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It’s time to start a
Tri-M Music Honor
Society chapter.

Strengthen your school’s Music. Honor. And Society.
Starting a Tri-M Music Honor Society chapter will help show the value of your music
program to the school. It will also benefit your students by allowing them to:

e Build an impressive record for college
e Grow as leaders in music
e Serve their community

Ready to start a chapter? Follow these easy steps:

1.
2.
3.
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Visit nafme.org/tri-m to download your chapter activation form or call 1-800-336-3768.
Send in the activation form with your chapter activation fee ($100).
Receive a packet from NAfME with a guide to start your chapter – and get going!
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SUMMER WORKSHOPS FOR
MUSIC EDUCATORS
July 11–15, 2016

A Holistic Approach to Choral
Music Education: Rehearsal and
Conducting Techniques that
Develop the Whole Musician
Dr. Anton Armstrong

Bowing from A–Z: Strings
Techniques and Pedagogy
that Promote Instrumental
Proficiency and Quality
Musicianship
Dr. Robert Hasty

First Steps in Music
Dr. John Feierabend
Teaching Improvisation:
Where to Begin
Dr. Christopher Azzara
Developing and Revising
Curriculum and Assessment
in Alignment with New
National Core Music Standards
Dr. Scott Shuler

Teaching and Learning with
Technology in the Music
Classroom
NEW: Novice and Intermediate/
Advanced Sessions Available
Sean Hagon

Earn Graduate Credit or PDPs
Information and Registration
www.gordon.edu/workshops

Folk Dance around the World
Lillie Feierabend

255 Grapevine Road, Wenham, MA 01984
www.gordon.edu/gradmusic
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NEW Yamaha
Intermediate Flutes
The Yamaha line of Intermediate flutes has been updated to surpass the
evolving needs of student flutists. Featuring an industry-leading pointed
key arm design and a complete review and update to many aspects of the
production process, the 300 and 400 series Intermediate flutes emphasize
the Yamaha consistency and quality that keeps these flutes strong and
singing for youn g flutists.
• The keys of the new Intermediate flutes have been redesigned with the
pointed key arm style which is vertically integrated from Professional
and Handmade flutes
• Mechanical redesigns and material changes result in increased
resistance to corrosion and longer playing life for the instrument
• Pad cup structures now feature the same style and thickness as
the Professional and Handmade line , for a more precise seal and
increased durability
• The 300 series flute body is nickel-silver with a sterling silver headjoint,
while the 400 series is completely sterling silver. Both styles help retain
a clean polished look and a rich singing sound.
• All intermediate flutes now come with a French-style case and a durable,
E-style case cover

For more information please visit: 4wrd.it/intfMMN
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From the Editor
Time Away: A Rest Is as Good as a Change
By Susan Gedutis Lindsay, MMEJ Managing Editor

I

t’s what we all know we need, but so very difficult to build
into our busy routines. For most of us, “busy” is an understatement. Busy is an epidemic. How fortunate educators
are to have the summer break built into their annual work
schedules, offering time to think, or perhaps more important,
time during which they really don’t have to think at all.
A 2014 article in Entrepreneur magazine
titled “The Secret to Increased Productivity: Taking Time Off,” tells the story of
several harried business owners who
gained great insight after taking time away
from the fray. As the article states, “...few
ambitious achievers understand one of the
biggest secrets of productivity—the refueling principle: You get more done quicker
when you step back and recharge the brain
and body. Studies show that performance
increases after breaks of all durations: from

extended vacations down to microbreaks
of 30 seconds.” In short, the article states,
free time is the fuel for the energy, creativity, and focus that lead to success.
That’s what summer can offer. Free time to
refuel.
Like music teachers, entrepreneurs are
prone to wearing multiple hats and logging
numerous hours—sometimes resulting
in great gains, but, it seems, just as often
resulting in burnout. The only way to avoid

Susan Lindsay

burnout is to take a break, of course, and
most of us can probably recount numerous
instances in which we walked away from a
project for a moment and discovered that
our very best ideas have come to us while
we were fully engaged in something else.
Summer is time for that something else.
Take advantage, but I do hope that as you
venture out in the fine weather, you will
tuck Massachusetts Music Educators’ Journal—this issue and the others you’ve been
too busy to get to this school year—into
your excursion bag, stored neatly between
one rugged crime novel and one dramatic
beach read. Of course, it’s digital, so for
those of you who also are seeking a respite
from screen time, a print out mightn’t be so
bad after all! Make up for it by using cloth
napkins for a few weeks. The magazine will
feed you, and the napkins will pick up the
things you’ve missed.
Wishing you the very best summer, with
ample relaxation time as the fuel for great
ideas in the year ahead.
—Susan Gedutis Lindsay, Managing Editor
Read the full Entrepreneur article at:
https://www.entrepreneur.com/
article/237446
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President’s Message
Changing View, Changing Perspectives
By Thomas Walters, President

T

he title of Leonard Bernstein’s book, The Infinite
Variety of Music, along with my reflections on
the year rapidly drawing to a close, reminded
me that we have such interesting and diverse
perspectives and expectations of our art form, our profession, and perhaps even our association. Summer is a
time to plan—a period of preparation and anticipation.
So, too, it is for our organization. Planning is well underway for 2017 even as you read this.

All-State 2017 Moves
Next year, our All-State Conference will
sail away from the docks of the Seaport and
paddle through the waterways of our capital
city to the Sheraton Boston at the Prudential. This is happening for a variety of reasons—principally, the alignments of dates
between the hotel and Symphony Hall, but
also considerations of conference spaces,
housing, and opportunity. The Seaport has
been very good for and to us for a few years
now, but the time has come to move on.

a deeper understanding of the ways we
interpret and assign
“beauty” to experiences, how they shape
who we are and how
we determine beauty,
how that appreciation
changes or, to use a
better word, evolves
over time, and how
beauty does indeed give
Thomas Walters
meaning and shape—it
“breathes
life.”
Next
year, our keynote will
pened to them. We did not take them out.
be
author
and
teacher
Christopher Azzara
The unvarnished reality is that no schools or
from
the
Eastman
School
of Music. Dr.
school ensembles applied for them this year,
Azzara
came
to
Massachusetts
a number
which was both surprising and unsettling.
of
years
ago,
and
his
work
was
very well
Overall, the numbers of ensembles applying
received.
In
addition
to
serving
as
keynote,
to perform are down significantly from past
he
will
present
several
workshops
as
well.
years. Not only that, but we found that audi-

It has been a thought-provoking process
reading some of the feedback from conference attendees. (Yes, I did read them all
thoroughly.) Thank you to everyone who
took the time to thoughtfully respond.
There are some patterns to what our teachers
suggested, and those useful ideas are being
passed on to our planners going forward.
The conference committee was pleased to
see so much positivity in the conference
experience, and there was, of course, some
criticism too, which is to be expected.

ences for concert hours have also shrunk.
This has been happening not just at our own
state conferences but at divisional ones, too.
I presided at a number of concerts, five in
all, I believe, in Hartford in 2013 and again
in Providence in 2015, and, disappointingly, all had very small audiences. I’d like
to think that perhaps others were better
attended, as it’s a shame to have students
travel distances only to perform to rows of
empty chairs. So, what happened to these
valuable performance opportunities? We
don’t know. Maybe it is the cost, time out of
school, administrative pushback, or some
other conditions of which we’re unaware,
but the reality is that concert hours and
casual concerts have been compacted and
adjusted to declining requests to perform.
Perhaps a new venue will help turn that
around.

What Happened to Casual Concerts?

The Keynote

One item of particular interest was noted
by quite a few responders; these comments
related to the casual concerts, and what
“happened” to them. In truth, nothing hap-

Again with a view toward balance and
“something for everyone,” this year’s keynote, Howard Gardner, offered reflective
nuggets for listeners to ponder. I took away

Conference Feedback
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MMEA Updates
If we wanted to measure organizational
vitality, the indicators are looking good.
Membership continues to move upward,
and event attendance and participation are
up as well. We had 150 more conference
participants this year than last. MMEA
continues to address an expanding, diverse
range of issues and topics unheard of 20
years ago and to lend professional supports
and expertise to conversations about teacher
evaluation, curriculum design, and district
initiatives surrounding student growth and
achievement. If one thinks about it, the
most complex part of a band director’s job
in the last century was preparing a score. A
rubric must have been something Captain
Kirk used on the bridge of the Enterprise.
An interim assessment was a something we
got from H&R Block. Benchmarks lived in
the bullpen at Fenway Park. Advocacy had
more to do with discrimination than education. Today, these terms are all part of our
working vocabulary. The face of education
Continued on page 18
vol .
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CONFERENCE

All-State Conference Report
2016 Massachusetts Music Educators Conference
By Cynthia P. Grammer, 2016 Conference Coordinator

T

he 2016 MMEA All-State Conference, “Music Breathes
Life,” was held at the Boston World Trade Center and
Seaport Hotel March 10-12. The conference was a success, seeing more than 900 participants in attendance,
an increase of 150 from last year, making it our best attended
conference to date. We held 100 sessions, more than 85 vendors
exhibited in the exhibit hall, and a combination of members,
nonmembers, students, and clinicians represented a variety of
interest areas including band, strings, choral/vocal, and general
music. We were delighted to have among us and hear from our
Massachusetts Commissioner of Education Dr. Mitchell Chester;
our NAfME Executive Director, Michael Butera; our National
President, Dr. Glenn Nierman; and our NAfME Eastern Division President, Scott Sheehan.
The conference would not
have run as seamlessly as it
did were it not for the tireless behind-the-scenes work
of the Collegiate Chapter
members, made up of some
twenty-five music education students from UMass
Amherst, Anna Maria College, UMass Lowell, Gordon
College, Berklee College of
Music, UNH, and Boston
University.

viding a diversity of sessions
to meet all needs and to
provide as many opportunities as possible for successful
professional development.

Planning begins a year in
advance for the conference,
and we thank our on-site
coordinators, our conference committee members
led by Cynthia Grammer,
Cynthia P. Grammer
and all who contributed in
any way to this event. It takes
Looking to the future, we are proud to a team willing to expend time, energy, and
announce that next year we will be moving expertise to make this conference happen,
our conference to the Sheraton Boston and we are grateful to have had the opporHotel, March 9-11, 2017. As we plan our tunity to work with all of you! •
2017 conference, we look forward to pro-
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CONFERENCE

LEFT: Earl MacDonald rehearses the All-State Jazz Band. RIGHT: Patrick Kennedy won the Lowell Mason Award, with William Choe (l) and Luke Baillargeon (r).

LEFT: MMEA Collegiates work tirelessly behind the scenes every year to keep the conference running smoothly. RIGHT: MMEA members learn to contra dance
in “Traditional Dance in the Classroom.”

LEFT: Carole Forward wins the Lowell Mason Award, pictured with N. Diamond Burdett (l) and conference coordinator Cynthia Grammar (r). MIDDLE: Betsy
Gavron wins the Advocacy Award, here pictured with Noreen Diamond Burdett. RIGHT: The Donna Nagle Award for Excellence in General Music was presented
to Griff Gall, pictured here with Kris Lariviere Hill (l) and Heather Kirby (r).

LEFT: Peter Tileston won the MAJE Lifetime Achievement Award, pictured with MAJE President Paul Pitts (l) and Past President Steve Conant (r) . RIGHT: John
McLellan conducting the Chenery Winds of Belmont.
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CONFERENCE

LEFT, TOP: Edward Hagarty wins the MICCA Paul Smith Hall of Fame award, center, with David Gresko (l) and Josh Wolloff (r). LEFT, BOTTOM: Charlene Monte
(l), Ron Sherwin (c), and Toby Monte (r). RIGHT: Cecil Adderley, Berklee College of Music, won the Visionary Leadership award, here pictured with Past President
Faith Lueth, and Darla Hanley, Dean of the Professional Education Division at Berklee College of Music

LEFT: The Distinguished Service Award recognized the remarkable lifetime achievements of music educator Jeffrey Leonard. RIGHT: The 2016 All-State Orchestra rehearses under the direction of Jeffery Meyer.

