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president’s message

Letter from the President
By Thomas Walters, President

“Hope is the ability to hear the music of the future. Faith is having the courage to dance to it today.”
This was the message that actress and
musician Rita Moreno delivered in her
keynote to the 2017 Eastern Division
Conference on April 6 in Atlantic City.
For the diverse community of music
educators in the audience, this is more
than just figurative language. Our
mission, should we choose to accept it, is
not just to maintain what has worked in
the past but to plan for the future. Ms.
Moreno spoke eloquently of her life and
its challenges, yet she always found the
strength to step around adversity and
to move forward. Coming on the heels
of that, I attended a recent anniversary
celebration at the school where my
wife was the principal for many years.
The current principal, in speaking for
newspaper interview, was asked, “What
has changed in the twelve years since
you’ve been here?” His response was
simple: “Let’s talk about what hasn’t
changed. That’s a much shorter list.”
When you read this, my presidency will
have drawn to a close. I sincerely hope
that I have driven our association onto
the interstate of the future. There has
been some road construction along the
way. Some of us resist the hold-up. Some
are still seeking single-lane roads to
district and state BOCJ ensembles and
events, expending all of our energies on
what it takes to get students there. Those
events and ensembles are important, of
course, but as a sole path, it marginalizes
large numbers—actually the majority—of
our professional teaching staff, who on a
daily basis work with huge, much more
diverse, and often neglected populations
of students. These students are forced to
teach themselves or to seek help outside
our professional boundaries. MMEA has
made a concerted effort under my stewardship to expand those borders, to present options and alternatives to students,
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to broaden our perspectives as educators,
and to engage (or reengage) the disengaged in our professional community.
In my initial message way back in
2015—which now seems like a previous
life—I asked everyone to identify what
inspires them. I mentioned that music
obviously does, not only for its own sake
but because we see the good it does for
young people. If it didn’t, we’d be in an
office somewhere. I, for one, was truly
inspired by the performances of our
students in Atlantic City in April—the
Rice Street Singers from Wellesley High
School and the Scarlet and Black Singers
from North Andover High School, and
our students who sing and play in the
honors ensembles. Outstanding performances, but also outstanding students
and teachers. Congratulations to all of
you. You made Massachusetts very proud.
Amy Logan, President of the
Montana Choral Directors Association, wrote recently that:
…the most important part of our jobs
as teachers boils down to. . . relationships. Relationships with the students
we teach, the parents and communities
we serve, our administrators and
colleagues, as well as those that keep
the schools running–the secretaries
and custodial staff—are the most
important things to grow, foster, and
sustain. Yes, the repertoire we choose
and the curriculum we teach have
importance and impact, but without
people, we have no reason to teach.
Being inspired by people around
us certainly goes a long way
toward building and sustaining
those essential relationships.

(or perhaps just a few) they can’t wait to
try at home. The overwhelming majority
of surveys submitted are those types
of responses, and that is gratifying.
I’m inspired by the officers, the board
members, our Executive Director, the
conference and concert committees, the
clinicians and conductors, our technology
experts, our new Advocacy Coordinator,
our publications staff, those who mentor
new teachers, and all with whom I’ve
had the pleasure of working these past
two years. To all of you, I cannot begin
to express my appreciation for your
expertise, hard work, and dedication.
You have enriched all of us. I’m inspired
by music teachers that volunteer their
time, reaching out to our association
with offers to help, or to those who, when
asked, say “yes.” I’m inspired by all who
advocate for arts education, both in our
association and in our sister organizations, because we all know personally
the tremendous impact the arts have
to transform lives young and old.
Another new school year is going to
begin shortly. I ask you all to renew our
pact to focus once again on the elements
that inspire, delight, and motivate,
never letting ourselves become rutted
in routine and encrusted in tradition.
Share your inspiration and delight with
others—it can become infectious.
Best wishes to everyone in our
MMEA family and beyond. May
your future be music of hope, and
may you be dancing to it even now.
Warmest regards
as always,
—Tom Walters

I’m inspired by teachers who respond
to conference surveys when they tell us
they came away with lots of new ideas
massachusetts music educators journal
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from the editor

Inspired by Inspiration
By Susan Gedutis Lindsay, MMEJ Managing Editor

For most of us, it’s the busy time of year. End-of-year concerts
fill our May and June calendars, but as music educators, we
are fortunate that these events are sources of inspiration.
A year of hard work in keeping students focused in the
music room pays off when we see them pull it together to
perform well in concert. As we count down to the last day of
school, we are so fortunate to have these inspiring moments
to remind us of what our students have accomplished.
I hope you will take some time now and
through the summer to read through the
articles in this issue. There are so many
terrific ideas to inspire you as you think
through what you’d like to accomplish
next year. If we could only apply all these
great ideas immediately… but even one
or two good ideas can change a career.
Do read up! It’s worth your time.
As an editor, I’m so pleased to say
that every article in this magazine
will help inspire you, so make time
to read it all, digital or no. I’m a big
fan of the printed page, but as always,
our budgets are tight and the summer
digital issue helps us meet our budget
goals so that we can keep sending you
the magazine the rest of the year.
• The Advocacy article reminds us
of what our NAfME membership helps to support: advocacy
outreach to our state and federal
legislators so that they will continue
to support music in our schools.
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• Faith Lueth’s choral article offers a
rich and deep dive into what teaching
choral music is all about, with practical tips you can apply immediately to
enhance the musicality of your choirs.
• Dr. Ruth Debrot, in her Council
for General Music column, points
you to a number of excellent and
easy ways to earn PDPs over the
summer via the NAfME website.
• Mary Corriea teaches you to ace
an interview in the Embracing the
New Music Educator column.
• Senna Longden shares ideas on using
folk dance in the music classroom
in our General Music column.
• In our Contemporary/Jazz
column, you’ll get new ideas
of how to teach students to
improvise using the blues scale.

• In Innovations, Tom Westmoreland highlights the creative
activities of the new Innovations
Council in its first year.
• In our Instrumental column, Dr.
Mark Stickney helps you find ways to
lighten your load as music director
by teaching student musicians selfregulation skills in the ensemble.
• Dr. Susan Wharton Conkling
presents ideas for how we can
better prepare music teachers to
succeed in low-performing schools,
in our Higher Ed column.
• In Technology, Katrina Faulstich
provides ideas for how music teachers
can utilize free online teaching tools
available from Google Classroom
for sight-singing assessments.
• And finally, in our Urban column,
Christopher Schroeder shares
success stories from a public music
charter school in Dorchester.
You’re bound to find good ideas
from these experts. Pull up a
beach chair and get inspired!
Best,
Susan Lindsay
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CONFERENCE

CONFERENCE

2017 Conference Highlights
The 2017 professional development conference took place this year at the Sheraton
Boston in March. A diverse array of sessions, ensembles, and special events helped to
make this year stand out, despite the challenges of being in a new location. Enjoy these
photo highlights. Hope to see you next year!
Left: Conference
Coordinator Cynthia
Grammer and and
Assistant Coordinator
Dr. Ruth Debrot
Lower Left: NAfME
Advocacy Speaker
Lynn Tuttle

Dr. Kevin McDonald leads a workshop on young men’s chorus development in “‘Y’ Sing: Recruitment and Retention of Men in the Choral Program”

Above: The West Point Band performed at the conference.
Left: Keynote speaker Dr. Chris Azzara with MMEA President Thomas Walters.

All-State Jazz Band rehearses wtih Ronald Carter, Conductor

Above: Milton High School Saxophone Quintet, Rebecca
Damiani, Director Below: King Philip Middle School,
8th Grade Band, Director: Michael Keough

Top: All-State Concert Band, rehearses with Robert Ponto, Conductor
Above: All-State Orchestra in rehearsal, Dr. Louis Bergonzi, Conductor
Below: All-State Chorus rehearses with Dr. Andrew Megill, Conductor

Heather Kirby presents “Preschoolers: Not Just Smaller
Kindergarteners!”

Above: Longmeadow Accidentals, Director: Kayla Werlin Immediately Above: Milton
High School String Chamber Ensemble, Director: Debra Thoresen
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ADVOC AC Y

CONFERENCE

Massachusetts Music Educators Association
Collegiate Members Advocate for Music Education
By John Mlynczak, MMEA Advocacy Chair, President of the Technology Institute for Music Educators,
and Vice President of Noteflight, a Hal Leonard company

Above Right: Above: Cloud Music Ed Connecting Countries (cloudmusiced.com): Berklee’s (left) Chee-Ping Ho and Gillian Desmarais collaborate with
Singapore artist Shun Ng and Fabian Lim using online music collaborative tools.

On Friday, March 17, 2017, I had the honor of leading twenty
members of the Massachusetts Music Educators Association
(MMEA) Collegiate Chapter in the first annual MMEA Advocacy
Day at the State House. Organized by MMEA Collegiate President Rebecca Reed, students from across the state participated
in meetings with state representatives and discussed the value
of music education. The group scheduled meetings with their
elected officials as well as with the leadership of both the Committee on Education and the Committee on Higher Education.

Treble Chorus dress rehearsal.

The meetings and agendas were designed
in collaboration with the National Association of Music Education and the National
Association of Music Merchants. The
main focus was to establish relationships
with elected officials, express collegiate
personal stories, distribute research-based
materials, and be relentlessly positive
about the benefits of music education. The
collegiate members were knowledgeable
and professional, and they built a solid
foundation for future advocacy efforts.

Above Left: Dr. Mary Ellen Junda presents to a packed room in “The Elementary Chorus: A Powerful Beginning”
Above Middle: Mike Christiansen, Consonus Music Institute/Utah State University presented “Ukulele: Four Strings, So Many Possibilities!”

The organization presented
three asks to each office:
1. Include an arts requirement for higher
education admissions, which in turn
would enforce arts participation
in high schools across the state.

2. Begin the process for revising
the Arts Curriculum Framework
of 1999, using the 2014 National
Core Arts Standards as a model.
3. Further define “Access to Arts”
in the ESSA Implementation Plan
to include access for all students
and arts programs delivered by
a qualified music educator.
All representatives’ offices were receptive to meetings and willing to offer
support and guidance on next steps.
For the MMEA Collegiate Chapter, this
experience was significantly impactful.
Rebecca Reed, MMEA Collegiate
President, said that she is “incredibly
grateful to have had the opportunity to

meet with those in office to share what
truly connects us as humans: music. In
every single conversation, music was
a commonality, and legislators and
legislative aids could all identify with the
importance of music education.” Laura
Schulz of Gordon College shares that
“this experience was truly eye-opening.
I learned how complex and important
government is, as well as the importance
of taking the time to actually go and
talk to legislators in an organized way
that accomplishes something valuable.”
Next steps include coordinating with
other arts leaders in Massachusetts
and bringing our asks to the Department of Elementary and Secondary
Education. This advocacy day will be
an annual event and we look forward
to continued leadership! •
John Mlynczak is Advocacy Chair for
MMEA, President of the Technology
Institute for Music Educators, and
Vice President of Noteflight, a Hal
Leonard company. Mr. Mlynczak
teaches several courses on music and
technology and is a frequent clinician
on both technology and advocacy.

