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He who does not know history is destined to remain a child.
(Cicero)

Preface
One of the reasons that Canadian music education has developed its current high standards and successful national profile is the contribution of
committed and capable individuals who, across the years, have developed
teacher education programs and nurtured the teachers of the future. In
the early days such individuals built the pedagogical and research foundations that earned music education recognition as a worthy partner with
music and shaped the ways we interact with Schools of Music and Faculties of Education today. These music educators chose the content and
refined the methods, determined the research agendas, and guided the
profession through its growing pains. The best of them motivated hundreds of students to pursue artistic and pedagogical excellence and
spread the enjoyment of music.
It is important that we acknowledge our roots as music educators and
honour those who devoted their lives to their vision of music education
for Canadian youth. Franklin E. Churchley is one music educator whose
accomplishments warrant recognition and documentation.
I first met Frank when I arrived as a sessional instructor at the University
of Victoria in September 1986. Totally in awe of the professors I was
meeting, I was nevertheless immediately impressed with Dr. Churchley’s
(as I felt I must call him at first) warmth, affability, generosity, and helpfulness. My positive impression was vigorously reinforced as I got to
know Frank better as a colleague and mentor over the next few years.
Frank was always willing to explain the history and politics of the University of Victoria (he knew all its nooks and crannies), to encourage new
endeavours, and to help his colleagues. He genuinely appreciated and
nurtured the successes of his colleagues and friends, a remarkable quality
in a setting where petty academic rivalry can overwhelm generosity. He
never imposed his views on other members of the Department but nevertheless presented them in a thoughtful and eloquent manner.
His greatest legacy may be the impact he had on the undergraduate and
graduate students whom he taught and advised. Unlike many professors,
Frank remained keenly interested in his students (and all the students in
the Department) until the day of his retirement. The students, for their
part, appreciated his interest in their wellbeing and gave him a surprise
party on the last day of classes—much to his delight.
As he watched music education grow over the years and witnessed
changes in the university, Frank must have experienced many occasions
when he could have said: “That’s already been tried. Don’t bother.” But
he didn’t. He remained enthusiastic and young at heart. His career
spanned a period of tremendous growth in music education. He was in at
the heady beginning of the journey and helped steer the profession along
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a somewhat perilous road. From his early years as a university faculty
member Frank brought to music education innovative and remarkably
contemporary-sounding ideas such as the need for partnerships within
and among the arts, the importance of elementary music education, and
the need to develop what was later called comprehensive musicianship in
all students. His innovations were always grounded on the need for a
solid foundation in musicianship and pedagogy and the development of
music skills. Throughout his career he worked consistently to expand the
use of piano in the music classroom from that of serving only as a performance medium to one that enhanced musical understanding and conceptual development. Frank also devoted himself to achieving a balance
between the musician and music educator roles of the music teacher and
addressed the kind of music education that should be received by classroom teachers. Many of his innovative ideas saw fruition at the University
of Victoria as the program developed over the years.
As music education has matured in Canada we have begun to show a belated interest in our roots. Paul Green and Nancy Vogan’s Music Education in Canada was the first comprehensive account of the Canadian
story. 1 There remains much work to be done. When Frank retired in 1994
I thought it was imperative that a record of his contributions be made
available for future generations. I suggested a few times that Frank might
consider writing his autobiography. When it seemed unlikely that he
would undertake such a project I suggested a series of informal interviews that would span his career. He generously agreed to participate in
this conversation.
The last years at the University of Victoria brought their own particular
challenges to Frank—challenges outside the Department of Arts in Education. Changes in the University structure became increasingly difficult to
understand for someone who had operated, as did Frank, as a gentleman
whose word was sufficient. The new emphasis on rights, procedures, and
identification of systemic failures was difficult for him to accept and made
the years prior to his retirement somewhat more stressful than need be.
Nevertheless, he always gave his students and colleagues a warm welcome and all the helpful advice (when requested) a senior faculty member could proffer. Frank’s sense of humour was always ready to surface.
The twinkle in his eye and sly grin were welcome and somehow, reassuring.
While his abundant musical and pedagogical abilities cannot be overlooked, Frank Churchley’s success may have been largely due to his humanity, humility, and willingness to walk the extra mile to achieve his objectives where others might have given up or dug in their heels as a matter of pride.

1 Green, P., & Vogan, N. (1991). Music Education in Canada: A Historical Account. Toronto: University of Toronto.
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There is life after retirement. Although Frank retired from music education, he did not really retire. He has undertaken a second successful career—that of water colour artist.
This monograph is a record of a series of interviews that took place between August 1995 and February 1996 and commentary from colleagues
and students. The interviews were edited for clarity, coherence, and historical accuracy where appropriate, but there was an attempt to maintain
a conversational tone. Each part of the story is prefaced with an overview
to help the reader easily ascertain the biographical events. The interview
format provides an immediate and vivid recollection of past events.
Frank’s words appear in roman typeface, and my questions in italics.
It will be evident to the astute reader that Frank was extremely reluctant
to say anything negative or hurtful about anyone else or to claim any
credit for his own contributions. Some reading between the lines may be
necessary.
I am grateful to Frank for the many hours he sat to answer questions and
the documents and memorabilia he made available. Thank you also to
Frank’s colleagues for their testimonials and to Inez St. Dennis for proofreading the document. It has been an honour to work with a man who
has figured so prominently in the growth of music education in Canada.
While it has taken some time for the final version to be produced, the delay was unavoidable and hopefully produced a better account.
Betty Hanley
University of Victoria
March 2005
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PART ON E
Beginnings
(1930–1959)

i

2

3

I

ntroduction

Franklin Eugene Churchley was born in Oshawa on June 15, 1930 of parents Cyril Churchley and Mary Hall. He was the fourth of five children.
Both parents sang in church choirs, and his grandmother had been an
organist in Oshawa. Cyril Churchley was a jeweler and watchmaker.
When the Great Depression hit and General Motors closed down in Oshawa, the family moved to Warkworth in Percy Township. During this difficult period, Frank’s father worked at his trade and at running a general
store. The family always had enough to eat but not much more. Finally
throughout the 1940s, the family became a little more prosperous.
Frank attended S.S. #2, Percy Township and matriculated from grade 8
in 1941 at the young age of 11. He attended Warkworth Continuation
School for one year before the family moved to Port Hope in 1943 where
he attended Port Hope High School.
Frank showed a talent for playing the piano at an early age. His family
provided piano lessons first from Lulu Knight and then from Myrtle Hardy.
Frank progressed quickly, taking Royal Toronto Conservatory exams and
competing in the Northumberland County Music Festival, one of the early
music festivals. During this period he realized a long-held dream of playing the trumpet when he joined the Port Hope Citizens’ Band. Meanwhile,
he was achieving recognition as a talented pianist around the Port Hope
area. When it was time to decide on a career, Frank was encouraged by
Roy Fenwick to attend a new program for those who wanted to be music
teachers at the University of Toronto—the B MUS in Education. In 1947 at
the age of seventeen Frank began his studies at the University of Toronto
with the second group of students to enter the program. It was an illustrious class whose graduates included Elmer Iseler, Joyce Sullivan, Jack
Kane, and Margery Vaughan, and Sir Ernest MacMillan was Dean of the
Faculty of Music. Frank’s music education instructors, Robert Rosavear
and Richard Johnston introduced their students to the current issues in
music education and acquainted them with the Music Educators National
Conference (MENC) while providing methodology for instrumental music
education.
While working towards his B MUS, Frank continued to refine his piano performance with Mary Shore and Mona Bates. He gave piano lessons in Port
Hope and played the organ at St. Paul’s Presbyterian Church and Port
Hope Baptist Church to help finance his education. He earned his ARCT
from the Royal Conservatory of Music, Toronto in 1949. During the summers from 1948 to 1956, he began to work at an unusual summer camp

iii

4

run by Taylor Statten at Canoe Lake in Algonquin Park. This experience
gave him an opportunity to play with and meet many well-known Canadian musicians, artists, and public figures.
In order to teach in the public schools of Ontario, Frank had to attend the
Ontario College of Teachers (OCE) for a one-year teacher certification
program. Dean Lewis, however, delayed his admission by one year because of his youthfulness. Frank used the year to work on his Licentiate
(LRCT) from the Royal Toronto Conservatory, a stringent diploma earned
by only a few performers, which he completed in 1952. Frank suffered
through his year at OCE but enjoyed his music practice-teaching placements in Toronto schools.
When Frank began looking for work, teaching jobs were plentiful. Opportunities for music teachers at the secondary level were beginning to open
up as a result of the successful efforts of individual teachers (often with
little formal music background) to produce high quality performance
groups and thereby interest administrators and the public in the need for
music programs as part of regular schooling. In 1952 Frank accepted a
teaching position at Stamford Collegiate, in what is now Niagara Falls. It
was to be his first (and only) place of employment in the public schools.
The school had a tradition of good performance groups already established by Bruce Jay and Gord Overend. As a qualified music teacher Frank
initially took on most of the music classes, established the junior and senior bands, and directed the junior choir.
While he was teaching, Frank continued to perform on the piano in
neighbouring communities. In the summer of 1954 he decided to undertake further professional development. He sought to improve both his
French and musicianship at the Fontainebleau School of Music, an international program in France. While there, he worked with the legendary
Nadia Boulanger and studied piano with Robert Casadesus. Although he
returned to the classroom at Stamford Collegiate the next September,
Frank’s experience in France had awakened in him a desire for further
studies. His school district generously allowed him a partially paid leave to
attend graduate school, even though there was some question on the
part of the principal about his need for more education.
Many Canadians in search of graduate studies in music were attending
the Eastman School of Music. Frank decided that he was more interested
in the education aspect of further studies so he opted to attend Columbia
University. Columbia had the added attraction of Robert Pace who was
pioneering new ways of incorporating the piano into teaching music.
Frank initially expected to continue his piano studies at the nearby Juilliard School of Music. When he got to Columbia he found, however, that
he was so busy with his own studies, being Robert Pace’s teaching assistant, attending the many concerts, and courting a young Canadian he
had met in a cafeteria line, that the notion of piano lessons had to be set
aside.
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Columbia University, at the time, was a hub of educational thought. The
home of John Dewey, other notable professors included Philip Phoenix,
Lawrence Cremin, and James Mursell. It was an exciting time to be at
Columbia. While he was at Columbia University, Frank became interested
in elementary education and the need for something called musicianship.
His studies with Gladys Tipton and the nature of the program itself nurtured this interest. Frank was becoming interested in working on a doctorate, but he had to honour his agreement to return to his school district. In 1957, with an M A in hand and newly married to fellow student,
Anne Hossack of Toronto, he did so, but nevertheless continued to work
towards an ED D that he completed in 1959. In the choice of subject for
his project, which was titled The Piano in Canadian Music Education,
Frank showed the beginning of his career-long interest in the use of the
piano to facilitate musical learning.
As he finished his graduate studies, Frank began to seek employment
that would allow him to use his knowledge to better advantage. An opportunity arose when Dean Coutts of the University of Alberta in Edmonton, informed him of an opening at the Calgary branch of the University.
Now Frank speaks for himself.

E

arly Years

Let’s go back to the beginning if you don’t mind—back to the early years.
Tell me a little bit about your music background. I would like to know
with whom you studied, what it was like, and what you were learning.
Although I was born in Oshawa, we moved to the tiny village of Warkworth when I was about one. Our family wasn’t particularly musical. My
mother played the piano; my grandmother had been an organist (I guess
that’s some music); and my father was from England. He came over
when he was very small. We know very little about his side of the family.
I was the fourth son and started playing around myself on the piano
when I was about four or five. My parents had started the oldest one
with lessons, but they didn’t have much effect.

Why did your parents try to provide piano lessons for their children?
They thought it was the thing to do, that they should offer this opportunity to their children. But it was such a drag with my older brother who
didn’t like playing and didn’t want to practice (there were tears and the
whole bit), my parents said “That’s it.”
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How much difference in age was there between you and your oldest
brother?
We were very close in age. There were only about five or six years difference. From then on my parents decided that if any of us showed an interest and wanted lessons that would be fine but they weren’t going to
initiate anything. I initiated everything myself—I doodled at the piano—
and started taking lessons.

When did you begin?
I don’t know exactly. Around six-years old. I think my first teacher is still
living. She was Mrs. Knight when she taught me. She is Mrs. Samis now.
Lulu Knight… I think my lessons were 25 cents each—which in those days
meant a lot more than now. It was all my parent could afford.

You said you started out by doodling at the piano.
Well, I played tunes. I would pick out tunes and play tunes. That’s why
my parents thought maybe they should give me some instruction.

Why were you so interested in playing the piano?
My mother influenced me a little bit, but not a whole lot. I can remember
sitting on a top stair listening to her play when I was supposed to be
asleep but I don’t have any further recollection than that.

Perhaps you just liked the sound of the piano.
I think so. Maybe it’s because the piano was there. I can remember
throughout elementary school and even at the beginning of high school
while I was still in Warkworth that I would have given my eyeteeth to
have been able to play in a band, to play a trumpet, but there wasn’t
such an opportunity at the time. There was no town band. There was no
instrumental music whatsoever. There was the odd old time fiddler type
around, but that was it as far as strings went. That was the case even
though it was a surprisingly musical community, mainly because of a
teacher who became my piano teacher after I graduated from Mrs. Knight
at about age 10. That teacher was Myrtle Hardy. Myrtle Hardy was one of
those wonderful, dedicated people, without a whole lot of education herself, but responsible for helping along more people than you could imagine. I still keep running into people who had lessons from her or were
influenced by her.

Did she live in Warkworth?
Maybe four or five miles away. There was a crossroads called Morganston
where she lived. Actually she lived out of Morganston but she drove in
once a week to Warkworth and taught piano lessons in Shaw’s living
room. I went and sat in the kitchen and waited a while, while the person
before had a lesson and then I went in, and she rocked in her chair. As
long as her chair kept rocking you were all right. As soon as the chair
stopped rocking you knew things were off.
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Did she teach in the schools at all?
Yes, she did. I have a rather folksy article about music in the schools
written by a Mrs. Goodfellow who had also been a student of Miss
Hardy’s. Mrs. Goodfellow wrote that music in the schools started with her
late mother, Aida Atkinson, and the Public School Inspector who asked
why they couldn’t have the privilege of having music in the schools; the
inspector suggested the name of Miss Hardy as the teacher. So Miss
Hardy went to Toronto and took a summer course, and that equipped her
to teach music in the schools. From 1930 we were permitted to have music taught in our schools on a weekly basis. A whole new world opened
for those whose goal was to follow in her footsteps. A lot of this information surfaced when I returned to Warkworth as an adjudicator for the
50th anniversary of the Northumberland County Annual Music Festival in
1990.

That must have been a wonderful experience and a time to reminisce. I
recall your enthusiasm at the prospect of visiting old friends and your enjoyment of the event. Let’s return to your childhood. You were now 10
years old and taking piano lessons. How was your new teacher, Miss
Hardy, different from Mrs. Knight?
Myrtle Hardy had a better music background although this was all relatively speaking. I think my first teacher really had very little background.
Nevertheless, she certainly did many of the right things. She got me interested and got me going. She had another profession too. I think she
was a hairdresser. Maybe she recommended it was time I went on to
Miss Hardy. Anyway, that’s what I did.

Benjamin Bloom coordinated a study about talented people in selected
fields, including pianists. The researchers concluded that the first teacher
has to be a more nurturing type, reinforcing the child’s interest in playing
music. Your experience appears to reinforce the conclusions of the study.
Mrs. Knight has certainly shown an interest, as a good teacher should—
right up to the present. She was there sitting in my adjudication sessions
when I was in Warkworth in 1990. I think she was there because I was
adjudicating.

She seems to have been a very encouraging, warm-hearted person.
Very much so. That was a very strong characteristic of hers. And so was
Miss Hardy, in a different way. She was very quiet. When you think of all
the things that she did and all the influence she had, you might conclude
she was an outgoing kind of person; but she wasn’t. She was just a very
quiet, unassuming person with this tremendous dedication to her students.

Can you give some examples of what you mean by her dedication?
Festivals of course were a big thing, although they were just getting
started at the time. The first one was in 1937. Myrtle Hardy was partly
responsible for setting up the one in Northumberland County. I think she
was always interested in you as a person, as an individual, and not just
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the music. You would receive extra lessons and help just for festivals, and
she would be there and probably spent 16 hours of every day either with
her students or thinking about her students.

Did you participate in that first festival?
Yes. That’s one reason they asked me back in 1990. That first festival
was in 1937. You will find a discrepancy in dates in some of the literature.
In some places it says I was ten years old in 1937. I was actually seven,
but I was in the 10 year and under class.

Do you remember who your adjudicator was?
Yes. The first one was Dr. Fenwick, G. Roy Fenwick. He had a personal
interest somehow in the Warkworth area. His wife, Dorothy Dudley, had
family connections in that area. There seem to have been other connections too. Dr. Fenwick was one of those grand old men, grandfatherly and
very supportive. People just loved him. He was most complimentary in his
adjudications and very encouraging, so he was the right person to start a
tradition. I wrote an article about him about twenty years ago.

Was the article about the festival?
No, just about him. It was a short article, but I felt a little bit like you do,
that some of these events should be documented. I went to Toronto and
interviewed his wife. This was after he had died. She gave me some of
his articles and pictures. But, I’m digressing.

Let’s return to that seven-year old boy playing in his first music festival.
Were you a success?
I was in several classes. I know I came first in one. That was a piano
duet class. I know because I recently received a letter from Helen King;
she was probably ten at the time. We had played a duet called “Bright as
a Button”; I don’t know who wrote it. Helen wrote to me just prior to the
1990 celebration and said that they were having a concert by performers
from over the last fifty years. She asked if I would consider playing a duet
with her to represent the first festival concert. Her name had changed
since I knew her—both her first and last name. This confused me a little
bit. She was Jessie Potter when we played the duet but she became
Helen King when she married. Over the years she had kept the piece we
had performed so long ago. We played the duet at the anniversary concert. I also sang in that festival. I got a first in singing and probably in
piano solo too.

I imagine you found these results rather encouraging. How did your family and the school respond to your success?
Well, I think it was just taken for granted by my family that Frank played
the piano. The family and the school too took it for granted. No one else
was really interested. I have a younger sister who received lessons after
my parents saw that I was sticking with it, but she did not take lessons
very long. I think a combination of factors contributed to her decision to
stop. She had a different teacher. I think I was more fortunate in my
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teachers than she was. Mrs. Knight wasn’t teaching at all when my sister
started taking lessons, and having an older brother playing better sometimes does not encourage younger ones anyway. For whatever reasons,
she didn’t continue.

It is probably significant that you say you were fortunate in your teachers. What were you learning musically?
The focus was always on the pieces either for the festival or for a Royal
Conservatory exam. It was taken for granted that you were always preparing for the next exam.

Do you remember how old you were when you took Conservatory exams?
I think I did my Grade 10 when I was about 10 or 11. Maybe 12.

Was it usual for someone so young to be taking the Grade 10 exam?
No.

Please expand on the young age at which you met the rigorous challenges of a Conservatory exam. Would you attribute your success to talent?
I don’t know about that…. I didn’t take every grade. I did Grade 1, Grade
5, and then Grades 8, 9, and 10.

It seems your teachers were confident that you would be successful.
Yes. I was somewhere about thirteen when we moved to Port Hope. I
had a different teacher there. Her recital of the year was the big event.
She had about three or four pianos strung across the front of the Presbyterian Church and banks of flowers decorating the premises. This was a
BIG event. She would have sometimes maybe six or eight students playing on the three or four pianos and she would be at the organ. They
would have a real bash. Phyllis Challis was her name. For her, performance was uppermost. It might be the Poet and Peasant Overture or
something like that, not a Beethoven sonata. Wherever the arrangements
came from, that’s what happened. At this point I was ready for my ARCT.
I had spent a year on ARCT repertoire when I was still at high school but
I knew I was going to the University of Toronto. I thought I would wait
until I was in Toronto to do the exam because my teacher at the Royal
Conservatory would polish things. I thought all I’d need to do at University was go in and polish. It didn’t work out that way. But I’m getting
ahead of myself.

Let’s return to the time when you left Warkworth and moved to Port
Hope. You had a new teacher and were completing high school. Were
you still participating in festivals?
Yes. I was now out of Northumberland County.
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Did the county make a big difference?
Oh, yes. There wasn’t a Durham County festival, but there was one in
Peterborough, a Kiwanis Festival that I played in. Throughout these years
there was very little music in the schools, although there were interested
teachers, for example, Grace Smith. She was my Grade 1, 2, and 3
teacher and she had her classes sing in the festivals. That was what you
did if you taught any music; you prepared the children for the festivals.
In the Port Hope high school there was no music whatsoever. Not even
an extracurricular choir or band or anything.

Would you say there was less interest in music in the Port Hope community than in Warkworth at that time?
Yes.

As a budding musician, how were you received in Port Hope?
There was a town band, the Port Hope Citizens’ Band. I played the trumpet there. I had longed to play the trumpet when I was in elementary
school.

How did you learn to play the trumpet?
I just went to band practice. The band director was Fred H.W. Brooks. He
helped us enough to get going and then you just played along on your
own.

Were there a lot of people learning in this rather ad hoc manner?
No. There were not very many young people. There was Fred’s son, Bud.
There were two or three kids but there were many more white-haired
men. It’s interesting looking back on it. I don’t know whether there were
any women players or not. I never thought of that at the time. There
might have been but….

At this point you had finished high school and were preparing for the
ARCT exams. You planned to attend University. Why did you want to go
to University?
Actually, I did quite well in school.

When you say that, you probably mean you were getting 100% all the
time.
My grades were good, but I had skipped two grades in elementary school
and another year I was out of school for about six months for health reasons. I spent only five and a half years in elementary school so I was always the young kid, younger than everybody else through high school
and university. Actually, in grade 9, I ended up with two of my brothers
in the same class. The brother older than me was where he should have
been and the brother above him had missed a year because of fooling
around. We ended up with the three Churchley boys in the one grade 9.
Of course, there was only one grade 9 Class. Actually grades 9 and 10
were together in the same classroom because it was a small school.
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That arrangement must have been a little sensitive.
It was rough on my brothers who didn’t finish school. I was 15 in grade
13, and the high school principal wanted me to stay a second year because he thought I was too young to go to university. Now, I think he
was right. But I didn’t think so at the time; neither did my parents. If it
had been a larger school that could have offered more subjects, I could
have had some options; but I had taken most of the subjects they had to
offer and had earned first class honours so there wasn’t much point in
repeating the work. Off I went to university, too young in a way.