The All-State Choir rehearses under the direction of Hilary Apfelstadt.
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ADVOCACY

Arts for All Advocacy Campaign
By Jonathan Rappaport, Executive Director, Arts|Learning,
and Matt Wilson, Executive Director, MASSCreative

A

rts|Learning is the lead partner, along with MASSCreative and several organizations, including the Massachusetts Cultural Council, the Boston Public Schools,
and MA DESE, in a three-year project to make sure
every Massachusetts student has access to quality arts education.
Supported in part by Americans for the Arts’ State Policy Pilot
Program (SP3), the project aims to establish arts education as
integral to every school district’s curriculum. Massachusetts is
one of ten states in the SP3 cohort.
With the passage of the
the MassCore suggested
new federal Every Student
sequence of courses.
Succeeds Act, our coali• Inject the arts into
tion is poised to take
STEM education. The
advantage of the extensive
Arts
for All partners are
pro-arts language in
working
with state polithe new federal law that
cymakers
to explore the
stresses the integration of
infusion
of
the arts across
arts as an integral part of
STEM
education
(STEM
a well-rounded education.
to
STEAM),
striving
to
NAfME has an excellent
Jonathan Rappaport
incorporate
this
in
the
summary about the impact
state’s next STEM Action
of this new legislation at
Plan
(2016-17).
http://www.nafme.org/
wp-content/files/2015/11/NAfME-ESSA- • Measure creativity and innovation
Comprehensive-Analysis-2015.pdf.
across all subjects. The Arts for All
partners
are working with the MasArts|Learning’s Networking and Advocacy
sachusetts
Department of Elementary
Team is working hard to achieve the foland
Secondary
Education to implement
lowing policy changes in Massachusetts
the
Creativity
and
Innovation Index as
through our SP3 Arts for All initiative:
a way to measure student opportunities
• Include arts education as a state
for creativity and innovation across all
university admissions requirement.
subjects. As part of this, A|L and MC
The Arts for All partners are working
are seeking to gather arts education
with the Department of Higher Educadata for each district to ascertain where
tion and the Department of Elementary
there are issues of equitable access to
and Secondary Education to add one
a quality, sequential, arts education in
year of art education in high school
music, dance, drama, media, and visual
as an admission requirement to the
arts.
Massachusetts public state university
and UMass systems in alignment with
14 |
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• Fund arts education in underresourced schools by tapping into
Title I Funds. The Arts for All partners
are working with the California Alliance for Arts Education to model a plan
for Massachusetts.
For more information about these initiatives, please see the following websites:
http://www.artslearning.org/sp3program/
http://www.mass-creative.org/
artsforall
We encourage all arts educators in Massachusetts to join us in this work. Please
contact Arts|Learning via http://www.
artslearning.org/contact/ to volunteer
or to learn more about this important arts
education advocacy initiative. •
Jonathan C. Rappaport is the Executive
Director of Arts|Learning. He is the cofounder of the Kodály Music Institute in
Southborough, MA, where he also teaches
courses in pedagogy, materials analysis,
and conducting. Jonathan is the former
musical director of Shir Joy, an adult community chorus in central Massachusetts.
He has taught music at all grade levels,
published 18 choral works and 5 books, and
is the recipient of numerous awards, including the Distinguished Service and Lowell
Mason Awards (2007, 2004). He served
on the panel that wrote the MA Arts Curriculum Framework (1999) and co-chairs
the Arts Education Advisory Council for
the MA Department of Elementary and
Secondary Education. He was appointed by
Governor Deval Patrick to serve on a commission to develop the Creative Challenge
Index (2012), and he served on the STEM
plan committee which rewrote the revised
MA STEM plan (2013).
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ETMNE

Organizational Hacks for the Music Classroom,
Part 1: Your Desk
By Lynn Rubin, Chelmsford Public Schools

This article is the first of a multipart series based on the 2014 BSU and 2015 MMEA presentation “37 Organizational Hacks for the General Music Classroom.”

I

f there was any course missing from my undergraduate
experience in music education, it was one in the basic organization of my life. A quick perusal of organization-focused
posts on such popular websites as Pinterest, Lifehacker, and
Buzzfeed suggests that I am not alone in my quest for better
organization. This article shares some simple practices I have
adopted during my years of teaching K-8 General Music and
Chorus.
Because there are so many facets to
organizing your life as a teacher, I will
break this into four separate pieces: Desk,
Classroom, Personal Organization/Communication, and Digital Organization.
This article focuses on Desk.
Lesson/Unit Organization
It is helpful to divide your year as your
school does. My school operates in trimesters, so I generally use the five chunks of
time between vacations as my “unit durations.” (Not everything always fits nicely
into these chunks of time, and with DDMs
things do get shifted even more.)
I map out everything I want to do on
one sheet of paper because, at most, it’s
nine lessons per concept. I then take
that unit plan and break it down into a
“lesson tracker” so I know which classes
have done what during that eight-week
period. (For an example of this, see
https://www.teacherspayteachers.com/
Product/10-Week-Music-Unit-TrackerK- 4 -Feierabend-First-Steps-Based5-grade-levels-1769687).
The unit trackers are a very at-a-glance way
of planning activities and also remembering where you are in the activities. The

15 |

numbers on the right side are the weeks of
the unit. It’s easy to write in the number
boxes what steps you left off on with each
class (and with multiple sections within
each grade, anything I can do to help
myself remember the differences between
classes is a good thing). Unit trackers are
also a great and easy tool to review the
previous year, especially if you took notes
about what did or did not work well.
Teacher Bookcase: Magazine Holders
Magazine holders are great for forcing you
to organize your materials into categories.
(Ikea has 5 for $1.50 if you’re okay with
cardboard.) I have one for vocal warm-ups,
one for fragment songs, one for rounds,
one for FingerPlays, and one for every
other long unit that I teach. My district
adopted First Steps for our K/1 curriculum,
so I have at least one magazine holder with
the books that go with each of those eight
steps. I also use it for files of Orff lessons
with storybooks, favorite parachute/scarf
activities, seasonal things, jazz, etc. The
possibilities are endless!
Worksheet Storage: Three-Ring
Binders
I am a huge fan of three-ring binders. I

massachusetts music educators journal

store the originals in a sheet-protector in
the binder, and then put extras behind the
page-protected version. That way, I have a
big stack already copied when a class needs
a review or an alternative activity.
Bonus: Keep a wire basket in the copy room
labeled “music originals,” and always drop
your original into it. At the end of the year,
you will have a collection of every document you’ve created and copied. You’ll be
surprised how often you’ll be digging
through to find something you need and
don’t have anywhere else!
Color Coding
I color code everything by grade level. Kindergarten is always red, grade 1 is orange,
etc. On my schedule, I use highlighters to
match those colors (pink is close enough
to red for this purpose). I have an agenda
board up in my room so that students
entering always know what the plan is,
and I use the corresponding color marker
to write it. I have colored buckets where I
keep the materials I’ll need for each class,
and any time I create a workbook or my
own version of a recorder packet, I will
color code the cover.
Past Programs
In my desk, I have a drawer with hanging
file folders. Each hanging file is labeled
with a school year, and inside are two
manila folders—one for winter and one for
spring. After every performance, I put the
program as well as a copy of all the music
we did (including dance routines we created, instrument parts I transcribed, spoken introductions children wrote, everything) into the manila folder. It makes it
very easy to look back to see the last time
I performed a given piece, and it also saves
me a ton of time trying to remember, for
example, how I broke down the xylophone
parts so that all 125 students had a special
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part to play. Loose in the hanging file I will
place any other special artifacts from that
year. For example, we have the Handel &
Haydn Vocal Quartet come and perform
for our third graders each year, so I file
that year’s program and lesson plans into
the corresponding file.
Bulletin Board Storage
I loved the first few boards I created, but
it didn’t take long for me to realize that
I don’t have time to keep creating new
boards. Now I take a picture of every
board I create and print it out. (Email it
to yourself from your phone!) I tape that
picture to the outside of a manila envelope
where I then store the pieces of the board
inside. I write the month and year that I
took it down on the front of the envelope
so I’ll know if I had the “Whale-come to
music” board up last fall or three falls ago
at a quick glance.
Quickly Tracking Student Data
Whether you are a fan of the old school
grade books or the newer and customizable Excel spreadsheets or you are required
by your district to use Aspen for tracking
student progress, I bet you still take notes
elsewhere. One of the biggest challenges
of assessment in music class is that if you
don’t record the experience, it’s gone. I
have found two tricks that work well for
me:
• The first is to make an extra copy of my
seating chart and to physically write
notes on the chart during class with a
pencil. With over 500 students, a dozen
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of them needing my attention at any
given moment, my brain sometimes
blanks on student names, and trying
to look them up in a grade book is just
going to take away time from my next
split-second decision. By penciling
notes next to their faces on the seating
chart, I don’t even have to think of the
students’ names (though usually I do
have them) and can continue multitasking the needs of the class in front of me.
• For grades 3 and 4, I created a huge
Instrument Karate unit (in grade 3,
they play recorder, and in grade 4, it
can be their choice of recorder, violin,
or viola). The middle school band and
orchestra teachers in my district have
adopted a similar program. If you aren’t
familiar with Recorder Karate, each
grade has 9 unique songs that meet
grade level curriculum requirements,
and students progress through them
at their own pace for about 12 weeks.
The tricky thing here is that student
will all have different schedules for this.
Some make steady progress and earn a
belt almost every class, and others get
stuck and plateau for a bit, then have a
big breakthrough and get seven belts in
two classes. It’s helpful for me to know
not only that they earned their belt but
how early in the unit they earned it and
what is currently holding them back
from progressing, especially if it’s a
simple barrier, like a consistent rhythm
error or forgetting which hand goes on
top. For tracking student data in this
unit, I use the old-fashioned grade book
grid. I have a column for each belt color,

and when a student earns a belt, I write
the week number of the school year
in that column (there are 40 weeks in
our school year). Because the unit is 12
weeks long, I color code each week using
colored pencils, so it’s simple to see who
earned a belt on any given day. I write
the week number that I do testing at the
top using the corresponding color as a
key. I will also use that color of pencil to
note at the bottom of my grade book any
students who forget their instruments
that week or any big struggles someone
is working on overcoming so that I can
remember to check in with them before
the next time they test. It’s quick and
easy, and transferring the information
to a spreadsheet for DDM purposes
only takes a couple of minutes. I have
more student data than is reported in
the DDM data, and I’m grateful to have
found a quick and easy way to do it. •
Lynn Rubin has been teaching K-4 General
Music since 2006. Her teaching is most
strongly influenced by the work of John
Feierabend and her two levels of Orff-Schulwerk training. Having a passion for general
music (as opposed to performance music),
she received her BM in Music Education
from UMass Amherst in 2006 and her MAT
in General Music from Bridgewater State
University in 2010. She is very interested in
new teacher development and frequently
mentors student teachers in hopes of giving
them a smoother start than she feels she
had. In her spare, time she practices yoga
and circus arts.
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Innovations from the InOvations Council: Our Charge
By Libby Allison, MMEJ InOvations Editor, Berklee College of Music

T

he InOvations council for MMEA, which began meeting this spring, includes representatives from across the
state. These individuals are practicing music educators
in elementary, middle, and high schools and higher
education, and include a wide range of ages, educational backgrounds, professional focus and experience, and interest areas.
As this group moves forward, it seeks input from the membership
in order to refine the group’s mission and prioritize its efforts. To
that end, this column seeks to acquaint you with its work so far.
The council’s contact information can be found at the end of the
article so that you can share your thoughts with us.
The mission and task of the
group, based on the charge
given to us by MMEA and
refined in discussion in
emails and in-person meetings, is described as follows:

Categorized through the
lens of the national standards, the InOvations curricular topics to be explored
are:
Creating

Researching, analyzing,
refining, and sharing
curriculum trends and
ideas and instructional
practices, including nonLibby Allison
traditional instruments,
ensembles, and festivals, culturally
responsive urban, rural and suburban
music instruction, inclusion of underrepresented student demographics, and
integration of technology.
Because many of these areas are somewhat
underrepresented in traditional professional development and resources, the
priorities of the council will begin with
developing new material while also reformatting traditional professional development to be inclusive of progressive and
contemporary music and instructional
techniques. This will, as the mission states,
include researching and analyzing trends
and materials and providing access to
appropriate resources.
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• Composition:
Standalone courses, integrating
composition in ensembles,
composition for all ages and
experience levels
• Improvisation: Beyond traditional jazz
instruments to include global and contemporary repertoire associated with
improvisatory performance
• Informal learning: Integrating these
practices into and/or modifying them
for traditional programs as well as
developing opportunities for students
to practice composing through informal music learning
Performing

massachusetts music educators journal

• Alternative and/or nontraditional
ensembles including but not limited
to: Guitar, ukulele, steel pan, mariachi,
contemporary percussion, iPads, and
electronic instruments

• Alternative festivals: Performing festivals that are noncompetitive, inclusive
of alternative and nontraditional
ensembles, student-directed ensembles,
as well as small group and individual
nonperforming festivals such as “composathons,” “hackathons,” and other
composition, songwriting, or creative
events.
• Informal learning (this appears in
both the creating and performing
strands): Integrating these practices
into traditional programs and developing opportunities for students to learn
music and perform through informal
music learning
Responding
• Responsible use of social media for
teaching and learning
Connecting
• Authentic and music-based connections to other academic areas, global
and societal connections and influences, and integrating technology
Categorized through the lens of professional development in order to “research,
analyze, refine, and share” these topics
there are two distinct yet overlapping
areas:
Events
Ideas include sponsoring a retreat, online
event, and/or EdCamp that would provide
space and time for innovative thinking
and sharing of ideas, including:
• Possible partnerships with music education programs outside of schools.
• Assessment and evaluation for creative
activity and learning.
• Reimagining programs to ensure access
for all. (Some areas of focus are rural
vol .
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and urban students who live in poverty,
immigrant students and English language learners, and LGBT students.)
• Resource development for curriculum
and instructional practice such as the
reimagining of curriculum in strands
rather than units to facilitate the use
of multiple instructional platforms and
methods. For example, a day-long session might examine and develop:
--

a guitar program that begins in
middle school but is electable for
students at any level in high school

--

an ensemble program that includes
small ensembles of a variety of
styles and includes students of
different experience and skill levels

--

a series of composition and theory
instruction that uses informal
learning practices, voices, and
instruments and alternative assessment procedures in a traditional
school setting

--

• Such print resources and recordings to
be analyzed, catalogued, or developed
and made available to all interested
music educators include:

President’s Message
Continued from page 9
is changing, and we must adapt with it if
we’re to be seriously considered essential
components of a well-rounded, comprehensive program.

curriculum guides and sample
instructional plans

• A Web site that will serve as the hub for
resources and information.

--

assessment instruments for work
in creative and informal learning
activities

• An effort to advocate for a dedicated
strand of InOvations sessions at the
state conference.

--

recordings of nontraditional student performances

--

recordings of student-composed
music and/or student-led ensembles

--

recordings of demonstration
classes using contemporary techniques

• A symposium on Contemporary Learning and Teaching is being sponsored by
the Music Education Department of
Berklee College of Music on Monday
October 24, 2016. This event will be free
of charge to MMEA members. More
information will be released soon.

