes an entire
community to make the stage come to life. 
Developing social, musical, cross disciplinary skills: Preparing a
musical is one way to invite teachers from multiple disciplines

music makers
choral/choral
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and cultures to work with students and assist during the show.
Depending on the selected musical, teachers from English, sci-
ence, mathematics, history, and even physical education classes
could be successfully integrated in the preparation stages. Shows
such as Fiddler on the Roof, The Sound of Music, or Annie are
set in specific time periods requiring teachers to place the plot in
context for their students. Educators can use the musical as a
vehicle to explore subject areas outside of fine arts and therefore,
provide opportunities for cross disciplinary collaboration.

Recruitment: The size of the musical can be as large or as small
as one would like it to be. I have recruited students to sing in
choir, to join the advanced musical classes, and have also con-
vinced instrumentalists who play in the pit orchestra, dancers
who assist with choreography, student leaders who take charge
of stage managing, lighting, and sound to participate in my
other arts programs. There are students with special gifts for
painting, building sets, doing make-up and hair, media promo-
tion, or helping with ticket and concession sales who can be cel-
ebrated via the process of participating in a musical. Theatrical
arts can also be an outlet for students who:

• have limited performance experience but
blossom on stage,

• do not seem to “fit” into other school pro-
grams yet find a place to belong in the show, 

• are unsure about joining a traditional
music class or club but learn to appreciate
a new genre of music after participating in
a musical production.

A single experience as a chorus member or lead in a
show may trigger a student to explore other ensembles at the
school. For some, becoming involved in a musical can be a gate-
way into a lifelong career. In his book, The Complete Idiot’s
Guide to Amateur Theatricals, John Kenrick’s aptly points out is
that, “Almost every professional in the performing arts got his or
her first taste of show business through school or community
productions.”5 Kenrick’s statement is a strong reminder of the
importance of performing arts at an amateur level. The most suc-
cessful performing artists in the world today could not be a suc-
cess without their participation and exposure to amateur theatre.

How to choose an appropriate musical
Step one - Brainstorming
Ideally, there should be two directors to lead a musical production: 
1) the dramatic director - who is responsible to coach the acting,

and blocking, and 
2) the musical director – who is responsible to coach singing,

and orchestra rehearsals. 
Together, the directors provide the overall vision and in-

terpretation of the production. For this reason, it is highly impor-
tant that the directors have a united, and strong sense of purpose
for the production. Ultimately, the purpose and vision for the show
will determine the level of success during the performance. 

Approximately one year before the production, the
musical and dramatic directors should meet to brainstorm ideas
and discuss their vision and goals for the production. Some of
the questions that should be addressed very early on in the

planning stages are: 
• What is the purpose of producing a show?
• What are the benefits and drawbacks of

producing a musical for yourselves, your
students, your entire student body, your
community? 

• What resources and budget does your
school have or not have to do a full-length
production or modified junior production?

• Who are the students in your current music
and dramatic productions? What is your
anticipated cast size?

• Who are potential teacher, parent, commu-
nity member leaders you could approach
to help?

Brainstorming and preparation are arguably the most
important parts of organizing a musical. To ensure complete
success, the directors must choose specific goals and articulate
a clear vision before beginning the process of production. 

Step two - Building the team
Cultivate a set of core leaders – set design, administration, cos-
tume, lighting and sound, props manager, and house managers.
Actively seek out people who are responsible, trustworthy, col-
legial, and knowledgeable in their fields. Ideally, there should be
five to seven like-minded core leaders on your production team.
These leaders will offer their voice of experience in the desig-
nated areas and will provide insight about the major decisions
that need to be made. The core leaders will know what is rea-
sonable when seeking appropriate resources, equipment, and
time to do all of the tasks that need to be done. These leaders
will also oversee student leaders and additional volunteers op-
erating in their area of expertise. Give your leaders a job de-
scription so that they know their responsibilities well in
advance. Propose a draft schedule and work together on a time-
line. Anticipate approximately how many hours, days, weeks,
and months each leader will need to invest into the show. 

Step three - Choosing the show
Now that the core leaders are selected and everyone understands
the purpose of the show, begin to discuss possible musicals. One
method that I use in the process of selecting a musical is to host
a presentation meeting. 