U

niversity Days

Why did you choose the University of Toronto?
Why Toronto? Because it was the only place offering a music education
degree.

Did somebody invite you to go to the University of Toronto?
Yes, it was Dr. Fenwick—although he wasn’t connected with the University. He was in the Ministry of Education at the time. This was right after
the war when there were service men who had been in the army band or
air force band coming back. There was a growing interest in instrumental
music. The University of Toronto, at the instigation of people like Dr.
Fenwick who had quite an influence on the university, started with a
Bachelor of Music Education in 1946. I was also interested in languages,
and there was a possibility that I might have gone on to languages. I had
gone to Québec when I was in grade 11 in the summer and lived with a
French family so O could speak French. Languages fascinated me. But at
Toronto you didn’t just take French; you took modern languages and you
took two modern languages. I only had one language and besides, I was
also interested in music. I didn’t really know what the possibilities were
but I didn’t want to be a performer. Performance didn’t ever really appeal
to me—and certainly not to my parents—as a career. Performance was
certainly much too insecure and not the thing that people thought a Canadian would do.

Did you ever like performing?
Yes, but as I got older I think I got more tense about it. Maybe it was my
personality. I can remember my grade-10 piano examination. I went in
the room. The examiner was Mary McKinnon Shore from Toronto. Let’s
see. The exam took place in a hotel room in Bowmanville. I can just picture it. She said “Play the Bach Prelude and Fugue in C minor.” I played
the Prelude just fine then started the Fugue and I lost it. I was nervous,
and it was gone. I think there were several reasons for my memory
lapse. Of course I was extremely nervous but also I think I hadn’t learned
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the work properly. I hadn’t really learned how the music was put together
and what was happening in it: I played the notes. This was how I memorized in those days: I played the piece and after a certain number of playings it was just there—with no conscious analysis or anything like that. I
went on and played the rest of the exam. Everything else went just fine.
At the very end she said “Now, off the record, let’s just hear that Fugue.”
I still couldn’t even remember the very first note of it at that point.

You appeared to have developed a temporary mental block.
That experience bothered me for a long time afterwards even though I
think I got 81% or something on the overall exam. The examiner didn’t
count it too drastically against me.

Let’s return to your selection of the University of Toronto as the place to
pursue your education.
Why did I go on to music education and why Toronto? I wrote to Dr.
Fenwick when I was maybe in grade 12 thinking of what I was going to
do. He knew me, of course, from the festivals and he very strongly encouraged me. He said they had just now set up this new Bachelor of Music program. He thought it was ready-made for someone like me. There
would be opportunities for me. I received very strong encouragement
from him. Port Hope is maybe half way between Toronto and Kingston,
and maybe 80% of the high school kids went to Queen’s. The principal of
the high school was a Queen’s graduate so he encouraged everybody to
go there. But there was no music at all at Queen’s. Someone like Graham
George gave a music appreciation course but that was all that was offered. There was a general B MUS program available across the country
but basically it was a theoretical one where you did your harmony and
your counterpoint and so on. It was very much like taking the theoretical
requirements for the ARCT. That was what a Bachelor of Music consisted
of—a result of the British influence, I think. Even in Toronto the old
Bachelor of Music had been harmony, counterpoint, history of music,
form, and analysis, with no performance classes at all. That was about it.
And these courses were taught by Healey Willan and Leo Smith and people like that. The British model was the pattern in 1949. The Senate
would not even accept practical courses as university classes. Dick Eaton,
the Head of Music at the University of Alberta was clever at getting
around this restriction. He talked the Senate at the University of Alberta
into agreeing to have a choral lab attached to the history course and an
instrumental lab attached to the theory course. The University of Western
Ontario had its own Conservatory, but their program was a Music Graduate in Pedagogy for the preparation of private music teachers, not public
schoolteachers.

Talk about your classmates in those first years of the program at the University of Toronto.
That first class had twenty students. The first graduates had come from
all over the country. There was Nipper Benson from Victoria, Burt Turvey
from the lower mainland, Howard Reaume from Moose Jaw, and Dorothy
Thornton from Regina. The Maritimes had Mount Allison and their own
Conservatory so there was no need for those people to go afar.

13

What was the program at the University of Toronto like in those early
years?
There were two degrees: a general B MUS with a theoretical focus and
the B MUS in Music Education. Although the two programs existed in the
same building, they were totally separate. There was some rancour between the two groups, but I was politically naive at the time. I felt I had
to have my ARCT, but this diploma was extra to my program. Performance wasn’t even counted as a course.
I remember one story about those days. Every student had to be able to
swim; that was a requirement. I couldn’t swim very well, but there were
these other things you could do, like calisthenics classes. But the first
thing you had to do was be able to swim. I thought I’d better take the
swimming. The chlorine was so thick in the Hart House pool that I had to
go to the health service. They reclassified me, changed my physical category—we all had physical categories—from category A to category BNS
(B, no swimming). I did my calisthenics (which was not my favourite
course). It was difficult roaring across from the conservatory and changing and rushing up to class; if you didn’t get there within ten minutes after the hour you didn’t get credit for being in the class. You got your
credit just by being there; you didn’t have to be at a certain level; you
just did them. Nevertheless, it was always frustrating to have rushed over
and get up there and find that they had just taken attendance and it
didn’t count anyway. Elmer Iseler often just didn’t bother, so he flunked.
I don’t know what happened eventually; he must have done something
because I remember him at graduation.

Who became your piano teacher?
Mary Shore had a very positive influence on me. Musically, I learned as
much from her as from almost anybody. When I arrived I could play my
whole repertoire: I could play all the notes. I thought we would just polish and I would take my exam. I couldn’t have been more wrong. Mrs.
Shore told me to forget about the exam: “We have to get back to the basics.” There was to be no more playing for at least a year. This was a
shock to me since I had been playing regularly at the Rotary. Shore
taught me to get to the heart of the music. I had no idea of what polishing meant. We might spend one and a half hours on four measures. She
gave me extra lessons—at least two to three times as many as I was
supposed to have. I think she took a special interest in me. She saw possibilities. Although I had always had great facility, playing musically was
not something for which I had been prepared. She got me involved in all
sorts of things. I had to draw the musical line and use colours for lines.
She sent me to the Art Gallery of Ontario to look at Impressionistic art
when I was playing Debussy; I would never have gone on my own. She
wanted me to get the piano to sing.
Mona Bates was her teacher—the grand dame of piano teaching in Ontario. Miss Bates had taught many of the teachers of the Conservatory. I
remember that she wore a floor length gown when she taught, and her
piano was a nine-foot grand. At one point when I was getting ready for a
concerto concert. Mrs. Shore sent me to Mona Bates. Taking a lesson
from her was very expensive. Mrs. Shore sent me over even though I had
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no money to pay for lessons. At the lesson Miss Bates would improvise a
phrase and I would answer. Sometimes I wondered if I was receiving
anything of value. She had me improvising for three quarters of the lesson. I had never done such a thing at a lesson (although I did improvise
secretly on my own). Many teachers had told me that I shouldn’t play by
ear because doing so would spoil my reading and my technique. Here
was THE teacher (of people like Clifford Poole), and she was telling me to
improvise and use my ears. At the time though, I didn’t see the value. I
thought we should be playing through my concerto. It was only later that
I realized the value of what she wanted me to do.

What attitude was there towards ear training on the part of most piano
teachers?
No teacher had ever spent time on ear training. Ten days before the
exam you would hear: “Oh. We had better look at the kind of things you
will have to do on your exam.” I was very lucky that I ended up studying
with Mary Shore. Actually, I was lucky throughout my studies. My private
teachers had a great impact on me because of the rapport created in a
one-to-one interaction.

Discuss the newly developed music education degree at the University of
Toronto.
The B MUS in School Music was introduced in 1946 with 19 graduates in
1949. I was in the second intake in 1947. Eighty per cent of the students
were ex-service men and women who had played in bands. They were
ten years and more older than me. I wasn’t part of the group; I was just
this youngster. This age difference affected my university days. I was too
young to take advantage of the experience. Mostly I just practised and
went to lessons. The degree was a three-year program, and then students went to the Ontario College of Education (OCE) for teaching certification. Dean Lewis thought I was too young to go to teachers’ college.
Incidentally, in 1951–52 OCE did not accept music as a teaching subject. I
had to qualify in two respectable subjects—French and social studies.
Music did not officially appear on my transcript.
Meanwhile, I was working on my Licentiate (LRCT), a two-year full time
diploma program. During the first year I taught piano lessons and held an
organ position and, in the second year, I attended OCE.

What kinds of courses were offered at the University of Toronto?
It was basically a music program rather than an education one. There
were theory, history, ear training, composition, orchestration, and English
courses. I also took French. The only music education courses were band,
orchestra, and choral techniques. There was nothing really educationoriented. Our professors had solid music backgrounds and were mainly
British (people like Healey Willan, who retired in 1950 and Godfrey Rideout) except for the music education professors; they were American.
Robert Rosevear did the instrumental work, and Richard Johnston taught
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theory using the McHose2 book. I was already ahead in theory because
of my ARCT where we had used Kitson. 3 I had an advantage over the
service men who played but didn’t have much theory. Perhaps McHosewas too analytical: If Bach used a certain progression 65% of the time,
then we should, seemed to be implied.

Graduation from the University of Toronto, 1950

What was Healey Willan like?
Healey Willan was well respected. He had a wry sense of humour. I admired his musicianship. Hearing his St. Mary Magdalen Choir was a real
treat.

What part of the program developed you in new ways?
Ear training became more important to me during these years. This aspect of the course work was well handled by Richard Johnston. He dealt
with the sound; this was a new approach for me. I can remember in earlier years someone telling me in preparation for a conservatory theory
exam not to go to the piano because there wouldn’t be a piano in the examination room.
2 McHose, A.I. (1947). The contrapuntal harmonic technique of the 18th century.
New York: Appleton-Century-Crofts.
3 Kitson, C.H. (c1920/1978). Elementary harmony. London: Oxford University
Press and (1933). Rudiments of Music. London: Oxford University Press.
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I remember similar kinds of experiences in my own dealings with Conservatory exams.
I enjoyed playing by ear. Improvising helped my reading because I had
to develop my memory and imagination. Just working with your four or
five pieces for an examination doesn’t help you become a good reader.
You need to practise reading to become a good reader.

You said earlier in our conversation that you really did not want to be a
performer. Why did music education appeal to you?
I had very little, if any, music during my schooling. I especially felt the
lack of music in high school myself, so I decided to aim for teaching music in the secondary school. Here was my opportunity to fill a gap. It was
fortuitous that secondary music education was growing at this time.
There was a lot going on musically in Toronto compared with Port Hope.
There was North Toronto Collegiate that had a tremendous orchestra.
Lawrence Park Collegiate put on a Gilbert and Sullivan operetta every
year. The Leslie Bell Singers, directed by Leslie Bell who was the choral
techniques professor at the University of Toronto, provided polished and
well-staged concerts at the Eaton Auditorium. I was bowled over by these
concerts as a teenager which is what I was when I was at university.
There was also the Toronto Symphony. Of course we got to hear as many
performances as we could, at student rates. In those days there were a
lot more solo recitals at Eaton Auditorium or even at Massey Hall. These
things seem to have petered out. We don’t hear the solo piano recitals
that we used to hear. They seem to have survived mostly in places like
the School of Music.

Were there any events you found to be significant in your university experience?
At the end of our first year I had one of those peak experiences that
Maslow talks about. A group of us went to the Music Educators National
Conference (MENC ) in Detroit. We didn’t have very much money—we
were just starving students. One of our classmates came from Leamington. I think his mother was the organist at the Presbyterian Church. My
classmate arranged a public concert in Leamington where we all performed. It was sort of a benefit, and the money we made from the concert kept us going through the Conference in Detroit. That first American
National Conference just bowled me over. I saw and heard things I just
couldn’t have imagined. The performance level of some of the all-state or
the national divisions was outstanding. Huge choirs performed very difficult repertoire extremely well. The same applied to the small chamber
groups and the instrumental groups. It was also exciting to hear the topnotch speakers whom we had heard about during our classes.

I thought you said there wasn’t much emphasis on education in your degree work? How would you have become acquainted with the big names
in education?
Our band and orchestra professor, Robert Rosevear, emphasized this aspect. He was basically in charge of music education, although I don’t
think he received any formal credit or recognition for it. He really organized the music education part of the degree. I’m sure we wouldn’t even
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have known it existed if he hadn’t promoted our interest. He probably got
us all taking the Music Educators Journal as student members. Our
teacher education wasn’t completely left to the OCE year.

You experienced British professors, McHose, and MENC. Was anyone worried about Canadian content or the Canadian identity?
Not too much. There was no music education at all in a formal way at the
high school level, and the Americans who were brought in to organize the
music education (like Rosevear and Johnston) obviously came with their
American ideas. There was no such thing as a Canadian music educator
at the secondary level. There was no one like Dr. Fenwick. No one could
have been more Canadian than Dr. Fenwick.

Please expand on what you mean when you say Dr. Fenwick was a true
Canadian.
He was a real gentleman in the best sense of the word. He was sincere
and almost self-effacing. I remember him at an MENC conference. He was
proud of what was going on in Ontario but he didn’t want to boast about
it. He had a British-type training but went to the States to take some
classes. What he did with his music textbooks was typical Canadian behaviour at the time. The old Highroads of Song, supposedly a Canadian
series, was really an American series with Dr. Fenwick’s name. He added
“O Canada” and “The Maple Leaf Forever” and a few other items, and the
books became Canadian. There was less feeling those days about trying
to develop a national identity. It wasn’t until 1959 that the Canadian Music Educators’ Association (CMEA ) even got going. That association basically was formed at Atlantic City, New Jersey, at a meeting of the MENC
(probably in 1958) at which time a group of Canadians got together and
said they really should have their own national group. The following year
the organizers arranged to invite people from most provinces to the Ontario Music Educators’ Conference in Toronto. I don’t remember whether
it was all provinces, but the organizers tried to get representatives. The
CMEA was set up at that point with the mission of developing a Canadian
point of view and network. But the idea had grown out of a meeting at
MENC.

Why do you think Americans were so much further ahead of us in music
education at that time?
I think there was more of a conservative attitude here, less willingness to
branch out into new areas. Not that music is new, but music education as
a formal field of study was, in a way. For example, performing music was
not considered an acceptable academic pursuit in Canadian universities,
but the Americans didn’t mind trying things out in that area at all. They
were perhaps better at public relations than we were. I think their performing groups brought prestige to the schools and were maybe promoted a bit more for that reason.

Were there any memorable events from those years?
The University of Toronto Symphony Orchestra and Choir were very much
extracurricular activities with no connection to the faculty. The orchestra
was conducted by Hans Gruber, who later became the first conductor of
the Victoria Symphony. Gruber was followed by Lee Hepner, who was
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actually in our class. After graduation he became conductor of the Edmonton Symphony Orchestra and then became a music professor at
McMaster. I was involved in those groups and I had the opportunity of
playing a concerto with the orchestra. That was a thrilling experience—to
have the whole orchestra behind you, involved in the music making.

Which concerto did you play?
The Grieg. Actually I had prepared and tried out with the Mendelssohn G
Minor concerto in the fall and was chosen to play with the orchestra.
Then someone decided they didn’t want the Mendelssohn concerto because it didn’t fit the programming. Sometime around October or November I was given the choice of Grieg or Beethoven No. 3. I got busy. That
was a real quick study if there ever was one; I had to learn and memorize the work and have it ready to perform in February. This was another
very good experience. I can remember memorizing the work. I was going
back and forth on the train to Port Hope every weekend because I played
a church organ there and had some private students whom I taught to
help pay a little tuition and my room rent. I can remember sitting on the
train and memorizing the score from reading it rather than playing it. I
think that was probably a good exercise in ear development. Obviously I
did a lot of practice at the piano also. Consolidating the work and going
through it in my own mind on the train and memorizing it was a matter of
necessity. Nevertheless I think it was a very good music activity to have
gone through.

Earlier you said that you found it stressful to perform. Yet it seems that
performing the Grieg piano concerto was a great experience. What happened?
I did enjoy the actual playing of the work. I also played a lot of recitals at
the conservatory after I got through that initial period when I wasn’t supposed to play anything. Then the tables turned. My teacher had me playing all the time, it seemed to me. I played a lot of recitals, so performing
became a little more routine in a way. I’m not sure where and when I
started to feel tension. I think the discomfort came later still. After I
started to teach, I continued to work on both tracks: I taught high school
and all that entailed (I had extracurricular bands and orchestra) and as
well tried to keep playing the piano. I played recitals in Niagara Falls,
Guelph, and Toronto. I was single at the time so I spent my whole life
practically doing these two activities. I played a fair amount, actually.
Everybody gets a little nervous. It wasn’t until we started getting more
specialized at the University of Toronto with performance majors who did
nothing but play and teach piano all day whereas I was doing a lot of
other things in Music Education including choral performance and administration that I realized there just wasn’t enough time for me to spend on
performing. I felt more insecure and got more nervous and ended up not
doing as much performing as I might have.
There was a year of grace when I focused only on playing. During the
year between my graduation from the University of Toronto and going to
OCE I did nothing but prepare for my LRCT and teach piano. I had an opportunity that year to just play and practice eight hours a day. I did some
recitals and performances; most of them went quite well, you might say.
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I sort of got performing out of my system; I discovered I really didn’t find
performing to be what I wanted to do all my life. The glamour of playing
with the orchestra and the excitement was tremendous, but because of
the hours of preparation that are required, almost drudgery if you like, I
found it hard to keep my nose to the grindstone.

What do you recollect about your experiences at OCE?
Going to OCE was not a year that most people looked forward to. I think
the unfortunate aspect was the strong division created between doing
your degree first and doing your education afterwards. This approach put
education in the afterthought category. A lot of people felt, “Okay, I’ve
got my degree now. I really feel that I should be able to teach but they’re
making me go through these hoops just for the sake of going through the
hoops.” OCE didn’t have that high a reputation. One teacher there, Alastair Haig, was chosen because he had taught at Harbord in Toronto. That
school had a reputation for putting on a Gilbert and Sullivan operetta
every year. OCE did the same. That’s why Haig was hired. The positions
were more like Ministry appointments than University appointments, although OCE was connected to the University of Toronto. I think OCE was
very much a separate institution with separate faculty members or professors (I’m not even sure they were called professors). It didn’t really
matter what their academic background was. I think Alastair Haig had a
BA, but not in music. We put on a Gilbert and Sullivan thing—it was the
Mikado that year, with Don McKellar conducting. I was a gentleman of
Japan. I had to teach in French and social studies since those subjects
were on my certificate. I did get to teach music, however; we had three
periods of practice teaching, three sessions of three weeks each. I taught
music in each session but sometimes I also taught French and sometimes
social studies.

Where did you go for your practice teaching?
Fortunately for me, I went to North Toronto, which was considered the
school for music. It was believed to have the ultimate in music programs.
Jack Dow was the music person; he was a real disciplinarian, and everybody towed the line. The school was located in a part of the city where
the kids probably all had private lessons. It was a very high-level performance school. I also went to Riverdale in East Toronto. The student
population was not in the same class, but the experience was probably
more realistic and representative of the sorts of things that I would be
doing myself later. Ken Bray was there. He was one year ahead of me at
university. Basically I was placed with Dawson Woodburn. Dawson was
head of music. Some of my classes were with Dawson and some were
with Ken. My other session was at Etobicoke. Etobicoke had Bob McGregor who had come from Ottawa. Oh, I was at Oakwood Collegiate and
that makes four. There was a streetcar strike making it impossible to get
out to Etobicoke, so I was changed to Oakwood where my cousin, Orlon
Hall, taught strings. He taught strings and math there, but I was with Mr.
Davidson. I’ve forgotten his first name, but he was a very well respected,
conservative teacher. I am sure that he is the teacher in the finale of the
film The Sense of Music where a mass choir and audience members sing
“Jerusalem.”
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How do you think those visits to the schools impacted on you?
They really weren’t long enough to have had as much impact as they
should have. I was placed in a school for three weeks; I had two teaching
areas. I really didn’t get to teach that much, not enough to really start to
feel comfortable as a teacher. I think it was good to see the variety. I actually ended up being at four schools. I think that was good for me. I
could see the different things that could happen and the different ways
people approached teaching. I don’t think that when I started to teach
myself I was most influenced by teacher x, y, or z. I don’t know who influenced me the most. Probably various people influenced me in certain
ways. I didn’t have the feeling (as some of our students here in Victoria
might have with Dave Dunnet as their supervisor) that I really had been
influenced significantly by any one teacher. Most of the teachers I was
with were satisfactory teachers—maybe not all of them. Jack Dow had a
reputation for his tremendous performance group, but that was his interest. He wasn’t too interested in student teachers and he didn’t really want
to spend a whole lot of time with you mucking up his orchestra. It was
interesting to see what his students could accomplish, but I can’t say that
I was that influenced by him as a teacher.

What were you being taught at OCE?
I think Mr. Haig was out of his element. I don’t think he felt comfortable.
I felt that he knew that we students knew more music than he did. He
was a nice gentleman and had put on good Gilbert and Sullivan productions, but his training had been either as a history or an English teacher
so he had practically no music background. I feel he was insecure both in
music and music education. We really didn’t get much. I think the poor
reputation OCE had was justified in a way. Sad to say. And Brian McCool,
do you know Brian McCool?

I know the name.
He had taught at Harbord Collegiate too and fought in World War II. He
was Major McCool when he came back. Somehow, when Dr. Fenwick retired, McCool became the Music Director for Ontario Schools. He was influential in getting Mr. Haig to OCE when a position became available.
They had both come from Harbord Collegiate.

What was happening in the schools in Toronto?
There were some very good performance schools. There were string
classes—far more developed than in the west. The schools ended up with
some excellent orchestras rather than bands. There were some good
bands too. As well as the performance emphasis, there was a grade 13
music examination for which we all prepared our students. Grade 13 in a
way was quite forward looking; there really was a comprehensive musicianship aspect to that class, although it still wasn’t called comprehensive
music at that point. This was just at the grade 13 level. The choral
classes were strictly singing. In grade 9 there was also a general music
class for students who had to have an elective. In practice, this meant
that the students whose names started with A to M took music, and those
from N to Z got art, or vice versa.
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Are you serious?
Yes, that actually happened. But with that general kind of course there
was some singing and some listening. You tried to keep activities going to
keep students occupied and keep them from acting up too much. Not too
many students took the course seriously.