More than 70 exhibitors shared their knowledge, materials, and time in the Exhibitors Hall.
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INNOVATIONS

A Year Full of Innovations
By Tom Westmoreland, Lynnfield High School, Lynnfield, Massachusetts

The Somerville High School World Percussion Ensemble and Dance Troupe perform at the 2017 Innovations Festival.

This past year was extremely productive for the MMEA
Innovations Council, and I’m honored to share with you
some of the excellent work this group has done during the
2016–2017 school year. Comprised of elementary, secondary,
and collegiate educators from around the state, this council’s
charge is to bring focus to the use of contemporary music,
emerging pedagogy, technology, and culturally responsive
curricula to our membership. From productive discussions
within the committee to engaging sessions at the conference
to holding our first Innovations Festival, we’ve been hard at
work serving both the membership of MMEA and students
around the Commonwealth in pursuit of these goals.
In October, members of the Innovations
Council served on a panel at Berklee
College of Music’s Music Education
Symposium. This was a wonderful
opportunity provided by Berklee to
share with preservice and professional
educators some of the contemporary
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pedagogy that is being used in Massachusetts. The discussion included
development of contemporary ensembles
in schools, use of popular music in the
classroom, alternative approaches to
teaching music including technology,
and informal learning and pedagogy.
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As we geared up for the conference, three
themes emerged that the council wanted
to tackle. First, we wanted to continue to
develop forums for innovative teaching
methods to be shared. Second, we wanted
to start discussing issues of diversity
within our profession. And third, we
wanted to find a way to highlight student
work in contemporary ensembles at
the conference in a meaningful way.
The Innovations Council began a Facebook group in the fall to foster discussion
about innovative practices among
Massachusetts teachers. In addition to
our online presence, the Council also
hosted “Innovations Conversations” at
this year’s conference, where educators
shared ideas from their practice. This
discussion was extremely productive and
included teachers from public, private,
and charter schools. A variety of topics
were discussed, all of which were in line
with the mission of the Innovations
Council. In addition, the Conference
Committee was instrumental in providing
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sessions for educators who were teaching
nontraditional, contemporary, or emerging ensembles. Sessions including ukulele
and guitar pedagogy, new music festivals,
informal learning and teaching, and
cross-curricular, project-based learning
were all part of this year’s conference.
The Council also hosted a Diversity
Discussion on Thursday, March 9, to start
a conversation about social justice and
equality issues within our profession.
Topics of this discussion included serving
students of color in vocal and instrumental programs, socioeconomic issues that
impact music education, creating a culturally responsive curriculum, and the lack
of diversity within the profession. Some
of these topics were tough to confront
and included systemic societal issues. The
discussion was a wonderful forum to start
talking about how we, as an organization,
can start addressing some of these concerns. There was also powerful testimony
from several attendees about their
personal experiences. Although diversity
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is a difficult topic to address because so
many of the problems appear to be beyond
our control, this discussion was a start
to finding ways that we can be proactive
within MMEA to address diversity.
Finally, on Saturday morning, March
11, more than 75 students from various
school districts convened at the Sheraton
to participate in our first-ever MMEA
Innovations Festival. The festival began
with an incredibly engaging clinic by
our guest musician, Maria Finkelmeier,
who led the students in an improvisation
and composition activity. Maria engaged
the students in active listening and
then challenged students to write short
compositions using found instruments,
body percussion, and the space around
them. Some used instrument cases,
zippers, the walls of the ballroom, chairs,
and serving trays to create their compositions. It was astonishing the way students
engaged with musicians who they had
never met to create music together.

Far Left: Maria Finkelmeier (center) with
Innovations Council members Libby Allison
and Tom Westmoreland
Above: The Lynnfield High School Funk Band
Below: At the Innovations Festival, students
wrote short compositions using found instruments, body percussion, and the space around
them. Some used instrument cases, zippers,
the walls of the ballroom, chairs, and serving
trays to create their compositions.

massachusetts music educators journal
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INNOVATIONS

The Roland Hayes School of Music Percussion Ensemble

After the clinic, the festival concluded
with performances from the three schools
involved. The Roland Hayes School of
Music Percussion Ensemble performed a
medley of R&B classics with enthusiasm
and technical facility. The Somerville
High School World Percussion Ensemble
and Dance Troupe shared a variety of
pieces that highlighted modern styles
from samba to hip-hop. The members
of this student-led ensemble clearly had
ownership in their music-making and
performed passionately. The Lynnfield
High School Funk Band performed music
from Beyoncé, The Jacksons, and Sam &
Dave, bringing a variety of contemporary
musical styles to the festival. The performance ended with a jam session involving
all three schools making music to the
drum beats of “Chameleon” by Herbie
Hancock. This opportunity for students
to come together, share their music with
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one another, and take away some important musical and life skills from their
clinic with Maria was truly a highlight
of my career. The Innovations Council
is grateful to MMEA President Tom
Walters, the Conference Committee led
by Cynthia Grammer, and Michele Holt
and Rick Leuth for their support in making this festival happen. Also thanks to
Brian Eisert from Roland Hayes and Rick
Saunders from Somerville for bringing
their incredible ensembles to this festival.

forums in which we can continue the
discussions we began at this year’s
conference, and any other ways that the
Innovations Council can support creative
teaching and learning in the Commonwealth. If you are interested in joining
us as part of the committee or want
to provide feedback on our activities,
feel free to contact Tom Westmoreland
at tom@musicedge.org and follow
our work on Facebook at “Innovative
Music Educators - MassMEA”. •

As we end another school year, the
Innovations Council will continue to
pursue its goals of bringing focus to and
supporting members who use contemporary music, pedagogy, technology, and
culturally responsive curriculum. As we
move forward, we do want feedback from
the membership on how we can provide
meaningful professional development,

Tom Westmoreland has been teaching instrumental music at Lynnfield
High School since 2004. He earned
his undergraduate degree in music
education from James Madison University
(cum laude) and a Master of Music
Education from Boston University. He
is currently a member of the MMEA
Innovations Council and the editor of
the Innovations Column in the MMEJ.
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HIGHER EDUC ATION

How Can Low-Performing Schools Contribute
to Music Teacher Preparation?
By Susan Wharton Conkling, PhD, Boston University College of Fine Arts

In recent years, my work has taken me into schools that have
been labeled “chronically low-performing.” Researchers such
as Ball and Forzani (2009) and Zeichner (2010) have argued
for a practice-based conception of learning to teach, and the
Council for the Accreditation of Teacher Preparation (CAEP)
similarly recommended that preservice teacher education
should take place in a variety of clinical settings, preparing
candidates who “demonstrate positive impact on all P-12 students learning and development” (CAEP Standard 2, emphasis
mine). But no clear consensus exists on how low-performing
schools can contribute to teacher preparation. I propose in this
article that the stories music teachers tell of their experiences
in chronically low-performing schools can provide valuable
lessons for preservice music teacher preparation. I highlight
three narratives I have found common to music teachers’
experiences in low-performing schools: challenges of compliance with instructional regimes, unintended consequences
of site-based management, and using the music program to
engage parents and caregivers. On closer inspection, a reader
will see that student learning lies at the core of each narrative—learning how to discuss it, learning to collaborate in
order to deepen it, and understanding how families support
it. Thus, the lessons from music teachers in low performing
schools may apply to music teacher preparation for all schools.
Instructional Regimes

Because teacher turnover is higher
than normal in low-performing schools
(Boyd, Lankford, Loeb, & Wyckoff,
2005; Hanushek, Kain, & Rivkin, 2004),
they are typically staffed with relatively
inexperienced teachers. Some principals
choose to implement an instructional
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regime, such as Teach Like a Champion
(Lemov, 2015), under an assumption that
inexperienced teachers will not employ
optimal pedagogical practices (Jacob &
Ludwig, 2009). But some school leaders
take a fidelity approach to such regimes,
believing they should be implemented
only as the developer intended (Fullan,
2015). Music teachers’ narratives empha-
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size how disheartening it is to comply.
One music teacher described feeling
“stripped of professional agency and
creativity in my responses to children”
in a school where Teach Like a Champion
was employed. Other music teachers
described consequences of receiving
“needs improvement” scores on their
evaluations because they failed to adhere
strictly to similar instructional regimes.
How can such discouraging stories help
with music teacher preparation? Music
teacher educators need not endorse
instructional regimes, but we can use
them to teach adaptation. For example,
most instructional regimes call for
students to show active listening through
silence. Preservice teachers can learn
to demonstrate and explain how they
recognize active listening though changes
in the quality of students’ music making—the ways in which students modify
intonation and tone color or strive for balance within an ensemble. Likewise, many
instructional regimes require a writing
prompt to begin each class. Preservice
teachers should study how students’
written reports can provide evidence of
music learning; however, they might also
discover that the process in music classes
is better executed through recording a
performance, playing back the performance at the end of class, and prompting
students to reflect on accomplishments
and goals for improvement. As implied
in these examples, if preservice teachers
are learning through practice, they will
not only have multiple opportunities
to rehearse instruction and assessment
skills but also opportunities to rehearse
explanations of instructional practices to
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school administrators. Rehearsals help
minimize practice shock, or the dissonance that new teachers experience when
their expectations of school culture do not
match the realities of teaching (Stokking,
Leenders, De Jong, & Van Tartwijk, 2003).
Site-Based Management

For a building principal or leadership
team, site-based management allows a
great deal of flexibility in staffing and
resource allocation. This can mean,
often to a music teacher’s surprise, that
teaching artists are brought in to partner
with classroom teachers—or even with
the entire school—in ongoing projects.
For example, in one case I observed, the
principal entered an agreement with a
community music partner to begin a
fourth-grade orchestra, but he did not
consult the elementary music specialist.
From the music teacher’s perspective, the
principal had conveyed that her expertise
could be ignored. From the principal’s
perspective, resources were allocated
wisely: the grant structure supporting
the teaching artists incentivized them
to work with low-performing schools,
meaning that an additional opportunity
to engage students came at very little cost
to the school. However, the music teacher
eventually became coordinator for arts
integration because no other adult in the
building had content-area expertise. She
had little experience with arts integration
or the work of teaching artists and no
control over resource allocation, putting
her in a very challenging position.
Music teacher preparation programs
may offer opportunities for preservice
teachers to learn, in direct ways, about
the work of teaching artists. A growing
number of higher education institutions
offer music entrepreneurship courses or
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certificates, allowing college students to
gain mentored experience in outreach to
schools either as soloists or as members
of chamber ensembles. College music
students learn not only how to develop
high-quality artistic and educational
products but also how to create a
market for their work, including ways
to seek funding (Beckman, 2005). Such
experiences add value to preservice music
teachers’ preparation by helping them
envision a broad ecology of music teaching and learning, including private lesson
teachers, community music schools, youth
orchestras, and teaching artists. They
can begin to map out, at least informally,
where teaching functions are unique and
where they overlap. Furthermore, they can
begin to identify as collaborators—rather
than competitors—within such an ecology. As they graduate and obtain employment in schools, informed music teachers
can become leaders in promoting all
students’ engagement and creative thinking while cultivating a positive school
climate that incorporates both disciplinary music learning and arts integration.
Parent Involvement