The presentation meeting takes place either at school
or at someone’s home. Each core leader is asked to present two
or three of their favourite musical suggestions. The presenta-
tions should include:

• a short summary of the plot – ask leaders
to share the story in four minutes or less;

• some evidence that the school has the ap-
propriate resources for the show – always
consider possible lead roles, cast sizes, the
limitations and possibilities of your per-
formance stage, and your budget; and

• the pros and cons of the production – an-
swer the question “Why is this particular
show a good choice for our students, our
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school, and our community?” 
At the end of the meeting core leaders shortlist their

number one choice. Based on the goals and vision of the pro-
duction team, the dramatic director and musical director will
shortlist the core leaders’ choices and come up with the top
three musicals. The directors will proceed to contact the licens-
ing company and request a script and recording of the top three
musicals for perusal and review. All of the core leaders should
have the opportunity to review the script and music in detail be-
fore the final decision is made. 

The preliminary presentation meeting not only allows
everyone to voice their opinions and share their theatrical tastes,
but also is a way for leaders to engage in the process, build team
synergy, and be invested in the show. Producing a successful mu-
sical is incumbent upon positive relationships and team effort.
Everyone should feel connected to the production as eventually,
this attitude of ownership and community will flow to the cast,
and other volunteers. Presentation meetings also encourage lead-
ers and directors to keep an open mind, respect the views of oth-
ers, and can be a powerful professional development teaching
opportunity. In my own experience, I discovered that there were
many presentation meetings where I went into the meeting con-
fident that I had explored all the possibilities and that I knew ex-
actly which show was right for my school, only to discover that
there were shows, opportunities, or details that I had overlooked.

After the preliminary presentation meeting, leaders
should agree on a length of time (approximately two weeks) for
leaders to thoroughly read scripts and then meet a second time
to vote for the number one choice. While studying the top three
scripts, all leaders and directors should carefully consider:

• cast size
• possible lead roles
• set, lighting, costume requirements
• orchestra and accompaniment requirements.
In the end, it is always a good idea to select two

choices as sometimes the performance rights for the top choice
may not be available at the requested time.

Step four – Get Organized
Once the show is selected then contact the appropriate musical
licensing company. Licensing company’s own the rights to copy-
righted theatrical productions. As educators and law-abiding
citizens, we have a legal and moral obligation to follow the most
current copyrighted laws. Research your musical, get to know
the terms of agreement and learn about the rules for your par-
ticular show well in advance. Generally, the licensing request is
simple. From time to time, there may be restrictions or license
denials for particular shows. For instance, my most recent mu-
sical license was granted with an adverting restriction. Our
school had permission to perform the show but was not allowed
to advertise the production online or outside of school property
due to the national tour of the same production. Although the
closest national tour performance was 3909 kilometers away
and, in another country, we could not hang posters in local cof-
fee shops, or sell tickets in our local stores. This restriction
forced us to be creative with promotion and in the end our cre-
ativity enabled us to attract a sizable audience.

Create a to-do- list that allows you to complete specific
jobs each month. Your list will enable you to visualize what
needs to be completed, stay on task, and delegate the jobs for

Table 1 Sample Musical To-Do Check-List
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which you are not able to perform. The list is also a visual re-
minder that producing a musical is not for one person. In fact,
there are several duties which must be distributed among the
production team. Give every member of the team a copy of the
to-do-list as there may be tasks that you have forgotten to in-
clude. Table 1 provides a template musical-to-do-list.

Next, create a scene-by-scene breakdown of the pro-
duction. I create a matrix with the list of characters (leads, sup-
porting, and chorus) on a diagonal column left of the page; and

scenes along with the major songs in order of appearance hori-
zontally at the top of the page. The scene-by-scene breakdown en-
ables me to create a productive rehearsal calendar as I can
anticipate the frequency and length of time it will take to learn the
music, blocking, and choreography. This chart can also eliminate
conflicts when tutoring specific roles as you can see exactly when
certain characters are featured in the show. Figure 2 provides a
template scene by scene breakdown.