Do you mean the students or the teachers?
Well, both.

Was there a great rush to teach this course?
No. It was sort of the bottom of the barrel…although it shouldn’t have
been.

B

eginning Teacher

You were now ready to begin your new career as music teacher.
Yes. But before we talk about my teaching I would like to mention some
of my summer activities. While I was at the University I started working
in the summers at Taylor Statten’s Camp Ahmek,4 on Canoe Lake in Algonquin Park. I was director of music there from about 1948 right up to
1956, the year I went to New York. I might have even been at camp the
summer before I went to New York. It was an unusual camp. There was
the boys’ camp and the girls’ camp, Camp Wapomeo. The girls’ camp was
on an island.
It wasn’t a musical camp. There was a lot of variety. There were horses,
canoe trips, sailing, tennis, and all that kind of thing. Of course there was
a very big swimming program. There was a very active art studio. They
had a theatre director and a very interesting log cabin theatre where they
put on plays every week.
They had a musical staff
of three, at least three—
nearly always a pianist, a
cellist, and a violinist. Our
trio played every day. It
was not a religious camp;
it was actually nondenominational. The chief
of the camp had come up
through the YMCA. Every
morning after breakfast he
would give a little inspirational talk followed by quiet
4 Ahmek means beaver in Algonkian.

Taylor Statten’s Camp Ahmek
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music. This was meditation, I think it was called. We, the trio, would play
every morning. Once a week at the boys’ camp and once a week at the
girls’ camp we would put on a full-fledged concert and we had people
who came as guests. We were sort of the basic part of the program, but
people like Jon Vickers came and sang for us. We would of course accompany all these people. James Milligan, a very well known baritone
who died tragically, 5 was also a guest singer.
Murray Adaskin and Frances James Adaskin had a place on Canoe Lake.
They always gave a full concert of their own at both camps during the
summer. I paddled back and forth to their place for rehearsals. That was
really quite a good musical experience. Our trio had people like George
Proctor on violin. Later in his career George was in charge of the graduate program at the Eastman School in Rochester, Dean of Music at Mount
Allison University, and head of graduate work at Western Ontario. He too
died rather tragically of a heart attack in his 50s. There were also Ron
Laurie, a cellist who was with the Toronto Symphony, and Clemmy Hamburg. Michael Head had composed the morning grace, and the chief
asked me if I would
write one for the
evening. I said: “Well,
I’m no composer, and
Murray Adaskin is right
on the lake. What if I
ask him?” So Murray
wrote
the
evening
grace. Ernest Macmillan wrote one of the
camp songs; it was
published later. I think
it was called the
“Hymn of Thanks.”
People
like
Pierre
Trudeau went there as
campers. Of course, he
was there before my
time. But the Stattens
Algonquin Park
prided themselves on
who had attended the
camp. Maurice Richard
and Henri Richard I
think it was, were up
there often to learn
English or to practice their English, although it wasn’t a language school.

5 Only 33-years old, he died of a heart attack at the height of a successful operatic career.
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Who developed the concept of the camp? Why was art so integral to
camp life?
It was because of Taylor Statten; he was a very fascinating man. He had
started with the Y in about 1912. He was an older man by this time and
assisted by his wife, Ethel (she was also called Tonakila), who was in
charge of the girls’ camp and their daughter Couchie, Mrs. Harry Ebbs
whose husband was Dean of the School of Physical Education at University of Toronto. Taylor Statten Junior was a psychiatrist in Montreal, but
the Chief had an interest in the arts—art and music and drama—and basically no background. He was a sort of Renaissance man in a way. He
had interests in all these areas as well as in Indian folklore. He was really
a very outstanding man. I have a book about him. 6 Anyway, camp, which
started on Lake Couchiching, was a very interesting place. A lot of people
had preceded me. Mario Bernardi who was the conductor of the Calgary
Symphony, the Calgary Philharmonic, and the CBC Vancouver Orchestra
was the one immediately before me. Mona Bates had been the pianist
there. I think Gordon Hallett and maybe Clifford Poole as well had been
there as staff members.

Why did you keep going to this camp? Was it the pay?
No. The pay was all right but the camp was a prestigious place to be as
far as camps are concerned. You had this opportunity to meet and be involved with people like Jon Vickers. They also hired other people like Arthur Labatt from Labatts’ Breweries as a counselor-in-training. He played
the violin, I think, but he wasn’t on the music staff officially. He played
various things with us. They also hired singers like Margaret Carmichael
who became Dean of Women at Victoria College in Toronto. I think she
was the contralto soloist at Bloor Street United. She would sing on a lot
of our programs. But she had another job: she worked in their stores outfitting food for canoe trips and so on. There were a lot of music people
around. There was one other person who was there for quite a few years,
Cam Trowsdale. That’s where I first met Cam. He was about two or three
years younger than I was; he was a young violinist but a very good one.

How did you find out about this camp?
Mary Shore told me about it. I think she had been there herself.

What was music education like in the early 1950s?
There was a real change after the War with the service men who had
been in the bands coming back. There was a real explosion of instrumental music in those years. I think up until then there were spotty places
where there was an orchestra if someone happened to be around, but
these ensembles were strictly extracurricular. Usually there was a key
person who was a real dynamo who got things happening even though
there was nothing official in the curriculum. Some of the orchestral
groups were of surprisingly high quality. I think orchestra was bigger in

6 Edwards, C. A. M. (1960). Taylor Statten: A Biography. Toronto: Ryerson Press.
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Ontario than in the west. In the west, bands have been more prevalent
than orchestra.

Did anyone think about elementary education at the time?
There were some programs. Often a local church organist, generally
someone with an English background, would be the music supervisor who
would go into the schools and sing old English folk songs. These teachers
would work with the modulator. Singing your do-re-mis was a common
activity.

Was there a feeling that you were in at the beginning of an exciting development in music education?
There was a sense of tremendous growth. Some of our people went to
elementary schools—people like June Stratten who became one of the
supervisors in North York—but we had no preparation in our program for
elementary teaching. Of course, elementary teachers in those days were
prepared in the normal schools. There was very little in the way of music
instruction for those teachers. The music teachers for the elementary
panel were prepared almost exclusively in summer school courses put on
by the Department of Education, not the university. People like Dr. Fenwick would be instructors in summer school courses.

Were the jobs plentiful when you began your career?
Yes. It was a good time to become a teacher. The Globe & Mail would
have pages and pages of job opportunities for teachers. My first job (and
my only teaching job in the public schools) was with the Stamford District, which is now part of Niagara Falls. It was a very progressive board.
I was very lucky to be there; I was their first official music teacher. Before I arrived there had been two teachers who really had accomplished a
tremendous amount—a math teacher, Bruce Jay who conducted the
choir, did some band classes, and got students started and Gord Overend, “end over end” he used to say, who was an agriculture teacher from
Guelph who taught strings. Bruce also had some choral classes. I was,
however, the first person trained as a music educator. The other two
were brought in as a math teacher and agriculture teacher.

Did you ever discover why the Board decided to hire a music teacher?
The performance groups had grown. It was more than Bruce and Gord
could handle even though the school was not huge. When I started I
taught all music except one grade 9 French Class in my first year. Basically I was full time music. The other two still continued with some music,
Bruce particularly, maybe with one or two classes of choral music. Bruce
had the senior choir and Gord had, for the first few years, the orchestra. I
started the bands, and we ended up with a senior band and a junior
band. I also conducted the junior girls’ choir that had about 100 girls in it.
The senior mixed choir had a good balance of males and females so they
could do the SATB stuff.
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How times have changed in terms of interest in choral music. How many
students were there in the school?
About 800 or 900 students.

There must have been a fairly high percentage of participation in music.
Yes, there was. There were weekly assemblies. Sometimes there would
be a guest speaker, the principal would have some announcement, or
there was a basketball game with a pep rally. There was nearly always a
singsong. At the beginning we sang a hymn usually with the words up on
a slide and then, later on toward the end of the assembly, Gord or Bruce
would lead, I would play, and we would sing six, eight, or a dozen songs
with the whole school body joining in. That music participation was just
taken for granted. Now, I see it was unusual.

Do you mean that this kind of participation was unusual at the time?
I think there was this kind of activity in other schools too. Certainly
Stamford was very good at that kind of thing; it was a good place to be.

You sound as if you were pretty busy with a number of performing
groups. Was the music timetabled in the school day or was it an extracurricular activity?
The bands were extra-curricular, but there were choral classes in grades
9 and 10. In grades 9 and 10 there were separate band and string
classes. I think it was grades 11, 12, and 13 that played together as an
orchestral class. In grade 13 part of the time was spent on preparation
for the grade 13 examination which included listening to music and some
theory.

Were there many students who took grade 13?
No, it wasn’t a large class, not always because students didn’t want to
continue with music but because of the general requirements for graduation. Music was not high on the list of requirements. It could count as an
elective, certainly, but there were all the other requirements, like English
composition, literature, a second language (that was two courses). Then
there was a Science and a Math, and Latin; there really wasn’t much
room for music to fit into students’ programs. Grade 13 was a smallish
class, maybe ten or twelve students.

Do you have any recollections of your secondary teaching that you would
like to share? Did you expect what you encountered when you began?
I don’t think I was that surprised that there was nothing much happening
at the high school where I was first hired. I knew that there were other
schools where more was happening. I had certainly discovered that in my
practice teaching in Toronto where there was a fair amount going on. It
was a time when many programs were just underway. Perhaps I should
have been more surprised than I was. I was very ill at ease as a beginning teacher because I was still very young. There were grade 13 students who were older than I was; that part wasn’t easy. I was self conscious and not very relaxed when I started out. Discipline wasn’t easy.
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One thing about teaching music then, (I think it still is in a lot of cases)
was that the principal knew very little about teaching music. He was not
at all worried about what you were teaching. At least he knew that you
were prepared in the area and he didn’t pretend to know anything about
it. As a result, he would just let you get on and do whatever you wanted.
The school was built in a U-shape, and the principal’s office was on one
leg of the U on the ground floor. One of the classrooms that I taught in
was on the second floor on the other side of the U. The principal could
even look out of his window into my classroom window. His main concern
was not what I was teaching but that the blinds from the windows were
at exactly the same level. If one blind was down further than another,
this was not neat. Neatness was very important.

Did he actually comment on the window shades?
Yes, Mr. Ainslie would let me know. There were amusing times as well.
Bruce Jay had started a teachers’ choir for the men. We sang in two,
three, or four parts and called ourselves the Old Vienna Choirboys. There
was as much old Vienna beer drunk as there was singing, I think.

Did you perform during this period?
We performed for the students, once or twice a year in the assembly. It
was great for them to see a good many of the teachers, the Physical
Education teachers and the works, singing and having a good time. I
don’t know why it wasn’t a mixed choir, why the ladies didn’t sing.

Were there many women teachers?
There were more men than women by quite a bit. Nevertheless, the
men’s staff room was this little cubbyhole and the women’s was this luxurious space about four times the area. They had easy chairs and drapes.
We had a table with wooden chairs around.

It’s interesting that even the staff were separated.
There was never any question. These things were just taken for granted;
it’s just the way it was. When I went to school, there was a boys’ entrance and a boys’ staircase and a girls’ staircase. But you were in the
same classroom. Strange.

What did you learn about teaching during your six years of secondary
teaching?
I think I learned something about music education and changed my views
over a period of time. I had a typical attitude (still typical in some places
today) about the teaching of music in the elementary schools. I wondered what teachers were doing there. We had a music supervisor who
went around to the schools. It was impossible for him actually to teach
anything; but that’s what he was expected to do. This one played the piano and would go into the classes or assembly and would play pieces like
the Rachmaninoff “C Sharp Minor Prelude” and call it the “Bells of Moscow.” The students would do some singing in the classrooms and some
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sol-fa drills and so on but they didn’t come to high school with any reading skills at all; I thought they should. They did, however, come with an
interest in music and had some “music appreciation.” At least the students didn’t come to high school hating music; the supervisor developed
their interest in music.
I think I started the string classes. Maybe there had been extracurricular
string classes with Gord Overend. Anyway there was a little bit of friction
which developed because there were two private violin teachers in town
who were afraid that if the school were to teach strings we would siphon
off their clientele. I wasn’t a real string major obviously, although I think
I had three years of string classes and went to the summer school in Toronto with George Bornoff and learned the Bornoff string method—which
a lot of us used in those days. The private teachers were worried, but it
soon worked out that there were more people becoming interested in
strings, and more were interested in taking private lessons. Once these
private teachers found that there were more people coming to them for
lessons, they got on the bandwagon and were quite happy with what was
going on in the schools.

Were the schools involved in music festivals at that time?
Many teachers in the province and the country entered their students in
festivals. I didn’t enter myself and didn’t enter my students. I tried to do
other things. For example, in St. Catharine’s, which was only twelve miles
or so away, Wally Laughton was the music teacher at St. Catherine’s Collegiate and Vocational Institute. I could remember him on more than one
occasion inviting five or six schools from the Niagara District to bring our
band and/or choir. Someone like Richard Johnston was invited, not to
adjudicate in the formal sense, but to give hints and pats on the back. It
wasn’t a competitive event.

Evidently you didn’t like the idea of competition?
That’s correct.

Was there any debate about whether competitive festivals were in the
best interests of students?
Yes, there was. It was interesting when I went back to the Northumberland 50th anniversary festival in 1990 that practically nothing had
changed. The festival was the same as it had been in 1937 when it
started with everyone having to be graded with 82, 81, or whatever and
your gold medal, silver medal, and bronze medal. So all that still was going on. Incidentally the festival was cancelled two or three times in the
’40s due to wartime rationing.

Is there anything you would like to add to your account of those initial
teaching experiences?
We did have the opportunity to be ourselves, which is more often the
case in music, than in some subjects. If you were teaching Latin or whatever, no one really cared too much what you were doing. The same applied to music. Nobody was aware of what you were doing, but we had
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our concerts. We always had a music night, a concert at the end of the
fall term and then one towards the end when all the various groups
would take part. I started a council of students who were representative
of all the instrumental groups and met and supposedly planned events
such as advertising concerts.

Supposedly planned?
You guided them quietly but wanted them to feel they were doing it. One
of the things we did in my third or fourth year was to put on Brigadoon.
The school hadn’t done a musical. The art teacher got involved with doing the sets. There was a commercial department that looked after tickets
sales; somebody else did the advertising. Bruce Jay worked with me on
this project. We had an orchestra, our school orchestra, as well as the
student soloists. It was, of course, a great success. The audience all
loved it, including the school board. There are still people who talk about
“remember when we were in Brigadoon.” There were some well-known
people who attended the school. I think Barbara Frum (she was Barbara
Rosberg) was one of the students. I think she played the cello.

You mentioned in your student days that going to MENC had a powerful
impact. Was there anything similar that occurred while you were teaching?
I was a member of the Ontario Music Educators Association (OMEA ). They
had meetings nearly always in Toronto at Easter time. The association
was not as developed then as it later became.

Were those in-service or business meetings?
I don’t remember them. I think there was the odd workshop. It was at
the OMEA meeting in the spring of 1959 that people were invited from the
other provinces. That’s when the first official meeting of the Canadian
Music Educators Association (CMEA) took place. A group of Canadians had
met the year before at Atlantic City in someone's hotel room and said:
“We have to come to the States to meet fellow Canadians, maybe we
should do something of our own.” I attended that meeting in 1959 when
the CMEA started. 7

Was the birth of the CMEA an easy one?
It took a few lively individuals to make it happen. One of the prime movers was Leslie Bell who traveled across the country before the meeting
and went to as many provinces as he could meeting key people and encouraging them to set up their own provincial groups to connect with the
national one. Rj Staples from Saskatchewan, Father Leo Green from Edmonton, and, I think, Lloyd Slind from the University of British Columbia
(UBC) probably were at the first meeting. Another leading light was Gifford Mitchell who was at that point the supervisor of music for the Protes-

7 Forty delegates from nine provinces attended this seminal meeting and elected
G. Roy Fenwick as President.

29

tant School Board of Montreal. He was a very affable kind of person. He
was one of the leaders.

Was there a sense that something exciting was happening?
Yes, there was a feeling of optimism; the future looked rosy. There was
not the pessimism that we sometimes run into these days because of financial restraints, even though the finances of the organization were
pretty iffy at the beginning. We still went to MENC whenever we could.

Were you encouraged to keep current in your field?
I think school boards were more willing to help you in those days. I don’t
know whether money wasn’t quite as tight or whether it was because
there were lots of teachers who just couldn’t be bothered, but the music
teachers were more interested in professional development than other
teachers so those who wanted to go for in-service were supported. MENC
meetings were tremendous although there was that American view. Here
we were in Niagara Falls, Ontario talking about growth and new buildings, music rooms and facilities, but the principal or vice-principal or even
the school board members had absolutely no idea what was happening
on the other side of the river. There were some tremendous facilities over
there in the U.S.A. The Americans were great for getting some really nice
facilities. But Buffalo could have been Timbuktu for all the notice it received from decision makers on the Canadian side.

B

ack to School

In the summer of 1954 (I was still single then) I decided to go to France
to keep up my piano performance. At that time I would play sometimes in
assemblies and the odd full recital for the students, the community, or
neighbouring communities. I went to Guelph once and Toronto. I was
doing a fair amount of playing. I went to France and studied with Robert
Casadesus who was at the school of Fontainebleau and also worked with
Nadia Boulanger whom Richard Johnston considered to be a goddess.
She really was a grand old person.

Why did you go to France?
The classes were an attraction, and my lessons were in French. I wanted
to use my French. There were a lot of American students, so there was
English spoken too. Fontainebleau was really an international school. Besides, I hadn’t been to Europe, and this was an opportunity to brush up
on my French and work on my piano with people whom I respected
greatly. That was a great experience. As a result I thought I might like to
go on and do some more studying.

xxix

30

Before you move ahead with your story, discuss what you learned in
France.
Of course Nadia Boulanger dealt with the theory part and the choral
techniques. She had a little choral group. We did solfège and stationary
do, which was a switch for me. Switching clefs, that was new to me also.
It was good practice to look at things another way. I’m not saying that
everybody should do those activities but I think it was good experience.
Nadia Boulanger had some interesting choral techniques too—partly because of the language. I can remember going through rehearsals where
we didn’t sing notes at all but sort of sang in the proper rhythm and got
the inflection right and the rhythm right with no pitch at all—not necessarily a monotone because you would hopefully get the rise and fall of
the phrase but not following the pitches of the melody. When the notes
were added there was nothing to it. We put on a little opera, “operetta”
maybe, by Jean Françaix that summer in the local theatre. We were close
enough to Paris for weekend visits. We made good use of this opportunity.

Did you use some of the techniques you learned in your own classes
when you returned to Canada?
Some. I also continued to play. When I decided I would like to go and do
a Master’s degree and I can remember my principal saying: “What do you
want to do that for? You don’t need any more education.” The Chair of
the School Board, Mrs. McQueen, was more far-sighted than Mr. Ainslie in
some ways. She said “If you will agree to come back for two years, we’ll
pay half your salary while you go to New York or wherever you go to do
your Master’s degree.” That was an unusual arrangement because contracts did not include such terms. It was an informal agreement.

Such arrangements seemed to happen more frequently before contracts
became so detailed.
It was an informal arrangement possible because the great majority of
teachers really weren’t interested in further education. There was much
less stress on graduate work than there is now. I don’t think there was
anybody in my school with a Master’s degree.

Why did you think a Master’s degree would benefit you?
It wasn’t necessarily the Master’s degree as such; it was further study
that attracted me. I had two streams going in my career. I was teaching
music and I was playing piano at recitals. The two streams seemed to be
two separate directions. I heard of Robert Pace at Columbia University in
New York who was bringing these two ideas together. I had a friend from
camp who taught piano in Oakville. She had been down to a summer
school at Columbia and been most impressed. I looked into other places
too, like the Eastman School because that was the most usual place for a
Canadian to go. There was certainly no place to pursue my interests in
Canada. There were no graduate programs at all. I think you could get a
Doctor of Music at Toronto, but there was no program. If you wrote a
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symphony or something or other or were 60-years old you received a degree.

Is that true about the 60-years old?
No.

But it makes a good story?
Yes. There weren’t young people who were going through. It was almost
like an honorary degree. Both Johnston and Rosavear were from the
Eastman school, and we had heard about Eastman throughout our undergraduate program. A lot of people like Ken Bray, George Proctor, Don
McKellar, Paul Green, and Nancy Vogan went to Eastman.

You had begun to discuss why you selected Columbia University as a
place of study.
There were two or three reasons why I went to New York. One of the
main reasons was that Robert Pace was there. I was fascinated with how
he used the piano and the educational implications of his approach. Up
until then, what I had learned about teaching piano had been that you
study with the master and then you go and do the same thing. Even
though I took a teachers’ exam as part of my LRCT, there was really very
little preparation for teaching. The requirements for the examination included teaching some students (which I was doing), doing a little reading, and passing a viva voce examination. I thought that when I went to
Columbia I would be taking private lessons at Juilliard, which was just
across the street from Columbia University. I was even all set to take lessons from Adele Marcus, at Juilliard. The other appeal of New York was
the amount of music available with access to places like Carnegie Hall.
That’s why I went there. I did go over to Rochester one weekend with
George Proctor who had started his Master’s there. I met Don Shetler
there, but Rochester really was a performance school. They had music
education people, but my feeling was that performance was their forte.
Anyway off I went to New York.

Were you still a bachelor at this time?
Yes. International House was a residence for international graduate students. There were all colours and creeds represented. On my second or
third day at International House I struck up a conversation with the
young lady in front of me in the cafeteria line up. It turned out we were
both from Canada. She was going to be working on a Master’s degree in
Library at Columbia. She was from a musical family but had come to New
York to get away from that. The young lady became my future wife,
Anne. It turned out that I knew her brother. He had been one of my
predecessors at Taylor Statten camp. Mario Bernardi had preceded me,
but before him had been Bill Hossack, Anne’s brother. Her sister, Joan,
went to the girls’ camp and played for singsongs there, and Donna, another sister, played in the Toronto Symphony. I didn’t know Donna at the
time, but I knew of her.
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In what year did you go to New York?
1956. After receiving my M A in New York I went back to teach for two
years to fulfill my part of the agreement.