• Use of existing websites and social
media as:

a sequence of composition
instruction for elementary classes
appropriately designed for use in
programs based in Orff, Kodály, or
MLT approaches

Resources

--

--

space for communication for those
interested in InOvations topics

--

quick reference and FAQs on InOvations topics

--

posting of all InOvations articles
from previous issues of MMN/
Massachusetts Music Educators
Journal

--

mentoring educators who would
like assistance implementing new
practices.

Some initiatives that are already being
developed include:
• A Facebook group, “InOvations for
MMEA.”

the new music teacher and to address the
ever more complicated conditions under
which music teachers work. We continue
to provide meaningful experiences for our
students, experiences that we hope provide
beauty and purpose in their lives and will
help shape their future. Music will guide

The InOvations Council met again in May,
and by the time this issue of the journal
reaches you, there should be several ways
for you to contact members of the council
whose names and contact information will
be available. Please keep an eye out on the
MMEA website and InOvations Facebook
page for developments. In the meantime, if
you would like more information on any
of the information in this column, or if
you would like to help with any of these
initiatives, please feel free to contact Libby
Allison, chair of the InOvations Council,
at eallison@berklee.edu. •
Libby Allison is Associate Professor of Music
Education at Berklee College of Music where
she enjoys her work with future educators
and wonderful colleagues and finds great
delight in teaching music theory to middle
school students in the summertime Day
Sessions program.

us, in its infinite variety, as it always has,
through our planning, our teaching, our
students’ artistic needs, and our perspectives.
Enjoy the summer.
—Tom Walters, President

Our organization continues to embrace
18 |
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Focus on Collaboration

By Rhoda Bernard, Ed.D., Music Education Department Chair
at The Boston Conservatory

T

he job of preparing the next generation of music educators is a complex one and one that requires a great deal
of collaboration. Within higher education institutions,
colleagues in music education, music, liberal arts, and
education departments often must work together to provide the
various components of music teacher training in ways that are
meaningful and useful for our students. Working across departmental lines can sometimes be challenging. Our colleagues
elsewhere in our institutions may have their own ideas about
how to prepare music educators based on their own educational
experiences in public schools. Or they may be so far removed
from public school music education that they cannot deeply
understand the unique needs of our students. It is critical that
those with whom we collaborate are familiar with the educational needs and the eventual careers of our students.

play a significant role in the preparation
of music educators by providing sites for
prepracticum observation and assisting
opportunities, as well as mentor teachers
(known as “supervising practitioners”) for
student teaching placements. For many of
the nonmusic fields in teacher education,
a college or university can create partnerships with one or two school districts
and send all of their student teachers to
classrooms in those districts for prepracticum and practicum experiences. Not so
for music teacher education. Because
most schools have only one music teacher,
because many music teachers do not have
teaching schedules that can support student teachers, and because the K-12 nature
of licensure in Massachusetts requires
two student teaching placements for each
student, our programs must create partnerships with school districts all around
the state of Massachusetts. This becomes
in choral rehearsals to extremely complicated, as a college may be
For example, music theory classes
instructing students in partnering with as many as 50 or more difneed not be one-size-fits-all. The
music theory (begin- ferent school districts in order to place all
music theory that students who are
ning
to
advanced of its student teachers in a given semester.
working towards careers as orchesplacement), just to Establishing and maintaining effective
tral performers should study differs
name a few. Effective collaborations with many partners simulfrom that which those who wish to
become public school music educac r o s s - d e p a r t me nt a l taneously is just one tremendous challenge
tors should learn. Certainly, both
collaboration makes it that music teacher educators face.
student populations require music
possible for specialized
theory coursework in order to learn
courses—or sections of At Boston Conservatory, we have found
Rhoda Bernard
theoretical concepts and to develop
courses—to be made focus groups to be a very effective way to
skills in ear training, sight-singing,
available to music edu- develop, nurture, and improve our various
and analysis, but the emphases, structure, cation students. In our cross-departmental collaborations. Within our institution, it
and content of the courses should look dif- collaborations at higher education institu- has been tremendously helpful to bring
ferent so that they can meet the different tions, we music teacher educators often faculty members and department chairs
needs and priorities of the two groups of find ourselves educating our colleagues, as together to talk about the ways that we
can bring all of our expertise to providstudents. Music education students will well as our students.
ing courses and resources that effectively
use music theory concepts and skills in
Furthermore, music teacher education meet the unique educational needs and
their work in specific ways—from detectprograms must collaborate with individu- priorities of the music education students.
ing errors at the podium to demonstrating
als and institutions beyond their college This is an ongoing process, and it requires
sight-singing in classes to teaching solfege
or university campus. The public schools
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All of us in MMEA play very important roles in nurturing the future of our profession—from educating the
next generation of music educators in college classes to
hosting observations and other prepracticum experiences to responding to interview requests for student
assignments to mentoring student teachers. And every
day that music educators in our public schools meet
our students in classes and rehearsals, we have the opportunity to inspire another future music teacher.
about the dedication of our partners to our
collaborations. It is not always easy to find
the best time during the busy workweek to
bring people together for these conversations. To address this challenge, we have
used a combination of in-person meetings,
online tools (like Google Docs and Google
Forms), and videoconferencing (using
GoToMeeting) to facilitate the exchange
of ideas, and we have found these forums
to be very effective ways to bring people
together and to support our public school
we have the opportunity to inspire another
partnerships.
future music teacher. Please know that the
Focus groups that we have held with All of us in MMEA play very important
students and faculty in our colleges and
our partners from various public school roles in nurturing the future of our profesuniversities are most grateful to all of you
districts have been lively occasions that sion—from educating the next generation
for all that you do to support the develophave generated extremely useful feedback of music educators in college classes to
ment of the best future music educators
on our work and ideas. We have found our hosting observations and other prepractipossible in Massachusetts. •
very busy public school colleagues to be cum experiences to responding to interquite generous in donating their time and view requests for student assignments to Rhoda Bernard is the Higher Education
energy towards improving our partner- mentoring student teachers. And every day Editor of MMEJ.
ships as we prepare the next generation that music educators in our public schools
of music educators. This speaks volumes meet our students in classes and rehearsals,
regular communication that includes all of
the parties involved. One challenge that we
have faced is that the evening and summer
schedule of our music education program
makes it difficult to find faculty members
in other departments who wish to teach
courses for our students. Because of this
scheduling challenge, the teachers for
these courses have changed from year to
year, making it very difficult to create and
sustain consistently strong educational
experiences tailored for music education
students.
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Teaching Practice Skills in Ensemble Class
By Fritz Benz, Director of Bands, N. Smithfield High School, RI

Reprinted with author’s permission from the RIMER, Rhode Island Music Educators’
Review Winter 2016 Vol. 58 No. 2
Editor’s Note: In rehearsal after rehearsal, directors exhort students to “practice,” and
then become frustrated when students either haven’t or show little result. This issue’s article
is a straightforward primer on how to include the teaching of the “skill” of practicing into
ensemble rehearsal. With summer approaching, and with the hope they will do a lot of
practicing, I hope you find it useful.

O
—Dave Neves

n the walls somewhere in most every
school is a written mission statement
or core values statement, which usually
includes something about developing
self-direction and/or independent learning in our
students. For most teachers, this is reflected in the
homework and studying that students are expected
to do at home. It also reflects the reality that learning is an ongoing and lifelong process that should be
recognized and cultivated for the rest of our lives.
For the secondary ensemble director,
teaching our kids to practice on their own
effectively is one way we can contribute
to this important mission. Learning how
to practice is a critical skill in a music
program, and it can make the difference
between a quality music program and one
that struggles to achieve an appropriate
performance level. Students who know
how to practice will bring to the ensemble
class a level of preparation that allows for
real music making beyond a basic understanding of notes and rhythms. Directors
who expect this level of preparation
and assess students accordingly can see
remarkable progress and achievement in
their classes.
In teaching kids how to practice correctly
at home, we reinforce what is learned at
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Fritz Benz

A running joke in my own family growing up was that my nightly practice after
dinner got me out of doing the dishes and
other chores. What worked for me was
having that time each night set aside for
practice. I was focused and relaxed, and
I didn’t bother anyone getting ready for
bed in my busy house. Likewise, we should
encourage today’s students to do the same
and set aside a regular time
each day to practice. The
time really depends on the
schedule of the student
and the atmosphere in the
home. Sometimes advocating for music as a “study
break” works well for kids
who say they have too
much homework to practice. Studies have shown
that playing music can help
re-energize the brain and
refocus it for the work to
follow.

school while encouraging all students to Find the Right Place
be prepared. Building on what is taught
to our students in lower grades, I try Students should have a comfortable,
to encourage a few key points with my well-lit location in which to play, free
students to help them get the most out of of distractions and interruptions. Of
their practice time and build good music- course, the same could be said of doing
any homework for school, but given the
making habits.
fact that a student musician is going to be
Setting a Time to Play
playing, some parents will banish the child
I make an effort to remind students to play to practice in places like the basement or
their instruments rather than practice their garage where they may not bother others.
instruments. It may be semantics to some, Encourage students and their parents to
but selling kids on the idea that warming find a solution that works best for everyone
up and practicing for a period of time is in the home, which, in some living situaenjoyable should be always be stressed. tions, like apartments, might require using
Having a set time to play each weeknight practice mutes for brass.
helps establish the routines needed to be A proper music stand is also essential for
successful.
every student. I have seen some strange
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playing angles develop in wind players due
to the absence of a music stand adjusted to
the correct height.
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What to Practice
There are many sources of information
covering what we should be doing during
a practice session. Although structuring our practice around a set amount of
time would not seem goal-oriented, the
reality is that kids most often find it helpful to think in these terms, so it helps to
structure a routine around what should be
accomplished within a specific time frame.
I recommend that students try to play their
instruments at home for 30–45 minutes,
consistently. Practicing daily is ideal, but I
would rather see this 2–3 times per week
than a student who practices once per
week for two hours. Within a 45-minute
time frame, I usually recommend the following activities:
• Warmups (10-15 min): Buzzing, long
tones, lip slurs, chromatics, scales,
arpeggios, and hand and easy rhythmic
exercises for percussion. If students
have access to quality warmup materials from band class, they can use these
materials for this portion of their practice time. Students who study privately
may have these or more focused materials specific to their instrument.
• Current Repertoire (20 min): This
can include anything currently being
played in band or orchestra, solos for
upcoming auditions, etc. Most of my
students will prioritize the music to be
tested that week.
• Sight-Reading (5 min): Challenge
your students to find new music they
have not seen, and teach them how to
sight-read. Incorporating this into the
practice session will help them access
music more quickly while improving
their overall musicianship.
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• Fun Stuff (5 min): Students should How to Practice
be encouraged to find music they
Here are a few quick tips and techniques
enjoy and play it! This can be almost
that I model in our ensemble rehearsals for
anything, but obviously the better the
students when trying to work out difficult
quality, the more they will get out of
passages on their own. These skills are
this time. Playalongs are always fun in
practiced weekly in class and emphasized
SmartMusic or any of the many availas individual practice techniques.
able resources on the market.
1. Practice slowly. This simple idea is surThe most important thing about the pracprisingly lost on so many students! I often
tice session is to have a plan and a strucwill slow things down to half speed to hear
ture that will encourage musical growth
chords and to focus on technique, tonguwhile maintaining and building technique
ing, etc., and I will encourage the kids to
through a dedicated routine.
do the same at home. Have you ever seen
Why Practice?
a martial arts class? Black belts achieve
clarity and power through the vast repetiThe answer is obvious to us, but you need
tion of the movements done at a super slow
to answer this in very definitive and conpace. I often think that teenagers are not
crete terms for your students. If you are
wired to do this very easily, and we must
selecting and rehearsing the same things
constantly model this technique for them
over an extended period of time with little
in rehearsals!
or no accountability toward their grades,
students will seemingly have no reason to 2. Start at the end. When rehearsing
practice outside of class.
band music or individual solo literature,
try playing from the end section first and
Practicing should always be done with a
work backwards. We have all heard of
specific goal in mind. Individual student
the “da capo” musician who only begins
grades, seating in the ensemble, making
at the beginning, gets bogged down by
All-State or any Honors Band, etc. are
the middle, and never learns the end of a
all individual goals. Frequent concerts at
piece! Show your students that it’s helpful
our schools and bringing our students to
to make sure they are practicing all of the
festivals and competitions out of state help
parts of their music.
us to unite our goals as an ensemble.
3. Segment-drill-reconnect. Take a difI have been fortunate in that I usually
ficult passage, and break it apart so that
have a critical mass of students who care
each small segment of notes can be drilled
about their grade in band class and will
slowly (see #1), then gradually reconnect
practice enough to maintain good perforthe segments to complete the phrase. We
mance grades on weekly tests. These kids,
do this very often with woodwind runs
quite frankly, are the ones who move our
and tricky passages throughout the band.
ensembles forward due to their individual
The figure below represents a typical run
effort at learning their parts and practicing
of notes for woodwinds:
what is needed to sound good.
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• This would be broken in two parts, each
connecting to the downbeat of the next
segment. We drill them separately and
slowly, as follows:

• Then, reconnect and drill slowly, with
players firmly clicking keys, to develop
the isometric finger strength and
muscle memory:
nesses while helping students to hear what
we hear. Smartphones offer the perfect way
to capture a quick recording for formal or
informal assessment. We record ourselves
4. Use a metronome. In class, our percusin class and listen to see how we are doing
sionists are often called into duty as our
in relation to our performance goals. So,
human metronome to subdivide our beats
too, should the individual students reguin snare drum and adding downbeats in
larly document their progress toward their
the bass drum to assist us with working
performance goals.
out difficult passages. Students can easily
download metronomes to their smart- Much of what we do in ensemble rehearsphones and computers that can subdivide als can and should serve as a model for
beats and help them develop the “internal individual practice and student growth.
clock” that will keep them playing in good Students who learn to apply these techniques in their own personal practice time
time all of the time.
will bring a higher level of achievement to
5. Recording. Reflecting on what you
the ensemble. •
really sound like is important to developing awareness of your strengths and weak- Fritz Benz is Director of Bands and
Department Chair at N. Smithfield High
School in Rhode Island where he conducts
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all of the school’s instrumental ensembles.
Additionally, he serves as adjunct faculty at
Providence College, where he teaches Secondary Instrumental Methods, and at the
University of Rhode Island, teaching Music
Technology for URI’s Graduate School of
Education. Fritz maintains a busy schedule
as an active performer, both as a regular
member of the local RI band, Brass Attack
and as a freelance musician.
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Using the SAMR Model to Get Started in
Technology in the Upper Elementary Music Class
By Katie Dexter, Wellesley Public Schools

M

ark my words, one of these days, the technology
specialist in your district is going to waltz into
your classroom with an iPad or a Chromebook
and say, “This is all yours. Have fun!” The same
happened to me. The fifth graders in my district participate in a
1:1 iPad program, so I’ve had an iPad in my classroom for several
years. Every so often, we would dabble with apps during lessons.
The students loved it, but I wasn’t convinced that this technology
belonged in the elementary music room—until I discovered the
SAMR Model, a few incredible apps, and app smashing!
The SAMR model, developed by Dr. Ruben
Puentedura, is a helpful framework for
guiding the design of technology-based
lessons and/or as a tool to assess technology-based lessons you are already using
in your classroom. SAMR stands for Substitution, Augmentation, Modification,
and Redefinition. With an understanding
of this model, you will be able to begin to
implement your new technology in your
classroom in a meaningful way.