Lastly, create a schedule that works for your performers.
Before auditions, take a survey to determine if after school or be-
fore school rehearsals work. Some schools offer musical theatre
class as a credit course which allows their students to rehearse dur-
ing the day. One way to ensure commitment is to keep a consistent
schedule that is focused on the needs of the performers. For exam-
ple, if you know that a particular scene uses a large group with
smaller roles for the leads, then only schedule the large group for
the rehearsal and perhaps ask the leads to come when they have a
more significant role. No one enjoys coming to a rehearsal to wait.
An efficient schedule keeps everyone focused and communicates
to the cast that their valuable time is respected and appreciated. 

Step five – Begin!
Generally, the most challenging part of producing a musical is
beginning. Coordinating all the details can be overwhelming.
Remember that with specific goals and a clear purpose, a strong
team, and a detailed plan, your production is guaranteed to suc-
ceed. Figure 3 provides a list and short descriptions of my top
ten musicals for high school performers.
Additional musicals worth exploring:

• High School Musical
• Aladdin
• Oklahoma
• Little Shop of Horrors
• Oliver
• Seussical
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Figure 3. Top ten list of tried and true musicals for high school performers
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Licensing Companies
Use the following websites to learn about licensing and to how
to obtain additional resources.

• Musicals 101 by John Kenrick - www.mu-
sicals101.com

• Musical Theatre International (MTI) -
www.mtishows.com

• Playscripts Website – www.playscripts.com
• Rodgers and Hammerstein (R&H) -

www.rnh.com
• Samuel French (SF)- www.samuelfrench.com
• Tams-Witmark (TW)- www.tamswitmark.com
• Theatrical Rights Worldwide (TRW) -

www.theatricalrights.com

Conclusion
Producing a musical should be a wonderful experience. I am for-
tunate enough to have several mentors and teachers who I often
turn to for advice. I asked one mentor, Mrs. Gail Fry, a former
musical director and retired teacher with over thirty years of ex-
perience to share her advice to beginning musical directors and
her summarized suggestions are below:

• Schedule the production over a shorter
rather than a longer time frame – once
everything is organized there is no need to
have long drawn-out rehearsal schedule.
Students lose interest and the excitement of
putting the show together can wane.6

• Keep it simple – if you are producing your
first show, be pragmatic and choose a show
that is well within your means.7

• The bigger the cast, the bigger the audience
– while it may not be practical to accept
everyone who auditions, be creative with
your casting and try to include as many peo-
ple as possible. One person’s success is suc-
cess for everyone connected to that person.8

• Relationships matter – for most partici-
pants, the musical will be a life-long mem-
ory. Foster attitudes of community by
selecting lead performers who not only
excel in their art but are great role models.
The cast, crew, and the volunteers make the
production process a positive experience.9

• Have fun – producing a musical is a labour of
love. Amidst hectic schedules, painting sets,
costume measurements, and choreography,
take time to appreciate the joys of it all.10

My last tip for producing a successful musical is to re-
member to take one day at a time. Learn from your mistakes and
be patient with yourself and the people who work with you.
There will be challenges and there may be a day or two when it
looks like things may fall apart but, in the end, everything always
comes together. Now as they say in the biz, On with the show!

Endnotes
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4 Ibid.
5 John Kenrick, The Complete Idiot’s Guide to Amateur Theatricals (Toronto,
Ontario: Penguin Group, 2006).
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7 Ibid.
8 Ibid.
9 Ibid.
10 Ibid.
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music and health / la musique et de la santé

Snapshot: Music Therapy for 
Adolescents and Young Adults
with Substance Use Disorder
Amy Clements-Cortés 

Abstract – In this music and healing series article, I have chosen
to focus on the role of music therapy in work with persons di-
agnosed with substance use disorder. In particular, I am focus-
ing on its potential for adolescents and young adults; as there is
growing concern in Canada that the number of young adults
who use alcohol and drugs is rising. This article will provide a
snapshot of background information on substance use disorder,
alongside the benefits of music therapy as a treatment option
with this population. 