How did you get along with Robert Pace?
I went to register for my courses and work out what I wanted to do. (I
was more organized then than I sometimes am now.) Dr. Pace was my
advisor. He had studied with Joseph and Rosina Levinne who had been
the top teachers at Juilliard so he was a very good player himself and he
moved from Juilliard to Columbia. The night I registered Dr. Pace called
me and asked if I would be his assistant. I just about fell over; I wasn’t
expecting anything like that. Throughout my program, I worked with him
very closely. Since he gave many workshops all over the country I often
received private lessons from him. He would then leave me to teach his
class. I also worked with Thomas Richner who was on the faculty.

You spent 1956–1957 in New York?
Yes, and that summer and the following summer. I eventually ended up
doing a Doctorate. I had intended to get an M A, but it soon became evident that there was a possibility of completing the Doctorate. Obviously, I
followed up on that opportunity. Columbia University was an exciting
place at that time. Columbia Teachers’ College had a long esteemed history. John Dewey was one of the luminaries; he had been there in the
1930s. There were still people of his ilk around when I went. For example, James Mursell was Head of the Music and Music Education Department. He ended up on my committee. My first introduction to him happened when I saw this funny, insignificant looking little man wandering
along the rows of practice rooms. He could have been the janitor. He had
these Bach Preludes and Fugues under his arm and he was looking for a
spare practice room. He was getting close to retirement at the time and
he was in the process of retiring when I finally discovered who he was. I
was fortunate to be able to attend his lectures. This funny little man
turned out to be a fascinating speaker who had a significant influence on
many music educators in the States, people like Charlie Leonhard, for example. There would be standing room only at his lectures; people would
stand in the back to hear him. It was a wonderful opportunity to hear this
man speak.
Harry Robert Wilson conducted the choir; he was sort of a bombastic
type. I sang in his choir. Actually, I did everything I could. Looking back,
I wonder how I had the energy. They called theory musicianship, not
theory, at Columbia; that was before comprehensive musicianship came
along. Howard Murphy and Charles Walton were two of the finest teachers I had ever worked with in that area. They really did bring things together—performance, theory, analysis, and history. It really was a comprehensive musicianship course that they taught. Howard Murphy was a
little older. He had written Creative Harmony and Musicianship, one of his
books that many people used. He wrote another book on musicianship
that I loaned to someone about twenty years ago. It was never returned.
That’s one of my regrets. It was such a good book and it is out of print.
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Murphy was the thinker, planner, and organizer. He was a good teacher,
but Charles Walton was in a class by himself. When Murphy retired he
became the head of the theory. He was just a fantastic teacher—a real
model. University teachers are not always renowned for their teaching.
Maybe I shouldn’t say that, but some university teachers could never get
away with how they teach at the university in the public schools.

Was it at this time that you started to get interested in piano labs?
Yes. There were piano labs at Columbia. Regular acoustic pianos were
used, but they were hooked up in a special way. In the front of the classroom on the chalkboard there was a piano keyboard with lines and
spaces below it. The teacher would play, and if you played a chord, the
three notes would light up on the keyboard at the front. It was the precursor of the technology we have today. Having that kind of equipment
was unusual at the time.

What else did you read or learn about educational thought?
We were all required to take 200FA [Philosophical Foundations of Education] and 200FB [Psychological Foundations of Education]. We had outstanding professors in these classes but the classes were large. We had
seminars where we discussed issues, but there might have been 200 of
us in the big auditorium for the lectures. People like Philip Phenix delivered a series of lectures as part of that course. The history of education
was taught by Cremin, who wrote the text. Harry Passow discussed the
gifted child, and Florence Stratemeyer dealt with curriculum development.
Jersild was the professor for psychology. Thorndike, however, had already retired. The influence of John Dewey continued to prevail even
though he was no longer physically there. We go through stages in education where the ideas he proposed are very high profile and then they
are looked down upon. At the down time, people say that John Dewey’s
approach required all experience and no depth. That’s doing the man an
injustice.
There were some of the top people in the philosophy of education at Columbia. I think the institution has gone downhill since a lot of these important thinkers retired and weren’t always replaced…maybe they weren’t
replaced at all.
The department of music and music education was amalgamated with the
other arts. Later they became a Department of Arts in Education. It was
interesting. I think they used the same title in the 1960s as we have now
at the University of Victoria.

What other events do you recall?
We Canadians put on an extra-curricular musical at International House.
Anne was in the middle of that undertaking. Actually Anne took singing
lessons while she was at Columbia. She had not been happy with the Library School so in November she dropped that program and transferred
into Sculptural Ceramics and Music. She also took a ceramics and sculpture workshop over on the east side. It was ceramics that she eventually
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focused on. Anyway, we were in this musical with the typical Canadian
emblems like the yellow slick hats and sou’westers. We even wrote our
own songs for the occasion. Leonard Cohen was at the International
House with us at the time but he didn’t take part in this extravaganza.

Were there any Mounties in the musical?
Oh yes, there were Mounties, and other Canadian stereotypes were represented.

Evidently, your experience wasn’t all work.
No. People like Eleanore Roosevelt, a widow at the time, took a special
interest in International House. So did the Rockefellers. I saw Eleanore
Roosevelt occasionally. We were even invited up to Hyde Park. I couldn’t
go for some reason. I was very busy. These wealthy patrons would buy a
block of tickets for Carnegie Hall and put them in the elevator for anybody in International House to use. We went to all sorts of music events
because many didn’t have the interest in music we did. As a result, we
got to hear an unbelievable amount of good music and often had very
good seats. Otherwise we would have paid student rates and sat up with
the gods. The concert attendance was a real plus.

What were your career-plans at this time?
I knew I was supposed to go back to Ontario and teach for two years. I
had agreed to do so. When it became clear that the Doctorate was going
to happen, however, I did start thinking about university teaching.

Was this shift of careers promoted by some of your professors at Columbia?
Yes. They were quite good at placement. They took that aspect seriously.
Another person with whom I worked at Columbia was Gladys Tipton. She
was the professor for elementary music classes. She was responsible for
the Adventures in Music series. At one point she asked me to be her assistant. In a way I sometimes think it would have been good to work with
her. It would have been a good experience but I wouldn’t have been able
to complete my Doctorate as quickly as I did. Being her assistant would
have involved going out to the schools and supervising student teachers.
Getting into the New York and suburb schools would have been very
good for me. I just didn’t have the time since I had to get on with my
own interests.

Two professors wanted you to be their assistant: Robert Pace and Gladys
Tipton. Why do you think this was the case?
I don’t know. Gladys Tipton had students going into American schools. I
would have been a foreigner telling American student teachers what they
should be doing. It would have been a bit presumptuous of me to have
taken on that role. I don’t think I can answer that question.
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They must have seen abilities in you that they thought would be helpful
to them. Did they ever discuss the matter with you?
No, and I never did ask.

How did you do with the piano teaching you did for Robert Pace?
I think that went fine although some of the students were a little bit disappointed that they had come all the way from Iowa to New York to
study with the great Robert Pace and they ended up sometimes with me.
He still did a lot of the teaching too.

Was being a teaching assistant a challenge?
There was the marking of papers and that sort of thing. That went with
being an assistant.

Did you take any courses with Gladys Tipton?
Yes. That’s really where my ideas about elementary education changed
so much. Until I went to Columbia, I really hadn’t had any preparation at
all at the elementary level. In some ways there was more stress on elementary music education at Columbia than on secondary teaching. I
wasn’t really into the band scene, although there were good instructors—
Norville Church, for example. Besides, I was already familiar with secondary music education. I felt the need to find out the larger picture.
Mursell was a major influence with his philosophical ideas. With Gladys, it
was a matter of putting those ideas into practice. The same was true with
Robert Pace’s work. The overall philosophy at Columbia was the same in
the piano area and in the other areas of music education. Music and education weren’t two isolated worlds.

When you worked on your ED D you had to find a problem that reflected
your newly discovered interests. How did that work?
What we did was called a project, not a thesis or dissertation. If I had
chosen to work on a PH D I would have been more involved with the rest
of the music faculty at Columbia. That’s where Gordana Lazarevich, currently the Dean of Graduate Studies at the University of Victoria, did her
doctorate. She also had the Juilliard connection. My research surrounded
the question of how the piano was being used in Canadian schools and
how it could fit in and be used for educational purposes.

Were pianos being used for educational purposes beyond accompanying
singsongs in Canadian schools?
No.

Were you a pioneer in introducing the piano in the schools?
I suppose you could say that. You should understand that what I was addressing was not always piano classes per se, but how the piano could fit
in a general way in comprehensive musicianship. There had been some
piano classes in the schools. They were pretty bad.
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What do you mean when you say they were bad?
They were called piano classes, but all the students had were just the
cardboard pictures of a keyboard; that was it. There was one piano that
maybe the teacher played. Do you remember the Canadian Bureau for
the Advancement of Music?

What was it?
It developed some piano classes in the schools.

Were the teachers private piano teachers or piano distributors?
I think the piano manufacturers were behind this plan. Richard Edmunds
was the executive director for the Canadian Bureau for the Advancement
of Music (CBAM ). He had been directly involved in the beginnings of CMEA.
At least he was someone in Toronto whose job was promoting music. It
wasn’t just piano that was being promoted, but piano was one of the aspects of music education. I think the piano manufacturers probably made
a major contribution to the cause. Commercial people have a big influence.

You said that it’s not necessarily piano classes that you were interested
in, but the use of the piano in the classroom. What did your research tell
you about the potential for the piano in the classroom?
The piano can help students visualize pitch differences. For example students can see the distance of a semitone easily on a keyboard, and students can get involved in producing intervals and relating the sound to
their understanding and to reading music. The visual aspect of using the
piano is significant.

Certainly the conceptualization of whole steps and half steps is easier using a keyboard than a trumpet.
Or even singing. If students can’t see something, the idea is harder to
grasp. I think many teachers almost automatically use some of these
ideas but aren’t as aware of the opportunities to extend teaching strategies. Leslie Bell, our choral teacher at the University of Toronto was really
frustrated when it came to the piano. I think he could play the clarinet,
but I can remember him pointing to the piano and saying “That beast in
the corner of the room has done more harm to music education in this
country than anything.” What he meant was that the teacher who comes
in, pounds out the notes, and mindlessly gets the kids to just follow is
really doing more harm than good. He had a point, but he was exaggerating a bit. There are many ways the piano can be used effectively rather
than for the wrong purposes.
I was so taken with the advantages of using the piano in the classroom
that during my sabbatical in 1980 I went to several places in the States to
see what was going on. One place I visited was a little town in Utah
called Coupeville. The school had a piano lab, and every student in the
school from grades 4 to 6 (it was a smallish elementary school) had piano
class. As I recall, there were twenty-four pianos in the room. These were
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electronic pianos. There had been a lot of development in keyboard technology between the ’50s and the 1980s.

Did you ever consider working in the United States?
Yes. I actually had a few opportunities. The University of Illinois flew me
out from New York. Accepting a position there would have been difficult
at that point because I would have had to pay back Stamford. I hadn’t
made my arrangements with them. Later, when I was at the University of
Calgary I was invited to interview for a position at an offshoot of the University of Michigan, Oaklands. They made me an offer, but I opted not to
go to the States. I think it was when I was in Regina that someone nominated me for Dean of Fine Arts at Illinois State University. I really didn’t
seriously consider that opportunity. I’m not even sure who nominated
me. Michigan was the closest choice. I could have ended up there, but I
opted not to.

Were a lot of Canadian graduates in music education going to the States
at the time?
There weren’t as many people doing graduate work then as now, but
anyone at all doing graduate had to go to the States or to England. There
really wasn’t much in England either. Margery Vaughan went to England
to do her Master’s, I think. The English approach of leaving graduate students on their own to do their own thing with the thesis as the deciding
factor didn’t appeal to many Canadians. The few Canadians who were in
the States were spread out in various places. Probably more did go to
Eastman than any other place.

Did they stay there or come back?
Most of them came back.

Did you return to Stamford to honour your commitment?
Yes. Between 1957 and 1959.

It must have felt strange to return to the past. What was that experience
like?
The first year I was still working on my doctorate—the project and maybe
some directed studies courses. I had to fly back and forth from Buffalo
airport to New York a few times so my mind was divided between work,
teaching, and graduate work. I can sympathize with our graduate students who are trying to write projects and teach at the same time. It was
interesting to go back. I looked at things differently, but it was very difficult to change anything. The year I had been away, Wally Laughton, from
St. Catharine’s, replaced me at Stamford. Stamford was expanding; they
built A. N. Myer High School. When I returned, Wally moved on to the
new school. What was different was that I now had a colleague whom I
knew well. We had taken our B MUS together; he was a graduate of the
very first University of Toronto class in 1946. Since the classes were
small, we knew each other very well.
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How was it different to have a colleague nearby? Did you talk a lot about
teaching?
A little bit. During his year at Stamford he had done things a little differently. It was convenient to discuss the changes with him.

Did your new knowledge get in the way at all?
I don’t know whether it got in the way but I also don’t know whether it
helped me a great deal. I’m sure it did in some ways but I think there
was some justification in the principal wondering whether I really needed
all those courses. When you are teaching beginning band classes, you
don’t find much use for advanced knowledge. Of course, I didn’t only
teach beginning band.
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PART TWO
Professional Years
(1959–1994)
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ntroduction

The Churchleys arrived at the Calgary campus of the University of Alberta
in the summer of 1959. Frank remained in Calgary for five years witnessing and contributing to a period of rapid growth—a time during which the
Calgary Branch acquired an independent status, built a new campus,
hired new faculty, and created new programs. In the first year Frank was
the only music member in both the Faculty of Education and the Department of Music. In 1959, Frank was made Head of Fine Arts. His teaching
responsibilities included the delivery of secondary methods courses and
some music courses.
The organization of the Calgary campus had its interesting points. First,
there was an administrative attempt to intermingle faculty members from
various disciplines on the new campus. Second, unlike in the program at
the University of Toronto, the decision was made to hire professors for
the Department of Fine Arts who could work with both music and education. Whereas there was the excitement of breaking away from the regulations and programs of the larger university to the north and the challenge of breaking new ground, there was also the difficulty of constantly
dealing with new situations, including the development of a B ED and B
MUS. For one year, Frank taught a required music appreciation course to
all students; this course, a temporary replacement of the usual physical
education course, was a novel idea that required some innovative planning on Frank’s part. Frank also developed a choral group that he took on
a yearly bus tour. In addition to providing concerts in small communities,
the group promoted the Calgary program in Alberta and helped recruit
students. All these activities proved exhausting. When an opening occurred at McGill University in 1964, the Churchleys seized the opportunity
to move closer to home, and Frank welcomed what he thought would be
more restful employment at an established University.
Working at the Macdonald campus, Frank found the weight of tradition to
be different than he expected and somewhat stultifying. Music instructors
were expected to use a curriculum that prescribed the content of elementary music classes day by day. Frank was not interested in such an approach and, mercifully, was allowed to devise his own curriculum. He also
managed to talk the establishment into creating a piano lab. He offers no
explanation for his success in breaking with tradition— a success all the
more remarkable since his colleague, Joan Haines, was not given this
privilege.
While he was at McGill, Mc-Graw-Hill approached Lloyd Slind of the University of British Columbia and Frank to write an elementary music text-
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book series. The publishing company, possibly motivated by a general
educational trend at the time, wanted the series to be called Basic Goals
in Music. The six-book series with teachers’ guides and recordings took
five years to complete. The Kindergarten book in the series, Sound Beginnings, was written with Joan Haines while the others were written with
Lloyd Slind. The series had a new approach in that it was not merely a
songbook but a sequential approach to the development of musicianship
through the use of a variety of methods. The series received positive reviews and experienced considerable success in some provinces.
Not only was the educational atmosphere at Macdonald College somewhat limiting, the Churchleys were concerned with the political climate in
Montréal at the time. It was a period of civil unrest, with FLQ bomb
threats creating a less than desirable climate for a young family. So after
two years at McGill University Frank was looking for a change.
Bob Anderson of the University of Saskatchewan, Regina campus was
aware of Frank’s dissatisfaction and offered him a position as a full professor when an opening arose in 1966. Hiring procedures were much less
formalized than is currently the case at Canadian universities so it was
less stressful to move from one university to another in the 1960s. The
young family headed west once again. Frank’s three years at Regina were
fruitful. He continued his work on the Basic Goals series and wrote Music
Curriculum and Instruction, a textbook for elementary teacher education
that incorporated the ideas that Frank had been developing in his methods classes and used in the Basic Goals series. Another place of growth,
the Regina campus program developed successful internship programs
for pre-service teachers and fostered involvement of teachers and the
community in teacher education.
In 1967 Frank became President of the CMEA. During his tenure, he
worked on the development and ratification of a much-needed constitution for the organization. His ability to negotiate was important to the
success of this venture. Frank was also the Canadian representative at a
seminal event in music education—the Tanglewood Symposium—where
he conversed with American leaders in music education and other disciplines and industries, establishing important communication links. Some
of the themes he encountered there—the importance of technology, the
recognition of music beyond that of the western tradition, and selection
of methodology—became prominent in his later writing and teaching.
In 1969 an opening arose at the University of Victoria. Margery Vaughan,
a classmate from the University of Toronto, asked him if he would be interested in a change. He was interviewed by Dean Fred Tyler, who offered him the position but not the full professorship he had enjoyed at
the University of Regina. The University of Victoria was another new university, a situation with which Frank was already quite familiar. The Department of Music had only been in existence since 1967. Possibly because of a new challenge, Frank accepted the offer, and the University of
Victoria became Frank’s professional home until he retired in June 1994.
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One task facing Frank at the University of Victoria was a British publication of the Basic Goals series in collaboration with a British colleague,
David Morrish, and a revision of the series for Canadian schools that
brought Ontario music educator and choral director Earle Terry into the
team.
When Frank arrived at the University of Victoria there was no special program for music education students. Over the years he and other colleagues in music education successfully negotiated an integrated B MUS
first in secondary then in elementary music education. A yearlong course
for elementary classroom teachers was also initiated. Frank believed that
no one methodology was perfect for all teachers and all students. Consequently, the elementary program at the University of Victoria, while it offered a course in the Kodály approach and one in the Orff approach (until
specialist offerings vanished in a restructuring of the program in 2000),
did not promote one approach over the other. The University also has an
electronic piano lab that has helped many students acquire skills on the
piano as well as developing musicianship. Frank’s approach to the keyboard was a practical one that focused on improvisation, transposition,
and the use of the piano in the classroom. His vision is still implemented
in the piano classes at UVic.
There is an anecdote that demonstrates Frank’s quick wit. The occasion
was a piano class in which a student was not doing particularly well playing his homework assignment. The student’s wristwatch suddenly began
playing “Für Elise.” Nonplused, Frank commented: “Your watch gets an
A+ but you, on the other hand, need to work harder.”
In 1979 Frank became the second Chair of the Department of Art and
Music Education and helped navigate the Department through a challenging period of new program implementation. At the same time, as the
Graduate Adviser, Frank nurtured an interest in graduate studies and
helped shape the programs being offered in the 2000s.
Not content to rest on his earlier laurels, in 1989 Frank undertook the coordination of a second music textbook for elementary teachers, Making
Music Meaningful published by W.C. Brown, which has been used in music education courses across the country.
The increased politicization of the university campus was difficult for
Frank to accept.
******
In 1992 Frank’s contributions to music education in British Columbia were
recognized when he received the well-deserved BCMEA Special Distinguished Service Award. Shortly afterwards, in June 1994, after a distinguished career, Frank decided to retire as a university professor and music educator. But he did not retire from an active life. He has since developed calligraphy skills and works diligently at his sketching and watercolour painting. Always interested in learning more, Frank has studied
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with Toni Onley and Flemming Jorgensen. His work may be viewed in exhibitions at Goward House in Victoria. Sales are doing well.

U

niversity Teaching

❈ Calgary (1959–1964)
Did you feel that in those two years at Stamford you were putting in
time, waiting for something else?
In the second year I started writing away to various places to see what
was available. I received a letter from Dean Coutts at the University of
Alberta saying they did need someone but they didn’t know whether it
was going to be in Calgary or Edmonton. At that point Calgary and Edmonton were all under one administration; Coutts was the Dean of both
locations. My position ended up at the Calgary campus. By this time I was
busier with my family too. Karen, our first child, was born about the time
I got my Doctorate, the same summer.

When did you get married?
In 1957.

Had you applied to many universities?
I had written to quite a few places. It was Coutts who replied. He described the Calgary position to me. When I arrived I was the only music
person in both the Faculty of Education and the Department of Music, as
it was called at the time. In addition to the education courses I taught
first year music theory and first year music history in the Department of
Music. My appointment was really 50/50. We had a couple of part-time
people helping me that first year and got an additional faculty member in
my second year. Another person was hired in my third year. Calgary just
grew very quickly, too quickly almost.

Who joined you as the program grew?
In my first year in Calgary we were in the west wing of the Southern Alberta Institute of Technology in the University of Alberta, Calgary. We
had camped our way out that first time and arrived toward the end of the
summer. The head of the institution, Dr. Doucette, as I recall, showed us
around. We were a bit grubby after our trip, but this was my first opportunity to work at an institute of higher learning so we were quite excited.
One of the most important places we were shown was the washroom. It
seemed that which washrooms were for the tech people and which were
for the university people seemed to be a vital concern. There was also
one door that opened but didn’t go anyplace; Dr. Doucette felt that every
institution should have one of those. You opened it up and there was a
wall on the other side. Anne and I looked at each other and thought:
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“What have we gotten ourselves into.” It was not what we had been expecting.
That first year was spent planning the move to the new campus. There
were two buildings planned for the brand new campus. We could see
these buildings developing during the first year because we lived almost
across the street. The planners made a point of trying to mix people up
so that faculty weren’t limited to knowing only people in their own department. One building was Arts and Humanities, and the other building
Sciences and Math, I believe. In the Arts building there were faculty from
Arts and Science, Arts, and Education. The offices were located so that all
the education people in Language Arts weren’t in just one corner. I think
this intermingling was a good idea. It was also easier to accomplish such
a mingling in a smaller institution. Once you get bigger it gets harder to
develop a feeling of one overall university, rather than affiliation with a
particular faculty. When it came to second year and we had to hire
somebody, a decision had to be made about whether we would have one
Education person and one Fine Arts music person or whether there would
be cross appointments. The same decision was being made in Art, by the
way. Although I was just responsible for music the first couple of years, I
was later also responsible for Art and Drama as Head of the Department.
The new responsibility was added in my third year. Dr. Malcolm Taylor
was Principal of the Calgary campus at the time. (He was called Principal
not President because the President was still in Edmonton.) Dr. Taylor
was trying to break down faculty barriers. Luckily we agreed on how a
faculty should be structured.