(Know, Want to know,
want to Learn) chart at the
beginning of each unit. At
the augmentation level,
students will now generate
this list in a word processing app or program. During augmentation, nothing
monumentally new is
happening in your lesKatie Dexter
son, teaching, or student
learning. However, you
and your students are becoming more
comfortable with the technology, and, in
all likelihood, your students are enjoying
the work more because of the technology.
It’s a win-win situation.

you play the selection, and then you ask
the students to write down the form they
hear. You place several familiar pieces of
music with a variety of simple forms in
your Google Classroom. Students go to the
website, listen to the selections, choose one,
and use the app “Explain Everything” to
upload their chosen piece. Students then
listen to their selection and write down
the form of their piece. Next, they use the
voice-recording feature to explain their
thought process to you. Finally, students
share their projects with you in Google
Drive. Every student has told you something about his or her learning
and understanding, and it’s very
likely that their level of understanding determined their musical selection. What an amazing
window into the mind of every
student in the room!

Finally, we come to redefinition.
During the redefinition phase,
the lesson is changed in a way
that was previously inconceivable. For example, each year my
In the substitution phase of this model,
fifth grade students rewrite a pop song to
you are using your technology merely as a
reflect on their time at our school. In the
substitute for something you were already
past, we would rewrite the song, practice
doing. For instance, you tell your student
it, and then perform it at an assembly. Last
to print the worksheet off of the iPad or
year, we used our iPads for this project.
Chromebook instead of printing it yourAcross all fifth grade classes, we colself. In this phase, you haven’t changed Modification is where the magic starts laborated in Google Docs in small groups
your teaching, and the technology has to happen. Once you are incorporating to create many different versions of the
not enhanced the learning or the lesson technology regularly, and students are selected song. All versions of the song were
outcomes in any way. This is a great place comfortable with this new tool, you can placed in the same folder. After everyone
to start because everyone has to start dive head first into the modification phase. was satisfied with their small group work,
somewhere, and starting small makes a lot You now take a lesson you have always students viewed the work of their peers.
of sense!
done and you modify it so that technol- Over several classes we worked to merge
ogy now has a marked impact on student bits and pieces of the songs together to
In the next phase of this model we have
learning, assessment, teaching, etc.
create one song that embodied the ideas of
augmentation. At the augmentation
the entire fifth grade.
level, we are now using the technology to For example, let’s say you are going to
replace common tasks. Instead of taking assess students at the end of their study Next, we uploaded a karaoke track into
an assessment with paper and pencil, we of form. Instead of using your traditional GarageBand and practiced and recorded
are now using a Google Form. Or perhaps method of assessment in which you select the entire fifth grade singing the song.
your students normally brainstorm a KWL one piece of music for the entire class, Recording the song was a much lengthier
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process than I had anticipated. After
each take, the students would assess
the performance, and they were much
more critical of their performance than
I anticipated. This self-assessment was
a valuable but unexpected benefit of
changing the project. Once our recording
was finalized, the entire grade level then
created a lip dub video by recording small
sections of the song during music class.
The students placed their video footage
in a Google Drive folder and used iMovie
to piece the video together. We shared it
at our end-of-the-year assembly. Prior to
the implementation of iPads, this project
was inconceivable. The lasting impact it
had on the students and the entire school
community was unimaginable. Teachers
and students still sing the song we created
and talk about it. Current fifth graders
are eagerly anticipating beginning work
on their own song for our end-of-theyear assembly, and teachers are asking
what we have up our sleeves for this year!
Throughout this project, students not only
demonstrated proficiency in numerous
National Standards; they also began to
develop collaboration skills that will be
used throughout their lives.
Many of these projects would not be
possible without the use of app smashing
and a few amazing apps. App smashing is
when you use multiple apps to create and
complete projects, tasks, or assignments.
Many of your lessons in SAMR’s modification and redefinition stages will use
app smashing. It is a natural progression.
Once you become familiar with a few apps
and are comfortable with the technology,
you will begin to have “what if” moments
about bringing two or more apps together
to complete an assignment. The apps I turn
to most are Google Classroom, GarageBand, and Explain Everything.
Google Classroom is a free web-based
platform accessible to those with a Google
26 |

Apps for Education account. In Google playing, and then self assess their perforClassroom, you and your students can mance. Older students are often surprised
share assignments, documents, calendars, to hear that their singing wasn’t as in tune
audio and video recordings, feedback, as they thought, or that their music was
questions, links, and much more. Students more “off beat” than they expected. When
can access their classrooms from any- used for more than just “fun,” GarageBand
where they have Internet access. One of my can afford teachers and students many
favorite uses for Google Classroom is for authentic ways to build their musical skills.
chorus sub plans. A choral setting can be
Give technology a try in your elementary
overwhelming to a traditional nonmusical
or middle school music classroom. It will
substitute. In the Google Classroom, I
never replace singing, moving, and playing,
can leave links, videos, audio recordings,
but if you are given the opportunity, you
etc., to material that are relevant to our
can and should find a place for it in your
choral rehearsals. I assign conversations,
classroom. Remember that before you can
create Google Forms for the assignment
use technology to extend student learning
and, if the absence allows, I will even foland teaching, you must first introduce
low discussions on the app and respond
the technology and applications that will
to them in real time. It’s quite a shock to
be used. Students must have a chance to
the students when their “absent” teacher
explore the apps and become familiar and
replies to a comment. The possibilities
knowledgeable in their capabilities. Be sure
with Google Classroom are endless, and I
to spend a few minutes every week trying
always use this as a starting point for all
out new tasks on the apps you intend to
technology-based lessons.
use for your upcoming project. Previewing
Explain Everything. This app is an apps will allow you and your students to
interactive whiteboard that lets you create troubleshoot prior to the assignment. Also,
slides, write, draw, create voice recordings, be sure to take note of your technology
import images and video and audio record- savvy students. There will always be a few
ings, highlight, and screencast, and that’s that are light-years ahead of everyone else,
just the beginning. Explain Everything is even yourself! These students are usually
a way for students to showcase their learn- clamoring to help out and will be an ending and a way for you to share lessons with less resource to you and to their classmates.
your students. You can create a lesson in
As with any new classroom tools and
this app and share it with your students to
techniques, start small, keep it simple, be
access in class and/or at home. This app is
fearless, and ask for help!
easy to use, and before you realize it, your
students will be better at it than you are.
Feel free to email me with any questions at
dexterk@wellesleyps.org. •
GarageBand is a must-have app for all
music students and teachers. You, as a Katie Dexter is an Elementary Music
teacher, can use it to create accompani- Specialist for the Wellesley Public Schools.
ments and other audio recordings, edit She has been teaching elementary music
recordings, even accompany yourself in for 21 years. She holds a master’s in educaa pinch with the “smart” instruments tion from Lesley College and a bachelor’s
options. Students can compose, record, degree in music education from the UMass,
and edit on GarageBand. One of the best Amherst. She holds Level 1 Orff certification
uses of this app is for self-assessment. Stu- and Level 1 Ti:ME certification.
dents can record themselves singing and
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STEAM: Where “A” Is for Composition
By Elissa Johnson-Green, Assistant Professor of Music and Music Education, UMass Lowell

E

ducational culture these days
emphasizes subject integration,
almost to a fault. When speaking with teachers and addressing
them in groups, questions about integration always come up: How do we define it?
How do we implement it in a classroom?
What materials should we use? How effective is it? Is it worth rethinking curriculum Elissa Johnson-Green
to include it? I have been thinking about what integration means
from a musical perspective for several years. In my teaching
practice, it eventually became the centerpiece of my own curriculum as I discovered that integrated teaching made for more
effective music education.

• divergent thinking about a problem
• collaboration
Engineering/design subject integration
with music composition seemed a natural
fit, as the heuristics, combined with engineering concepts, held as foundational to
creating music. Further, using architecture
as a metaphor for composition made sense.
I knew that certain professional composers
sometimes used the architecture metaphor
to create music; however, I had not come
across anything like it in the music education literature.
Composition as Architecture

In the literal interpretation of teaching
composition as architecture, the materials
students used to write original pieces were
mathematical and engineering manipulatives found in any classroom: geometric
Defining Subject Integration
Developing a Curriculum
pattern and Lego blocks. Steps in the curAt first, defining subject integration While I developed an integrated curricu- riculum were as follows:
seemed simple. Until recently, the national lum, the focus on STEM subjects (science,
standards for core curriculum subjects technology, engineering, and math) was • Preparing for the compositional/architectural process, students learn basic
emphasized mathematical and literacy increasing, especially for younger children.
design principles and analyze their
education, almost to the exclusion of all Since I have interest in and knowledge of
school building using them.
else. Before the national standards listed architecture, I began thinking about the
music and the arts as core to children’s connections between the architectural • Listening/kinesthetic music analysis:
education, conventional wisdom in teach- design process, mathematics, engineering,
Students watch a YouTube video of
ing across all subjects prioritized math and and musical composition. The concepts
J.S. Bach’s Brandenburg Concerto no.
literacy, which meant that other types of of balance, patterning, connecting ideas,
3, Allegro, which presents this piece
learning were necessarily de-emphasized. structural integrity, and number sense all
as a visual representation of lines and
(I once had a first-grade classroom played into writing clear, focused musical
form in real time. This piece was chosen
teacher react in horror when I asked for compositions. Overall, these concepts
because Bach’s “architecture” is com10 minutes of extra rehearsal time that, fit into an architectural metaphor. For
plex but clear. It challenges students
little did I know, would cut into a math example, we used design heuristics when
enough to engage them throughout the
lesson.) Because I was attempting to build approaching composition.
beginning lessons.
a robust music program where children
Design Heuristics for Approaching • Students discuss the similarities
accepted their music class as important to
Composition
between how the building was designed
their overall education, I decided to think
and how the music was designed.
outside of the proverbial educational box. • being open to the learnable moment
Rather than ask the classroom teachers to
• relying on personal experience to solve • Students listen to the Allegro again
integrate music into their lessons, I brought
and, using color blocks, form their own
a problem
their subjects into the music classroom. At
visual interpretation of the piece.
the time, this practice was relatively rare • changing the context in which materi• Students use their color blocks in basic
among the music teachers I knew. It was
als are used
certainly experimental.
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composition, where they compose a
short phrase of music for each block.
They are then asked to move the blocks
around and to play them in three different patterns.
• Students play with these color-block
compositions, moving them into
familiar musical forms such as ABA
and rondo, which they study prior to
this unit.
• Next, students are given sets of six
geometric pattern blocks. From here,
the compositional process becomes
more challenging. At first, students
assign one note to each block. They
are asked to create a matching visual
and auditory composition—a six-note
phrase. Once students settle on a permanent phrase, that phrase becomes
assigned to one pattern block, and then
students compose five more note patterns for each of the five pattern blocks
left. These phrases they manipulate in
different ways so that the end result is a
composition of six six-note phrases.
• Finally, students begin using Lego
blocks to stand in for direct metaphor:
28 |

Basic blocks are four-pronged, square,
and represent four-beat measures in
4/4 time. Students are given a set of
three four-beat blocks in three different
colors. They compose one measure of
music for each block and then begin to
connect them together. These projects
become complex quickly as the students
begin to learn how to use different sized
blocks. For example, a six-pronged
block becomes one full measure plus
two beats. The students then have to
figure out what they might use to stand
in for the missing two beats. They figured out that they could leave that space
“blank” or open to represent a half rest.

ativity and musical thought development.
Bypassing Western notation also meant
that all constraints were gone; the students
did not experience frustration attempting
to express ideas on paper because they
had created systems of symbols that were
completely relevant and meaningful to
them. This direct connection allowed the
students to create pieces far more complex
than they would have been using notational constraints. They wrote exactly what
they were thinking musically.
Thinking Musically