Introduction & Background
Substance Use and Youth
The occurrence of substance use disorders continues to be a
large concern in the adolescent and young adult populations.
For a person with a substance dependency and/or use disorder
there can be negative outcomes in not only the physical domain;
but also the social, financial and emotional domains. In Canada,
statistics suggest that alcohol and drug use in adolescents and
young adults is a rising and prevalent issue. For example: Young
et al., (2011) found: “Alcohol use is almost twice as prevalent as
cannabis use (46–62% of students report alcohol use and 17–
32% report cannabis use in the past year, depending on the
province). “In 2013, youth aged 15 to 19 (23%) reported the
use of at least one of six  illicit drugs in the past 12 months
(cannabis, cocaine, ecstasy, hallucinogens, heroin, speed), while
the prevalence in young adults aged 20 to 24 was 27%” (Gov-
ernment Canada, 2013). Further, the highest percentage of per-
sons with substance abuse problems are youth, ages 15-24
(Pearson, Janz & Ali, 2015).

Treating Substance Use Disorder
Both individual and group therapy that offer support and coun-
selling are common treatments, alongside the prescription of
medication for persons suffering from substance use disorders
(SAMHSA, 2016). Despite a wide variety of treatment options,
there are often issues with client engagement (Dingle, Gleadhill
& Baker, 2008). Unfortunately, while music therapy has demon-
strated benefits such as decreasing depression and increasing mo-
tivation in clients suffering from substance use disorders
(Albornoz, 2011; Silverman, 2012), as well as “improving en-

gagement in substance abuse treatment groups” (Dingle et. al,
2008) it is not a commonly included treatment. No Canadian
statistics were found on the percentage when music therapy is
included and/or offered as a treatment option to substance abuse
patients; but statistics from the United States show it is included
in approximately 14.7% of treatment options (Aletraris, Paino,
Edmond, Roman, & Bride, 2014). Encouragingly, these authors
also found that adolescent treatment programs were more in-
clined to have music therapy included. With that being said, it is
important that adolescent treatments for substance use disorder
be designed on the understanding that the brains of adults and
adolescents are different (Winters, Botzet, & Fahnhorst, 2011). 

Music Consumption and Adolescents
Music is a large part of all of our lives. We hear music in nu-
merous places, even if we are not actively choosing to listen. For
example, restaurants, shopping malls, sporting events, and cel-
ebrations. Research has also shown that music can have an ef-
fect on many things like our mood, pain and anxiety.
Adolescents spend a significant amount of their day listening to
music. In fact, Rideout, Foehr, and Roberts, (2010) acknowl-
edge adolescents spend over two hours every day listening to
music, and maintain that this amount of consumption has in-
creased over the recent past with the advancement in technology
and access. 

The Potential of Music Therapy in Addressing Symptoms 
Associated with Substance Use Disorder
“Substance use disorder describes a problematic pattern of using
alcohol or another substance that results in impairment in daily
life or noticeable distress.” (American Psychiatric Association,
2013). A person may be diagnosed when they present with two
out of a list of eleven possible symptoms such as: craving the
substance, giving up or avoiding activities due to the substance
use, or continuing the use of a substance despite associated
health problems or a negative impact on relationships (Medina,
2017). Typical adverse feelings experienced by persons with sub-
stance use disorder include anxiety, distress and sadness (Gard-
strom, Bartkowski, Willenbrink, & Diestelkamp, 2013). Further,
persons in treatment, recovery or post-treatment may go back to
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using substances to deal with with their emotions (McFerran,
2010). Music therapy can make an impact in these areas and
has been shown to facilitate increases in positive feelings coping
and engagement; as well as decreases in anxiety and sadness
(Dingle, Gleadhill & Baker, 2008; Gardstrom et al., 2013). 

Music Therapy for Adolescents and Young Adults Diagnosed
with Substance Use Disorder
Saarikallio, Vuoskoski and Luck (2014) state: “adolescence in
particular is a period during which music plays a major role”.
Given this knowledge, it makes an even stronger case for the in-
clusion of music therapy in treatment programs aimed at ado-
lescents and young adults. In addition, McFerran (2010) builds
a foundation for the importance of music therapy in adolescent
health stating outcomes include: connectedness, competence, the
formation of identity and resilience. The following are three ex-
amples from the literature to further support the inclusion of
music therapy with this demographic. In Gold, Vorack and
Wigram’s (2004) meta-analysis of music therapy with children
and adolescents having psychopathology, they found music ther-
apy to be operative in improving self-concept, as well as be-
havioural and developmental outcomes. A reduction in
depression for both adolescents and adults was also an outcome
in Albornoz’s (2011) study. And, in Preydre, Berends, Parehk
and Heintzman’s (2017) study on adolescent’s evaluation of
music therapy in an inpatient psychiatric unit, results indicated
that participants found music therapy was beneficial in increas-
ing their mood, reducing anxiety and offering opportunities to
interact socially with others. 