Calgary Faculty Trio, 1962:
F. Churchley, piano; S. Finn, clarinet; Q. Doolittle, violin
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There was less emphasis then on committee structures—having your
Search Committee and your Faculty Advisory Committee and the sorts of
things that are a part of university life today. Administrators would consult sometimes but basically they just went ahead and made decisions.
Other faculty members often complained, but that’s the way it was done.
Anyway we decided we wouldn’t split the roles. Incoming faculty members would have expertise in both Music and Music Education. Even
though I had taught beginning level in high school strings, my background was not satisfactory at the university level. We, therefore, wanted
someone with expertise in both strings and music education. Quentin
Doolittle, an American violinist from Eastman, met those expectations. He
was the first person appointed after my arrival. Quentin was a fine person
who remained in Calgary until the end of his career. He still lives there,
although they have a summer place on Hornby Island.

What was his education background?
I think his first degree was a B Sc in Education. That degree sounds like a
mistake—looking at Education like a Science. That was common practice
in a lot of American universities at the time.

What was the program at the Calgary campus like in those early years?
There was a B ED program and the B MUS. The B MUS degree was like the
one in Toronto, but the B ED was different. The Calgary program was
more like the current offerings at the University of Victoria than the University of Toronto’s in the 1960s. The first year I was at Calgary we basically had first year students and we added another year every year. More
faculty members were needed every single year for a while.

Did you feel good about what was going on in this new program?
Yes. It was interesting to be there right from the very beginning. It was
exciting in many ways because you felt that there were all sorts of possibilities. On the other hand, we were still connected with the University of
Alberta; that caused considerable frustration. When it really came down
to the crunch, decisions were made in Edmonton. There was a lot of
traveling. Since we were considered an integral part of the faculty in Edmonton we could attend meetings in Edmonton. This worked to our
benefit. When it got to the stage where there was more and more push
towards independence, the principal, Malcolm Taylor, strongly urged us
to all go to Edmonton for the faculty meetings. Our way was paid because we had to go 200 miles and sometimes stay overnight. He soon
made the point that this travel was costly and awkward. These trips were
partly a political maneuver to push to independence. Similar plans are
underway with the University Colleges like Malaspina. I can empathize a
little with some of their feelings.

Did the University of Alberta have its own B MUS and B ED?
Yes.
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Were you required to use the Alberta model or were you allowed to develop your own programs?
Our program had to be supposedly exactly the same as theirs. In the first
year our students were supposed to write the same examinations as the
students in Edmonton and at the same time. I could, however, send up
exam questions. The established faculty did not wish us to go in another
direction. They felt that there should be one pattern for the province.

Who was your alter ego in Edmonton?
That was Alan Smith. Alan was in Calgary the year before I arrived. He
chose to go to Edmonton, leaving the vacancy in Calgary. Alan was a
graduate of the Toronto B MUS. His Master’s, I’m quite sure, was from
Eastman. We were quite compatible. He indicated he felt isolated in Edmonton and wanted us to carry out philosophical discussions via tape. It
was a great idea, but we soon had too much to do to carry on the dialogue.

Too bad there wasn’t e-mail.
E-mail would have made a difference.
Dean Coutts was really in charge of the Calgary Faculty of Education.
There was a Department of Elementary Education and a Department of
Secondary Education. I think Alan was officially in Secondary, but he had
some elementary courses too. Elizabeth Filipkowski was there. She did
mainly the elementary courses. She was a Columbia graduate too. Her
advisor had been Gladys Tipton, as was Isabel Mills’. Dr. Coutts was very
much in charge. The University of Alberta did have a very high reputation
in educational circles, and the Faculty of Education, I think, had more
status there than in most universities. It was one of the first places, if not
the first, to have the Normal School become part of the university. That
early event gave them a head start in building education programs. I was
also answerable to part of the Faculty of Fine Arts. Dick Eaton was the
Head of Music and Professor Glyde was the Head of Fine Arts. Music
wasn’t even a department; Music was a division, The Division of Music
(within the Department of Fine Arts), and Professor Glyde, a well known
painter and well respected artist (I think he lives on Hampshire Road in
Victoria now) really wasn’t interested a whole lot in administration or
things having to get bigger and better. We had to have new personnel
every year; it really was necessary if we were going to keep up with the
growth. Nevertheless, I can remember his response when I said needed
another instructor for music, one for art, and another for drama: “What
do you want all those people for? Another person just means another
problem. The fewer people you’ve got the fewer problems you’ve got.”
This attitude did not sound very progressive to me. As time went on, I
came to see what he meant.

Did you eventually get a chance to develop your own programs at Calgary?
We eventually approved a full Bachelor of Music and a full Bachelor of
Education. Before we were successful I can remember we had many
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hours of anguish. I sat on a curriculum committee in Calgary. We spent
hours and hours on our proposal. Being young and naive and not quite as
cynical as I became later on, I thought that if the proposal satisfied all of
us in the Faculty at Calgary (it was not easy to satisfy people in every
discipline), our ideas would be well received by the Faculty in Edmonton.
We presented our plan to the faculty in Edmonton and were turned down
completely because there couldn’t be two different programs. Another
college, College St. Jean, also wanted to have its own teacher education
program. No precedent could be set. We were subsequently outnumbered and outvoted. That was a bit frustrating. It was due to decisions
like these that Calgary decided that in order to really progress it should
become independent. Autonomy really came quite quickly once the decision was made to break away.

What was different about the program that you developed as you gained
autonomy?
Actually I left after five years. We were just getting into our programs by
that time. I think the key point was that there was no split between Arts
and Science and Fine Arts; we were all one department. I was Chair of
the Department of Fine Arts and Fine Arts Education. We were one unit.
In all appointments we tried to hire people with some background or expertise in education and in music or art or whatever the area was. The
music turned out to be a happier situation than the art. The art ran into a
few problems when people were ready to accept a position but what they
really wanted to do was be a fine arts painter and immediately wanted to
get out of their education courses. That became a bit of a problem. I
think in theory and in practice that the lack of separation and walls was a
good idea. The faculty developed that way. What was the Department of
Fine Arts became the Faculty of Fine Arts with a Dean not too long after I
left.

Where did education fit in this structure?
Art, music, and drama were in both Fine Arts and Education. I have lost
track of exactly how this works because I think the music education people like Walt Buening and even Lois Choksy would have been in the Faculty of Fine Arts, with the Faculty of Fine Arts servicing the Faculty of
Education. That is, the music education courses were taken by education
students in the Faculty of Fine Arts. I did lose track since I have been
several places since then; no place stays static. I think those early patterns greatly influenced what has happened since then.

Was that an unusual pattern for the time?
It was for Canadian universities; it was more common in the United
States.

Were your experiences at Columbia influential in your decision to attempt
to integrate education and the various arts in one program?
They would have influenced me, I think.
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Were you the one spearheading this new idea?
In my first year I was the only music person, and Helen Stadelbauer was
the only art person. She went along with this idea as did the university
principal, Malcolm Taylor. I can remember that when our department was
officially set up in about the third year or so, our department straddled
Arts and Science and Education. Half of the budget went to the Faculty of
Education and half to Arts and Science. I can remember Malcolm Taylor
thinking that since this merger had been accomplished in the Fine Arts it
would be a good idea to try it in every other area. It never did happen.
The Department of English and the Language Arts in Education always
remained separate, and the Social Studies in Education and the Department of History and the Department of Geography the same. The connection only happened in the arts.

Why was this the case?
Well, I must admit it’s partially my fault.

Could it be that your experiences at Toronto and Columbia led you to explore the possibility of a joint venture?
I think my experience in Toronto where OCE was so separate from the
Faculty of Music and the division was so sharp that there was virtually no
communication whatsoever may have been responsible. There was sometimes the feeling that education people were not competent, in our case
competent musicians. I have always felt that music education is almost a
dual profession—that it is necessary to be competent musically as well as
to understand the principles of education and have experience in teaching.

What you are saying seems so sensible, and yet the reality did not match
your ideal.
I think the reason is historical. Faculties of Education came out of Normal
Schools, and Normal Schools were staffed by Departments or Ministries of
Education who were not looking at academic qualifications in applicants
but for outstanding schoolteachers who could tell others how to teach.
Thus, Normal School music instructors often were not the trained musicians but trained teachers who sometimes happened to have an interest
in music. They had perhaps attended a summer session in music pedagogy. They did not give music teachers a good reputation among musicians.

Are you suggesting that when education programs were housed in Universities there was still a Normal School mentality maintained in B ED
programs and that’s one of the reasons why Faculties of Education are
not as highly regarded as they should be?
I think that has been one of the challenges facing Faculties of Education.
I think it took a long while before the Normal School approach to Education changed to one more compatible with the mission of a University. I
think there are still people at the University of Victoria who would recall
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those early days of transition. The Head of Education really acted more
like a school Principal than a Dean.

It seems one of your most important contributions to Calgary was the
idea of putting the School of Music and the Education together in a balanced relationship. Was there anything else you wanted to add to your
recollection of those years? For example, were you performing?
There is a newspaper article on our faculty trio that included the first
three faculty members in Music. We played recitals at the Allied Arts Centre at the University and on tour in southern Alberta. I was also conducting the university choir that was a large glee club and the chamber singers. I didn’t have a lot of time for practising for solo recitals. Gradually,
the lack of time just made performance impossible.
There were a couple of things of significance in Calgary. The first was
again through the support of the principal. When we moved to the new
campus in that second year we had two buildings, but there was no gym.
In those days most universities, including the University of Toronto had a
compulsory Physical Education in first year. There was a compulsory
physical education course with no gymnasium. Of course in Calgary winter you couldn’t have outdoor physical education. Rather than saying
there would be no class, the principal called me in and asked me about
having compulsory music for everybody in the University instead of physical education. Of course I couldn’t say I didn’t think people should have
music. Being young and starry eyed, I thought this was a great idea, this
recognition that music was getting in the University. So that became the
rule in that second year: everybody had to have a music class. Teaching
that class was one of the most difficult things I have had to do. There
were engineering students, the physical education students, and people
like that. You can imagine having all those people in a music class.

What did you do?
The Principal, Malcolm Taylor, was also on the Board of the Calgary Philharmonic. That gave me an idea. I said I thought the concept of the
course was wonderful but with my full load I would need some help.
Malcolm agreed. We asked Carl Nickel, a very wealthy oilman, to provide
us with stereophonic record player equipment. Meanwhile, the symphony
guest artists were asked to provide an unpaid talk or demonstration for
the students. There were classes of 300 or 400 students in a large classroom. Most of the classes were a sort of lecture-recital. As I recall, the
symphony conductor, Henry Plukker, was not happy about this plan because he wanted to be the impresario in charge of financial arrangements. Nevertheless, I strongly encouraged students to go to the symphony concerts. The plan worked just fine.

Were these what we would call appreciation classes?
Yes. There would be no point in getting into literacy and theory.
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Did you attempt any singing?
No. I don’t think it would have worked.

Just imagine all those engineers singing…
I can’t. It was hard enough to get them there in the first place. I think if
they got there at all we were happy, as I remember. It was an interesting
experiment but not one that I would want to do again.

Did the course exist for the one year or for a longer period?
It was just for the one year. By then the new physical education building
was available. Physical education and the library were buildings three and
four.

Did you have models for this large class format?
You just had to do it. There was no model. I can’t imagine this course
happening in most places. No one would be as foolhardy as I was. There
was a little write up about the course in the Calgary Herald—that there
was this new music course that made the headlines instead of physical
education.

How did students respond to the course?
There were many who went along with the idea. They heard the music
and maybe enjoyed most of the pieces. We didn’t give them exams. It
was like the physical education course where attendance earned you your
credit. If you went to a concert, attendance was taken. People who didn’t
attend the required number of classes and concerts were given what
would be here the equivalent of an N (failed to complete the required
course). Some students were furious about that because the following
year the gym was open. I don’t know whether those with an N had to do
physical education in their second year or not. Anyway the music class
was discontinued.

Did the course benefit anyone?
I think so. It kept music central within the university. Music wasn’t something way off in left field, but a central part of the University. I think it
was partly because of the prominent role music had played that the next
building constructed was Calgary Hall which housed music, art, and a little theatre. There may have been other departments in Calgary Hall to
begin with, I’ve forgotten what. But I think the recognition went a long
way in providing better facilities. I think there was a movement shortly
after I left to establish a Faculty of Fine Arts. I’m quite sure there wasn’t
a Dean of Fine Arts in Edmonton at that time.

It seems that, in a very short time, you created a considerable stir.
You look back and you wonder how you had enough energy to do some
of these things you did.
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A second activity involved using an idea of Dick Eaton’s, a very good choral person at the University of Alberta. He had been in charge at the choral program at the Banff School of Fine Arts where Anne [my wife] had
actually gone as a teenager when she was about 17. She had taken a
painting course in Banff as a high school student in Toronto and had sung
in Dick Eaton’s choir. He was very well respected. I think to this day (he
died maybe twenty-five years ago) the University choir is called the Richard Eaton Singers; it was for quite a while anyway. He would take his
choir on tour after the exams in April and May, usually right at the beginning of May.
I thought the idea of a choir was a good one so I adopted it. We would
be out for about a week to ten days throughout the province. This tour
was organized and financed by the provincial Cultural Activities Branch of
which Walter Kaasa was the head. The music person in those days was
David Peterkin who I guess was a predecessor of Dale McIntosh’s. They
organized the tour, but, just the same, it was a lot of work taking these
kids (two bus loads of them). At the end of term when you would be getting all your exams in you would also be polishing the pieces and then go
on tour. We would drive in the morning, arrive in the afternoon in a small
town like Vulcan or Taber, maybe a bigger place like Lethbridge, and we
would have a concert in the schools in the afternoon. Then in the evening
we would have an evening concert for the community. All the kids would
be billeted in the community because there weren’t the hotels in an awful
lot of these places. Then on to the next town, and the same thing again.
We had basically two concerts a day for that seven to ten days. I would
come home completely exhausted, usually with a terrible cold. Anne
would have the bed all ready, and I would just go to bed for about three
days and sleep and take aspirins and cough medicine.

Was the fatigue worthwhile?
I think so.

Why?
Those tours helped make the University a part of the southern Alberta
community rather than that ivory tower on a hill way off in Calgary.

Was the choral group mixed?
Oh, yes.

Did the students ride in separate buses?
No. As a matter of fact I think there were things that went on in some of
the back seats. I still had feelings of being a schoolteacher; I felt responsible for these students more like a schoolteacher than like a university
professor. It took me a long time, if ever, to get over my schoolteacher
mentality.
We had a Dean of Women, Mrs. Frank Fish, who was a very outgoing
person. She was a good person to have around campus because she was
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a motherly figure. She helped some of the girls from small towns become
more independent. She traveled with us on the tours. On the bus she
would ask who came from Champion (that was the name of the town).
There might be one or two students from that town in the choir. She
would find out a little bit about their background. I was master of ceremonies as well as conductor of the choir and the chamber choir. If there
was a trio, I played in it. I was hopping around from pillar to post. Anyway, part way through the concert I’d introduce Mrs. Fish who would get
up and introduce Mary Smith, one of our stalwart members who came
from wherever the town was. She would make a big to do about that
person and the contribution that the student was making to the choir and
add the odd little anecdote that might be humorous. It was really good
for personal relations and for that feeling of camaraderie, not only with
the community, but for me, the music department, and the university.
There was a bonding that went on; you felt closer to the students if you
were with them all day every day for that period of time. It’s like the
teachers who take their band to Europe or wherever; they get much
closer to their students and are able to have more influence than teachers who just teach them from 9 to 3 and then disappear. And these tours
were also a way of recruiting students. This wasn’t blatant recruitment,
necessarily, but people were aware that the University did exist and was
a growing concern. This was their university. When I left, the University
choir disappeared and did not exist again for several years.

U

niversity Teaching

❈ Montréal (1964–1966)

Why did you decide to leave Calgary?
My years in Calgary were exciting and exhilarating, exhausting and frustrating. The University was growing so quickly that growing pains were
inevitable. Practically every year it doubled in size. It was hard to get
some sort of continuity because obviously the new people came in with
their own ideas too. There were as many new people as established
members. There wasn’t a tradition to build on; you had to sort of establish your own. Then a position that sounded intriguing came up at McGill.
McGill University was a well-established university where things would be
organized and you wouldn’t have to deal with all the organizational growing pains, I thought. McGill was also was back east, and we were a young
family. Before going to Calgary neither Anne nor I had been out of Ontario. Calgary was the end of the earth in those days to people in Ontario.
It seemed as if going back east was going back home.
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There were other issues that made me consider a new position. I had
continued to be mainly interested in the teaching side of my work. I had
never felt that performance was what I wanted; my interest was in education. I seemed to be more involved with the performance side at Calgary. It’s true that once I got to McGill I was a member of the Faculty of
Music; I was glad to have that connection; however, I didn’t teach music
in the Fine Arts. I was at Macdonald College in Faculty of Education
rather than downtown Montréal where the Faculty of Music was housed. I
had to go to meetings there once in a while and I might have taught the
odd music course, such as maybe the first year history course, because it
was needed by education students; but the course was only for education
students. The education students weren’t mixed up with the other B.
Mus. people. I was more involved with education at that point.

You indicated that you were looking forward to working at a University
with an established tradition. Did you enjoy that aspect of your tenure?
I learned fairly quickly that it wasn’t so bad to have had all the freedom
to go ahead and do and plan new things that we had in Calgary. I felt I
was in a straight jacket at McGill. To change one word in the calendar
nearly required an act of parliament. You just didn’t change anything. All
this business we have now of the pages and pages of course changes [at
the University of Victoria], was completely unheard of at McGill at that
point. Nothing changed. If you wanted to change a word you were looked
at askance: “We’ve always done it that way.”
Still, McGill was interesting, and I’m glad we went there. Life there was
actually almost idyllic. We lived on campus at Macdonald College. The
house, which was right beside the main gates, belonged to McGill. The
campus was a very special place. There was almost a feeling of family in
the University and on the campus. Macdonald College was called the
School for Teachers before it became a faculty. The campus was shared
by Education, Agriculture, and Home Economics. It was a beautiful campus situated right on the St. Lawrence River opening out into a lake and
acres and acres of woods. But we knew it couldn’t last. First, the salaries
weren’t very good. We had rented the house on campus for fifty dollars a
month from McGill, but we soon found that, after a year or so the pressure to find your own home started. They wanted to get you out of the
faculty housing to use it as an attraction for new faculty. Furthermore,
the situation in education in Québec at that time [the mid 60s] was not
such that we felt we wanted to stay.

What do mean?
There were bomb threats by the FLQ at the school where Karen [our
daughter] was attending. There were bomb threats on the bridge on the
west end of the island. It wasn’t really relaxing to bring up your family
there. I was experiencing professional dissatisfaction as well. While I had
longed at times for a traditional setting when we were going through the
growing pains in Calgary, I now realized there were advantages to the
freedom.
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Discuss the music education program at McGill.
I think it was closer to a Normal School program. Dr. Frank Hanson had
been there for quite a few years before. He had prepared the course, a
basic course like our old 705 at the University of Victoria. Most of the job
entailed looking after that course. Joan Haines was there also. She came
at the same time as I did, mainly for early childhood, but she taught a
couple of sections of the beginning methods class too. I was interested in
using other texts than the prescribed one, shall we say. So was she.

Which texts would you have preferred to use?
Perhaps Nye and Nye, 8 or something like that. I was allowed to do so;
Joan Haines was not. She was told that she could not use the text she
wanted to use; she had to use the one that had been used previously,
not a published text but mimeographed materials. That text included such
highlights as the six points to teaching a song. The Assistant Dean at the
time was an assistant professor by the name of Myer Horowitz. He later
became President of the University of Alberta. Myer had gone through
this program himself as a student and was well aware of its limitations.
Even he used to laugh about the music program. The students would go
down the hall and they would say: “November 2nd. ‘There were nine little
rabbits, da da da da da…’” because the program was set up so that at the
beginning of November you were to teach such and such a song and then
the next week you would teach another. The specific song was listed, so
you knew a certain song was to be taught on February 15th. That may be
one way of doing of course, but it was not my way. I must admit I was
allowed to veer from the accepted text. Academic freedom was different
then.
In spite of my complaints I was allowed to do my own thing to some extent. I must admit that we were only there two years, yet I started a piano lab. The administration was certainly open enough to do that. If one
were interested in just coasting along, it would have been a nice place to
coast along. There was a very nice pipe organ; it was my job to play it.
That was one of my most important tasks—to play the organ for graduation and other special occasions. That was the high profile part of the job,
I guess.

Were you dealing mostly with elementary pre-service teachers?
Yes, although I had secondary methods as well. It was a funny combination in a way. McGill was the only institution that prepared students for
the Protestant school boards at that time. Education was strictly on religious lines. I was rather surprised when I was offered the position, which I
accepted orally on the phone. I subsequently received a letter from the
Dean or the President of McGill indicating that they were offering me a
position as associate professor on the assumption that I was a Protestant.
I wondered what my religious beliefs had to do with my academic credentials. But it was the law there that they were not allowed to have
8 Nye, R. E., & Nye V. T. (1964). Music in the elementary school, (2nd ed.).
Englewood Cliffs, NJ: Prentice Hall.
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Catholics in their programs. St. Joseph's College prepared the English
Catholics. We had a very few, almost non-existent, French Protestants
come to Macdonald College because they didn’t have any place else to
go. Pierre Perron was one of those students. He had just finished when I
arrived so he actually wasn’t my student. Eventually, St. Joseph’s Teacher
College was amalgamated with the McGill Faculty of Education; the religious restrictions no longer apply.
It was a strange situation: a high percentage of the students at Macdonald College were in fact Jewish. By the provincial definition they were
Protestant because in the province of Québec that meant anyone who
wasn’t Catholic. I can remember one situation with a student teacher that
I thought was rather amusing. A Jewish student teacher in a school under
the aegis of the Protestant school board of Greater Montréal had the children singing “Ave Maria.” The children were really doing quite a nice job.
All education students were required to have a course in religion. These
mostly Jewish students had to take a course alternately taught by the
United Church Minister of St. Anne and the Anglican Minister of St. Anne.
To me as an outsider that seemed a bit strange, but to the people there
seemed to take it for granted. That was just the way it was.