Judging by the complexity of the pieces
they wrote, colleagues who heard the
pieces thought that the curriculum was
Invented Notation
planned for older children. In fact, my
Throughout the process of writing, stu- experimental group included two classes
dents used invented notation. Since this of fourth graders. By the end of the school
technique has strong proponents and year, they were composing pieces and
detractors, I researched the concept until understanding music beyond the national
satisfied that it would be relevant to include and state standards for fourth-grade
in my own curriculum. What came out of musicianship. They were also able to
using invented notation to create musical apply mathematical and design concepts
scores surprised everyone involved. The successfully to the compositional process.
students were able to put their musical Pieces were balanced formally, with symideas directly onto paper, which meant metrical phrase structures and patterned
that written scores represented pure cre-
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melodic ideas. Students remembered their
pieces exactly from week to week, as if no
time had gone by between music classes.
The written scores served as placeholders
for musical ideas, and in performance, students would self-correct when they played
“wrong” notes.
When checking in with my students, it
became apparent that they felt real pride
in their creations. While the learning in
this program was project-based, students for the entire unit. I believe that this cur- I believe that this curriculum could be sucnecessarily acquired deep skills that they riculum could translate across diverse cessfully broken down into smaller parts
could apply to other areas of their educa- types of instruments, including voice, and and still be relevant to elementary musical
tion. The curriculum became completely the principles would remain the same. development. Moving forward, I intend to
differentiated because each student Throughout the new unit, my students teach my future music educators the eleapproaches music composition with an continually surprised me with their com- ments of integrated curriculum design as a
individual set of initial skills. Each student plete engagement in learning and their powerful tool of engagement and developbuilt on these skills so that every student incredible growth through the lessons. ing musicianship. •
progressed through the curriculum and We did spend a good amount of time on Elissa Johnson-Green is an Assistant
made noticeable progress in musicianship. this unit—between four and five months Professor of Music and Music Education at
of classes—but the intensive work accomUMass Lowell. Prior to university teaching,
Reflection
plished and considerable skill development
she spent several years in public and private
While my experimental integrated cur- made the time investment worthwhile. school music teaching. She can be reached
riculum was effective for one group of When these students graduated to the fifth at elissa_johnsongreen@uml.edu.
students, I am interested to discover grade, they began the year already operatwhether it could work in other settings. ing at a higher level than previous classes
For example, my students worked at had without the integrated curriculum.
electronic keyboards (the result of a grant)
29 |
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Go n-Éirí an Bóthar Leat: A Pathway through
the Landscape of Irish Choral Music
By Anne F. Barry, PhD, Lake Forrest College, Illinois

S

ince moving from Ireland
to the United States, I have
found that conversations
with new music education
acquaintances and friends invariably turn to Irish choral music. The
questions I am frequently asked are:

The early decades of the twentieth century saw
independence reestablished in Ireland and a
subsequent increase in the prevalence of Irish
language singing in schools at that time (McCarthy, 1999). In support of this, the State publications division, An Gúm (ɑn gum), published 350
choral settings between the 1930s and the 1970s.

• Amongst the key composers and arrangers
was Éamonn Ó Gallchobhair (1900-1982). His
selection of settings for high school ensembles
includes an SSAA arrangement of “Róisín
1. Where can choral music from Ireland be
Dubh” (roʃin ɗʊv - “little, dark-haired rose”) (Ó
sourced and purchased?
Gallchobhair, nd). This piece explores qualities
Anne F. Barry, PhD
2. Who are the key composers and arrangers?
of the Irish solo song tradition known as sean
nós (ʃan nos). Sean nós is sung in Irish, unac3. How is the language pronounced?
companied, highly ornamented, and free in meter and rhythm
The purpose of this article is to share information about how to
to allow for personal expression. In this setting, the melody
source and select choral music from Ireland, with a focus on reppasses through all parts, as if each is a soloist. The meter is
ertoire for high school ensembles. The canon of Ireland’s choral
altered occasionally to accommodate the text and allow for
music is inspired by a range of sources: the songs and airs from a
expression. In addition, rhythmic variety and rhythmic inderich indigenous tradition; music by composers and arrangers who
pendence are apparent throughout, and decorative elements
looked to Europe to adopt a more experimental form of writing
are built into each line of this elegant setting.
in the mid-twentieth century; and both secular and sacred music
• Ben Hanlon (b. 1952) has taught at an all-boys middle and
influenced by the Anglican Cathedral tradition.
high school since 1979 and is the director of the schools’ prepaIn my experience, American music educators’ primary interest is
ratory and advanced men’s choirs. Hanlon’s style reflects a mix
in the repertoire that is based upon or influenced by the songs and
of traditional elements, sometimes fused with contemporary
airs of Ireland’s folk tradition. With this in mind, I have selected
ingredients such as exciting harmonic colors, irregular meters,
a few starter pieces that I have used with my own choirs or used
and varied and complex rhythms. His “Mo Ghile Mear” (mʊ
in workshops with others and can recommend as good starting
gɪlɶ mɐr - “My Shining Star”) for four-part men’s choir could
points for high school use. In addition, a list is provided of other
be classed as a goltraí (gɔlθri), a lament, or a geantraí (gaʊnθri),
possible pieces to explore, and those sources will, of course, lead
a love song (Hanlon, 2014). The lyrics are voiced by a warrior
you to many more. These, together with an introductory language
who speaks of those left behind in times of war. It opens with
guide, will help you to take your first steps on the path to integratbugle-like calls in the tenor 1 and bass 1 parts while the bass
ing Irish choral music into your classes.
2 line sustains a traditional drone. The haunting air is shared
across all voice parts; at times accompanied by sustained lines
in the other voices and at other times camouflaged in a contrapuntal texture. March-like rhythm patterns create transitions
between verses and form a backdrop in the climactic final
verse. Hanlon also has many fine arrangements of Irish airs in
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English, and his setting of “Danny Boy” for men is amongst the
most sensitive arrangements I have heard of this much-loved
piece (Hanlon, 2003).
• Seóirse Bodley’s arrangement of “I Will Walk with My Love”
is ideal for a high school mixed ensemble (Bodley, 1982). This
piece offers opportunities for female solos and/or semi-choruses. These parts are a little challenging, but if you have more
women than men in your group, this would be a great choice.
The underlying SATB texture would suit a choir of moderate
ability. The ranges are friendly, it is softly hummed, and there is
a lot of repetition. Many settings follow this style in which the
original melody is maintained as a solo (as it would have been
in traditional performance) and the choral parts add a subtle
accompaniment.
• Choirs Can is an exciting choral project whose first phase
was launched in 2012. Choirs Can (can [kan] being the Irish
word meaning “sing”) offers access to eight four-part, Irishlanguage, a cappella settings for mixed high school choirs,
for free! The settings are by three Irish arrangers—Deirdre
Moynihan, Andrew Synnott, and Mark Armstrong. The website provides the full scores, individual tracks for each line, a
recorded pronunciation guide, and a performance recording
by an Irish choir. The scores can be downloaded and copied
as required. The arrangements are based on songs from the
popular traditional canon and reflect many aspects of island
life. The use of Irish language is quite limited, making these
pieces very accessible.

Vowels in Irish are used with and without fadas (acute diacritical
marks). Using IPA as a guideline for pronunciation, the distinction is as follows:
Vowels Without
Fadas

A=a

e=ɛ

i=ɪ

o=ɔ

u=ʊ

Vowels With Fadas

Á=ɔ

é=e

í=i

ó=o

ú=u

Not all English consonants are used in Irish. Consonants in
parentheses are not used, and those underlined can vary greatly
in their pronunciation:
b, c, d, f, g, h (j, k), l, m, n, p, (q) r, s, t (v, w, x, y, z)
Some commonly used consonants and consonant combinations
are as follows:
• s: can be ʃ (sh) or s (ss) at the beginning of a word, usually s
after a vowel
• bh: v
• dh: g or j
• t: θ (soft th)
• d: ɗ (soft d)
• ch: x
• th: h
Some sample words in Irish are:

Irish Language Pronunciation

sean (old) - ʃan

bhí mé (I was) – vi me

This basic Irish pronunciation guide will help you get started with
Irish-language settings. There are many exceptions to the rules in
Irish—just as there are in American English—and the presence
of many dialects across the island adds to this complexity, but
hopefully the guide will assist your initial score preparation and
encourage you to research the language further.

fáilte (welcome) - fɑlθə

Seán (common Irish name) - ʃɑn

tá tú (you are) - θɑ θu

cór (choir) – kor
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Key Composers and Arrangers
The following list highlights the key composers and arrangers
of Irish music suitable for high school ensembles, a sample piece
that serves as a good indicator of style, and the website or contact
details for sourcing the music:
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Composers/Arrangers

Sources

Sample Setting and Voicing

Armstrong, Mark

www.seoltamusic.com

My Lagan Love – SATB

Barry, Anne

www.earthsongschoralmusic.com

She Moved through the Fair – SATB

Bodley, Seóirse

www.cmc.ie

Dilín Ó Deamhas – SSA

Buckley, John

www.cmc.ie

Suantraí – SS

Clarke, Rhona

www.cmc.ie

Géibheann – SSA

Deale, Edgar

www.cmc.ie

Down by the Sally Gardens – SATB

Earley, Desmond

www.halleonard.com

‘Sí Do Mhamó Í – SATB

www.seoltamusic.com
Farrell, Eibhlís

www.cmc.ie

Déirín Dé – SSA

Feeley, Ephrem

www.cherrybrookmusic.com

The Lake Isle of Innisfree – SA

Fleischmann, Aloys

www.aoic.com

Cill Chais – SSA

www.cmc.ie
Furlong, Sue

www.suefurlongmusic.ie

Mo Ghile Mear – SSA

www.halleonard.com
Hanlon, Ben

www.cmc.ie

Ár nAthair – TTBB

Hayden, Mary

www.aoic.ie

Deus Meus – SSAA

Holohan, Michael

www.cmc.ie

No Sanctuary – SSA

Ingoldsby, Marian

www.cmc.ie

Fuinneamh – SSAA

Kelly, Mary

www.cmc.ie

Turas Go Tír Na nÓg – SSA

Larchet, John

www.cmc.ie

The Legend Of Lough Rea – SATB

McAuliffe, Mary

www.cmc.ie

Irish Blessings – SATB

McGlynn, Michael

www.anuna.ie

Hinbarra – TTBB

Mooney, David

www.morningstarmusic.com

Avenging and Bright – TTBB

Moynihan, Deirdre

www.choirscan.com

An Mhaighdean Mhara – SATB

Nelson, Havelock

www.aoic.ie

The Girl with the Buckle – SSA

Ó Gallchobhair, Éamonn

www.forasnagaeilge.ie

Róisín Dubh – SSAA

Scanlon, Greg

gdscanlon@yahoo.co.uk

Oíche – SSATB

Sexton, Bernard

www.gia.com

Críost Liom – 3-Part Round

Stanford, Charles Villiers

www.booseyhawkes.com

My Love’s an Arbutus – TTBB

Sweeney, Eric

www.cmc.ie

Niamh Of The Golden Hair – SSA

Synnott, Andrew

www.choirscan.com

Buachaill Ón Éirne – SATB

Townsend, Declan

www.cmc.ie

Suantraí – SATB

Victory, Gerard

www.aoic.ie

Sliabh Geal gCua – SATB
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These sources will direct you to a wealth of
additional pieces for high school ensembles
by these and other composers and arrangers. My hope is that these initial steps along
the pathway to Irish choral music will lead
you and your choirs to an enjoyable journey into Irish tradition and culture.
Go n-éirí an bóthar leat; may the road rise
to meet you. •
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Building a Lasting Lineage through Mentorship
By David Schumacher, Pentucket Regional Schools

M

ore than two decades after graduation, I still try
to grab a drink with my middle and high school
jazz band director, Dick Rabideau, when I’m back
home in Plattsburgh, New York. I was privileged
to have many great music teachers, but Dick was the first to
expose me to the music that would shape the rest of my life.
There was something unique not only about how we played jazz
but how we learned it. As my own students return to share their
experiences, sit in on rehearsals, or ask for guidance, I become
increasingly aware that it’s all about the relationships. More than
the first place finishes and outstanding musicianship awards, the
gold medals, or the spots in District and All-State ensembles my
students earn, it is going to be the student-to-teacher and peerto-peer relationships that truly hold lasting meaning and significance. They will sustain my own sanity and longevity in this field
and provide the paramount formative influence on my students.
At Pentucket, these relationships have been key to perpetuating
a cycle of mentorship, a method of learning long admired in the
jazz tradition but sometimes overlooked in the hyper-academic
settings into which jazz education has been assimilated.

Under the premise of strong mentorship, I
asked a mix of former students to articulate their thoughts on what distinguished
our program, how it prepared them for
“real” life, and what continues to bring
them back for concerts, rehearsals, and
advice. I was struck and humbled by the
consistency of their impressions. Many of
their thoughts served as confirmation of
the approaches I trusted to be effective and
had learned as a student myself.