A third narrative from music teachers in
low-performing schools has three variations: a school administrator requests that
all teachers should promote greater parent
involvement with the school, a schoolbased social worker recognizes the value
of forming an alliance with the music
teacher for purposes of promoting greater
parental involvement, or the music teacher
desires greater engagement of families to
enhance a multicultural curriculum and
to create a sense of community within

the school. In some cases, two or all three
variations on the parent involvement
narrative are mutually influential.
Until recently, the theoretical model
of parent involvement was limited to a
unilateral relationship whereby parents
regularly communicated with teachers
and administrators, volunteered their services to the school, and actively monitored
homework. The model assumed that all
parents had access to economic, educational, and language resources permitting
involvement, and, further, it assumed that
parents had uniformly positive histories
of schooling. In fact, this is the model of
parent involvement that most teachers
experienced in childhood. Now it is recognized that, although all parents desire
their children’s wellbeing, family culture
strongly influences parent involvement
strategies (Auerbach, 2007). Furthermore,
especially in those cases where parents
have an ambivalent relationship with
schooling, offering incentives for
meaningful involvement can lead parents
toward a sense of self-efficacy for school
improvement. Subsequently, they may use
their social networks to generate more
widespread parental involvement, and the
community may become more involved
with the school (Almeda-Lawson,
Lawson & Lawson, 2010). Parents who
are asked to share cultural expressions
in music classes may be among those
who are most meaningfully engaged.
We seldom have made parent involvement
an explicit part of music teacher preparation, leaving preservice teachers to rely on
memories of their own parents’ involvement. Moll, Amanti, Neff, and González
(2005) offered an alternative: they took
inservice teachers into families’ homes

massachusetts music educators journal

| 17

HIGHER EDUC ATION

INSTRUMENTAL TECHNIQUES

Learning to Let Go:
Give Your Ensemble More Control
By Dr. Mark A. Stickney, Plymouth State University

where they collected family histories as
well as routines, stories, and traditions,
eventually describing families’ “funds of
knowledge.” In part, the practice was a
way to generate a more inclusive discourse
about family support for children’s
learning. Music teacher educators could
follow such an example, guiding teams of
preservice teachers in local investigations
of families’ funds of knowledge. Doing so
would add a valuable dimension to music
teacher preparation programs, which
might in turn foster more culturally
informed relationships between homes
and schools, leading toward more equitable learning outcomes for all students.
Music teachers’ narratives of experience
in low-performing schools remind us
of the complexity of initiating, deepening, and sustaining student learning.
Accounts of music teachers’ practices,
and particularly unanticipated barriers
to culturally informed practice, can
help music teacher educators reconsider
how preservice teachers are prepared
to work effectively in all schools. •
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As conductors, we take on way too much responsibility. In
some ways, we have become shackled by all the things we
feel we need to control while in front of the group. It is time
to pass some of the responsibility onto the students. Isn’t our
goal to teach the students and not teach to the concert? I’m
going to share with you several exercises and techniques you
can use to give your students more say in the music, allowing
them to be more responsible for more aspects of ensemble
playing. These are long-term teaching tools that will take
some patience and time. Don’t give up on them! Take a leap
of faith, and help your ensemble learn how to create music.
Personally, I have made a conscious
decision to give up two aspects of control
over my ensemble. Those two aspects
are intonation and pulse. That is not
to say that I don’t have expectations as
far as ensemble intonation goes, and
there have been growing pains.
I no longer spend much time tuning my
ensemble at the beginning of rehearsal.
Honestly, once you have tuned your
ensemble to a beautiful B-flat or A, you
have managed to prove that, for one
shining moment, you have one note in
tune. That does not do a lot for the rest
of your rehearsal unless your ensemble
members have some fundamentals
already in their grasp. Instruments have a
variety of flaws in their intonation; do you
and your students know what these are?
Shelley Jagow’s Tuning for Wind Instruments is a very good guide to the intonation tendencies you need to know. You
can also assign your students intonation
charts as out-of-class assignments. Have
each student explore the tendencies of
their own instrument. Then, have them
work in pairs, one handling the tuner
and the other the tuning. It is very easy
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them to feel the rhythm. Discourage foot
pounding in rehearsal. I have heard far
too many seated, indoor marching bands
pound their feet to keep time, and it rarely
works! And even if it does, the foot stomping takes away from the music. Have
them develop a sense of internal pulse.

for novices to subconsciously adjust the
needle if they are looking at it, but a tuning partner will keep that from happening.
During your rehearsal, you will have
to stop to tune pitches from time
to time. Resist the urge to tell your
students if they are sharp of flat. There
are two better—and more educational
approaches—to help teach intonation
that will have lasting, positive effects on
your ensemble. You can ask the students
to determine their own intonation errors,
or you can invite other students to help.
When a student plays a note out of tune,
have their neighbor correct the intonation.
The worst-case scenario is that the student
is wrong and it becomes obvious when
the player makes the wrong adjustment.
Will this take time? At first, yes, but in
the long term, you will have to tune your
ensemble less and less as the students
learn to hear and adjust on their own.
When it comes to pulse, you need to give
the students responsibility for the pulse
of the ensemble. To play together, they
must do more than just watch you flail
your arms around in a futile attempt to
keep students playing together. Teach
your ensemble to feel the pulse, and teach

We all play with a metronome, and
sometimes a loud pulse through the
sound system can be used to keep an
ensemble together. Does this help your
ensemble develop a sense of pulse, or is
this just the easy way to get them to follow
the loud pings blaring over the sound
system? Have you ever tried playing with
a metronome on silent, counting your
ensemble off, and seeing where it goes?
You know what will happen the first
few times. The ensemble will not hold
together because they don’t have that loud
pulse to lean on. Will that loud pulse be
there for the performance? I hope not!
Get your students to understand the fact
that they are in control of the pulse for
better or worse, and they need to learn
how to be better at pulse. Teach them to
count using subdivision. Teach them to
hear the instruments that are giving the
pulse of the work. And what should you
do if the ensemble slows down? The easy
method—one even I resort to from time
to time—is to conduct harder and bigger
to try and get everyone’s attention to let
them know they are slowing down. The
only problem with this solution is that
you will slow yourself down by pounding
out beats. If your ensemble slows down
and can’t stay together, don’t conduct
them. Make them do it themselves without you. It may completely fall apart that
first time they don’t take you seriously, but
then do it again. Tell them to listen and
keep time together. They will get it. Just
give them time, and you will figure out
that you don’t have to conduct everything!
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How good is your sense of pulse? I do an
exercise with my beginning conducting
class. I have them all stand in a circle and,
using a metronome on silent, I count off a
measure and have them conduct a 4-pattern. I will count out loud with them for
two measures and then I will tell them to
close their eyes and keep conducting even
when I stop counting. After a few measures I have them open their eyes. No two
conductors are together. Once they close
their eyes and don’t have the pulse given
to them, they fall apart. Then we add subdivision and, when they start to focus, it
all comes together. Try something similar
with your ensemble. Much like intonation,
the long-term goal is good ensemble
pulse without you being a crutch. This
will take time. And this is not to say that
pulse must be constant throughout music.
The pulse should move and flow with
the music. But don’t let lack of a sense
of pulse dictate how the music flows.
Moving beyond those two basic areas,
what else can we let go of? Another area
would be warm-ups. What do you do for
a warm-up? To me, a warm-up is a chance
to get the students listening to each other.
It is a chance to help focus the ensemble
sound. When visiting schools, I see a
wide variety of warm-ups being used, but
there seems to be just as wide a variety
of thoughts on what a warm-up is. Is a
warm-up a time for the students to get
their fingers moving, or is it time for the
ensemble to open up and come together
in sound? To me the answer is: both. The
warm-up should be personal and ensemble-based (though, in my opinion, leaning
a little more towards ensemble-based).
How long a warm-up lasts also varies
from program to program, but I want to
argue though that warm-up length should
vary from rehearsal to rehearsal! Just be
careful not to do the same warm-up every
rehearsal, or you’ll notice your students
20 |

just going along with the routine and
not focusing on or learning anything.
In a perfect world, we could give our
students plenty of time to play some notes
on their own before we warmed up as
an ensemble. Then we could spend ten
or fifteen minutes warming up the group
and getting them going before we tackle
the music we are learning. But that is
obviously a dream, or is it? What if you
do give the students a few minutes to blow
some notes and get the air moving on
their own? Then move on to something
that makes the students open their ears
and listen to the sounds around them? Do
a chorale, or a slow scale, or maybe some
chord building. I see ensembles blow
through fast scales at the start of every
rehearsal, and I wonder how that helps.
Students are so focused on surviving
the lightning-fast finger moves that they
aren’t listening to anything around them.
That kind of routine is great for a personal
warm-up, but not for an ensemble.
Have you thought of letting students
warm up the group? There are a few
reasons why this will help relieve you of
some of your responsibilities and improve
the musicianship of your ensemble. The
practice will give the students an idea
of what the ensemble sounds like from
a physical position outside of it rather
than within it. The concepts of “ensemble
sound” are easy to for you as a conductor
to talk about, but give the students a
chance to hear it from the front of the
group, and give them a chance to be in
charge of the sound being created. Have
a rotation of students who will warm
up the ensemble, and have a bank of
warm-ups for them to select from. Ideally,
this will give you a chance to step off
the podium and wander the ensemble,
hearing things that you probably have
never heard before in your standard
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physical position. Get off the podium and
get in to the heart of your ensemble! It
will change how you hear things as well.
There are so many more ways to let go,
and I certainly can’t talk about them all in
one article, but this is a start. Remember
that these are long-term projects, not
things that you can instantly change. And,
honestly, not everything will work with
every ensemble. As ensemble directors,
we need to be open to change and then
willing to fall flat on our faces when
some things don’t work. If your goal is to
teach the students to perform concerts
that sound very nice, then don’t let go. If
your goal is to teach your students how
to make music, then you need to let go
of some things and let your students
learn, take chances, and create on their
own. You will open up the possibility
for your ensemble to come together
in ways you can’t even imagine. •
Dr. Mark A Stickney is
the Director of Bands at
Plymouth State University, where he directs
the Symphonic Band
and teaches courses in
conducting, applied low
brass, and music education. In addition he serves as coordinator
of the Graduate Instrumental Music
Education Program, the All New England
Band Festival, and the New England Band
Directors Institute, and he has conducted
festival bands and orchestras all over the
United States. Dr. Stickney received his
DMA in Wind Conducting from Rutgers
University, his MA in Tuba Performance
from Montclair State University, and his
BA from Gettysburg College. Dr. Stickney
frequently writes on matters of music
education, conducting, and nature on
his blog: stickneymusic.wordpress.com.
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The Independent Sight-Singer:

Using Google Classroom for Sight-Singing Assignments
By Katrina Faulstich, Bedford Public Schools

Many ensemble music teachers struggle with choosing
assessment criteria for their students. It is easy to grade
students solely on participation, behavior, and effort.
However, if we think about what we are really teaching in
a music ensemble, we realize that we should be evaluating students on musicianship skills. Music education is
just as rigorous as any other subject, and our assessments
and grading systems should reflect this. Over the past two
years, I have worked on reformatting my ear-training and
sight-singing curriculum and frequently assess students
on these skills as part of their grades. Through researching
various methods and technology, I developed a sight-singing
system that uses Google Classroom to assess my students.
In designing assessments, I wanted to
create assignments with which I could
give the students individual feedback
and track their progress throughout the
year. Using Google Classroom, I listen to
assignments from my students and get
to know their strengths and weaknesses,
give pointed feedback about each student’s
performance, and work directly with each
student on improving areas of weakness.
In-Class Sight-Singing versus
At-Home Sight-Singing

Demorest (1998) studied the effects of
individual testing and group instruction
on students’ sight-singing skills. He
concluded that both beginning and
advanced students improved significantly
with individual testing, while students
who only had group instruction did
not. Zimmerman (2005) studied the
impact of self-recording, self-listening,
and self-evaluation on students’ music
self-esteem and motivation. Zimmerman
concluded “systematic self-listening
and self-evaluation created a positive
enhancement of student perception of
progress and musical ability” (p. 98).
22 |

In order for students to significantly
improve at sight-singing, they must
sight-sing both in class and at home.
When teaching sight-singing in class,
teachers can give students instruction on
new topics in sight-singing and immediate feedback on the students’ group
performance. Students can ask questions
about the material and get a prompt
answer. Furthermore, teachers can relate a
sight-singing assignment to the repertoire
being rehearsed during that class so
that the students can make connections
between sight-singing and repertoire.
However, sight-singing in class carries
some limitations. First, the strong
sight-singers in the class usually sing
loudly and confidently. The rest of the
students follow those voices instead of
reading and internally hearing the music
for themselves. Secondly, the sight-singing
examples need to be geared towards a
single level, which usually is an intermediate level. All students in the class,
regardless of ability and experience, sing
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dents not to write in the Sol-Fa syllables
under the notes. The students are allowed
to practice their sight-singing before
they record, but I ask them not to spend
more than 20 minutes on the assignment.
There are many options for recording and
uploading to Google Classroom. Students
record themselves singing using the
camera application on their iPad or phone
and upload the video to the assignment
using the Google Classroom application.
I post a PDF of the assignment, a link to
the starting pitch, and the scoring rubric
on the virtual assignment. Sometimes
the assignment includes a self-reflection
based on the rubric. The students write
these self-reflections in a private comment
on the assignment. Often, students will
self-reflect in a private comment even
if I do not assign a self-reflection. I will
respond with feedback in a private comment. This has been a great way to give
students specific and individual feedback
without taking away from class time.

the same example. When this happens,
the less experienced sight-singers may be
too challenged while the strong sightsingers may not be challenged enough.
To supplement the in-class sight-singing
that students do, I developed sight-singing
assignments that students complete
at home after each class. I compose
in-class sight-singing examples and
homework sight-singing examples
that use the same musical concepts
and I include different levels for each
homework assignment so that the more
experienced students can be challenged.
Throughout the year, I give three types
of homework sight-singing assignments:
• 5-point practice assignments
• 8-point formative assessments
• 10-point summative assessments
Students record all of their
assignments and submit them in
Google Classroom, sometimes
accompanied by a self-reflection.

Grading Submissions: Doctopus and Goobric

Google Classroom

Google Classroom is a web-based platform for announcements, assignments,
discussions, and more. It is free for school
districts that have a G Suite for Education
account. It integrates seamlessly with G
Suite services, including Gmail, Google
Docs, and Calendar. Teachers can
create a Classroom page for a class and
invite the students in that class. Though
Google Classroom is primarily an online
extension of the physical classroom,
administrators and special educators can
join a Classroom page to stay up-to-date
on what is happening in that class. Parents
and guardians can sign up to receive
guardian emails, which are summaries of
the Classroom page that include missing
work, upcoming work, and class activities.
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Fig 1. An example of a sight-singing assignment. Level 2 not pictured.

Teachers can post announcements,
assignments, and questions on a Google
Classroom page. They can also post
simultaneously to multiple classes on
Google Classroom, reuse old posts,
schedule assignments to appear at a
specific time, and save assignments as
drafts. Google Classroom connects easily
with Google Docs and allows students to
collaborate on one document or receive
individual documents for an assignment.
summer
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Google Classroom assignments are
added to students’ Google Calendars,
and all assignments, announcements,
and questions are emailed to students.
Using Google Classroom for
Sight-Singing Assignments

Students are provided with printed copies
of the in-class sight-singing and homework sight-singing assignments. Unless a
student is really struggling, I ask the stu-

Most frequently, I give 5-point practice
assignments in which students receive
an automatic 5 points for simply doing
the assignment on time. Though they do
not get teacher feedback on these assignments, students still benefit because they
practice and self-regulate at home. In the
8-point formative assessments, students
are given written feedback but still receive
the full 8 points for simply doing the
assignment. The 10-point summative
assessments are graded using a rubric.
Google has several extensions, including
Doctopus and Goobric, that integrate into
their applications and allow you to do
even more with these applications. Doctopus is a Google Sheets extension that helps
teachers manage and assess students’ work
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Fig4. (top), Fig 5. (middle):
Top: Google Classroom assignment
on a desktop computer from
the teacher’s perspective.
Middle: A student’s video and private
comments from the teacher’s perspective
in Google Classroom.

In Summary

Google Classroom and its extensions
enable me to efficiently and effectively
evaluate students on sight-singing and
other musicianship skills while tracking
their progress through grades and written
feedback throughout the year. For more
information and resources, visit my website at www.bhschorusandtheater.weebly.
com. There, you can view the presentation
I gave at the 2017 MMEA All-State
Conference and view examples of Google
Classroom assignments and my rubrics. •
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Fig 6. A Google Classroom assignment on a desktop computer from a student’s perspective.
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No Child Left on His or Her Behind
By Senna Longden, World Folk Dance Clinician

Sadly, it is also natural these days in the
United States for some people to say flatly
and without embarrassment, “I don’t
dance,” or for great numbers of people to
go through their lives without participating in the simplest communal music
games. Often, if children in the United
States participate in patterned dances or
play parties at all, they are in a school gym
or music room (thank you, teachers!),
although many teachers, with their
overwhelming work load, feel dance is an
“extra” for which they don’t have time.

I am very happy when I hear that my music educator friends
are teaching any form of movement to their students, especially communal music games or cultural dances. Moving
to music is vital to children’s social and emotional learning,
an important part of the human curriculum. Those of us
who teach and lead community movement activities know
that we are not only teaching rhythm, beat, form, tempo,
and all the other music elements, but we are also reinforcing
civility, cooperation, community, culture, character building, creativity, concentration, coordination, and curriculum
connections. (When they came up with the Common Core
curriculum, they played right into my list of “C’s.”)
One of the most enjoyable and accessible types of movement to teach is the
patterned dance form called “folk” or,
more often nowadays, “world dance.” It
may be called “traditional dance” in the
British Isles or in Arab lands, “peasant
dance” in parts of Europe or Asia, “village
dance” in the Balkan countries, or “tribal
dance” in sub-Saharan Africa, or all of
these terms may be used interchangeably. The simplest definition is that
“folk dance is what the folks do when
they’re dancing.” And we’re the folks!
26 |

It is a natural human urge to move to
music. Look at a baby bounce and wave
his arms when he hears a beat. See a
toddler spin around inside a circle,
holding out her skirt. Watch a kindergarten boy and girl as they try waltzing
together like the grownups are doing.
Think of all of the cultures in which the
most important part of any celebration
(after the food!) is joining hands as a
community and moving to the music.
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There is also a myth in our culture today
that “real men don’t dance.” Not true! In
other eras and cultures, it was the “real
men” who were the best dancers and
most respected males. As they mature,
our little guys may notice that the best
dancers have the best social life and
that a good dancer is seldom lonely.
One of my greatest pleasures is to hear a
parent tell me during a school residency,
“My child just loves what you’re doing.”
When I respond, “I’m so glad—what grade
is your child in?” invariably the answer is,
“He’s in the fifth grade.” Anyone reading
this knows that the important words in
this exchange are “He’s” and “fifth grade.”
I have seen in the past few years that, for
all genders, dancing has returned to our
society, thanks to television programs like
“Dancing with the Stars.” Although I am
personally not enamored with the competition and the outfits, I appreciate that
seeing football heroes do slinky tangos has
made dancing cool again. When you come
to my workshops, however, you do not
need to wear a sparkly bikini to enter the
room, and no one loses—everyone wins.

to live music, love listening to musicians
warming up, love watching them communicate nonverbally as they play, I also
appreciate recorded music, especially if
the goal of the lesson or event is to present
traditional ethnic dances. Even if they
are not live, recordings with authentic
instrumentation and styling can represent
cultures truthfully and respectfully.
In addition, each dance event and
lesson usually includes all the Multiple
Intelligences. Consider the Virginia
Reel—verbal/linguistic, logical/mathematical, visual/spatial, body/kinesthetic,
musical/rhythmic, and the important
interpersonal and intrapersonal.
Whether it’s live music or recorded,
whether it’s a csárdás or the Chicken
Dance, whether it is called folk,
traditional, or world dance, these movement activities are not “extras” in the
curriculum but vital to the development
of today’s youngsters and a civilizing
influence for all the peoples of our planet.
I so enjoyed dancing with many of you
at the All-State Conference in March. •
Sanna Longden is a world folk dance
educator, well-known for her active
and enjoyable workshops, professional
development courses, district in-services,
and school residencies all over North
America and beyond, including in Taiwan
and China. She is a contributing author to
the Silver Burdett/Pearson Making Music
textbooks and its new Interactive Music
series; her own FolkStyle Productions
DVDs and CDs are sold worldwide.