What were you working on at the time?
I did a lot of writing at this time. I learned a lot about early childhood
music from Joan Haines. She was one of those rare fantastic teachers.
We collaborated on Sound Beginnings while I was at McGill.
Technology was beginning to assume greater prominence. I think I was
vice-president of the CMEA when I attended a conference on music education and the new media in Washington DC, at the Office of Education.
There was a small group of people in attendance, two people from each
State and myself as the Canadian representative. That was in 1965; the
new media weren’t what they are now. At the time, TV programs were
being touted as the newest thing. I recall that we were all sitting at this
conference waiting for a fancy music education show that had received a
big build up. When the magic moment arrived and they turned on the
machine, Captain Kangaroo appeared on the screen. It was the wrong
station! The technician who was supposed to be running the technology
was sick that morning, and no one could figure out how to find the right
program. I think people still saw some of the possibilities though.
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C

MEA President (1967–1969)

How did you become active in the CMEA ?
I was there when the CMEA was formed at that Toronto meeting. In Calgary, membership was a means of making and keeping contact with
other people across the country. I just automatically went to the meetings and was part of the group. There were many interesting music educators across the country. There was almost a family feeling amongst the
music educators who went to CMEA. There was very good feeling of comradeship; I think people like Gifford Mitchell, who was one of the first
presidents and executive secretary, were responsible for that feeling.

What were the goals of the newly formed CMEA in the 1960s?
One of the goals was to get every province involved, to make it automatic that membership in
a provincial organization brought membership in
the national organization. One of the first provinces to do that was Nova Scotia. I’ve gone
ahead in my story just a little bit, but that was
the direction of the CMEA executive. While I was
President I received a call from Catherine Allison
in Halifax who was excited because their membership had just voted to
affiliate with the CMEA.
Since education was a provincial responsibility it was hard to establish
national standards. Furthermore, the organization itself didn’t have much
power because if a national organization said too much it could be told by
the provincial Ministry of Education that education was not their business;
it was a provincial matter. But we didn’t run into very much of that sort of
thing.
It also took a lot of work to get the CMEA recognized as representative of
music educators across the country. I remember meetings we had with
the Canadian Teachers’ Federation. A lot of the provincial music groups
were being organized at about the same time. They were maybe just one
step ahead of the national group. They were branches of the provincial
teacher organizations as the BCMEA (British Columbia Music Educators’
Association) is of the BCTF (British Columbia Teachers’ Federation). Some
groups thought that affiliation with the CTF (Canadian Teachers’ Federation) made better sense than having a separate music group.

Had the BCTF been recently formed as well?
Not the BCTF. It had been established for quite some time. But the BCMEA
was quite new; it was formed in 1957. People like Lloyd Slind had been
quite active in getting the BCMEA going. I think the university music edu-
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cators across the country, including British Columbia, contributed significantly to the formation of organizations like the BCMEA and the SMEA in
Saskatchewan, and so on. Later, some teachers felt that the university
people had too much say, I think. It was good that teachers took over,
because they really should be in the forefront.

You mentioned that because of provincial responsibility for education, it
was hard to get national standards for any subject, including music. What
did you mean?
We talked about national standards for music at our executive meetings
and in the larger meetings as well. We tried to get standards that we
could all aim for—what one could expect at the end of elementary school
and at the end of high school.

What happened to those plans?
I hope we had some influence on the provinces. I think that when the
national organization espoused certain educational goals, the provinces
had a standard against which to measure themselves. They may have
responded to the comparison. There was some influence over the years
in this manner.

Can you think of any specific cases?
Let’s say a province wanted to make music optional in the intermediate
grades; the national organization would send letters and briefs to the
Ministry of Education stating the view that everybody should have some
music—that sort of thing.

The CMEA seems to have played a lobbyist-advocacy role. Were there
ever any national standards developed even in draft form?
I think there was a lot of talk about national standards but I don’t think
there was ever anything terribly official that came out. There was no
document laying out what we should all strive to achieve.

Was there any reason for the lack of success?
I think people were thinking a lot about practical concerns. The CMEA did
present many practical workshops at its conventions. It still does. Some
argued that a national group should take a broad view and leave the
workshops to the provincial groups; it should play more of a leadership
role.

Some members believed that the CMEA should be more involved in a philosophical discourse. Were they successful?
Yes, to a certain extent. Various editors of the journal tried to move in
that direction as well, but what the teachers really wanted was not philosophical debate. They were really still at the stage of wanting to know
what to do on Monday. The CMEA sessions were not all workshops, however. It was good to see and hear outstanding performing groups from
across the country. You realized that there a lot happening musically
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across the country. There was some terrific choral work that came out
the Maritimes that we didn’t know existed until we had a chance to hear
it at CMEA meetings.

You were the President of the CMEA from 1967 to 1969. What initiatives
were undertaken while you played this leadership role?
We had to draw up a constitution. We had petitioned Ottawa to be recognized as representatives of Canadian music educators, but a constitution was required for such a purpose. We also needed a constitution to
deal officially with such groups as the Canadian Teachers’ Federation.
Elizabeth Filipkowski from the Faculty of Education, University of Alberta
was one of those who worked on the Constitution.

How long did it take you to pass a constitution?
The constitution was brought forward at the last AGM meeting while I was
President. It was brought forward but sent back for further work. It
passed soon afterwards. I was involved as past president and was one of
the signatories of that document. The event occurred at the Secretary of
State’s Office in Ottawa.
We also worked at developing provincial affiliations. We worked on a
more informal basis with the Canadian Federation of Private Music
Teachers (CFMTA). I met with their president looking for ways of working
together. As I recall, the collaboration was especially good in Manitoba.

Frank Churchley, President of the Canadian Music Educators Association, with Olga
Koussevitzky, widow of the Boston Symphony Orchestra conductor, Sergei
Koussevitsky, and Louis G. Wersen, President of the Music Educators National Conference at the Tanglewood Symposium on Music in American Society, July 23–August 2,
1967
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You attended the 1967 Tanglewood Symposium as past president of the
CMEA while you were still at the University of Saskatchewan, Regina campus. That event brought such a breath of fresh air to music education in
the United States and assembled such a prominent group music educators and people interested in the well being of music and music education
that there must have been a tremendous feeling of excitement.
There was very informal atmosphere. Participants included Stan Kenton,
Ralph Tyler, Donald Shetler, Erich Leinsdorf, and Gunther Schuller. Charles Fowler, then the editor of the Music Educators Journal (MEJ) was one
of the MENC staff present. He was a good editor trying to make the journal more of a professional one. We worked in small groups, sitting on
rocking chairs out on the verandah. It was a beautiful setting. I participated in the group examining “Creativity: Its Nature and Nurture.” Our
group had about six people including Abraham Maslow.

How did this famous psychologist contribute to this gathering?
He was just a very nice person. He had some very significant things to
say and some good influence on the music educators. He spoke of “peak
experiences,” the emotional impact of music, and the value of music to
children. Music educators liked to hear what he had to say.
We were all in this discussion about music and moving toward broadening our acceptance of more kinds of music including jazz. Jazz had not
even been represented at the conference. Stan Kenton was belatedly invited to join the group.

Were the issues at this conference being discussed in Canada?
Although a lot of the issues were of universal concern to music educators,
most Canadian music teachers were still preoccupied with what to do in
the next music class.

As I recall, the issues included technology, urbanization, and youth music.
Were these issues for Canadian music educators at the time?
I think we were a few steps behind the Americans in jazz programs,
which were not accepted in the schools in Canada as early as they were
in the States. You will also recall that it was difficult to get the practical
side of music accepted in Schools of Music in Canadian universities.

The interaction among the participants was so fruitful that the Tanglewood Symposium is remembered as a significant in the history of music education. Why was there so much cooperation?
I think we were above the pettiness that can sometimes arise when music educators assemble. Maybe the people in attendance were more diplomatic. It may be that there were some strong feelings below the surface that didn’t come out. I don’t really think that was the case. Maybe
the participants were carefully selected.
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I did feel quite comfortable and in agreement with the tenor of the discussion. I felt as if I were going home.

A

uthor

The CMEA meetings seemed to help Canadians get to know each other.
Let’s return to your new interest in early childhood music education and
the writing of Sound Beginnings. Why did you write that book?
I was approached by McGraw Hill. Lloyd Slind had initiated the project. I
think he suggested my name as a collaborator in the work.

How did Lloyd know you?
I may have met him very briefly at that seminal CMEA meeting in Toronto.
Lloyd was very much a traveler. When he was at UBC and co-chair of Music Education with Don Gibbard, the two made a good combination. Don
looked after the details. He stayed home, and Lloyd did the traveling,
which he enjoyed greatly. He came to visit me when I was at Calgary. I
think that’s how I got to know him. He then invited me to UBC to teach
summer school in 1961, and I went to Victoria to teach summer school
the following year in 1962.

What did you teach?
I taught Fine Arts 101. It was supposed to be a general course in art and
music for future teachers even though it was not an education course. It
was in the Faculty of Arts and Science, I believe. There wasn’t a Faculty
of Music or Faculty of Fine Arts at the time. The course was supposed to
be half art and half music. The art instructor was Elmore Ozard; he lived
on Bowen Island. Even thought we shared a course I didn’t ever meet
him all summer. It really turned out that I taught a half course in music.
It was unfortunate that we missed an opportunity to work together and
come up with a program that broke down barriers between the arts.

Who suggested this type of course? Was there something similar at Calgary?
No, there was nothing like it at Calgary, but the course was a regular part
of the UBC offering. The idea wasn’t mine. I also had a piano class that
summer through the UBC extension departments. I had maybe eight pianos, regular acoustic pianos, not electronic ones. I still occasionally run
into people who were in that class. It was an extension class, not a credit
class so you could do whatever you wanted. I think we had a good time
while we learned to play the piano and explored its capabilities.

What were you exploring?
As I remember, we tried some creative work, accompaniment, and playing by ear.
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Your approach doesn’t seem to resemble the usual conservatory approach to teaching piano.
Not at all. The approach was quite new for them.

Did you teach the same course at Victoria?
No, I didn’t. I taught a second level elementary methods course. I taught
a fair amount of music in it as well as methods because I found that musicianship seemed to be what the students needed. That was at Victoria
College. Victoria did not have a university until 1963. This course was
probably a UBC course. Victoria College was affiliated with UBC. Victoria
was a little like McGill in that it had an idyllic setting but was not very
progressive, professionally speaking. We thought at the time that Victoria
would be a wonderful place to live except that there was not much happening. One faculty meeting at the beginning of the summer consisted of
eating strawberry shortcake. Hugh Farquhar was the director of the
summer school.

You seem to have shifted your interested from secondary to elementary
music education.
This shift started at Columbia where I became much more interested in
elementary teaching. Once I started university teaching at the University
of Calgary, or UAC as it was in those days, the greater part of my work
was in the elementary program. From then on I made more of a shift into
elementary pedagogy although I still maintained an interest in secondary
teaching for a good part of the time that I was at UVIC.

What music textbooks were in use in the schools at this time?
The High Road of Song books were still around in a lot of the schools.
Songtime we felt was more of a songbook series than a music series. In
our series we tried to develop a sequential program. I think we were one
of the first to attempt that. Songtime and High Roads were songbooks.
The stress wasn’t on the development of a curriculum from Kindergarten
through to the end of elementary school but rather on selecting songs on
the basis of appropriate content for each grade. We developed our sequence chart for the whole elementary grades and made sure that there
was a gradual development through the grades in all aspects of music. Of
course it was a tall order to make this series fit in to different provincial
curricula. It was a little tricky, but usually we stated things in general
enough terms that the curriculum guides were not contravened but supplemented.

Did you give any thought to illustrations in your planning?
We had to work with the publisher, to go along with some of their
wishes. We never liked the title, Basic Goals in Music, which the series
was given. But McGraw-Hill had a Basic Goals in Reading and Basic Goals
in Mathematics, so the title fit their pattern. That’s why we were saddled
with a title we didn’t really like. Sound Beginnings was our own choice.
We were really quite pleased with that title; we thought we were quite
clever to come up with it.

63

Why did you not like “Basic Goals” in the title?
We didn’t think it was a title that
would grab kids’ interest. The words
perhaps stated what we were trying
to do in the books, but there was no
appeal to children. Maybe the titles
that we had in some of our later editions, titles like Whales and Nightingales, might have had a little more
appeal.

Was there a return to the basics in
Canadian schools in the 1960s?
Yes. That was one of the reasons we
went along with the title. On the
other hand, if we had come up with
titles that we had felt very strongly
about we probably could have convinced the publisher to go along with
our ideas. I remember brainstorming
titles, trying to come up with a better
one. We were not successful so we reverted to what they suggested.

Were Sound Beginnings and Basic Goals well received?
The series was officially authorized as
the series in British Columbia and as
one of the series in Ontario. Other
music teachers used it not as their
authorized textbook but as a supplement. In the early years there were
many books sold. Unfortunately, in a
lot of cases they weren’t used as effectively as we would have liked.
There wasn’t enough in-service provided. People tried to use the materials, but the approach was new. When
I came to Victoria in 1969 one of the
first things I was asked to do by
Harry Bigsby, who was then supervisor of music for Victoria, was to give
a series of workshops for teachers,
one for each grade in the Basic Goals
series. A one afternoon workshop per grade didn’t really accomplish very
much.

What was new in what teachers were expected to do in your series?
The usual fare in most classrooms was singing songs. I think that, musically, this series required more of the teacher than just a songbook would
have required. There was a series of recordings for each of the grades,
but they never caught on the way the books did. We tried to make the
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books flexible so that the books could be used both by students who
were at a particular grade level because they were taking the program
and those who were behind their grade level for whatever reason. It was
quite difficult to make the books meaningful to both kinds of students.

Can you explain why the recordings for the series were not used?
I’m not certain. The series didn’t receive the promotion that a lot of the
American series had at the time. Some of the series, by people like Mary
Val Marsh, had full time people who went around selling the books and
preparing teachers to use them.

What were some of the American series at that time? The Canadian competition would probably have been Songtime9 and The High Road of
Song. 10
There was Mursell’s series, Music for Living.11 Songtime and The High
Road of Song were used in Ontario. In other places, people sometimes
developed their own resources. For example, Rj Staples, supervisor of
music in Saskatchewan, was a real dynamo. He roared around the province with his car full of instruments. He was a real pioneer type. He
sparked a tremendous amount of interest in music and created some of
his own materials.

Isn’t the impact that non-musicians have had on music education remarkable? Did Rj Staples promote your series?
No. He was at about the end of his career then. The series was used in
the prairies to a fair amount but it wasn’t officially recognized like in British Columbia, which put sets of books in all elementary schools, I think.
One year there were 35,000 books purchased.

Do you think that there was any connection between the poor sale of recordings and the less than stellar implementation of the series?
That explanation is a possibility. Getting the record player set up and doing different kinds of lessons may have been a bit much for some classroom teachers. Finding the right song or listening selection on a longplaying record wasn’t the easiest thing to do while keeping the lesson
flowing.

9 Russell, V. , MacDowell, L. , Wood, J. , & Winter, C. (1963–1967). Songtime .
Toronto: Holt, Rinehart & Winston Canada
10 Fenwick, G. R., Dann, H., Foresman, R. (1943). The High Road of Song. Toronto: W.J. Gage.
11 Mursell, J. (1960). Music for living—Book 1–6. Toronto: Gage.
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Bray, Fenwick, Stillman, and Woodburn’s Music for Young Canada12 was
published by Gage around the same time as Basic Goals. What differences existed between the two series?
Music for Young Canada was an Ontario-based textbook series. The Ontario market was large, so Gage thought it would have big sales since the
authors were well-known Ontario music educators. The books were almost an extension of the old High Roads. They included tonal patterns
and note and rote songs. I don’t think there should be that either/or distinction made.
What are some of the problems you encountered in writing your series?
When you write a textbook you encounter many restrictions. Here is an
example. In later years MacMillan approached me to write a junior high
textbook on the music of Canada, using a listening approach. I was invited to Alberta to a joint publisher and curriculum committee meeting
chaired by Bob de Frece. The group already had a definite idea of what
the book should include, which composers, for example. The publisher
wanted most of the composers and performers to be Toronto-based. I
was getting more ornery by this time. I did begin a manuscript and received long lists of what I should be including. Finally I received a letter
thanking me for submitting my manuscript but was informed they would
not be using it. So much for academic independence. I thought the publisher had a lot of gall since I had initially acted in response to an invitation.

What would you say was the legacy of the Basic Goals?
The most important contribution was including more than singing activities in the music program. We incorporated listening and instrumental
activities, including playing recorders, autoharps, and piano. The latter
were not to be performing instruments but an integral part of the program. For example, recorders were not included so that your recorder
quartet could go to the festival and win a first prize, but as an audio visual aid to help students become musically literate. I think increasing the
scope of music in the schools and providing students with a sequential
program were the focus of the new thrust.

Do you think your approach impacted on Canadian music education as
evident in later series?
I think later series were influenced by Basic Goals. I could see the influence on some of the activities and some of the approaches in later books.

How did you like working with Lloyd Slind?
In a way it was a good collaboration in terms of balancing ideas. Lloyd
was a very sociable person.

12 Bray, K. I., Fenwick, G. R., Stillman, M. E., & Woodburn, D. E. (1967–1969).
Music for Young Canada. Toronto: W.J. Gage.
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I saw your grin, you know. It spoke volumes.
Lloyd got to know everybody across the country. He was good for national pulling together. Everybody liked Lloyd and everybody knew Lloyd.
He was the sort of person who never said a negative word about anybody. He wasn’t interested in detail, and, for this reason, he sometimes
wasn’t the easiest person to work with. His contribution was always involving more people in doing the work.

He liked to delegate?
Yes. His approach was good in that it included other people’s ideas but it
also watered down the overall view of where the series was going. Even
though we had an overall pattern for the whole series, the use of individual authors for different grades created certain problems. Each book took
a somewhat different turn depending on the expertise of the author. Our
great ideas about a sequential program through the grades didn’t always
work out as well as we had hoped because when you have people working at great distances from each other and deadlines to meet. Living up
to ideals can be difficult.

The critical response to the Basic Goals in Music series seems to have
been quite positive. Particularly noted were the song-centered approach,
the integration of theory facts, the use of the piano, the inclusion of
evaluation, and music appreciation lessons and repertoire. There were
some criticisms as well—mainly concerning whether the classroom
teacher could really handle the content. What did you do in the series to
help non-specialist teachers?
There were a teachers’ guide and recordings aimed at the classroom
teacher. Unfortunately, neither was well publicized or promoted. Ninetynine percent of the districts didn’t know they existed. We may have watered down the content to a certain extent, but we always had the existence of the guide and recordings in mind. Some of the negative reaction
was as much from the specialists as the classroom teachers. For example,
in Book 4 we included a piece in F sharp major. It was all on black notes
and easy to play but some specialists claimed you couldn’t introduce a
piece with six sharps in the key signature to students who didn’t have
suitable background. That’s not the case, of course.

Discuss the difficulty of writing a textbook to meet the needs of both specialists and classroom teachers.
Well, you don’t want to compromise the quality but you want to make the
book understandable and usable by relatively untrained teachers without
talking down to them. It’s a real balancing act. I don’t think we did completely succeed because even thought the books were authorized in many
places and purchased in great quantity, many books sat on the shelves.
Rather than working through them and understanding the organization of
the approach, teachers tended to pick and choose—to select, for example, a Christmas song.
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The familiar activity approach?
Yes. If they had worked through the books from beginning to end they
would have been able to answer a lot of their own questions. Teachers
weren’t ready for the sequential nature of the Basic Goals.

U
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❈ Regina (1966–1969)

Let’s return to your tenure at McGill. Were you still performing at this
time?
I didn’t play the piano quite as much as at Calgary. We had both the piano and the harpsichord. I might have performed a little on the harpsichord. I did more of that when we went to Regina.

Were there other accomplishments while you were in Montréal?
I was only there two years.

Did you actively seek another position?
Bob Anderson, whom I had known in Calgary, came to Macdonald College
one summer to teach a Philosophy in Education course. He knew I was
feeling that it was time to move on. In those days it was a lot easier to
move to a different university; there weren’t the search committees and
interview processes that we have today. Perhaps the searches weren’t as
thorough as they might have been, but that’s the way it was done. Bob
was new to the campus to the University of Saskatchewan, Regina Campus, a similar situation to that at the University of Calgary. At any rate,
Bob phoned and offered me a full professorship. I was not required to go
to Regina to meet a committee or anything. The campus had the go
ahead to plan its own programs. There were some very interesting developments including an internship program for secondary pre-service
teachers. I reverted back to secondary programs while I was in Regina
although I did a section or so elementary methods. Here was another opportunity to plan a music education program right from the early stages
and a promotion besides. I decided to leave McGill.

It was back to the prairies. What was it like at the University of Saskatchewan, Regina campus?
There was a very go-ahead kind of feeling. The division into elementary
and secondary teaching may not have been for the best. That division
actually caused some major problems—for the institution, not for me personally.
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What do you mean when you talk about the division?
The faculty didn’t pull together as one group. The elementary teacher
education program was in the old Normal School, and the secondary program in what used to be Regina College. The situation was similar to that
in Toronto with the difference between OCE and the Toronto Teachers’
College. The split was not as definite as that in Toronto, but in that direction. One of the very good things about Regina was the consultation and
the working together with the broader community. For example, the secondary internship program was planned and administered by a joint
committee that included people from the Saskatchewan Teachers’ Federation, their Executive Secretary, school personnel, and members of the
faculty of education.

There was what we would call today partnerships?
Exactly. I remember a problem in one school up in Canora. Reuben
Richert from the Teachers’ Federation and I went up to help resolve a
conflict between a teacher and a student. The Teachers’ Federation was
quite intimately involved in the running of the internship. We didn’t give
grades; we were consultants whose role was to see how our students
were progressing. There was a different relationship when students knew
you weren’t going to be writing a report and grading them. I think educationally that this was a good arrangement. You were able to help students. That’s where I first ran into Dale McIntosh; he was one of our
sponsor teachers.

When was this practice happening?
I was in Regina for three years, 1967 to 1969.

Did you have any student rebellions on campus?
There were a few instances, but everything was really pretty calm compared to some American campuses.

Who was involved in the internship program?
All our secondary students were in this intern program—which was quite
different from the one currently at the University of Victoria. We felt very
strongly that there should be no pay involved whatsoever. We thought
this was an educational experience for students. Students weren’t in the
schools to do a job but to learn. In fact they paid the same tuition as
anybody else.