You can imagine our indignation, but as
isolated university students we simply had
no perspective. Turns out, he didn’t really
mean it. He thought we were on the right
track—though he didn’t confess that to us
until a few years later—but the tone was
set. There would be no room for attitude,
pride, or entitlement under his direction.
Feedback would be instant, direct, and
brutally honest. Praise would be earned
and deserved. It’s these principles that
changed the way I learned as a student and
Speaking the Truth
that continue to resonate in my teaching
“Y’all sound like s%$#. You need to practice!” philosophy today.
Those were the first words I and my fellow
While it’s imperative not to break a
classmates at Michigan State University
student’s spirit, learning is optimized
heard from jazz master Branford Marsalis.
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when
your
ensembles have
an
accurate
sense of reality
and perspective.
Students aren’t
necessarily
used to hearing
the truth, which
can often be
diluted within
David Schumacher
our politically
correct society,
but their potential for growth will improve
dramatically once an open and honest
dialogue has been established.
The main reason I bring my students to
events like the Berklee High School Jazz
Fest is so that they can hear what other
students their age have accomplished. It’s
the same reason I play them the recording
of an eighteen-year-old Lee Morgan soloing on Dizzy Gillespie at Newport. The
exposure leaves them inspired and hungry
to return to the woodshed. I have each
student write a reflection detailing the
perspective they gain from such experiences and then update their personal goals
accordingly.
I believe in training students to not only
openly accept constructive criticism but
to actively seek it out. They come to crave
and depend upon it. When praise is given,
it needs to be meaningful, not gratuitous.
This will instill a direct and honest correlation between effort and achievement.
Creating Independent Learners
Student ownership of the learning process
is key. Bard College pianist Cooper Slack
(PRSD, class of 2015) admits, “I wasn’t provided with the option to coast through the
program and stay on the periphery of the
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stage as I probably would have liked at the
time . . . I would have to invest myself on a
level that took more than attendance alone.
This was the first time in my academic life
that I felt like I was being pushed by the
intrinsic value of a subject.”
A solid foundation in jazz theory, style,
history, and ear training is non-negotiable.
However, it’s imperative that we preserve
the traditional ways of learning jazz
through listening, emulation, and experiences. Teachers need to dissolve the notion
that we are dispensers of information and
focus on our position as facilitators of
independent learning.
I rely heavily on a Socratic approach in my (L to R: Bobby Spellman, Adam Mendonca, Brett Boland, David Schumacher, Jeremy Wegrzyn,
teaching. If students know they can get Dicky Gilmore, Brendan Noury)
an answer from me, that’s where they will
turn. Though that is quick and easy, it’s
lazy. Mendonca articulates this point well: and otherwise engage the audience. In paramount to not only the success of the
“What made Schumacher and his program the classroom, they transcribe chord pro- program but the nourishment they gained
so effective was that he would lead us to gressions, melodies, and grooves for our from it.
water, but it was up to us to do the work tunes. No sheet music is allowed on the
Aspiring journalist Ryan McNamara (‘10)
and drink up the material. That often used bandstand. New England Conservatory
proclaims, “The program created such a
to drive me crazy because I just wanted to grad and NYC-based trumpeter/composer
strong community that my fellow musiknow the answer to a question right away, Bobby Spellman (‘06) echoes, “There are
cians became my best friends regardless of
and he would only give me clues in the no shortcuts to artistic achievement.”
age, defying typical high school allegiance
right direction. The older I get I realize
A Sense of Community
to one’s grade-mates. A trumpet player
how beneficial that is, not only as a student
four years older and a guitar player three
of the music but a student of life. That is Among my most valued experiences in colyears younger were among my best friends.”
where the real learning takes place.”
lege was the sense of community we felt as
Several students echoed that sentiment,
students of jazz. Spontaneous jam sessions,
Students should be provided opportuniincluding Bard College saxophonist Alden
one-upping each other with amazing
ties to exercise their independence as an
Slack (‘14), who remarked, “Schumacher
moments in our favorite recordings, and
integral part of their experience in the
is the only instructor I’ve had whose
passionate debates over where the music
program. For instance, my Jazz Combo
homework assignment might be ‘Hang out
should go next cemented lifelong friendstudents are largely responsible for
with your bandmates.’ The result: more
ships. One of my earliest goals in teaching
organizing their own gigs, building set
productive and welcoming rehearsals
was to establish a similar culture of colleclists, and arranging our songs. I play no
and continued group-learning outside of
tive curiosity and exploration among my
active role in their performances beyond
school. He has faith in camaraderie.”
students, and the students who responded
a basic introduction. They are expected to
to me for this article were unanimous in
announce tunes, discuss historical context,
naming community and relationships

35 |

massachusetts music educators journal

vol .

64, no. 4 | summer 2016

CONTEMPORARY MUSIC

Michigan State University bassist Duncan
Tarr (‘12) agrees, “Schumacher had a
special gift for . . . building relationships
within the jazz program that made it feel
more like a family than an extracurricular .
. . Relationships based upon mutual respect
and mentorship . . . ” Once that respect is
established, your students will find a sense
of ownership over their studies. Alden
Slack declares, “Schumacher’s mentorship
proves that it’s better to be loved than to
be feared. The only fear I ever felt around
(him) during a lesson or a rehearsal was
that he would know when I hadn’t practiced enough—not because I’d be scolded
but just because he’d know. I think that’s
the only incentive you need from a teacher
you really admire.”

This all leads to more inspired performance. Drummer Eddie Gaudet (‘13) says
without this collective approach “I would
have never learned a crucial part of the
language of music: communication. I
learned, under his direction, how to make
magic happen during a performance, simply by being aware of my fellow players and
their nuances.”

D’Amore says, “Giving back wisdom
and encouragement is not something
I consciously think about but rather
something that flows organically from the
give-and-take nature of the program.” Tarr
adds, “Not only did Schumacher teach me
how to play and how to hang, but he also
taught me how to teach. It is a Pentucket
jazz alumni tradition to return to sit in on
rehearsals . . . to help the next generation of
high school jazz musicians.”

I practice meditation and mindfulness
with my students before our performances
to facilitate these moments of oneness with And so the cycle is complete. I am a better
the music. Using jazz as a vehicle to teach teacher because of these students and what
such life skills and philosophies is part they bring back from their experiences,
of a holistic approach to education. My both in and out of music. It could be a new
students know those moments are fleeting, approach to a concept I hadn’t considered
but those who experience them feel like or inspiration to push through a difficult
they’re part of a special club. And they now year. We are all colleagues now, learning
Building that respect includes maintain- strive to find such connections in other from each other. It is this lasting lineage
that will continue to bring me pride and
ing your own professional presence. aspects of their lives.
satisfaction long after these alumni are
Whether you perform, compose, conduct,
Giving Back
grabbing drinks with their own former
or publish, it’s vital that your students see
evidence that you’re living the music, not “The fundamental value in Schumacher’s students. •
just teaching it. Sharing those experiences approach to education lies in the fact that
David Schumacher is an active composer
cements your authority on the subject and he treats every young musician not only
and Director of Jazz for the Pentucket
serves to draw in your students. Spellman as a student of the jazz tradition but as an
Regional School District. His music has
says, “Schumacher’s work as a composer is active participant in that tradition.” Spellbeen commissioned and performed by artof the highest caliber, and his multifaceted man raises this important distinction on
ists, bands, and schools across the country,
life as a composer, educator, and civilized behalf of the alumni who understand that
including at the Kennedy Center, Jordan
family man has always been an inspira- they are now responsible to help move this
Hall, and NASA National Convention.
music forward. He continues, “Now that I
tion.”
Visit www.DavidSchumacher.com to learn
find myself living the life of a professional
more.
Stonehill College English major and
musician, I feel it is my duty to return
pianist Joe D’Amore (’12) adds, “The
from time to time to help inspire the most
democratic nature of the program was
experienced students.” But this concept
such that my bandmates were sometimes
of mentorship isn’t just to benefit the best
as helpful teachers as Mr. Schumacher
players in the program or to be shouldered
himself. Instead of just one mentor, I had
by those who became professional musihalf a dozen, and I myself was a mentor to
cians. Mentorship needs to be promoted
some of them. Sharing and communion
throughout the process at every level.
was absolutely central to our experience.”
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Voices from the Urban music classroom

A Conversation with David Hurtado, Teaching Artist,
El Sistema-Inspired Orchestra, Lawrence, Mass.
By Irene Idicheria, MMEJ Urban Editor, Lawrence Public Schools

I

n 2012, the Commonwealth
of Massachusetts appointed
Superintendent Jeffrey C. Riley
to turn around the chronically
underachieving Lawrence Public
Schools (LPS). Today, the district
is recognized as one of the most Irene Idicheria
improved in the state. By pushing
resources and decision-making to individual
schools, and with increased leadership opportunities for educators, LPS achieved historic highs
on state tests and improved the graduation rate
by nearly 20 points. The ongoing turnaround
plan also continues to prioritize the expansion
of arts and enrichment opportunities for all
LPS students. As part of this effort, in the fall
of 2015, the district launched the first-ever LPS
string orchestra at two school sites: the Guilmette Middle School and the brand new Ninth
Grade Academy at Lawrence High School. Now,
eight months into the program, David Hurtado,
Teaching Artist for the El Sistema-inspired
orchestra, sits down to reflect on his experiences
in the district and the events and philosophies
that made this program a vital part of students’
musical and personal development.
II: You started this program in a district that has never had
a string orchestra. What were you looking forward to and
what were you concerned about as you planned your first
day of teaching?
DH: It was both exciting and intimidating to think that I would be
working with high school students, many of whom had never seen
a viola or cello. I wondered how they would respond to their first set
of lessons. I was eager to get to know the community, too. Lawrence
is a gateway city, very welcoming to immigrants. I myself was born
37 |
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and raised in Colombia and was looking forward to connecting to my students and their families. Most people
don’t know Leonard Bernstein was born in Lawrence.
Bernstein is, to me, everything a musician should be, and
I felt I had a responsibility to launch a strong program to
honor his memory and legacy.
II: Describe the program schedule. In your view, how
has this impacted student learning?
DH: We have two site-based orchestras in Lawrence, one
at the Ninth Grade Academy (9GA) and a feeder program
at the Guilmette Middle School (GMS). At 9GA, I meet with the
four sections of the orchestra in homogenous groups, every day,
for 57 minutes. Additionally, we have an hour-long rehearsal for
the full orchestra once a week. At GMS, students have small-group
rehearsals once a week, they meet after school, and they meet for
full orchestra rehearsals on Thursday mornings. To build a good
foundation, regular rehearsals are crucial. Students have made
exponential growth in a short amount of time because they meet
every day!
II: How is this program inspired by El Sistema, and what is
your personal connection to this philosophy of music education?
DH: Ultimately, my goal is to develop confident, empathetic, and
hardworking individuals. While I maintain high expectations for
student musicianship, I believe in prioritizing the student as an
individual. As Maestro Jose Antonio Abreu, the founder of the
El Sistema movement said, “the most heartbreaking thing in the
world for a child is to feel as if they are nobody.” The goal of this
musical journey is to change the lives of those who decide to take
it. Maestro Abreu was confident that students who learned music
with an awareness of their personal role in the greater community
would “change the world,” and I believe that that is exactly what
music does; it changes the lives of the people directly involved and
those around them.
I have a personal connection to El Sistema, too. I was born and
raised in Colombia, a country with social hardships, very similar
to Venezuela [the country of origin of El Sistema] and, in some
ways, to Lawrence as well. I started to play the cello when I was 20
and struggled with a lack of confidence because I compared myself
to peers who had been playing for many more years. My graduate
school cello instructor was crucial in building my confidence as a
performer; he was the teacher who empowered me to see past my
fears of inadequacy and focus on the joy of playing. He fostered my
development on a personal and musical level. At the high school
vol .
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level, my students are starting late, but I
want them to feel that they can accomplish what they set their minds to.
II: In evaluating and reflecting on the
program for the first year, what have
been some of the biggest successes?

have played music by Queen, Beethoven,
Suzuki, and even Marc Anthony. Marc
Anthony’s “Vivir mi Vida” was particularly special, given that there is a strong
Puerto Rican and Dominican presence
in Lawrence. Preparing and performing with students was an absolute blast!
Emmanuel Toledo, the band teacher at
9GA, came up with this great idea of having Latin American country flags at the
performance and engaging the audience
members in dance. After our first major concert, several students
came up to me asking, “So, when is our next performance?”