What are some Music Therapy Interventions for Adolescents
and Young Adults with Substance Use Disorder?
Music therapy interventions are often described as being part
of one of four categories: receptive, creative, recreative, or com-
bined. Receptive techniques would include things like listening
to music either performed by the therapist or via a recording,
and lyric analysis and discussion; while creative music therapy
examples include songwriting, and improvising music to express
emotions and feelings. Recreative approaches often involve
singing or performing songs written by others; and combined
approaches include such things as music and art, & music and
movement. Dingle et al. (2008) utilized songwriting, lyric anal-
ysis and improvisation in assisting participants to explore emo-
tions, address self-esteem and problem solve; and provide an
opportunity for clients to experience feelings of control by in-
cluding them in choice making. Silverman (2012) has also found
that songwriting contributed towards motivation to participate
in treatment In Gardstrom et al., (2013) study, a variety of in-
terventions were included in the group therapy ranging from
passive listening to active improvisation, with outcomes point-

ing towards decreased anger, sadness and anxiety; alongside in-
creased confidence, energy and pride.  Group music therapy uti-
lizing a variety of techniques would also help to foster a sense
of group cohesion, support, shared feelings and opportunities
for appropriate social interaction, which is critical in the ado-
lescent years. 

Cautions and Limitations 
Some research has indicated that after listening to music some
substance use disorder patients experienced cravings for sub-
stances (Short, & Dingle, 2015) and that certain songs ramped
up a desire to use substances and might enhance emotions dur-
ing substance use (Dingle, Kelly, Flynn, & Baker, 2015). With
this knowledge, music therapists could also work proactively
with clients to discuss these possibilities and assist them in as-
sessing and managing risk factors. 

Final Thoughts
I hope this paper has contributed to your increased under-
standing of Substance use disorder and the potential of music
therapy. Substance use disorder is sadly a rising concern in
Canada and the United States for adolescents and young adults.
It is important that treatment programs and choices continue
to include and add music therapy as a valuable and effective op-
tion. Today’s youth are very connected to music and music ther-
apy may reach these clients when more traditional therapies do
not. I am hopeful there will continue to be more research in this
area to strengthen the growing body of evidence. 
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popular music education

Rock Music, Informal Learning,
and What it Means to be 
a Musician
Steve Giddings

Abstract: In this article the author discusses how rock and pop-
ular musicians learn in a much more informal way than how
the typical classically trained music teacher learns. If you are
unable to start a rock band at your school, he states that even
including more informal learning practices within your tradi-
tional ensembles is a good place to start. Learning music, he ar-
gues, in a more informal manner helps to promote life-long
music learning and the acquisition of musical skills not com-
monly associated with classical music making. Later, he gives a
list of actions and lesson ideas to help you and your students
engage in rock music or more informal music making practices.

As formally trained classical musicians, how do we coach a rock
band in an informal and authentic way? Rock and popular mu-
sicians learn differently than classical musicians. Therefore, to
successfully teach a rock ensemble we need to, essentially, forget
everything we learned about how music is traditionally learned.
You see, classical musicians—and even jazz musicians to some
degree—rely heavily on notation and theory. It has gotten to the

point where, in many cases, trained musicians cannot make
music without notation or a chord chart in front of them. Of
course in the rock and popular music world, this is not the case.
Rock and popular music is passed on and played in a much more
informal way—the way it has been learned and played since the
dawn of music—through listening, copying, and ‘jamming.’ 

WHERE I’M COMING FROM
Where I come from, on the sandy beaches of Prince Edward Is-
land, rock ensembles in school has become incredibly popular.
The Rock-a-palooza: PEI Schools of Rock Showcase concert/fes-
tival that I’ve organized since 2010 began with four bands.
Now, it easily garners 13 to 16 bands each year ranging from as
young as Grade 3 right through to college aged learners! Most
of these groups are from elementary schools so for a province
with only 36 elementary schools, that is pretty impressive.  I
know, too, that in Ontario many schools are embracing the Mu-
sical Futures program which is based on teaching music infor-
mally in the way popular musicians learn. Clearly, there is a
need for this type of ensemble in the school system and it is also
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clear that we have much to learn from rock and popular musi-
cians that we simply aren’t learning in our teacher training pro-
grams. Our learners deserve it.