One reason why I love world dances is
that I really love the world’s music. Music
is the foundation of the movements—trite
but true. And although I love dancing
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Teaching Chorus for Impact for Life
By Faith M. Lueth, Berklee College of Music and Gordon College

Chorus teachers at every level go through the cycle of planning
for the concert, teaching the repertoire they have selected, and
directing the performance of that repertoire at the concert.
But what do we teach our students? Is it
just teaching the literature that will get
them through the next concert? Or is
there something else that goes beyond
the walls of the classroom and the K–12
experience? Is there something that
comes from the choral experience in
K–12 that continues to impact lives of
singers well into adulthood? If we take
the long view and do our job well, there
is a lasting impact that enriches the lives
of our singers at every stage of life.
We must ask ourselves what it is that we
want our choirs to learn and be able to
do. How can we teach effectively so that
we prepare them to sing beyond the K–12
years? Teaching Kids to Sing (the title of a
text by Ken Phillips) is really important.
If we do this right, they will carry with
them the tools and the passion to sing in
a group for the rest of their lives. If we do
less, we will have only taught the notes
and prepared the pieces, and the impact
will stop at the choir door. Realizing the
importance of singing and the choral
experience will energize us to teach in
such a way that our students will develop
and use vocal skill, musicianship, and
the ability to make artistic and music
decisions when they are on their own.

behavior. Singing levels the playing
field because every student can learn to
sing expressively and in tune. Research
reinforces the importance of teaching
singing and choir. It tells us that singing
enhances quality of life. Singing is not
only a powerful form of communication;
it also enhances the wellness of our body
and mind. When we sing, our neurotransmitters connect in new and different
ways. The stimulated right temporal lobe
of our brain helps to release endorphins
that make us healthier, happier, and more
creative. Singing with others in a choral
experience amplifies this effect. Singing in
a group even synchronizes our heartbeats!
What is it that gives our students a lasting
passion for making music with others in
choir? Music educators participating in
the Common Arts Assessment project
in Connecticut discovered that it was
the dimension of expression that made
a definitive difference in assessing
student work. We must ask ourselves,
“Have our students learned to sing
with expression?” “Have they learned
to respond to music expressively?”
“Have they received the tools to initiate
singing expressively on their own?”

It is powerful when we realize that we
teach a subject where everyone can
successfully participate and make music
through singing. Singing is a learned
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What is the key to developing singing
with expression in choirs? It is the
literature! The repertoire we give our
choirs must be appropriate for the
choir and allow us to teach singing
with expression and understanding. If
we never give our students music with
a lyrical line to sing, they won’t learn
how to shape a phrase. If we never give
them more than two-measure phrases,
they will never learn to develop breath
management and to sing through a phrase
with forward motion. Charles Hirt has
advised, “Teach the music—the notes will
come.” Music accuracy is important, but
we must do more than teach the notes!
Take a moment to think about the
music you have selected for your
choirs this year. There are many
considerations involved in selecting the
right literature for a particular choir,
but here are just a few to think about:
• What can they learn from the text?
Can they speak it expressively? Does
it evoke a visual image? Is the text
noble, or by a great poet? Will it
encourage the imagination? Choirs
who dramatize texts may find it
easier to sing that text expressively.
• Will the popularity of this
song last beyond this year?
• Does it meet the pedagogical need
of the choir (rather than being
just a cute piece you heard)?
• Does this piece reinforce the
development of good tone quality, or does it fight against it?
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• Does this piece have technical
problems that impede expression? Are
there things inherent in the music
that create unnecessary problems?
For example, if the tessitura of the
baritone part hovers around middle
C, it will be difficult for the newly
changed baritones to sing in tune.
Try singing each part. If you have
trouble (awkward intervals, etc.), your
students will have difficulty as well.
• Do the composers and arrangers of the repertoire write
lyrical and singable lines?
• Does this music allow your
students to shape phrases? Folk
songs are a wonderful resource.
This singable literature provides a
wonderful variety and opportunity
to explore the tone color palette.
• Is there a variety of genres and difficulty? Are there pieces that are easily
accessible, moderately difficult, and
more challenging? Literature that is all
easily accessible or all very challenging
leads to problems with discipline and
other aspects of classroom culture.
• Does the piece flow logically so
the choir can easily hear it?
• Is the harmonic tempo too fast?
Will it impede the development of
tone quality and expressiveness?
• Is the range appropriate for this
choir? Know what the ranges are
for voice parts in your choir.
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The selection of repertoire is probably 90%
of the job we have as choral music educators. Selecting the right literature can set
the choir up for success. Conversely, making poor choices in the selection of repertoire can prevent the choir from reaching
its potential. I always find it helpful to
have a couple of pieces ready to begin
the year, but usually wait until I hear the
choir to finish the repertoire selection.
There are several questions to ask as you
listen to your choir. What is the sound
of this choir? Where is their optimum
sound? What challenges does this choir
have? If the sopranos don’t have a high
tessitura, this may not be the year to do
Lift Thine Eyes. If the choir has a heavy
sound and is prone to intonation problems, begin with a piece that develops the
open vowel, a lighter but supported sound.
Make sure that the repertoire helps to
build the potential of the choir. Take
note of where the choir’s optimum
sound is, and envision the potential of
the choir. Begin the year with pieces
that will build the sound! Pieces in
Latin—where students can explore the
open vowel sound—are excellent. Pieces
like Byrd’s Non Nobis Domine or Caccini’s
Dona Nobis Pacem are just a couple of
examples of helpful repertoire. For older
treble choirs, the Stroope Lux Aeterna
or the beautiful Erev Shel Shoshanim in
Hebrew for mixed choirs are wonderful
for building tone quality and expression in the beginning of the year.

level, vocal maturation, and range of the
particular choir. If treble voices or newly
changed voices are struggling to produce
a sound that is out of their range, they
will never be able to sing expressively.
More than that, they will feel like failures.
Students know when they have done well
and when the result is less than stellar.
They know when they have done their
best expressively. Give them music where
they can soar. They will never forget it!
Building the Capacity
for Expressive Response

All too often choirs sing with blank
expression, huddled together, and
absolutely still, with no hint of movement
or response to the music. How can a
conductor build an expressive response?
First, model the response. Use your facial
expression (not mouthing the words!), an
economical but descriptive conducting
gesture, and body language to show that
you are connected to the music. Your
choir will give back to you what they see.
If you want them to sing with line, you
must show that in your conducting.
Warmups can also be helpful in building response in choirs. What follows
are some ways you and your students
may use movement in warmups and
rehearsals to build response.
• Have students mirror your
facial expressions, or pair them
and have them mirror each
other’s facial expressions.

There is a plethora of great music to use
at every level. It is important to give the
choir music that they can sing expressively. But the music must match the age
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• Sing a 5-note downward pattern
while moving your hand vertically.
• Use the motion of throwing a Frisbee
while projecting the sound.
• Use a paintbrush motion
while singing legato.
• Pantomime pulling the sound
out from your center and
feeling the resistance.
• Pantomime holding a large
basket or barrel to reinforce
the depth of a sound.
• Mark the word stress in their
scores, and devise a motion/
movement to reinforce it.

evaluate movement and expression.
Allow them to express some constructive criticism in writing or aloud.
We have a wonderful opportunity to
teach students to sing expressively and
well so that they can make musical and
artistic decisions after they leave our
classrooms. We need to give them the
tools to be musical for the rest of their
lives! Selecting the right literature,
engaging them in responding to the
music, and nurturing expression will
help give them those tools and add to
the enrichment of their adult lives. •

Faith M. Lueth has
taught choral music
at all levels. She is
a professor of music
education at Berklee
College of Music and
conducts the Gordon
College Women’s
Choir. An active clinician and
conductor, she has been a consultant
to several school districts. She is a past
president of MA ACDA and MMEA.

• Have them draw a phrase with
their arms as they sing a phrase.
• Pantomime pulling taffy as
students sing through a line.
• Make circles in forward motion as
they sing through the phrase.
The choir can then be engaged in
evaluating their own expressiveness.
Have one section sing while the other
section listens and evaluates expressiveness, facial expressions, etc. You can
select two students at a time to listen
and watch the rest of the choir as they
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Digging Deeper with the Blues Scale
By Joel Yennior, Westwood Public Schools and the New England Conservatory

Teaching students to improvise with the blues
scale has long been the convention when
introducing students to the realm of jazz
improvisation. When played over a standard
jazz 12-bar blues form, an improviser can
experiment with using notes from the blues
scale without being concerned with outlining
specific chord changes or having to incorporate a series of intricate chord scales. Most
beginners are at least vaguely familiar with the
sonority of the blues scale due to its prevalence
in popular music. In this regard, the blues
scale can be an excellent vehicle for helping to
develop skill with improvisation. That being
said, the blues scale is also subtly complex and
can require some additional guidance to help
developing improvisers to better understand
this scale and to use it convincingly.
The Blues: Just a Scale or Something More?

The origins of the blues stem directly from African musical
traditions and from the merging of African and early African
American musical styles. When listening to recordings of
early African American spirituals, work songs, and early jazz
music, it becomes evident that, historically speaking, the
“blues” refers to far more than a collection of scale tones or
even a particular musical form. In fact, early jazz and blues
players incorporated a variety of chord and scale tones in their
playing. They also featured an extensive use of bends, glissandi,
and other subtle pitch inflections—in addition to expressive
variations in timbre—that are all important characteristics
of the blues. (Bessie Smith’s 1925 recording of “St. Louis
Blues” featuring Louis Armstrong is one excellent example.)

When teaching improvisation with the blues scale, it is
important to recognize that many of the subtleties of the
blues are impossible to describe in words or to fully notate
but can only be truly appreciated and assimilated through
extensive listening and practice. Helping students appreciate
the history of the blues through listening and discussion can
help foster a deeper appreciation and understanding of this
musical style. In addition, learning blues “heads”—particularly
older blues like “St. Louis Blues” (blues form with intro verse),
riff blues such as “C Jam Blues,” “Sonnymoon for Two,” and
“Bag’s Groove,” and motivic heads like “Blues in the Closet,”
“Now’s the Time,” and “Tenor Madness” can help to provide
a better understanding of jazz and blues style and phrasing.
Theoretical Considerations

The blues scale is very closely related to the minor
pentatonic scale (with the addition of the # 4), which
can be derived from a natural minor scale:

Blues Scale Comparison Chart: I7 Chord
C Blues Scale:

C

C7 Chord (I7)

Root

Eb

#9

F

F#

G

C

11

#11

Bb

5

b7

Root

F

F#

G

Bb

C

Root

b9

9

11

5

Blues Scale Comparison Chart: IV7 Chord
C Blues Scale:

C

F7 Chord (IV7)

5

Eb

b7

Blues Scale Comparison Chart: V7 Chord
C Blues Scale:

C

Eb

F

F#

G

G7 Chord (V7)

11

b 13

b7

7

Root

Bb
#9

Note: The shaded boxes indicate the level of dissonance
of each scale tone as sounded against each chord;
darker shading indicates greater dissonance.
Teaching Strategies: Rhythm, Swing Feel,
Phrasing, and Listening Skills

The # 4 is typically performed as an approach
tone when playing the blues, either descending
to the 4th scale step or ascending to the 5th.