DH: I am very proud of the culture
of leadership and mentoring that the
students have developed. In the first few
rehearsals with the orchestra, I was very
passionate in communicating that their personal development is
as important as their musical growth. That really made an impact.
Students will now take the initiative to teach each other and pracII: What support structures have empowered you to be so
tice together outside of scheduled rehearsals. In September, most
impactful in your first year of teaching?
students had never picked up an instrument; now, they are organizing their own performances and using their recess block to practice. DH: The leadership teams at both schools are very supportive. At
GMS, where the program is predominantly after-school, principal
We also had an incredible opportunity to collaborate with Jamie
Melissa Spash appointed Ryan Solero as the Orchestra Liaison. He
Bernstein, daughter of Lawrence-born composer, Leonard Beris the site-based music educator who helps me keep in touch with
nstein. Ms. Bernstein was booking a screening tour for her debut
students and their families. He keeps me up-to-date with major
documentary entitled Crescendo: The Power of Music, a film about
events and performance opportunities at this school. At 9GA, the
students in El Sistema programs across the U.S. We welcomed the
leadership team is very helpful and responsive. At orchestra perforopportunity to host her in Lawrence, and I thought that it would
mances and events, the principal, Tyler Cote, and his administrabe fitting to perform an arrangement of “Ode To Joy,” as this was
tive team make themselves completely available. They always ask,
a piece very close to Leonard Bernstein’s heart. As students began
“What do you need?”, and I can count on them to follow through.
to realize Bernstein’s contribution to music, they were thrilled and
honored to perform in this setting for his daughter.
II: What are your goals for this program and for your students
in the near future?
II: You mentioned that you were initially anxious about student attitudes towards the orchestra. How did you promote DH: The orchestra has had a strong presence in Lawrence, performstudent buy in?
ing for district-wide and community events. Next year, I would
love to give the students more exposure outside of the Lawrence
DH: Yes, at first I was concerned about students’ reactions to the
community and connect them to students and programs that are
program, but on difficult days, I reminded myself of these two facts:
similar to ours. Finally, I can proudly say that I belong to a district
1. Lawrence students have so much artistic potential.
that believes that arts education is crucial for all students. I look forward to seeing how my current students can continue their lessons
2. I am stubbornly positive.
through high school and keep developing as confident, committed
These makes a strong combination and influence my teaching. My members of their community. •
students crave knowledge; they want to build the best possible
David Hurtado balances his teaching career in the Lawrence Public
versions of themselves, even if at times they are unaware of it. I
Schools with freelance performance. He currently plays with and
had students that have gone from saying “I hate this huge bass” to
serves as the Director of Education for the Unitas Ensemble, an
pleading, “Mr., are we having orchestra next year, too? I really want
orchestra focused exclusively on Latin American music.
to keep doing this.”
Irene Idicheria teaches elementary music and chorus in the Lawrence
Repertoire and performance also motivate the students. We work
Public Schools.
on pieces that are both attractive and challenging. At this point, we
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MAJE

MAJE News Brief
By Paul Pitts, MAJE President

I

hope the summer is going well and everyone is getting some vacation
time. After another year with our new festival evaluation tool and many
new judges, we have increased participation and improved the quality
of feedback and experience for students and educators at our festivals. The
addition of professional jazz performances at our state finals has really
increased the excitement at the awards ceremonies, and we are looking for a
new professional band for next year. We are planning to continue to provide
educational, entertaining, and inspiring performances for our student performers. Moving forward, MAJE hopes to provide additional jazz education
opportunities for all of the music teachers and students interested in jazz. If
you have any ideas or want to inform us of some great clinics that you have
attended, please send those ideas along to us. We also plan to offer a scholarship to a graduating high school senior that has participated in MAJE.
2016-2017 Festival Schedule
Announced

Paul Pitts

If you have any billing questions, please
send them to our treasurer, Mr. David
Kaminski from Marshfield Public Schools.
Please let your purchasing agent know
about the change. As I begin my second
year as president, I look forward to hearing
from you about ways to increase the accessibility and visibility of jazz education
in our state. Please contact me via email
at ppitts@bostonpublicschools.org with
questions, ideas, or concerns.
Best wishes to everyone for a great summer
and a great year,
—Paul J Pitts, MAJE President
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Information about Junior and Senior District Jazz Festivals, including online registration forms, registration fees, program
information, MVP Award information,
adjudicator commentary, and performance
guidelines, can be found online at www.
MAJAZZED.org. Check it out when you
have a chance. Brian Cervone and Simon
Harding have done a great job updating
and improving our website.

MAJE Sponsored Clinicians Available
This program offers funds to MMEA
member schools to offset the cost of bringing in an expert jazz musician/educator
into your school. MAJE has a long list of
excellent musicians and educators that can
address the specific needs of your group
or program. Improvisation, ensemble
skills, rhythm section skills, and stylistic
performance are examples of clinic topics.
Jazz education techniques for teachers can
be addressed as well. Once an application
is submitted and accepted, the MAJE will
pair you with an appropriate clinician who
will schedule a two-hour clinic with you
and your ensemble. This has been a highly
used asset for jazz educators for the past
year.
For more information, please visit www.
MAJAZZED.org or contact Doulas Olsen,
Medfield HS, dolsen@medfield.mec.edu

MAJE Robert Ayasse Memorial Composition Contest
MAJE sponsors this annual Composition
Contest to inspire new jazz works and to
recognize students who have demonstrated
excellence in the area of jazz composition.
Student composers are encouraged to
submit their original jazz compositions
and arrangements in the categories of Jazz
Combo, Large Jazz Ensemble, and Jazz
Lead Sheet.
Please visit www.MAJAZZED.org for this
year’s submission deadlines, previous winners, and additional information.
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Arts Education and Its Role as an Environment to
Mentor the Next Generation of Arts Enthusiasts
By Cecil Adderley, PhD, MMEA Higher Education Representative, Berklee College of Music

M

any young people find themselves navigating
toward others who have similar interests, and this
is no different in the arts. Groups of like-minded
learners often share many common ideas related
to the arts they love, yet many live completely different lives
away from their “art” and would seldom cross the paths of those
with whom they associate, were it not for their passion for this
creative outlet.
Arts educators foster these
activities are important
groupings,
sometimes
to the well-being of those
without knowing that they
served and those who want
are often providing a place
to learn more of a local culwhere these learners feel
ture. Search to find out the
free and safe to be their own
goals of those who enjoy
creative selves. The experithe experience, how they
ences are not only a means
communicate through the
of learning, performing,
experience, how they are
and sharing but also take
transformed by participlace in an environment of
pating in the experience,
Cecil Adderley, PhD
both freedom and guidance,
and how they document
either of which they may not
history by participating in
receive anywhere else in their community. these experiences. Your search may reveal
Regardless of the learners’ social status relationships you didn’t even know were
within their communities or schools, arts forming and may provide a glimpse into
exploration, participation, presentations, the richness of what happens organically
and performances may be the great equal- at the local level, enriching some and, with
izer that brings recognition not only to the the appropriate “nourishment and cultivaones creating the art but to the community, tion,” enlightening many more.
school, region, or country to which the artNote that there are various categories of
ist is native. Having a community in which
meaning for those who navigate towards
our students practice their art provides
arts exploration: to learn for the sake
them a place for support and growth, a
of learning the craft, self-expression,
“home base.”
social and group interaction, enjoyment,
As communities look to the importance of performance opportunities, association
arts experiences, they should ask questions with a specific community/culture/region/
that can help provide clarity as to why the country, and for the art itself. We need
to ask: What forms their interest? How
do you help maintain their motivation to

40 |

massachusetts music educators journal

continue? What is their perception of self
and of others? What are the social aspects
of the arts?
As we explore the culture of the arts classrooms and inquire as to why students participate, we find it is much more than the
art itself that attracts many of them. For
some, it is a social outlet like no other, one
which enables all to be accepted regardless
of social standing. All who want to share
their gifts are welcomed and benefit from
exploration and sharing.
Those who teach, provide guidance, or
offer the arts experience to others in some
way must grasp the notion that they have
influence over the development of those
who share these experiences. The leader
serves to help create the environment in
which those who participate function. The
leader will, in essence, watch the development of the personal skills of the participants as well as the artistic maturation of
the individual or group. It has been noted
that those who provide these experiences
have noticed participants’ leadership
and team skills improved, trust and selfrespect improved, and sensitivity to others
and self-awareness of the changes in their
selves increased.
Training others to use the arts as a gateway to other meaningful experiences is
not necessarily an easy task. The ideas
explored must be grounded in an effort to
nurture the participants as they hone their
artistic craft and provide guidance that
will enable them to demonstrate and apply
their knowledge, which, in turn, leads
to success. The leader’s role is to serve as
model or reference as the learners’ talents
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develop. The learners can then reflect on
how the instructor not only assisted them
in the process of mastery but also held them
accountable to standards of expectation.
Over time, this builds confidence, which
stimulates self-awareness and empowerment. As these learners model what has
been provided through instruction, they
begin to believe that they can reach new
artistic heights, which is emotionally
satisfying.
The educator is, in many cases, assisting
the arts participants in gaining the personal skills they in turn use to tell others
about the art they create. Many people
take for granted that these developmental
transitions will just happen for everyone,
yet we all notice the slow maturation of
some who are never provided with the
appropriate models of mastery through
guided practice and reflection. These arts
enthusiasts are not so focused on creating
perfect art but better understanding that
the road to improvement is a process of
discovery as one learns new concepts,
practices, reflects, meets a goal, and continually increase their understanding.
As we move forward and explore why the
arts are important in mentoring the next
generation of arts enthusiasts, we have to
explore their earliest exposure to the arts:
Why did they want to participate in the
first place? This information may assist
those who provide instruction as to what
motivates another to learn. Even when
there is already interest in the arts, many
people do not follow through, and it takes
an instructor’s awareness to figure out
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what will enable the learner to take their
first steps. An informed educator will
provide concepts in various forms; this
not only meets the learners where they are
but provides enough variety to hold their
interest as their skill levels increase over
time.
As an instructor pushes a learner to absorb
additional information, one of the roadblocks we face as educators is that some
of us forget to take into consideration
how the arts will fit into the learner’s current lifestyle. When people begin a new
activity, the best gauge of measuring the
likelihood of continuous exploration is
the opportunity they have to integrate the
new routine into the established lives they
already enjoy. If the new project provides
the stimulation they seek, they often figure
out how to incorporate it into their routine.
The other element that keeps a new learner
active in the arts is social interaction. We
have mentioned that the activities tend to
serve as a catalyst, enabling like-minded
artists to come together. The social aspect
of learning should not be ignored, as the
opportunity to share ideas and discoveries
is part of the process of learning as well as
of the performance aspect of the arts.
Regardless of what the learner or the
instructor believes, the support of the
community, region, or country can make
a significant difference in how arts are
perceived at the local level. Learning is
lifelong, and arts should be available to all
with entry points in every age range, young
and old. When a community embraces its
artists, a respect is gained, and those out-
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side of the arts begin to better understand
the artistic intellect.
Another tie-in is the space art provides to
safely explore the creative unknown. An
artist needs freedom to just create, regardless of the parameters and pressures of the
world stifling his or her progress.
When someone is provided with these
moments of self-reflection, that person
grows, developing the patience and space
for self-awareness, which, in turn, provides
an outline or road map to mastery. The
next generation of arts enthusiasts needs
good mentors. They need support. They
need the ability to explore what it means to
be well educated so that they can feel free
to be themselves. •
Cecil Adderley, PhD, Chair of Berklee’s
Music Education Department, has over 30
years of teaching experience at the junior/
senior high school and college levels. Dr.
Adderley has written and published in the
Journal of Research in Music Education,
Choral Journal, Contributions to Music
Education, Journal of Band Research,
Southeastern Journal of Music Education,
and Strategies for Teaching: Technology. Cecil is also one of the contributing
authors to Musical Experience in Our
Lives: Expanding the Boundaries of Music
Education, Chapter 13, Music in Motion:
An Overture to the Student Experience in
the Outdoor Music Ensemble. He is the
2016 recipient of the Massachusetts Music
Educators Association (MMEA) Visionary
Leadership Award and serves as the Higher
Education Representative to the MMEA
Board.
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District Reports
Eastern District

A

s the school year
is quickly coming
to an end, we are
looking forward to the
2016–2017 school year.

I would like to take a moment
to thank our festival and auditions hosts throughout the
year: Senior Auditions: Milton
High School, Dr. Noreen
Diamond Burdett; Senior Festival: Boston
Latin School, Mr. Paul Pitts; Junior Auditions: Needham HS, Dr. David Neves and
Ms. Margaret McLallen; Junior Festival:
Lincoln-Sudbury RHS, Mr. Tom Grandprey and Mr. Michael Bunting; General
Music Festival: Boston Conservatory, Dr.
Rhoda Bernard.
Our General Meeting at the All-State
Conference on Thursday, March 10, was
well attended. Many thanks to Music and
Arts for sponsoring the meeting. Elections
were held at this meeting; please join me
in welcoming the following members to
the Eastern District Board for 2016–2018:
Sara Allen, General Music Chair; Kevin
Maier, Junior Festival Coordinator; Maggie McKenna, Senior Festival Coordinator;
and Christopher Noce; Chair-Elect. We
are thrilled to have you all on the Board!

We also have some members
whose terms are coming to a
close, and I would like to thank
all of them as well. Tara Callahan, our General Music Chair,
has helped to coordinate two
wonderful festival opportunities for general music students
and teachers. She has been a
strong advocate for general
music programs and how our
district can better serve all
grade levels. Katie McIntosh, our Junior
Festival Coordinator, has been key in the
creation of two fantastic Junior Festivals.
Her attention to detail helped with making
the Junior Festival experience a valuable
one for our students. Finally, Mark Hickey,
our Past-Chair, has been a source of
wisdom and common sense on the board.
Mark has really aided in the development
of Eastern District over the past six years.
His dedication to the profession and this
board has set the district up for success for
years to come. Thank you, Mark, for your
years of service.
Looking ahead, be sure to check the calendar for 2016-2017 dates. We have an exciting new Peer Concert Calendar, which has
been added to our Advocacy and Outreach
page. If you have any events planned for
next year that you would like added to the

calendar, please contact Dan Rivenburgh.
In addition to peer concerts, we will be
rolling out a grant program for schools in
Eastern District. Stay tuned for details!
As I write my final letter as District Chair,
I would take a moment to thank you all in
Eastern District for your dedication to our
students. We have an outstanding group of
educators in this district, and it has been
a pleasure getting to know so many of
you over the past few years. We are going
into our tenth year as a district, and our
new Chair, Heather Cote, is going to be a
magnificent leader for us all. I thank you
all for your support, drive, and passion for
teaching. You have all made this a truly
rewarding experience. I hope you all have a
relaxing, rejuvenating summer, and I look
forward to seeing you all at the General
Meeting in the fall.
With Gratitude,
—Rebecca Damiani
Eastern District Chair
Eastern District Calendar
JUNE

Tue., June 7
ED Executive Board Meeting
Location TBD

Central District

T

he warmer
months and
re l a x at ion
time are nearly
here. It certainly
has been an amazing spring here in Central District.
As we wind down the school year
and direct our final concerts, it’s a
great time to reflect.
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It’s amazing how fast two years have flown
by. Over the course of my time as chair,
I’ve have been able to meet and interact
with many new faces and programs and
advocate for a fabulous district. We also
celebrate another successful year with two
festivals.
As we close another year, we still have a
bright future to look forward to. Believe it
or not, our Senior Festival will be celebrating its sixtieth year. Just imagine how much
music the students have learned and how
many young musicians we have inspired.
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Throughout this time, our district has seen
many fabulous educators who continue to
advocate for the children of their school
systems and value the power of music
education.
I send a heartfelt thank you out to the
Executive Board. It has been great serving
as chair, and I look forward to serving
the board in many other capacities as the
years progress. Central District will be in
great hands with our incoming chair, Steve
Archambault. Steve is no stranger to the
Board, and his knowledge and humor will
Continued on next page
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Southeastern District

T

he Southeastern District
enjoyed two fabulous festivals again this year. It was
great to hear such wonderful music,
all made possible by the hard work
of too many people to list here.