HOW ROCK AND POPULAR MUSICIANS LEARN
Many times, learners in the rock idiom know more than you
think they do because they learn their instrument in a way that
is authentic to the genre—by listening and copying. We just have
to let go of being the teacher and focus more on being a facili-
tator of music and let the learners do the rest. In the elementary
setting of course, they will need some more guidance but not to

the extent that you might think. Let me explain: This year, I have
an after-school group who are learning “Purple Haze” by Jimmi
Hendrix. I didn’t pick it, one of the guitar players did. He had
all of the opening and most of the solo already learned when he
suggested it to me. I can’t play it, and I probably wouldn’t learn
it as fast as he did. He doesn’t even simplify it, he plays every
flourish, every nuance and is quite musical about it because he
copied exactly what he was hearing—quite amazing really. With
minimal instruction, the drummer was able to learn his part and
remember it. Then, the other guitarist and keyboard player, not
really having an audible part in the song, had to create a part

In this section, I have provided a list of activities and mindsets that will help you and your learners feel better prepared for work-
ing within a popular music or an informal learning setting:
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that fit. We did much of the arranging together but the explicit
teaching was very minimal and no notation was used aside from
lyric sheets for the singers. 

Rock music is more about ‘feel’ and what sounds good
than it is about reading music. I know what you’re thinking:
But when do they learn the notation? They get to that after they
already know what they’re doing. I don’t mean:

Day one: learn how to play some notes 
Day two: learn the notation
This is how sound-before-symbol is typically prac-

ticed. What I mean is more like:
Year one and two: learn the instrument and
how it works through listening and copying
Year three: begin to understand what you are
playing.
It’s simple: no one learns how to read a language be-

fore they can speak it (or at least no one should). The new lan-
guage could be a new instrument or just music in general. Rock
music, outside of school, is learned in this way. Due to this, every
rock musician I know is a performer, composer, improviser, em-
bellisher, arranger, and multi-instrumentalist all-in-one. It is very
rare that these are separate skills like it is in the classical realm
and it has not been “academecized” like classical has. As men-
tioned, even jazz to some degree has become so academecized
that a well “trained,” university jazz musician, rather than im-
provising by feel and what sounds good, ends up showing off
their knowledge of theory through their instrument. You know
the kind of improv I mean. It’s the type that Angela from The
Office (US) refers to as “stupid” by asking “why don’t they just
play the right notes?” (Wagner, 2012).

One of my favourite all-time quotes that I have come
across with regard to what I am trying to portray is from jazz
trumpeter Louis Armstrong. After being asked if he could read
music, he said, “not enough to hurt my playing” (Woody, 2012,
p.83). We often forget that jazz, in its early days, was primarily
learned by ear and was much more improvisatory and infor-
mally learned than it is today. Don’t get me wrong, reading and
notation is important but not more important than the acts of
creating, playing, copying, and going by ‘feel.’ We don’t want
rock music to be academacized to the point where everyone has
to do it the same way with an over-reliance on notation. This is
why it is incredibly important to teach rock music in the way
those musicians have traditionally learned it by keeping it as in-
formal as we can. We owe it to the music and to our learners.

INCLUDING POPULAR MUSIC AUTHENTICALLY IN YOUR SCHOOL
Something like a rock ensemble lends itself well to a general
music classroom more-so than the traditional classrooms within
an instrumental or choral setting. However, If you are teaching
in one of these more traditional settings and are concerned with
your learners not developing these essential musicianship skills
that they need to participate fully in a musical world outside of
school or outside of  academia or you feel that you are not quite
ready to teach a full-blown rock ensemble at this time, there are
some activities and exercises you could do with your learners
on a regular basis to help them develop the skills they need.
These skills not only help to develop your students into life-long

learners of music but give them the skills to function in a musi-
cal situation outside of formal education because consider how
many of your learners actually go on to be classical musicians
as opposed to those who do not. If you were to look closely, it
seems we would be doing our learners a disservice if we are not
helping them to develop these skills. It could be something as
simple as instead of playing a scale as a warm-up, have them
improvise in that key along with some type of accompaniment.
The accompaniment could be pre-recorded or a live performer.
It could be you or one of your learners playing the accompani-
ment. Also, there are really cool backing tracks all over YouTube
in various keys, genres, and styles for anyone to use. Another
useful warm-up would be to have your students learn a famous
melody by ear in a particular key. It not only gets their ears
working right away it is how musicians outside of academia and
formal settings learn their music. 