Were students in the schools for the whole year?
No. They were out for a whole semester, I think; then they returned for a
semester on campus. The campus semester wasn’t to prepare them for
their practicum, but hopefully for a whole career.

What was the curriculum for music education students?
The whole program was set up so there was some uniformity across
teaching disciplines, including music education. It was considered to be
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your job to plan programs whereas at McGill you had to fit into the existing program. I also taught a fine arts course in Regina.
When it came to the elementary program I felt the need for a new text.
There wasn’t much to choose from. There was Vera Russell’s book,
Teaching Music in Canadian Schools, but it didn’t do what I wanted. Her
book was for singing classes rather than for the broader approach to music that I wanted to use. McGraw-Hill agreed to publish my book, Music
Curriculum and Instruction, which I used for one year in Regina and then
again when I moved to the University of Victoria.

What was the state of music education in the Province of Saskatchewan
in the late 1960s?
The Province of Saskatchewan had been more progressive than one
might think. Central Collegiate in Regina had an integrated arts program
in which half of the school day was devoted to the Fine Arts and the
other half to the other subjects. The idea sounded wonderful on paper. In
practice, students were engaged in creative exploration as in Schafer’s
sound composition, but there was little solid background in history or
theory. The teachers at that school thought the University should deal
with those subjects.
One Catholic girls’ school had an interesting program. Students were required to produce packages that included music, poetry, and images.
That idea was innovative. The advanced standards of some of the music
education in the Province went back to Rj Staples’ time but went largely
unrecognized. For example, there were forty music festivals in the province with an executive director to organize the events. I went to small
towns as an adjudicator. It was an eye-opener for me. If there happened
to be a good music teacher in the vicinity, there was fantastic music. One
example was in Prelate. There might have been only a store or two in
Prelate but there was a convent with two or three sisters who were fine
musicians. The standard of music in that village was outstanding—both
choral and individual. There were these pockets of excellence where you
might least expect them.

What was it like working at the University of Saskatchewan, Regina campus?
I taught in the B ED and the B MUS that was like our B MUS at the University of Victoria followed by the year in education. It was a little more challenging to work with the Bachelor of Music people. Howard LeightonBrown, an Australian, was director of the Music Conservatory—which
eventually became the Department of Music. Leighton-Brown was a oneman show. When the new Department of Music was formed, a rift developed between those who had been conservatory teachers and the academic professors (musicologists and theorists). There was considerable
intrigue and antagonism. I was a voting member of the Department of
Music even though I was on the Education side, so I had to negotiate
carefully.
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There was even more political chicanery on the education side. Although
I was allowed to plan my courses and was given funding for projects such
as a piano lab, I was appalled at the way one of the Deans was imported
from McGill without consideration of on-campus candidates. Matters deteriorated from that point. There was eventually a vote of non-confidence
in the Dean, and the President sent a letter to the Faculty saying Education would be run through his Office. Life at University has a lot of déjà
vu. When I left McGill I had thought that going to a different university
would be a change for the better; that was not the case. The same characters seem to appear everywhere. In fairness I must admit there are
good characters also.

U
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❈ Victoria (1969–1994)

I had known Margery Vaughan who was at the University of Victoria for a
long time. When a position was available she asked if I would come. The
Dean, Fred Tyler, met me in Regina and offered me the job, but not a full
professorship. To compensate, I would be granted tenure immediately. I
met with the President of the University in March. The city of Victoria
looked
beautiful,
and
the
University
was
just
beginning
to
grow.
The
Department of
Music was
in its infancy, having
been
set up in
1967. Phil
Young,
George
Corwin and
I arrived in
Victoria in
1969.
Frank demonstrates for students in the UVic piano lab, ca 1985
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In which Faculty were you placed?
I was strictly in Education. The Bachelor of Music degree was only for
music students. There was no such a thing as a Bachelor of Music in Music Education when I arrived. That was one of the plans we initiated quite
early.

Who was involved in the planning?
Professors from music education instigated the idea, if I’m not mistaken;
but we had a joint planning committee consisting of both education and
music representatives. I’m trying to remember who was on the committee. George Corwin might have been. Eventually it was Phil Young and
myself who went forward and presented the plan to the Senate. The concept was very well received by the Senate because they were so used to
hearing complaints from various faculties about one faculty overstepping
its bounds and interfering in another one’s area that it was delighted to
hear of a cooperative initiative.

Was the idea well received?
The School of Music was initially lukewarm about the concept. I must
admit a lot of responsibility for the new B MUS in secondary music education that was implemented beginning in 1977. I got the School of Music
interested by talking about secondary program changes and the Fine Arts
requirement for 15 units outside their discipline. That students could get
a head start on their Professional Year by taking those 15 units in education drew some interest. The degree was not accepted on philosophical
grounds but rather for pragmatic reasons. We in Education had to prove
to the School of Music that there wouldn’t be a watering down of the music degree—that students would be as good performers and have as
much theory as other B MUS students. When the plan emerged the musicologists
complained that the
education students
didn’t have enough
music
history.
Luckily I had studied my calendar
and noticed that
the B MUS students
in composition only
required one music
history
course.
There was a little
egg on a few faces
because they didn’t
know their own
program.
Frank and his students at play in the UVic piano lab, ca 1990
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Admissions could have become an obstacle, with the School of Music requiring no reduction in performance requirements. We asked for a certain
number of spots for students who declared an interest in music education
and decided that a Music Education Faculty member should always sit on
the Admissions Committee. I served in that capacity for many years.
There were many sticky moments in the planning and implementation of
the degree program. I think it was useful to have an education professor
sitting in on School of Music meetings. Aspects of the program that might
have ended up with derogatory commentary due to a lack of understanding could be diffused early on.
The piano lab was helpful to the negotiations. I was able to get a lab with
six pianos started at UVic with the help of research funding. The lab soon
proved itself to be a valuable addition. At first the School of Music wasn’t
interested because the courses weren’t “real music.” This was especially
the case when we were looking for space. (We shared facilities with the
School of Music in the MacLaurin Building in the early years.) The lab was
first set up in the infirmary off Haro Road. It was a silly arrangement. It
was then shifted to the back of the audio-visual hut. The Department of
Music needed places for students to do keyboard harmony and for nonpiano majors to practise. They started to see the value of the lab and in
order to get access to it accepted me as an instructor. Within a year or
so, I was given a joint-appointment with the School of Music. The appointment was not automatic. There was a search before the appointment was official—as if I were a complete stranger. Norma Mickelson was
the Dean of Education. She was supportive of the connection but didn’t
want to lose control of anything. The decision was that I would teach the
School of Music class as unpaid overload. The School of Music got a deal.
If one were concerned with ego one might have said “To hell with you”
before it got to that stage. But the decision didn’t bother me. Actually, I
felt good that everyone had a chance to say no to the appointment and
there was no opposition and no criticism.
The B MUS in Secondary Music Education always created extra work and
pressure for the Music Education section. Something new would always
come up. The Faculty of Education was great at changing components of
its program. For example, when English 215 was added, I had to do a lot
of talking to convince the School of Music that the music program would
not suffer and that there was space in the program.
Space was another big issue. MacLaurin had been built for Education.
There was no Department of Music at the time. When the Department of
Music was established in 1967 it needed a home. Room was made in the
arts education wing of the MacLaurin Building. These shared facilities
were often a matter of contention. I found the original allocations frustrating. The School of Music got the better of the deal, but we dug in our
heels sometimes. Phil would claim that the needs of the School of Music
came first. I didn’t find this policy acceptable. The administration’s approach seemed to be to avoid making policies and to deal with problems
on an ad hoc basis as they arose. One issue was the use of practice
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rooms. Both music education and music students were supposed to have
access to the practice rooms. In fact, music education students would
report that they weren’t allowed to use the rooms. One day I went in and
practised. I was soon told by a performance major that the rooms were
for them. I had my ammunition ready for when the issue arose again.
Our problems were not only with the School of Music. One of our courses
involved the philosophy of music education. The Department of Philosophy in Arts and Science complained about one of our courses because we
used the word philosophy in the course description; that was their field,
not ours. Margery Vaughan who was probably going to teach that course
held discussions with the head of the Philosophy Department, and the
matter was finally resolved amicably. As far as our joint program was
concerned, we ran into absolutely nothing but pats on the back because
two units were cooperating.
In the long run, the program has proven to be highly successful and has
largely won the approval of the School of Music.

Who besides Margery Vaughan was in Music Education at UVIC at that
time?
Ian Bradley came in 1970 as a sessional instructor, I think. Rod Sample
was also a sessional in 1970.

Were the joint programs established smoothly, or were there problems?
The secondary program went forward smoothly, but the elementary one
didn’t at that point because of a personnel problem. It took several years
to get over that hump. You asked a question about whether there was
goodwill from the very beginning. I think it was probably helpful that
there were new faces in 1969 except for Margery: historical antagonism
did not get in the way. There had been two people in Music Education in
the early 1960s in the transition from Normal School, Victoria College, to
University. Around 1966 the Department of Music was about to be set up,
but there were no professors. The only music instructors within the University were Howard Barnett and Boyce Gaddes, however, in Music Education. Both of them were interested in Fine Arts appointments, but when
the department was set up, Howard Barnett was appointed in Fine Arts
Music. The appointment was not joint; he moved completely to Fine Arts
and no longer had anything to do with Music Education. Music history
was his field. His new appointment made sense. He had taught Music
Education in Alberta, both in Calgary and Edmonton, I think, but musicology was his field. Boyce Gaddes was not accepted into the Music Department. He left the University and went to Courtenay as Director of Instruction. I think both of them had been instrumental in planning the Department of Music. For Boyce to be told afterwards that he wasn’t acceptable as a member of the Department created hard feelings.

George Corwin and Phil Young were hired then?
No. Two years later, in 1969.
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When was Margery Vaughan hired?
Margery came, I think, only a year before me, as a sessional lecturer. She
was not on a tenure track at that point. There was an assistant professor,
Jeanne Moore, the year before I arrived.

That would have been 1968?
She was only at the University of Victoria one year.

What happened to the B MUS in Elementary Music Education?
Bruce More was the only one in the School of Music interested in this degree. I was certainly involved, as was Margery. Negotiating this degree
was like walking a tightrope. The Faculty of Education did not support it
either because they favoured a generalist curriculum. Nevertheless, there
were specialists in the schools; they needed preparation too. We argued
that the numbers would be small so that nothing would really be affected. The small numbers helped us get the degree accepted.

What music education was offered for generalist pre-service students?
We currently offer two units (three hours a week for the full term) in art,
drama, and music to all students in the elementary B ED program. Marion
Small [Art Education], our member on the Program Development Committee, was largely responsible for waging the long battle to increase the
arts offerings from one to two units. She had the unanimous support of
the Department in this negotiation but had to be very convincing. Generally there has been support and goodwill for the Department. That we
became a Department in Dean of Education George Petersen’s “Modest
Proposal” in 1971 was a good move for us. In effect we became one fifth
of the Faculty of Education and access to Graduate Fellowships and Lansdowne Visitors improved for the arts. We could lose a lot if we were submerged in a general pot.

How were you involved in improving music education in British Columbia?
I was on a joint committee on Music Education set up by BCMEA and
some of the music supervisors to address the concern of music teachers
that the universities weren’t doing as much as they should in preparing
teachers of music. This committee included representatives of the three
universities. I spent a lot of time making trips back and forth to the mainland. That’s where the meetings were practically always held—on the
mainland.

Why am I not surprised?
It’s so much farther to come to Victoria.

When did this committee operate?
It might have been between 1980 and 1985. There were people in attendance with special axes to grind. There were those who felt that we
should have special courses in Kodály—not just one course, and we
should have a series of courses in Orff and maybe experimental creative
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sorts of things like those developed by Murray Schafer or the Manhattanville Music Curriculum Program (MMCP ).

Was there a feeling then that Simon Fraser University (SFU) was on the
cutting edge?
Not really. SFU really didn’t have much of an impact. Robert Walker arrived after the committee was well underway. I remember a royal battle
between him and Cam Trowsdale over methodology. Cam took the
Kodály side while Robert Walker was dead against separate methodologies although he changed his mind someplace along the line.

Did he change his mind?
He appeared to with some of the initiatives undertaken at Simon Fraser.
School supervisors didn’t always understand the problems with university
politics and the difficulty in getting things approved. They thought we just
weren’t doing anything if things weren’t happening immediately. They
tended to think that lack of quick response wasn’t due to the problem of
getting program changes made but because of philosophical resistance to
special methodologies. I think UBC took the brunt of their criticism. I
would say “we are doing this at UVIC ” and they would come back “well
we’re not talking about you; we don’t mean you.” But we were often
tarred with the same brush nevertheless.

The same thing is happening right now. We are making the same kinds of
statements about our program. All the British Columbia Universities seem
to get tossed into the same salad—the UBC salad.
History does tend to repeat itself.

The final chapter is not yet written. Isn’t it interesting that UVIC decided
against putting all its eggs in any single methodology basket. You’ve been
a strong proponent of a broad-based music education program.
I think that it has to be that way at a university. While I was at McGill in
1964 or 1965, I took a Kodály course one summer with Elizabeth Sjonyi.
She had worked directly with Kodály. The course was interesting because
it was in French and was offered at l’Ecole Normale de Musique. It was
harder for the French teachers to cope with the moveable doh because
they were used to the fixed do system. I took this course before anybody
in British Columbia had even heard of Kodály. When some teachers
started saying that I was way behind the times in 1980 because I wasn’t
promoting the Kodály approach (not promoting it meant you didn’t know
it), they had no idea that I had the background I did.

In a 1967 article about the Tanglewood Symposium you wrote sympathetically that the “the discussion did not descend to the level of promoting the so-called methods of one man.” In your 1980 article, “On programs in music education, you wrote about the advantages and pitfalls of
various methods and suggested that teachers need to focus more on
their raison d’être—teaching music. Your thoughts about methods seem
to be a theme that runs through your teaching. Would you summarize
your views about methodology?
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A teacher should think about why she is teaching music, and these considerations should be “in tune,” compatible with the educational level she
is working in. This generally means working through the stated goals of
the provincial curriculum. A professional teacher should be familiar with
the various ways of arriving at educational goals—the how of teaching or
the methodology—and select those procedures that are, in her view, the
most appropriate for her class and her at that time to achieve the hopedfor objectives. In situations where teacher education time is very limited,
the university instructor will introduce various methodologies and together with the class explore if and how these contribute to the goals of
the curriculum. At the same time the instructor must present a program
that is coherent and gives enough knowledge and activities for the new
teacher to make an adequate beginning. Teacher education is a very demanding job, but also challenging and interesting. University education,
however, should never be indoctrination. No one “master” or methodology has all the answers.
I believe that a university is not an institution that promotes one way of
doing things. It looks at the whole universe and explores all aspects of
knowledge. It doesn’t propose only one point of view. Its role is to open
up minds to differing ideas and get people to think and come to their own
conclusions.

How have your beliefs impacted on your career? Can you think of specific
instances where your beliefs led you to make certain choices?
I tried to keep up with major methodologies and to look at them all critically. This approach of course implies looking at both the strengths and
weaknesses of each approach. Those aspects of each approach that happen to contribute well to musical growth I would incorporate into my
teaching. I have also supported the offering of more thorough courses on
specific methodologies to those who are prepared to keep this newfound
information in perspective.

Your beliefs have certainly impacted on the elementary teaching area in
music education at the University of Victoria. What are the current trends
in methodology in music education? Do you think these are promising?
I believe there is a less fanatical following of methodological masters. I
think this trend is promising, if all children are guided toward enjoyable,
successful experiences in making and listening to music. This isn’t happening universally yet.

Why do Orff and Kodály advocates remain so convinced that their methodology is the methodology if they are graduates of universities? What
has gone wrong?
I think a one-unit course is a bit of a culprit here. UBC still has that sort of
offering there. Their basic music education course doesn’t have nearly as
many hours as ours does.
Still, I think there simply aren’t enough hours to teach everything in sufficient depth to make the learning worthwhile in an omnibus kind of
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course. You can’t really understand Kodály or Orff by having a series of
three or four classes in it and then on to another method. There just isn’t
time to achieve what we say should happen.

What did you think when comprehensive musicianship emerged as the
new trend in the 1970s?
I was all for it. It suited my way of thinking completely. The idea didn’t
just come out of the blue. What teachers like Howard Murphy and Charles Walton were doing in the 1950s was comprehensive musicianship, but
it wasn’t called that. It was a very good idea for the times. Comprehensive musicianship did broaden people out beyond the narrowness of just
one method to address what music is and include musics from other cultures.

It seems that you had already been addressing some of those ideas in
your Basic Goals series.
We were trying to do so.

You revisited the Basic Goals series in the 1970s. How did that happen?
There were two initiatives. A British edition of the series produced a set
of textbooks that were almost entirely the way Lloyd and I wrote the
books. The major difference was the inclusion of David Morrish as the
British author. I never met David but he was a Professor at the Worcester
College of Education. The second initiative was a revision. McGraw-Hill
wanted something fresh and up-to-date. They also wanted to involve
someone from the schools. Earle Terry, whom Lloyd Slind knew well, was
asked to be an author. Earle brought some changes to the series. He was
a product of the Ontario sol-fa approach so he added vocal exercises and
a focus on the use of the moveable-doh system. I don’t recall where the
new titles came from. I can’t take the credit or blame. Whales and Nightingales doesn’t sound much like a music book. Certainly, the title doesn’t
tell you much about what is in the book.

How was the publicity for the series this time?
Actually, more was done for the original Basic Goals than the revised edition. Canadian publishers weren’t into clinician packages and publicity the
way American publishers were. They simply didn’t have the wherewithal.

Let’s move on to graduate students. How did the graduate program in
music education at UVIC get started?
When I arrived, there were a very few music teachers who had started
graduate work but there were no courses for them at the University of
Victoria. For example, one student had taken quite a few courses but
mainly in psychology even though he was a music educator and wanted
music. Music wasn’t available to him as a topic for his thesis. It would
have been a Thesis at that time because there wasn’t an M ED until later.
David Chabassol was his advisor in Educational Psychology. David is a
very open flexible person, but somehow, the student didn’t seem to get
things together and never did complete a thesis. It was partly our fault.
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He taught for the Department for one year as a sessional when we
needed extra help. This time would have been his chance to complete a
degree, but we gave him such a heavy teaching load that he didn’t have
any time to complete his thesis. People like Lorna Griffiths were the first
ones to actually complete an M A in Music Education. The approval process was gradual. We began with a student or two who were accepted.
We sort of squeezed in the back door of an M A. We were willing to accept students on an overload basis using omnibus course numbers to offer courses that weren’t specifically in the calendar. When the M ED degree was introduced, every department planned its own M ED. We were
on the same footing as other departments (this is another example of the
benefits of departmental status). We weren’t the first to submit a plan
but we were in the first batch. Initially we were told that we couldn’t
have a project as part of the degree because we didn’t have enough faculty members to handle the supervision. That didn’t last long. We were
soon being criticized because we didn’t have a project. The project was
seen to be a culminating activity that focused students’ attention on one
topic. Of course we were glad to include a project; we had always wanted
one.

Was the M ED degree initially designed to be a summer degree?
The M ED degree was supposed to be offered during the summers. Some
students sort of squeezed into the winter by the back door. The first approval for the M ED was for a summer program that wouldn’t impinge on
what happened in the winter as far as undergraduate work was concerned. In addition, small departments could offer the degree because
they could import experts to help deliver the summer graduate program.

How was the new graduate program received?
I think it has been very well received judging from the number of applicants. From the start we felt that the degree shouldn’t include more education courses but should be music education with a strong music component. Otherwise, a student could hypothetically go through an M ED
program in music education and be a very poor musician. Such an outcome was possible if the courses were a psychology course, a research
course, a curriculum course, and so on. You could write a curriculum or
the history of music education and really not be a competent musician at
all. Including musicianship distinguished us from quite a few of the education Master’s degrees across the country.

How did the new Master’s program develop?
We had our ups and downs. We worked with the school of music for the
musicianship component. For example, Michael Longton taught a course
called musicianship for music educators or something like that. The collaboration with the School of Music was a little tricky because some of the
professors looked down their noses at education students. We certainly
learned from our mistakes as the first group of students went through the
program beginning in 1977. I don’t think we vetted the musical side of
the applicants as thoroughly as we should have.
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One graduate now teaches kindergarten in Sooke. His undergraduate degree was in Philosophy. He liked to sing but he really didn’t have very
much background in music education, let alone music. He was admitted
even though he probably didn’t know what a half step was. Michael was
just aghast that someone at the Master’s level should demonstrate a lack
of music rudiments. There were these rough points. Until very recently,
Michael was really down on education students and the M ED because he
thought they were not good musicians. We took his criticism under advisement and looked more closely for music background during the admissions process. Over time it has become evident that the quality of our
students’ work, whether they have a B MUS or B ED background, is extremely high. Musicians like Ian McDougall have acknowledged that the
output of the teachers in out M ED program has been at a very high level.
I think that issue has been resolved.

Has the graduate program had any impact on music education in Canada?
The graduate programs have added great depth to our Department. They
have also brought us in much closer relationships with our graduates in
the field while bringing more prestige to the Department within and outside the University. We have graduates at Grant McEwan College: Brian
Thurgood and Charles Austin. Ed Wasiak, supervisor of music in Swift
Current has been involved in curriculum development in Saskatchewan.
Dennis Vincent continued his studies to earn his PH D and is now teaching
at Boston University. Sheila McKenzie Brown is a faculty member at Okanagan University College. John Churchley was Coordinator of Fine Arts in
Kamloops. He is now principal of an elementary school in Kamloops with
an arts emphasis. These are some of our graduates.

Have you been the graduate advisor all that time?
A lot of the time.

Were you the driving force behind the graduate program in music education at UVIC?
It would sound egotistical to say that.

But it’s true, isn’t it?
It was my job as graduate advisor to promote the program.

What do you see happening for the future?
Where shall we go? I think the present movement towards doctoral programs makes sense. That’s a logical development.

Should we be concerned about the San Diego and Gonzaga degrees?
I don’t think we should become a degree mill because somebody else is.
Quality will speak for itself. On the other hand I think we have to have a
certain flexibility to allow for different approaches. Being flexible doesn’t
mean being academically wishy-washy.
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At the piano, ca 1990

I recall that, across the years, you’ve proposed ideas that have not yet
been implemented—ideas such as having pods of students in various locations across the province. Were you disappointed with us?
We are only able to do so much. But we should capitalize on opportunities and even make opportunities happen.