When played in isolation over a blues progression, the # 4—as
well as other pitches within the blues scale—can sound rather
dissonant, depending on the particular chord being sounded.
Here is a brief analysis of the blues scale tones as they relate
the I7, IV7, and V7 chords in a basic 12-bar blues progression:

When introducing improvisation using the blues scale,
instilling a strong sense of rhythm, swing feel, and phrasing is more important than familiarizing students with
a new set of notes and fingerings. To help address these
goals, practice with the blues scale should incorporate
basic swing rhythms played in short phrases.
Performing simple, rhythmic, 2- or 4-bar echo patterns is an excellent way to warm up an ensemble
for improvising with the blues scale and can help
students to develop listening skills that will enable them
to interact more intuitively within an ensemble.
A few suggestions:
• Begin with the root of the blues scale, and
add successive notes when students are able
to echo the initial patterns accurately.

C
11

• As a general rule, this exercise works best when
each pattern starts with the root and changes only
to the next note(s) of the scale in succession.
• More advanced ensembles might experiment with
playing this exercise using longer phrases, playing a
descending blues scale (starting at the octave), or starting on specified scale degrees other than the root.
Getting More Mileage Out of the Blues
Scale and Major Blues Scale

In addition to the standard 12-bar blues, the blues scale
often works well over tunes with primarily diatonic chord
progressions that remain mostly in one key area. A few possible candidates would be “Softly as in a Morning Sunrise,”
“Sugar,” “Summertime,” and “Moanin’.” Additionally, tunes
that move from I7 to bVI7, such as “Nostalgia in Times Square”
and “Cantaloupe Island,” also work well with the blues scale.
Starting a blues scale on its second note ( b 3) reveals its
relative major variant. The major blues scale can also
be thought of as a major pentatonic scale with a #2.

The major blues scale provides an entirely different
harmonic color and can be heard in a variety of settings.
One particularly clear example of the major blues scale can
be heard in the repeated instrumental unison section of
Stevie Wonder’s “Sir Duke.” Rhythm changes like “I Got
Rhythm” and “Perdido” (A-sections) are excellent vehicles
for exploring the major blues scale, as well as other diatonic
chord progressions that remain within a single key center.
A tune like “Autumn Leaves” that progresses from major to
its relative minor also allows an improviser to explore both
forms of the blues scale while using the same set of notes.

• Limiting the exercise to a single note at the beginning allows for a greater focus on the rhythmic
aspects of the phrases and builds confidence
as new pitches are added systematically.
• Once students gain some experience echoing these
patterns, they can also be given a turn as the leader.
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The Importance of Listening

Helping students learn to appreciate the
subtle complexities of the blues scale and
internalize the nuances of the blues style
through thoughtful listening will deepen
their understanding and enjoyment of the
blues and of jazz improvisation. Whether
teaching exclusively with the blues scale
and the standard blues form or encouraging students to explore new harmonic
settings and to incorporate additional
improvisational devices, keeping these
considerations in mind can go a long
way toward helping them become more
authentic and informed improvisers. •
Suggested Blues Listening List:

Hattie Ellis: “Desert Blues” (Alan
Lomax Collection) (1933)
Rex Stewart (with Jack Teagarden):
“Big Eight Blues” (1940)
Duke Ellington: “C Jam Blues” (1942)
Charlie Parker/Norman Granz Jam
Session: “Funky Blues” (1952)
Sonny Rollins: “Sonnymoon
for Two” (from A Night at the
Village Vanguard) (1957)
Ornette Coleman: “When Will
the Blues Leave” (1958)
Stanley Turrentine: “Sugar” (1971)
Joel Yennior currently teaches in Westwood
and at NEC and performs as a trombonist.
He has written for the International
Trombone Association Journal, Learn
Jazz Faster.com, and the Huffington Post.
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Voices from the Urban music classroom

Interviewing Tips: Both Sides of the Table

Engaging Students Through Repertoire

By Kate Hayashi, Belmont Public Schools

By Christopher Schroeder, Conservatory Lab Charter School

For those of you who are in the process of interviewing for
your first professional employment or for those who are
thinking of changing school districts and may need a refresher
course, this article is for you. In either case, best of luck!

Conservatory Lab Charter School in Dorchester, Massachusetts is the first primary
school in the country to immerse each student in 1.5–2 hours of daily music instruction
as part of its core curriculum. Acceptance into the school is based on lottery, and there
are no auditions for the ensembles. All 444 students are offered the choice of a string,
wind, brass, or percussion instrument at no charge and play in one of eleven ensembles.

—Mary Correia
As a new professional, I have had the
opportunity to take part in many new
learning experiences, including acting
as part of interview panels. During this
process, I found myself thinking about
the current candidates and wondered
how my own interview for my job
compared. What did I do well to get
the job? How did I stand out? How
can I improve my interview skills?

Take a moment before you answer.

Based on feedback from my colleagues
about my own interview and my
perceptions of other candidates, here
are some thoughts on being your best
self during the interview process:

When we get excited, it is common to rush
into answers and speak quickly while not
answering the original question. Slow
down when you respond during your
interview. Be present with the panel.
Hear the question presented, and count
to 3 before you answer. After all of that
scripting, you will probably already
know what you want to say, but taking
this time to listen and reflect shows that
you value your words and the panel’s
time and attention. Pausing to collect
and clearly articulate your thoughts
displays groundedness and maturity.

Do your homework.

Answer concisely.

Preparedness is key. Can it be tedious
scripting answers and stories to hundreds
of questions and then practicing saying
them? Yes. However, having the answers
readily thought through ahead of time will
make it easier to answer clearly during the
interview. Is it worth planning your outfit
in advance? Yes. Even something as small
as a hair tie can be a distraction. Should
I bring a portfolio with my resumé,
previous work, and aspirations? Yes.
Taking time to make these basic arrangements and put your best self forward
shows your potential future colleagues
not only that you want the job but also
that you can be an asset to the educational
and professional culture in the district.

Once you take a moment to reflect before
you respond, it is likely that you will more
directly answer your given question.
Some questions can be answered quickly,
and they should be. Other questions,
especially those requiring stories, can be
opportunities to share your personality
and previous experiences in ways that
could help you in your next position.
In either scenario, have direction in
your response, and find a clear and
confident final cadence to your answer.
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Be yourself.

Interviews and teaching observations can
fill us with many emotions—primarily, for
many of us, nervousness and anxiety—but
notice other important emotions, too, like
curiosity, joy, humor, and humility. Focus
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on your best qualities, and let your personality highlight your professional work.
Some of the best moments in interviews
are the most organic—when candidates
feel comfortable expressing their personalities within the professional culture.
Each interview situation will be different
no matter how well you prepare. This
is good and important! The interview
process is as much an opportunity for you
to interview the department, school, and
district as it is one for them to interview
you. As you go through this process,
consider how you will be able to build
connections with students and your
colleagues as well as how you will learn
and develop as a professional. This is an
exciting time in your career, so enjoy it! •
Kate Hayashi
teaches K-6 general
music, 5th grade
chorus, and All-Town
Elementary Chorus
in the Belmont Public
Schools. Additionally,
she is the assistant conductor to the
Gordon College Children’s Choir and has
adjudicated auditions for the All-State
Treble Chorus. She is currently a member
of MMEA, ACDA, ENME, and FAME.
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In rehearsal, we differentiate instruction
by playing and singing scale degrees,
letter names, finger combinations, and
lyrics. The use of multiple literacies allows
students to approach the music in various
ways, resulting in a greater understanding
of the content, high levels of engagement,
more confidence when playing, and a
healthy flow to the rehearsal. Once the
young musicians are playing with a full,
supported sound, we begin to introduce
standard notation using arrangements
with notes in comfortable ranges
(especially with regard to high brass).

Engagement and motivation are always topics of conversation
between educators and arts leaders. Strategies involving daily
learning targets, long-term individual and ensemble goals,
empowering words and slogans, and regular communication
with students and families can be effective tools. At Conservatory Lab, we are constantly exploring ways to engage and
motivate our students through the repertoire in our compulsory music program. We might pass out an arrangement of the
latest pop song, juxtaposing this work with level-appropriate
arrangements from the classical canon of orchestral and wind
ensemble repertoire. Additionally, we create opportunities
for students to develop their own voices through creative
composition games and art projects. The repertoire teachers
and students work on, from the variety of level-appropriate
repertoire to the process by which it is selected and introduced
to the quality and excitement of the performances themselves,
all play a vital role in the students’ investment in the weekly
work and motivation to continue to challenge themselves
on a continual basis.
Engaging Performances
with Accessible Music

Creating an engaging performance
with the students is the first thing I
think about as an ensemble director.
Your audience is important because
they are your musicians’ parents, school
leadership, or even potential funders,
as in the case of a charter or non-profit.
While some audience members may
have an appreciation for a formal concert
experience, creating simple ways to
engage them with singing and clapping
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The sound quality of the ensemble and
the lively performances are primary at
this stage in their development. In many
ways, the overall musical experience
for the students and the impact on the
audience is prioritized over literacy in
the first years. The rush of a successful
performance and acknowledgement from
the audience can be empowering, making
it easier to build intrinsic motivation
to begin what can be an arduous task
of deciphering standard notation.
Arrangements Centered
on Student Success

to classics can be a great way to include
them in the performance. Moreover, tunes
like “When the Saints Go Marching In,”
“This Little Light of Mine,” and “Second
Line” have easily recognizable melodies
and expandable forms to include singing,
clapping, or simple drum parts, and
they can be taught with nontraditional
notation. Our 4th and 5th grade beginner wind and brass players learn these
pieces by way of scale degrees. “Saints”
would be (1,3,4 | 5—, 1,3,4 | 5—, etc.).