The ability to sight-read and understand notation is
only one small facet of being a musician. Rock and popular en-
sembles are becoming more popular than ever but are only sus-
tainable and useful if taught in an authentic and relevant way.
Our formal classical training can be a hindrance to the way rock
musicians learn naturally so understanding the main differences
between how these genres are learned is paramount. Even in an
instrumental or choral program, it is important that these skills
are developed to help give students hands-on training in their
field and give relevance to their music making outside of a tra-
ditional ensemble where most of their music making opportu-
nities will occur. These ways of learning music are what help
our young musicians become lifelong musical learners and well-
rounded musicians.

Until next time, Happy Musicking!
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The 2018 Joint Consortium of Research funding (representing the CMEA/ACME and the Coalition for Music Education in Canada)
has been awarded to:

1.Patrick Schmidt and Stephanie Horsley for their project Diminishing Returns: Music Education Labour and Qualification in
Ontario ($3,000) and 

2.Jen Hinkkala for her project The Music of Self-Care and Well-Being: An Exploration of Music Teachers’ Self-Sustaining Habits.
($2,000).

A description of each research project appears below. Many thanks to the adjudication committee: Laura Lee Matthie, Marlene
Nolet, Ed Wasiak, Eric Favaro and Benjamin Bolden. Thanks also to the Coalition for Music Education and to CMEA/Acme for
generously providing this research funding.

Research project descriptions:

Diminishing Returns: Music Education Labour 
and Qualification in Ontario
Patrick Schmidt (Western University)
Stephanie Horsley (Western University)
$3,000.00
Ontario might be experiencing the early stages of the de facto disappearance of arts and music as a common curricular sub-
ject within its schools. Unintended consequences of increased accreditation cost and academic demands, misguided hiring
practices, alongside increased delivery of music and arts by under-qualified teachers, seem to be creating the perfect condi-
tions for what Ball (2003) has called the de-professionalization of the music educator. If current anecdotal information and
trends are any indication, within a decade, the opportunity for an education in arts and music will be significantly reduced and
might be simply unavailable to Ontario students in certain areas. 

The music education research community is cognizant that little research has been done on music teacher prepared-
ness in the Ontario context, although numerous music education researchers have called for a documentation of the training prac-
tices and preparedness of music teachers in general and in Ontario specifically (Aróstegui, 2011; Fitpatrick, 2013;
Georgii-Hemming, Burnard & Holgersen, 2013; Hope, 2007; Horsley, 2014; Schmidt & Robbins, 2011). Sparse research has fo-
cused on novice music teachers’ transition from university completion to actively teaching music as a school subject (Roulston,
Legette & Womack, 2005) and no research has looked at labour conditions and hiring practices as they relate to arts in general
and music in specific. In addition, research has indicated that the quality of elementary school music and enrolment in Ontario’s
secondary school music programs has been declining over the last decade (Carlisle, 2008; Fitzpatrick, 2013; Kennedy, 2000;
Horsley, 2014). Current practices of allocating un-qualified or under-qualified teachers without background in music to deliver
music instruction is also inadequately researched. To compound this picture, the most recent survey of Ontario elementary
Schools conducted by People for Education includes data on a continuing and disturbing trends. For instance, in the last five
years, 183,000 Ontario students have lost their music teachers. The report further indicates significant geographic imbalance as
well, showing that only 29% schools in rural eastern Ontario, for example, have an art or music teacher. To make matters worse,
the 2017 People for Education Arts Report, relies on principals to respond their survey, creating the very likely reality that figures
may actually over-report the number of qualified music and arts instructors.