Can you think of instances where you made an opportunity happen?
When Dale McIntosh showed an interest in coming to UVIC, I felt he
would be a real asset to the institution. We needed people like him—very
successful teachers with a solid background in the theoretical aspects of
music. There wasn’t a position for him that year so we hired him to do
sessional work and teach a couple of courses in Duncan. He very quickly
established his presence and moved on to a tenure-track position. We
attempted a similar maneuver with Jim Kirk. We were still thinking in
terms of growth at the time. With the help of Continuing Studies we
worked out a full teaching load for Jim including a local course and
courses in Prince George, but he decided against a temporary position. I
can understand why he made the decision he did.

You were Chair of the Department from 1979 to 1981. What were those
years like?
Around 1975 there was some dissension in the Department of Art and
Music Education, as we were called then. The Music Education faculty
members went to the Dean to ask for a separation from the Art section.
Dean Art Kratzmannn, I think it was, cooled us down saying we would be
far worse off if we split. When I became Chair I felt that the best way of
diffusing the situation was to give the Art section as much autonomy as
possible since I didn’t know their needs. Marion Small, with whom I got
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along extremely well, was respected by the art section as their senior
member. She became their informal Head. We almost operated as two
departments; if there was anything major to do with the Art section I
would bring Marion along. The Dean and others were quite accepting of
this strategy because they knew the history. We operated quite separately for a while. Marion was acting Chair when I went on sabbatical.

Why have most of the Chairs been from the music section?
The first Chair was Geoff Hodder, an art educator; I was the next one.
Then came Ian Bradley followed by Dale McIntosh, both music education
professors. It was the art section that wanted Ian to be Chair perhaps
because they felt they could get what they wanted from him.

Did you enjoy being Chair of the Department?
At times I did; at other times I didn’t. I got tired of the meetings. I think
there are too many meetings in the Faculty of Education, particularly for
Chairs. There were also advantages and disadvantages in my jointappointment in the School of Music. One thing I noticed was that where it
would take us in the Faculty of Education about twelve meetings to make
a decision, the School of Music would make a decision in five minutes.
There was none of this committee reviewing other committee decisions
that we have in the Faculty of Education.

Why was the School of Music able to act so speedily in decision-making?
I don’t know. Perhaps it’s our teacher background. When everybody
wants to have a say and be involved, there is a downside—the time required to implement changes. So often at Faculty of Education meetings
we discuss the same thing over and over again. The reason for some of
these committees has been long forgotten. The reason for the Faculty
Council, for instance, was to expedite the decision-making process by
placing trust in representatives. However, if everything goes through
Council and then to Faculty, and the same arguments come up again, you
go round and round. Why not eliminate one of the levels? That’s a personal peeve. I think Education Faculty overload themselves; they do it to
themselves. No one at the President’s level says you have to have a Faculty Council. Because I had a joint appointment I could see how alternative processes worked. Even the way the School of Music handle their advisory committee for personnel decisions is streamlined compared to
ours. We go through so much detail. If everyone in the School of Music
thought someone was acceptable they would just whip through in five
minutes; there was very little on paper. It was the Chair's responsibility to
make a case further on up. Zip, zip, and that was it.
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PART THREE
Looking Back/Looking Ahead
1994–
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I

ntroduction

Franklin Churchley’s career as a music educator spanned four decades of
growth in Canadian music education. He was present during a number of
historical events in music education and made significant contributions to
the field in methodology and teacher education. After Frank provides
some reflective thoughts about where music education has been and
where it might be going, colleagues and students have their say.
The consensus is that Frank has modeled what it means to be a gentleman, scholar, and teacher in the deepest meanings of those ideas.

Carrying the mace at Convocation, 1983

R

etrospective

When you returned from the Tanglewood Symposium you wrote that
there appeared to be “a receptivity to new ideas and a willingness to innovate and change.” Do you think that the promise was realized?
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To a certain extent, yes it did. People did try ideas new to them—they
took courses in specific methodologies, and so on—but they sometimes
found that the “guru’s” ideas didn’t work. The always-present financial
restraint held things back as did the lack of resolve among music educators to pull together consistently.

How would you characterize the 1990s relative to the Tanglewood goals?
With the prevalence of financial restraint once again in the 1990s, music
educators are struggling even more to maintain earlier hard-won gains.
The broadening of the Fine Arts to include Dance and Drama is happening, and care must be taken not to water down existing programs for
these additional ones. I fear that may be happening.

The 1960s seemed to be a period of great promise. In your writing you
identified technology, ease of communication, growth of leisure, and an
increasing interest in the arts as four aspects of the world of that time
which would impact on music education. Has there been any progress?
Have the issues changed?
Certainly there has been tremendous progress in technology. The accelerated rate of change in this field and the expense make it very difficult
to incorporate quality aspects of it.
I’m not sure that leisure time has grown as we thought it would. I think
not. Communication is easier thanks to fax and e-mail. Interest in the arts
may have grown, but not as much as one might have hoped. These issues are still of considerable concern.

When you were president of CMEA you wrote that “the Canadian Music
Educators’ Association, should be one of the strongest influences in bringing Canadian children to a richer, fuller life through music.” Has the
promise been realized?
The CMEA has matured considerably. The affiliation with provincial MEAs
has been extremely important and valuable. I remember the excitement
when Nova Scotia made it automatic that
provincial membership included national
membership. I believe Nova Scotia was the
first to make this decision, with most provinces gradually following. Nevertheless, the
promise that was there has not been fully
realized. Provincial jurisdiction of education
stands a bit in its way—but in spite of the
difficulties, the CMEA has been a positive
force.
Music Curriculum and Instruction was published in 1969. In 1991 Making Music Meaningful appeared. How do the books differ?
How are they alike?
The Music Curriculum was entirely my own
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work, while Making Music Meaningful was definitely a team effort. This
fact may have led to greater coherence in the Music Curriculum, but Making Music Meaningful has a broader base. The latter has more songs and
activities, while Music Curriculum was intended to be used more in conjunction with the existing book series in the schools.

What aspects of your career have proven to be the most satisfying?
I am most satisfied with the bringing together of music and music education and the maturing of music education as a
profession. I think that music education at
present with all its problems, financial and
otherwise, is accepted in the academic community far more than it was 50 years ago. I
think there have been major achievements in
terms of numbers of programs, both secondary and elementary.

Are you talking only in terms of numbers of
programs, sizes of programs?
And quality as well. The music materials that
were available when I began my career sometimes were of a pretty poor quality. Not always, of course. There have been pockets of excellence right along the
line. These were practically always the result of some energetic and farsighted individual who was able to make something happen where nothing had existed. I already mentioned the example of Prelate in 1967.

Did you perceive any changes in music education in terms of philosophical understanding and curriculum development?
There have been ups and downs over the years. It was not a straight up
graph line. Ontario’s grade 13 examination in the 1950s provided a more
sound music education than some of the programs in the ’70s and ’80s. I
realize that an examination is not a program and that provincial examinations tend to foster exam preparation rather than significant learning.
Nevertheless, the exams forced teachers to broaden their teaching beyond playing in the band.
More recently, there are important advances in all the Fine Arts, not just
music. Music can benefit from its association with the other arts. The
painting which I have been doing since I retired in 1994 is putting me
much more in touch with the visual arts. Music education hasn’t kept up
with the creative aspect of art as well as the visual arts. Putting the arts
together does bring a real possibility for major advances in the arts. We
all know the dangers too—less time for each individual art. That has to be
taken into account. We have to be careful that in the name of philosophical advances the arts aren’t being lumped together for purely financial
reasons.
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In the office, 1992

In my early music education, I was not permitted to be creative. In the
early stages of my training “playing around,” exploring, or trying to make
your own music was frowned upon. Not reading the notes on the page
was supposedly detrimental to my playing. We need to have moderation
and balance personal style with the need to have the knowledge to progress.

When did it become evident to you that playing music on the page wasn’t
enough?
One place where I was challenged was while I was studying at the Royal
Conservatory in Toronto with Mary McKinnon Shore who sent me to her
teacher, Mona Bates. She would play a phrase pianistically and ask me to
answer it so that an improvisation wasn’t just wandering aimlessly. It was
developing some sort of form. The second place was in New York. The
students in Robert Pace’s piano classes were expected to improvise. Pace
created at the keyboard practically from day one; that was a real eye
opener for me.

Why it your artwork so satisfying now?
It’s a different medium for me. I am interested in artistic things, aesthetic
things. I have not completely gone off in another direction, but the approach is fresh. I received a card from our son John after my art show
last November saying how good he thought it was that in retirement I
was branching out in another area rather than sticking with what I had
been doing all my life.
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Whiffen Spit, 1995

Saanich Farm (Winter), 1995
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Christmas, 1998

Royal Victoria Yacht Club, 1997
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Garry Oak, Victoria 2004

Painting, 1996
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Do you have any regrets?
I wish I had tried to enjoy the situations along the way rather than taking
them too seriously. Maybe this sound flippant, but I think all of us can get
so close to events that we don’t see the forest for the trees.

If you could set the future course of music education, what would you
like to see happen?
I would want everyone, every single child to have the opportunity to be
involved in music making and learning in an environment where the highest quality of music and materials were available. That would entail a variety of opportunities for them to develop in various ways according to
their interests and talents.

May I conclude with a question about your personal life? Did your marriage complicate your life?
Actually, my marriage was the beginning of a life-long partnership. Anne
has been at least an equal partner in any successes we have had. I have
been most fortunate to have a life partner who was always willing to
move across the country when the career led that way. Of course, one of
our most important accomplishments is our three children—Karen, John,
and Sara. Anne certainly contributed more than her share in their upbringing.

Churchley family, Christmas 1971: Frank, Sara, Anne, Karen, and John
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With granddaughter Breanne Nichol, 1993

A

ccolades

Dr. Donovan F. Cowan, educator and composer
University of Regina (1961–1984)
Frank is a humble gentleman. I worked with him in Regina prior to his
going to Calgary. He was the President of the CMEA while was vicepresident. At the time the CMEA was a struggling organization. Frank
kept it together at a time of limited budget—an accomplishment in itself.
Frank is a quiet type but he had a solid knowledge, knew what he was
doing, and got results. Frank was a good, solid music educator mindful of
students. He has been a good influence on many students. He was aware
of the good things that music education can pull out of students.
He was a good writer and produced some good books such as the Basic
Goals series and his own publication that were in demand at the time.
They were definitive books. Frank was bit of an innovator. He felt that
the keyboard should have a prominent place in the classroom as an exploration vehicle.
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Frank realized that there was a split between the Schools of Music and
Music Education. He accepted this, but his contribution to bridging the
gap was greater because he was a performer himself. That must have
helped him.
Frank was always willing to share his knowledge with his peers. He is a
caring person.
Telephone Interview, May, 1996
Dr. G. Campbell Trowsdale, educator and violinist
University of British Columbia (1961 –1988)
Frank was at Taylor Statten’s Camp Ahmek three or four years. I wasn’t
at the camp during Frank’s first year, but I was there in the second year.
There was Frank on piano, Ron Laurie, who played in the Toronto Symphony, and myself, on violin. The second year, Nelson Dempster played
cello. We played every morning for Meditation and on many other occasions. Whenever there was music needed, Frank was there. The founder,
Taylor Statten, thought that music should be an integral part of learning
to live with nature. He included a piano trio as part of the camp experience—that was very unusual for a summer camp. In the concerts, we
played both popular and classical music. Music education at the camp
was informal, with everyone speaking about what they were playing. I
look back with pleasure on those summer experiences. We played works
like Schubert’s B Flat Major piano trio; the young people heard these
works. Playing at the camp was a satisfying way to spend a summer, and
in such a beautiful setting.
I was there three summers with Frank. He was looked on as a central
figure. His natural diplomacy and tact were ideal as was his sense of humour. He knew everybody. Of course, it didn’t hurt that he was a good
bridge player.
I recall the Basic Goals in Music series. It was thanks to Frank that the
series was completed. Lloyd Slind provided the contacts to get the project
off the ground, but Frank did most of the work.
In terms of his years at the University of Victoria, when you have a skilled
diplomat like Frank, who masterminded the whole development of the
program, you get something solid. I even advised prospective graduate
students to go to UVic because of the active and alive music education
group there. That was essentially due to Frank’s influence. He’s very
bright and emotionally balanced — a nice change for someone in a university position. He wasn’t afraid to have good people around him. I
really enjoyed working with and being associated with Frank.
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I would have liked to work with Frank and his colleagues at UVic, but it
didn’t work out.
Telephone Interview, October 2004
Dr. Robert Pace, Professor Emeritus of Music Education
Teachers College Columbia University
When I reflect on my association with Frank, I am immediately reminded
that he was a very thoughtful and intelligent person, who was also an
outstanding musician. He had a wry sense of humor and there was always a twinkle in his eye. As a student, Frank was highly respected by his
peers with whom he had an especially good relationship. As my assistant,
he was “tops” — always dependable and willing to tackle any project, no
matter how difficult or elusive.
Frank had a positive effect on the people with whom he worked. He always managed to maintain a sort of “calm” equilibrium, even when those
around him were going in all directions. Most of all, with his sharp intellect, he was still a very thoughtful person. He is a colleague for whom I
have many cherished memories.
Letter, September 18, 1996
Dr. R. Dale McIntosh, Professor Emeritus of Music Education
Department of Arts in Education (deceased), University of Victoria
Although his name and reputation were already well known to me, I first
met Frank in the mid-1060s when he was Professor of Music Education at
the University of Regina and I was Supervisor of Music for the Rosetown
(Saskatchewan) School Unit and director of the Rosetown Community
Band. One day I was sitting in my office, which was a rare occurrence,
with more than a dozen schools and a staff of five to supervise, and the
telephone rang. The voice at the other end stated: “This is Frank
Churchley from the University of Regina. Would you be willing to take one
of our student teacher interns for a 6-month practicum?” Well, we could
always use a extra pair of hands in that busy environment, and the intern
would certainly learn a lot from the six of us, all of quite varied backgrounds—one instructor, for example, had come to us from the Coldstream Guards band in England. So I said “Sure, when does he arrive”?
That was the beginning of a friendship with Frank that has lasted now for
more than 40 years.
Our paths next crossed 10 years later when I was Director of Performing
Arts for the Province of Alberta—a job I disliked because it kept me at a
desk most of the time instead of doing what I really wanted to do—make
music. I had read of an opening for a music instructor at Malaspina College and I knew that Frank was then at the University of Victoria. I knew
nothing at all about Malaspina College, so I gave Frank a call to ask him
about that institution. He told me what he could and then asked: “Are
you looking for work?” I told him about my job dissatisfaction and stated
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that I did not want to get locked into that civil service environment for
the rest of my life. Frank then said: “There may be something coming up
here.” “Keep me posted,” I said, and we said our goodbyes.
It could not have been more than a week later when I got a urgent
phone call from Frank—a Tuesday I think it was. He said: “Can you be
here on Friday for an interview with the Dean?” “Absolutely,” I stated,
and made some quick travel arrangements.
The rest is history. I came to UVic for a one-year appointment and stayed
for 23 of the happiest years of my life—all because of Frank.
When I arrived at UVic in 1974 I could see that the Department of Art
and Music Education (as it then was) was on the road to becoming one of
the finest such departments in the country—all part of Frank’s vision for
the future of music education at UVic, in British Columbia, and in Canada.
Under his leadership, we all worked tirelessly to help him make that vision a reality. Had Frank not had the vision and if the rest of us had not
had such confidence in his leadership, what we refer to now as the
“Golden Years” (c1975 until his retirement in 1994) could not have been
a reality. His proposed architecture for the department included a combined B MUS/B ED program in music education, an M ED in music education, and a full teaching area and a concentration in elementary music
education. While the first two still survive, the latter has now, unfortunately, become a pale reflection of what it once was.
He saw the value for future secondary school teachers in providing “miniinternships” where university instructors, local teachers, and groups of
students would meet together in the band or choir room at local schools
for 2 to 3 hours per week to experience and practice pedagogy in a realworld environment. He also saw the importance of such training as piano
pedagogy, jazz studies, computer experience, and music theatre as necessary for the development of well-rounded prospective teachers. I am
confident that the teachers we trained in those “Golden Years” are now
among the best in the province—all because of Frank’s vision, leadership,
and enthusiasm for what he did best—teach.
I read the following at his retirement celebration in 1994.
Frank Churchley is a Pianist.
He studied his craft as a pianist with teachers like Canada's preeminent Dr. Healey Willan and international teachers such as Nadia
Boulanger and Robert Casadesus.
Frank Churchley is a Teacher.
He began his career as a teacher of music and French—comment ça
va?—at Stamford Collegiate in Niagara Falls, Ontario, and has
taught at the University of Calgary (5 years), McGill University (2
years), the University of Regina (5 years), and at the University of
Victoria since 1969. He has influenced the lives of many thousands
of students over the course of a 42-year career in teaching. He was
President of the Canadian Music Educators Association during some
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of its most productive years (1967–1970). He has held a joint appointment in the School of Music since he joined this faculty.
Frank Churchley is an Author.
During his academic career Frank authored or co-authored 22
books and 20 articles in provincial, national, and international journals. These include Canada’s first music textbook series for schools,
Basic Goals in Music, first published between 1964–69 with a British
edition being published in 1974. His writings have influenced the
course of music education in Canada for many years.
Frank Churchley is a Scholar.
In addition to his many writings, he has been active as a scholar in
many other ways, including presentations at dozens of conferences
and many workshops. He has represented Canada at many international conferences, and there are few in the international world of
music education with whom he is not on a first-name basis. If you
want to know anything about anybody in our field there is no point
in telephoning Toronto, or Washington, or London—you just ask
Frank.
I recently had the opportunity to work closely with one of North
America’s most distinguished music educators, Charles Hoffer. The
two of us were engaged to do an assessment report for the University of Western Ontario’s Music Education program (UWO makes it a
practice to have external evaluations of their program every 5
years). When I was first introduced to Charles, he said “So you are
from the University of Victoria—and how is Frank Churchley.” This is
not the first time this has happened when I meet highly regarded
people in our profession almost anywhere in the world. The corollary is that not only does Frank know everyone worth knowing—
they also all know him.
His work is cited 18 times in the two editions of the Encyclopedia of
Music in Canada, and he is one of only a handful of music educators
in Canada whose biography appears in this monumental work.
Frank Churchley is an Administrator.
Wherever Frank goes, he is a leader in his profession. He was the
first head of the Department of Fine Arts (now a faculty) at the University of Calgary and was the principal architect in the development of fine arts at that school. His 5 years as chair of the Department Art and Music Education (as it was then known) were among
the most productive that this department has experienced. Perhaps
his most important contribution at this time was the development
and articulation of the joint B MUS in Music Education that we believe to be one of the best music education degrees in Canada.
Frank is singularly responsible for shepherding this degree over its
many political and academic hurdles.
Frank Churchley is a Gentleman:
That goes without saying.
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Somewhere recently I heard a quotation, the source of which I have
been unable to determine, but every word of it applies to Frank:

The architect of all our yesterdays and
The hope for all our tomorrows.
Thanks for everything, Frank.
January, 2005

S

tudent comments

Good personal feedback that was appreciated.
We have been lucky to have an instructor who has imparted his love of
music in his teaching.
Frank’s approach is clear, concise, and logical.
Frank’s enthusiasm for learning is obvious and a pleasure to experience.
Dr. Churchley has been extremely patient and encouraging.
The course was taught in a friendly, professional, caring, and sympathetic
manner.
I would like to model my teaching style on Dr. Churchley’s.
Frank was willing to give help and spend time with a student having trouble.
Dr. Churchley is the kindest instructor I’ve ever had.
Frank left us all with a love of music and a feeling of being able to teach
in a classroom.
Frank made my learning of music fun and interesting.
Frank made music enjoyable.
I felt Frank really wanted us to learn.
Frank definitely made it fun, approachable and easy to understand.
Dr. Churchley’s enthusiasm makes learning fun.
Dr. Churchley is a master of the craft of teaching.
A wonderful person.
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Frank’s superb level of competence is an inspiration.
Frank’s interested and warm-hearted approach and his approachability
have taken all of the “scariness” out of music training.
Frank was always cheerful and enthusiastic.
A terrific teaching style.
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In our garden, 1996
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Franklin Eugene Churchley
1930

Birth June 15, Oshawa, Ontario

1947

Began studies at the University of Toronto

1949

ARCT Royal Conservatory of Music, Toronto

1950

Graduate B MUS University of Toronto

1951–1952

Ontario College of Teachers for certification

1952

LRCT Royal Conservatory of Music Toronto

1952–56

Teacher of French and music at Stamford Collegiate, Niagara Falls

1954

Summer—piano studies with Nadia Boulanger and Robert
Casadesus in France

1957

MA Columbia University

1957

Marriage to Anne Hossack

1957–59

Teacher French and music Stamford Collegiate, Niagara
Falls

1959

ED D Columbia University

1959–1964

University of Alberta at Calgary,

1959

Head of the Fine Arts Department, University of Alberta at
the Calgary Branch

1963

President, Alberta Music Educators’ Association

1963–65

Research Chair, CMEA

1964

Associate Professor, McGill University

1964–69

Basic Goals in Music co-editor of seven textbooks and
teachers’ editions with Lloyd Slind (and Joan Haines for
Sound Beginnings)

1966

Professor of Music Education, University of Regina,
Saskatchewan

1967–69

President, CMEA

1967

Canadian representative at the Tanglewood Symposium

1968

Address to the Canadian Music Council Conference

1969

Associate Professor, Joint appointment School of Music and
Faculty of Education, University of Victoria

1969

Music Curriculum and Instruction
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1972

Canadian representative to the ISME research seminar,
Gummersbach, Germany

1973

Organized CMEA Research Council with Cam Trowsdale

1972–76

Basic Goals in Music (revised)

1972

Professor, Music Education

1977

New B MUS in secondary music education negotiated at the
University of Victoria—an integrated program

1978

Chair of BCMEA provincial conference in Victoria

1979–81

Chair, Department of Art and Music Education

1991

Making Music Meaningful (with colleagues in Music Education at the University of Victoria)

1992

BCMEA Special Distinguished Service Award

1994

Retirement from the University of Victoria to a new career
as a water colour artist after 42 years as a music educator
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