Choosing classical music that has
caché and recognizable melodies can
be an easy way to gain initial buy-in
from the students. An arrangement
of “Morning Mood” and “In the Hall
of the Mountain King” from Grieg’s
Peer Gynt or Tchaikovsky’s overture to
Romeo and Juliet, with its timeless love
theme, are great classical choices. A less
recognizable piece, like Gliere’s “Russian
Sailor’s Dance” from The Red Poppy,
can be highly successful with its themeand-variations form, minor melody, and
energetic intro and finale. With the youth
arrangements for many of these pieces,
several parts are doubled, helping to
promote a confident ensemble sound.
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One year, we worked on an arrangement of Dukas’s famous The Sorcerer’s
Apprentice with our advanced middle
school orchestra. However, with so many
exposed parts, the orchestra struggled and
the overall performance and reception
of the piece were lackluster at best. That
same year, I arranged a rhythmicallydemanding “I Want You Back” from the
Jackson 5 that had many doubled parts
in the winds and strings. The students
played with such confidence and accuracy
that we ended up performing this at the
DCR Hatch Memorial Shell in downtown
Boston to an audience of nearly 1,000.
Scaffolding

Part of investing in and engaging students
involves creating opportunities for
students to select performance pieces.
As students enter into older grades,
we have them help design elements for
the concerts. They arrange set lists and
create posters and marketing materials.
Including students in the music selection process helps to foster a vested
interest in the music and quality of our
rehearsals. Offering choices based on
students’ interests can certainly aid the
process. Creating space in rehearsals for
written reflections on musical interests,
students’ responses to listening examples,
and conversations about the role of
music in their own lives all contribute
to students’ feeling of ownership over
the process of musical creation.
Being Creative with Scales

Every winds and brass class at Conservatory Lab begins with long tones with
minimal verbal instruction. Using my
trumpet, the students and I engage in
call-and-response exercises that begin
with two- and three-note stepwise
patterns, and we eventually move
towards longer, chromatic melodies as
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the ensemble advances. These exercises
lead into playing scales with a drone (one
group plays the scale while another group
sustains the tonic of the scale) and then
transition to playing scales in four-part
rounds. The focus is always on developing individual sound, aural skills, and
ensemble blend. However, the underlying
intention of these exercises is to build each
child’s independence and confidence on
their instrument. Adding some percussive
elements and a backbeat on beats 2 and 4
are quick ways to reenergize the ensemble.
This scale exercise organically leads to
learning simple melodies like “Frère
Jacque” (1,2,3,1 | 1,2,3,1 | 3,4,5— | 3,4,5—),
“Saints,” and so forth. This entire scale
ritual, from the initial call-and-response
to the progressive scale exercises to the
expansion of the lesson with multiple
literacies, reinforces aural and technical
skills, and allows students to play for a
large majority of the rehearsal. Reducing
the amount of verbal instruction and
increasing the time in which students are
actually playing in rehearsal is important.
Increasing time on the instruments will
improve their overall sound quality, and
when students sound good, they feel good
and build confidence in their abilities,
empowering them to continue to improve.
Student Achievement

Over the last several years, we have built
a music program at Conservatory Lab
Charter School in Dorchester, Massachusetts, that has effectively engaged
students as musicians from preschool
through middle school. Many of our
graduates have been accepted into Boston
Arts Academy and other high schools,
where they continue to play and perform.
Some current and former students
participate in programs at Longy School
of Music, Berklee City Music, and NEC
Prep. We still have challenges on a daily

basis. Sometimes our instructors, like
many of you, find themselves in a room
with 25 first-year musicians during an
after-school recess slump, trying to get
them excited about music making. But
by creating engaging musical experiences
for students through repertoire and
performance, we are making music
lovers of them, one day at a time.
The success of the program can be
measured in student attendance, in
student achievement, in the excitement
they have for music throughout the
year, and in the overall success of
our graduates, both as musicians and
good citizens in their community. •
Christopher Schroeder
serves as Director of
Community Engagement and Music
Director at Conservatory Lab Charter
School. He has been at
the forefront of social
activism nationally
through music as a teaching artist for
the Los Angeles Philharmonic’s National
Take A Stand Festival, as a program
director for El Sistema Side by Side at
Longy School of Music of Bard College,
and as a consultant for Conn-Selmer’s
Education Support Network. To find out
more visit www.christopher-schroeder.com.
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News Brief

To Nominate or Not to Nominate—Help!

By Paul Pitts, MAJE President

By Noreen Diamond Burdett, Boston Conservatory at Berklee

This summer, I hope everyone gets some vacation time.
But before you begin, here are a few notes from MAJE.

Music educators are undoubtedly the busiest people on
the entire planet. Planning
lessons, choosing repertoire,
practicing, performing,
uploading evidence for evaluations… There is just no time
for anything else, right?

After another solid 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. There was a great
audience this year at the finals, and
everyone really enjoyed the Jeff Holmes
Big Band. We are planning to continue
to provide educational, entertaining,
and inspiring performances for our
teachers and student performers. If you
have any ideas or are aware of some
great clinics that you have attended,
please send those ideas along to us. Paul
Alberta has done a great job bringing
in new judges from jazz programs from
colleges in the New England area.
If you have any billing questions, please
send them to our treasurer, Mr. David
Kaminski from Marshfield Public
Schools. His contact information is on
our website. Please let your purchasing agent know about the change.

the dates for our festivals for next year.
2017–2018 Festival Schedule Announced

MAJE-Sponsored Clinicians Available

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 all
be found online at www.MAJAZZED.
org. Check it out when you have a
chance. We are currently working on
finalizing the dates and sites for next
year as I write this letter. They will be
complete on the website by the time
this issue of the journal comes out.

This program offers funds to MMEA
member schools to offset the cost of
bringing 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 valuable asset
for jazz educators for the past year.

Clinics at All-State in 2018

MAJE will be sponsoring some clinics
at the MMEA All-State Conference
in 2018. Topics to be covered will be
the Jazz Rhythm Section 101, the
Jazz Rhythm Section 201, and Jazz
Chart Selection for Your Ensemble.
Please visit www.MAJAZZED.org for
more information about these topics and

For more information, please visit
www.MAJAZZED.org or contact
Doulas Olsen, Medfield High School,
at dolsen@medfield.mec.edu. •

As I begin my third year as your president,
I look forward to hearing from you about
ways to increase the accessibility and
visibility of jazz education in our state.

I remember how impressed my superintendent was when she attended one of the
MMEA awards ceremonies. She thought
it was remarkable that members were
acknowledged for their work with a standing ovation from the entire membership
at the general meeting. She said she found
herself standing and cheering for each
recipient, even though she knew none of
them, because their biographic stories
were so compelling. She was deeply moved
by the sense of family that she witnessed.

Best wishes to
everyone for a great
summer ahead,
Paul J Pitts, MAJE
President 2017–2018
ppitts@bostonpublicschools.org
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However, there is just one more thing
that I am asking MMEA members to add
to their plate, and that is to nominate
worthy, deserving candidates for the
MMEA awards. If you truly do not know
of anyone whom you could nominate
(i.e., none of your colleagues or advocates
match the requirements for any of the
awards), then read no further. If you
think that awards are not important, then
contact any recipient of the Distinguished
Service Award, the Lowell Mason Award,
the Visionary Leadership Award, the
Donna Nagle Award, or the Advocacy
Award and ask them what receiving that
award meant to them. After talking with
them, I am certain that you will understand how important it is for our membership to honor each other’s contributions
to music education in Massachusetts.
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Cecil Adderley, Higher Ed Council, stands with the 2017 Collegiate award recipients.

Okay, so have I won you over yet?
Would it help if I told you that Lowell
Mason must be turning over in his
grave because no one received his
award this year? Surely we have many
music educators who deserved to
receive this award, but we can’t give
out the award if no one is nominated!
At the general membership meeting this
year, I asked everyone to stand and take
a pledge that they would check out the
recipient lists for all of the MMEA awards
on the website. Next, if they knew of
someone who fit all of the qualifications
(listed on the website) who had not yet
received the award, they would take the
time to fill out the nomination paper,
get the resume of the candidate, write
a letter of endorsement, and send it
to me before the deadline. Ta-dah!

Unfortunately the entire membership
was not in attendance at the meeting and therefore did not take this
pledge! Please take the pledge right
now. As Nike says, “just do it!”
I am hoping my mail delivery person
has to get an extra backpack to carry
all of the nominations to my mailbox.
I am praying that Lowell Mason will
forgive us for this one forgotten year.
Mostly, I am looking forward to seeing
everyone standing and cheering for the
recipients at next year’s conference. •
Dr. Noreen
Diamond Burdett is
on the faculty of The
Boston Conservatory
at Berklee and is
the MMEA Awards
Chairperson.
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2017 AWARD WINNERS
Distinguished Service Award:
Dr. Ruth Debrot
Lowell Mason Award:
none
Visionary Leadership Award:
David Neves
Donna Nagle Award
for General Music:
Katie Dexter
Advocacy Award:
none
Other Awards:
Donna Nagle Award for General Music: Katie Dexter

MICAA:

Visionary Leadership Award: David Neves

MAJE Lifetime Achievement: Jeffrey Leonard

Michael Mucci
MAJE Lifetime Achievement:
Jeffrey Leonard
For a full listing of award descriptions
and nomination requirements,
please visit:
http://massmea.org/newsevents/
all-state-conference/awards

Distinguished Service Award: Dr. Ruth Debrot
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District Reports
Eastern District
I can’t believe the end of the school
year is upon us. We have had a
wonderful year, and I’d like to take
this opportunity to thank all of the
teachers in the Eastern District, as
well as thank our board members
for all their work this year.
Both Junior and Senior Festivals were
fantastic, and we had more students
audition than ever before. A huge
thanks to Kevin Maier, Jeff Daniels,
and Maggie McKenna for all of their
work on the festivals, as well as to Chris
Memoli for handling the auditions.
Our General Music Festival was
outstanding and well-attended by
students and teachers alike. Thanks
to Sara Allan for organizing this
event. Stay tuned; information about
next year’s festival is in the works!
Advocacy and Outreach chair Dan
Rivenburgh continues to do amazing
work and is continually reaching out to

teachers to create community among
our districts. Please consider coming
to a Peer Concert or offering up your
concert as a chance for us to gather
together. Dan has also been working
with the DESE, and, as we announced at
our general meeting, Eastern District is
now able to provide PDPs to managers
and assistant managers! Thanks to Dan
to all of his work, and if you’re interested
in getting involved, don’t hesitate to
reach out to Dan or any board member.

work tirelessly both in the public eye
and behind the scenes to ensure that
Eastern District runs smoothly.
And finally, thanks to YOU, all of the
teachers. Seeing the work you are doing
in auditions, ensemble festivals, and the
general music festival, and observing
firsthand the high quality of all of these
events, I’ve been amazed by your dedication and hard work. Thanks for all you do,
day in and day out throughout the year.
We have plans underway to gather in
August before the school year starts.
Follow our Eastern District Facebook page
for updates and information. Our General
Meeting/Dinner is currently scheduled
for Monday, October 16, so save the date!
I wish you all a wonderful summer, and
I look forward to seeing you in the fall.

I would also like to thank Rhoda
Bernard for her many years of service
to the Eastern District Board. Rhoda
will be ending her term at the end of
this school year. We’d like to welcome
Dr. Sommer Forrester from UMass
Boston to the Eastern District Board
as the Higher Education Liaison.

Best wishes,

The ongoing work by board members
Chris Noce, Rebecca Damiani, Howard
Worona, and Ryan Snyder also needs
to be recognized. These teachers

—Heather Cote,
Eastern District Chair

Central District
Greetings and salutations to all!
The light at the end of the tunnel is bright
as I write these words, as is the sunshine.
This is a great time to take a moment and
reflect on your successes, as well as your
not-quite-so-memorable moments. Jot
down the things that worked and list out a
few things that could use a bit of tweaking. Many of us fall into the habit of “I’ll
take care of that later.” Now is a great time
to organize your thoughts and maybe
sign up for that professional development
course you’ve always wanted to take.
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We at Central District have also been
reflecting on our experiences and organizing our thoughts during the spring.
We have been working on reviewing
and updating all of our Festival Scales
and Audition forms. At the same time,
we have been working on revising our
Junior Festival string solos, jazz solos,
and vocal solos. This was a large task
made possible through the hard work of
our board members and several district
volunteers. The final recommendations
and vote were made at our Spring Dinner
meeting. It was held at O’Connors in
Worcester on Tuesday, June 6. Thanks
to everyone who has helped so far!