Entering the 2016-2017 school year, we are
in excellent shape both financially and as a
district board, with Stephanie Riley ready
to take over as our District Chairperson on
July 1. I have thoroughly enjoyed my third
term as District Chair, and I’m confident
that Steph will do a great job. In support
of her, please consider stepping up to be a
manager, judge, host, or board member.
One thing that I have been happy with

Central District CONTINUED
lead us to great things. I also would like
to thank all of the educators for the hard
work they put into teaching the students
of Central Massachusetts. I send my congratulations to those educators who are
retiring this year as well as to those who
are starting their careers in our district.
Summer is a time for all of us to reenergize
and reconnect with our family, friends,
and, most importantly, ourselves. I hope
you are able to take some time this summer to enjoy and unwind. I look forward to
the many great things that the future holds
for Central District.
—Michael Lapomardo,
Central District Chairperson
CENTRAL DISTRICT CALENDAR
JUNE

Tue., June 7
Dinner Meeting;
O’Conners, Worcester, MA.
Managers meeting at 4pm, Executive
Board meeting at 4:30pm, General
Membership meeting at 5:30pm,
Dinner at 6pm
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is the camaraderie of
the people who serve
SEMMEA, and I have
made many lasting
friendships as a result of
this. Should you choose
to rise to the occasion,
I’m sure you will enjoy the experience
immensely.
You have spoken, and we have tried to listen.
The addition of the Percussion Ensemble to
the Senior Festival was an example of how
you can make your voice heard and your
ideas realized. Going forward, we hope to
expand upon this and also to offer more
scholarships, both toward college tuition
or in the form of lessons. I hope that this

dialogue will continue and that you will
make known your vision of what we can
offer to our colleagues as well as to our
students.
I hope you have a wonderful summer and
that you come back refreshed in September
to the most rewarding profession on this
planet!
—Bill Richter,
Southeastern District Chair
SOUTHEastern District CALENDAR
JUNE
Tue., June 14
Executive Board meeting

Northeastern District

D

ear music
teachers,
We have
had a spectacular
year in the Northeastern
District!
The Junior and Senior Festivals were
awesome, and the Junior Festival
Orchestra featured a new work by
Carrie Lane Gruselle. Professional
development was offered through
workshops with Brian Spignese
and Gerry Dolan, along with reading sessions for concert band with
Anthony Messina and strings with
Luke Miller. We are pushing the
envelope as we expand opportunities for our students and teachers.
(See updates below.)
We want to take this opportunity to thank
Sharon Phipps, who is stepping down
as District Librarian, a position she has
held for the last decade. Sharon has been
a strong advocate for excellence in music
education, and her input on the Executive
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Board has been invaluable. Thank you,
Sharon, for all of your work as Librarian
and a board member.
Our membership is as strong as our ideas
and willingness to put them into action.
As always, if you have any thoughts on
expanding opportunities or enhancing the
ones we currently offer, or if you just want
to get more involved, please send an e-mail
to chairperson@northeasterndistrict.org.
—Tony Beatrice,
Northeastern District Chair
2016–2017 UPDATES
Annual Commissioning Project
Features New Work by
Dr. Andrew Boysen, Jr.
Dr. Andrew Boysen Jr. will be the 2017
Senior District Festival Concert Band
conductor and will be composing for the
ensemble a piece inspired by Dr. Martin
Luther King Jr.
Advocacy Position Added
The board has recognized a need for
someone to take charge of advocacy for
our constituents. The position is now
part of the Chairperson-Elect role, which
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Northeastern District CON’D
Chris Nelson will spearhead. Our goal is to
gather and share data from school districts
within the Northeastern region so that you
have the information you need to advocate
for your program.

western District

H

ello
Western
District!

New Elementary Choir
General Music Coordinator Tyler Polston
and his task force of elementary music
teachers have been working hard on constructing our new grades 4 and 5 choir.
Please check our website for more details
this fall, and please spread the word about
this new opportunity! Students will be
accepted via teacher recommendations.

I am sure that you are
asking yourself, “Where
did that school-year
go?” Congratulations
for all your accomplishments throughout
the year. I know that I am looking forward
to reflecting on the year and planning new
and exciting things to do with my students
in the fall. More important for now is that
you have time to enjoy some hard-earned
relaxation with your family and friends.

New Senior Festival
Percussion Ensemble
We will be adding an auditioned percussion
ensemble to the Senior District Festival.
We look forward to expanding opportunities for our students in the Northeastern
District.

Thank you to all the executive board
members, managers, assistant managers,
coordinators, and volunteers who helped
make both our Senior and Junior Festivals a
great experience for the students of Western
District. As you enter the summer, please
note some important announcements:
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• The 2017 Junior District Festival
performance will be back at UMASS,
Amherst. Again, thank you Margaret
Reidy and Minnechaug for hosting this
year’s festival.
• At our Spring Membership Meeting,
we voted to permanently change the
Junior District Orchestra to a String
Orchestra.

• Congratulations to Madelyn Austin, the
recipient of the Western District Music
Education Scholarship.
• Congratulations to all the retiring
members of Western District.
• Please consider taking on a role in one
of our festivals next year. We have a full
slate of managers but need assistants for
many of them. We are also still in need
of a Program Manager and Percussion
Coordinator. Please email me if you are
interested in any of these positions.
Finally, I would like to thank you all for your
support over the last two years. It has been
a privilege and honor to represent Western
District as your Chairperson. I wish all the
best to Will Choe as he transitions in the
position this summer and I wish you all the
best for a fun, relaxing summer.
—Andrew Villamaino,
Western District Chair

Western District Calendar
June

Tue., June 7, 4pm
Western District Meeting;
Chicopee High School

• Remember, all sixth-grade students are
eligible to audition for any of the Junior
District ensembles.
• We will continue to allow walk-in
registrations at both Senior and Junior
Festival auditions for an extra fee of
$31.00.
• Congratulations to Zach Scherpa for
his appointment as the Western District Brass, Woodwind, and Percussion
Coordinator. Thank you to Ken Michna
for all your years of service in this position.
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COUNCIL FOR GENERAL MUSIC

Council for General Music
By Ruth Debrot, MMEJ General Music Editor,
Sharon Public Schools

T

hank you to the general music educators who attended the General
Music Forum at the All-State Conference in March. In this article, I
present President Tom Walter’s summation of the needs and concerns
of general music teachers, expressed during the discussion. Tom’s
summation is organized by category. Each broad category reflects the needs
and issues related to general music teachers’ sustained and ongoing professional development, teaching conditions, and instructional best practices.

Ruth Debrot

The General Music Council will begin to
make recommendations for addressing
these needs in the upcoming year.

• Strategies for transitioning from
ensemble conductor to classroom
teacher

Professional Development

• Fall General Music Conference or miniconference (sharing ideas, strategies,
and materials)

• Developing a database of clinicians,
resource people, residencies, regional
conferences
• “Visiting” Days (release time to observe
job-alike teachers)
• Technology (training and resources)
• Classroom management techniques
(issues and strategies)

• Urban classroom music (unique issues)
Communication
• Advocacy for General Music
• Needy programs and districts (issues,
concerns, and possible solutions)

• Scheduling (best practices and successful models)

• Creating links to General Music on the
MMEA website (including a “bulletin
board” of events and opportunities)

• Developing professional collaborations

Curriculum Development

• Professional Learning Communities in
general/classroom music

• Effectively integrating technology into
music curriculum

• Developing leaders and leadership

• Curriculum design:

• Affordable graduate programs, courses,
and credits that meet DESE approval
standards
• Professional Development versus Product Marketing
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• Issues with “music-on-a-cart”
State Regulations
• SEI and SPED requirements and
required coursework
• Recertification/licensure requirements,
issues
• Using MMEJ to promote clarity of
teacher mandates and state requirements
Look for a new general music link on the
MMEA website and the Massachusetts
General Music Educator’s Forum Facebook page. If you are willing to be listed as
a clinician, have professional development
opportunities to share, or would like the
council to assist with professional development in your school system, please contact
rdebrot@aol.com. •

-- Developing model curricula and curriculum units
-- Examples of integrated curriculum
-- Understanding the national standards
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The Effects of State Testing on Music Classrooms and
Rehearsal Halls: Why the Research Matters
By Dr. Ronald G. Sherwin, Chair of Music at the UMass Dartmouth

A

ssessment is frequently on the minds
of music educators, administrators,
and those involved in educational policy and law. Colleges and universities
are responding to the assessment movement by
adding assessment theory and practice into their
preservice teacher programs; schools, districts,
and states are including assessment components
in their professional development offerings; and Ronald G. Sherwin
professional organizations offer a variety of information and training. While it would seem that dedicating this
amount of time and money to assessment would lead toward it
becoming an accepted and important part of a music educator’s
life, it too often remains a source anxiety, anger, and frustration. One likely reason for this angst is that those of us in the
trenches are so busy with the natural day-to-day music assessment loop (listening to our students, comparing what we hear to
our desired outcomes, adjusting our teaching and conducting,
and then repeating the cycle) that we don’t have the time to read
and evaluate the research being done on both the expected and
unexpected outcomes of measurement and evaluation efforts.
As a result, assessment is a topic that often retains a degree of
mystery, and assumptions are accepted as truths. In many ways
these assumptions illustrate why assessment research matters,
and three of the more common assumptions will be the focus of
the remainder of this article.

When examining the effects of assessment
on today’s music rooms, one of the more
common, although questionable, claims
is the “music makes you smarter” defense.
Commonly referred to as the “Mozart
effect” after the academic work of Tomatis
(1991), Rausher, Shaw, and Ky (1993),
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and, of course, the commercial success of
Campbell (1997), the idea is that the study
of music does not just improve musical
skills and understandings; it also contributes to a student’s ability to master other
nonmusical subjects (especially those
related to math, science, and problem solv-
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ing). It is true that several studies
(including my own) have noted
that music students frequently
score higher than nonmusic
students on many nonmusic
tests (Dryden, 1992; Corbett,
McKenney, Noblit, & Wilson,
2001; Noblit, Corbett, Wilson,
& McKinney, 2009; Thornton,
2013; Sherwin & Monte, 2016).
However, there is also research
suggesting that attempts to use
this research to secure the place of
music in the curriculum is potentially hazardous. First, such an approach
relegates music to a discipline that serves
“more important” areas of study (Berube,
2003). Second, in terms of assessment, it is
incredibly weak in validity and reliability
because authorities do not develop the
necessary systems to identify and measure
both the subject standards and the correlation between musical achievement and the
achievement measured in other subjects.
Third, at the most basic level, it is hard to
imagine this approach to music education
being of significant artistic or academic
benefit in our classrooms.
Another common assessment assumption
is that what we read about in our professional journals regarding assessment
is reflective of what is going on in our
classrooms and rehearsal halls. Unfortunately, that does not appear to be the case.
The reality is that there is something of a
disconnect between the assessment strategies that classroom teachers say they use
and the assessment issues and methods
being discussed in the major professional
publications in the music education field
(McQuarrie & Sherwin, 2013; Sherwin &
McQuarrie, in press). In fact, some of the
most frequently used techniques are not
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included in the literature, while many of the
strategies that are discussed are only used
to a limited degree. Especially disconcerting are the findings that the most popular
strategies used in the classroom continue
to be nonmusical in nature (grades based
upon participation, effort, behavior, etc.),
while the professional journals tend to
discuss more musically valid and reliable
assessment approaches (grades based
upon individual performances assessed
with rubrics & ratings scales, composition
projects, etc.).
Finally, and perhaps most serious, is the
assumption that all of the time and money
spent on assessment is making a major and
positive change to our music classrooms
and rehearsal halls.
There is little doubt that both the Standards
Movement and Accountability Movement have influenced our classrooms and
rehearsal halls, but the results are mixed.
On the negative side, one common practice is reducing time in music in order to
increase time in tested core subjects (Graham, Parker, Wilkins, Fraser, Westfall, &
Tembo, 2002). Similarly, actions that focus
the attention of schools on areas outside of
the arts have led some school administrators to narrow their curricula leading to
the marginalization of the arts (Gerrity
2007, 2009; Spohn, 2008). However, not all
the research suggests negative results. On
the positive side, the focus on assessment,
especially in collegiate teacher-preparation
programs, has led to students with a
willingness to be creative and flexible
to a degree their older colleagues do not
always demonstrate (West, 2012). Further,
progress in formative assessment strategies
appears to be evident in studies of classroom practice (Sherwin & McQuarrie, in
press).
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Assessments required by states and other
educational authorities are not likely to go
away, nor are such requirements necessarily bad. As with anything in our field, it
is critical that we understand assessment,
the assessment movements, and the actual
impact on our classrooms and rehearsal
halls. This is why the research matters! •
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