ANNOUNCEMENT OF JCoR RESEARCH FUNDING
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This study has thus two aims. The first is to understand how prepared are teachers who have obtained their Bachelor
of Education across six of Ontario’s Faculties of Education in the new four-term program to teach public elementary and sec-
ondary school music in Ontario, Canada. The second objective is to document the employment prospects of recent graduates
(1-5 years and 6-10), and begin to understand hiring and allocation of music teachers in three school boards across Ontario
and their impact on numbers of qualified music delivering instruction in music. A survey, document analysis, and qualitative data
based on interviews and focus groups with participants from three geographically distinct boards in Ontario will form the proj-
ect. Following Stake’s (2005) approach to multiple case study analysis, we will provide three case studies on music teacher train-
ing policy and practice across three sites in Ontario (urban, suburban and rural). The aim is that the data and analysis generated
by this research project be used to inform policy at provincial governmental, non-governmental, and pre-and post-secondary
education levels. 

This research project is designed to serve as a pilot structure that would serve for a larger SSHRC application. We see
the Ontario case as a significant and important example, that can serve as a baseline for a national investigation. Independently,
it will inform CMEA/ACME members with meaningful and timely information that may have significant policy implications but also
impact practice, particularly in terms of music teacher education.  As we hope this would be an collaborative enterprise and as
the idea has emerged from conversations with other stakeholders in teacher education programs in Ontario, we hope this will be
a collaborative enterprise between several higher education institutions in the province and later on, nationally. 

Work, Self-Care and Well-Being:
An Exploration of Music Teachers Self-Sustaining Habits 
Jen Hinkkala (Western University)
$2,000.00
This study explores similarities and differences in the self-care and well-being habits of self-employed and institutionally-em-
ployed music teachers to gain insight into the work conditions of music teachers functioning in different teaching environments.
Research pertaining to conservatory teachers and self-employed studio teachers has focused on concepts such as learner au-
tonomy, the importance of self-teaching, method books, and examinations that are commonly used within this system, little is
known about the work conditions and/or lifestyle habits of these teachers (Upitis et al., 2016; Williamon, 2004).

Studies that pertain to music teacher wellness have focused on burnout. Results of these studies indicated that teachers
have a lower quality of health in comparison to the general population and are prone to ailments such as gastrointestinal issues,
high blood pressure, thyroid problems, back pain, severe migraines, cardiovascular disease, sleep disturbance, or/and chronic
fatigue (Vitale, 2012; Yang et al., 2009). Findings also indicate that music teachers are altruistic and sacrifice themselves for the
benefit of their students (Vitale, 2012; Kimpton & Kimption, 2016). 

This project explores physical and psychological needs of music teachers to determine whether these needs are being
met. Physical needs include: nutrition, hydration, and sleep. Psychological needs include: autonomy, relatedness, competence,
and purpose in life.

A grounded theory qualitative research design will be used. The purpose of grounded theory is to construct an applied
theory, designed to explain the relationships between concepts (Creswell, 2013; Ary, et al., 2010). Descriptive statistics and a
quantitative approach will be used to augment the qualitative data. Descriptive and interpretative phenomenological, qualita-
tive methods will be used to frame the research questions; however, the primary approach will be grounded theory. The de-
scriptive component aims to better understand the extent of the commonalities and differences between music teachers’
experiences of wellness. The interpretive component seeks to gain knowledge about the meaning individuals ascribe to every-
day experiences (Creswell 2013; Ary et al., 2010). 

Participants for this will include, public school/private school music teachers, conservatory teachers, home studio
teachers, as well as music teachers who combine forms of music teaching employment. Approximately 30 participants will be
recruited in accordance with Western’s research ethics protocol for this study. Data collection will include one survey, the Sat-
isfaction with Life Scale survey and 60 to 90-minute interview (Slocum-Gori, Zumbo, Michalos, & Diener, 2009).  

Participant recruitment will take place over a 6-month period and will begin in approximately June 2018 once research
ethics approval has been obtained. An initial write-up will be presented to participants in November 2018. The researcher will
engage in writing and revisions from December 2018 to July of 2019 and the dissertation will be defended in August of 2019.
It is the researcher hope that results of this study will be used to improve the lives of music educators and inform further research.
Results of this study will be shared with the CMEA/ ACME. 
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