You will be able to check out the final
results of the vote on our website, www.
cdmmea.org, after the meeting.
As always, feel free to drop any of
the Central District board members
a note if you have any thoughts,
suggestions, ideas, or comments.
Enjoy the sun and warmth,
—Steve Archambault,
Central District Chair
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Southeastern District
At the time of our last report, our
Senior Festival had been cancelled
and we as a district were feeling
rather dismal about any possibility
of rescheduling the festival due to
the incredible list of logistics that
come into play when planning a
festival months and even a year in
advance, let alone in only a few days!
However, Southeastern District proved
to be a dedicated and persistent group
of music educators as always, and our
festival proceeded to conclude on Sunday,
January 29 at UMass Dartmouth. Our
gracious and fearless hosts, Tobias Monte,
Dr. Ronald Sherwin, and Charlene
Monte, moved the proverbial mountains
to be sure that all students who were
able to participate in the festival with us
could. Directors stepped up to the plate
to fill in as musicians needed in various
ensembles, teachers networked to bring
in professionals to fill in any other needed
spots, and managers even filled in as
conductors to ensure that our students
had the opportunity to see their effort
through to the final product. The dedication and fierce passion that is shared
throughout our district is contagious,
and it was evident at the conclusion of
this festival. We are grateful to you all,
especially Tobey, Ronnie, and Charlene,
and all of you at UMass Dartmouth.
Our Junior Festival was held with great
success as well! We gathered at Nauset
Middle School in Orleans the first weekend in March. Berg Hagopian, Beverly
DiPaola, and Megan Anthony hosted with
ease and expertise, thanks to the help
of their parent organization. Students,
teachers, and conductors collaborated
with the highest musicianship to provide
a superb musical learning experience for

Northeastern District
all involved. An added highlight to the
festival weekend was getting to see one of
our Southeast student alumni return as a
conductor! Reagan Paras of Anna Maria
College graduated from high school in
Bourne and attended junior and senior
festivals while growing up. It was a unique
experience to share with the students,
and its effect was rewarding for all.
If you haven’t done so yet, please be sure
to check the website for festival concert
recordings that can be downloaded for
free to share with all who are interested.
At each festival, we hold general membership meetings and encourage members to
attend. If you have ideas for the district
or would like to network and see the
product of hard work of both our teachers
and our students, please do come!
For the rest of the year ahead, we are
working on ways to provide PDPs to our
teachers during our festivals and beyond,
working on the beginnings of a general
music festival, finalizing the calendar for
2017–2018, and looking ahead to other

exciting things. As always, if you’re
interested in getting more involved in
our festivals, contact our festival chairs!
If you ever have concerns that you are
not receiving emails with important
information, be sure your email is up
to date in our system. Please log in to
the registration portal and update your
school’s information. Use social media?
Please be sure to like us on Facebook
at “Massachusetts Music Educators
Association Southeastern District”
and follow us on Twitter @semmea.
Thanks again,
—Stephanie Riley
Southeastern
District Chair
“Ah, music,” he said,
wiping his eyes.
“A magic beyond
all we do here!”

Over the past two years, the
hardworking executive board has
accomplished so much that I can
only begin to list some of it here:
• new grades 4 & 5 Treble Choir
• new Senior District Festival
Percussion Ensemble
• major overhaul of instrumental
and vocal score sheets
• new locations for both the
Junior and Senior Festivals
• commission works by Dr. Andrew
Boysen Jr. and Carrie Lane Gruselle
• Annual Professional Development Days organized by our
new coordinator of PD

western District CONT’D
It was great to see so many of you at
the All-State Conference this year.
I hope everyone found information
and inspiration from the sessions
and performing ensembles.
In district news, our current Vocal
Coordinator, Ann-Marie Desautelle,
will be stepping down at the end of this
year. It has been a pleasure working
with her. The district has certainly
benefitted from her expertise over her
many years of service. On behalf of the

• published seating and tiebreaking procedure to help teachers
explain to students/parents
• transformed chromatic
scale to triplet form
• developed a new festival
instrumentation selection to help
conductors select programs
• new auditions coordinator who
helps create continuity year to year
with auditions and takes a lot off
of the festival coordinator’s plate
• moved our library to a central
location storage facility
But we’re not done yet!
Our upcoming goals:
• beginning the conversation of equity:
How can we make it so that all
economic backgrounds can afford
to participate in our festivals?
• applying to be an official Massachusetts PD Provider

—J.K. Rowling, Harry Potter
and the Sorcerer’s Stone

western District
Congratulations on the completion
of another school year! Things
are going well in the Western
District. We have a nearly full
slate of managers for next year
and things are shaping up nicely.
That being said, there is still a
lot of work yet to be done. Please
email me to see what you can do!

What a time we’ve had
together in the Northeastern
District of MMEA!

district, I offer Ann-Marie heartfelt
thanks and wish her the best of luck.
For more information and to keep up to
date, please follow us on Facebook (http://
www.facebook.com/mmeawesterndistrict)
or on Twitter @MMEAWD. You can also
sign up for text message notifications
on our website, www.mmeawd.org.
—Will Choe,
Western District Chair
mmeawdjuniorauditions@gmail.com

A big congratulations to Tyler Polston
and his managers for putting together
a spectacular Treble Choir! After a year
of planning, the event was an amazing
success! Also a big thank you to Tom
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On a personal note, thank you for your
support these past two years, and I offer a
sincere thank you to our executive board.
My mission as chairperson was to push
the excellence level of what we offer to
new extremes. The board took these crazy
ideas and made them happen. Thank you
also to all of the coordinators and managers who give their time in order to make
sure our students are offered excellent
opportunities for growth in musicianship.
Thank you to the music teachers of the
Northeastern District for fighting the
good fight each and every day, aiming to
give the best education to our students.
Signing Off,
—Tony Beatrice,
Northeastern
District Chair
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Bankert and all of the faculty from
Wakefield who hosted the Elementary and
Junior Festivals. Professor Deb Huber is
owed many thanks for hosting the Senior
Festival at UMass Lowell. Lastly, thank
you to Matthew Eaton and Tom Bankert
for their service as Festival Coordinators.
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Online Professional Development from NAfME:
Accessible and Affordable
By Ruth A. Debrot, D.M.A., MMEJ General Music Editor, Sharon Public Schools

Looking for a few new lessons? Do you want to earn PDPs
at home or as you sit by the pool? Relax, get a cool beverage,
and visit the NAfME website. You will find many new and
innovative ideas posted by educators from around the county,
ideas that are only one click away. The purpose of this article
is to familiarize you with some of the opportunities for professional development you can find on the NAfME website. You
can also contribute lessons, which is a way to get recognition
for your work and a way to earn PDPs at the same time.
Lesson Plan Database

For almost twenty years, NAfME has
been building a database of lesson plans.
Members can log on to My Music Class®
to view and share lessons and ideas with
colleagues from all over the United States.
There are nearly 900 lessons already
in the system. However, if you want to
contribute your own lessons, the system
will take you, step-by-step, through the
way the standards are laid out, making it
easy to post your lesson ideas. By sharing
creative ideas, we can help better music
programs for all our students. Log on
to My Music Class® to contribute an
idea and search the library of lessons as
it grows. (Instructions for Submitting
Lessons to NAfME’s My Music Class®)
NAfME Academy

If you missed “Gospel Music is Good
News in the Classroom,” presented by
Anne Smith at the MMEA All-State Conference, don’t worry. You can attend her
webinar through the NAfME Academy
(http://shop.nafme.org/product-category/
nafme-academy/). The Academy allows
educators to access relevant professional
development they need to further enhance
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their teaching and to serve the needs of
students through dynamic and effective
materials and learning opportunities.
You can choose among 60 hours of
professional development webinars on a
range of topics that include improvisation, inclusion, the adaptive classroom,
project-based learning, folk dancing,
conversational solfège, and more. Upon
completion of each module, participants
can print out certificates verifying one
hour of professional development.
Music Educators Journal

For many years, NAfME’s Music Educators Journal has been offering timely
articles on contemporary teaching
approaches and philosophies, current
trends and issues in music education,
and products and services for the music
classroom. Recently the journal has
been moving toward building more rich
multimedia content, and this provides
additional professional development
opportunities for music educators. Did
you know that you could receive professional development recognition just for
reading the Music Educators Journal?
Simply follow the link at the bottom of

the first page of featured articles and
take a quick quiz, and NAfME will
send you a Certificate of Completion
valued at one PDP contact hour.
The NAfME Backpack

The Backpack page on the NAfME website
(http://www.nafme.org/my-classroom/
back-to-school-2015-2016/) provides
a wealth of pertinent information for
you and your students, including flyers
and reproducible materials you can
print, post, and distribute. There is a
parent advocacy insert for your concert
programs, PowerPoints for back-toschool night, recruitment and retention
resources, lesson plans, copyright 101,
and more. All materials are provided for
your personal use in the classroom.
Membership Has Benefits

NAfME and MMEA remain dedicated
to providing a wealth of professional
development services for members.
For more information about professional development through NAfME,
you may contact JohnN@nafme.org.
MMEA members may also wish to
join the Massachusetts General Music
Educators Forum Facebook page. •
Dr. Ruth Debrot is
a music specialist at
Sharon Middle School.
She can be reached
at rdebrot@aol.
com. To learn about
events and engage in
dialogue about issues
in general music education, please join
the Massachusetts General Music Educators Forum on Facebook. It is a private
group, formed to connect general music
educators in the state of Massachusetts.
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MMEA Executive Board & Staff 2016–2017
Board of Directors
EXECUTIVE OFFICERS

DISTRICT CHAIRS

Representatives

Past District Chair

President
Thomas Walters
tomwalters729@gmail.com
President-Elect
Dr. Sandra Doneski
Sandra.Doneski@gordon.edu
Immediate Past President
Catherine Connor-Moen
cmoen@norwood.k12.ma.us
Clerk
Christina Whittlesey
whittleseyc@chelmsford.k12.ma.us
Treasurer
Todd Young
tryoung7@comcast.net

Central District
Steven Archambault
supmug@comcast.net
Eastern District
Heather Cote
hcote@westwood.k12.ma.us
Northeast District
Anthony Beatrice (2015–2017)
abeatrice@prsd.org
Southeast District
Stephanie Riley
stephanieriley39@gmail.com
Western District
William Choe
mmeawdjuniorauditions@gmail.com

Elementary
Irene Idicheria
irene.idicheria@gmail.com
Middle School
Dawn Sykes
dawn@dawnsykes.com
High School
Margaret Reidy
mreidy@hwrsd.org
Higher Education
Dr. Cecil Adderley
cadderley@berklee.edu
K–12 Administrative Rep
Richard Saunders
rsaunders@k12.somerville.ma.us

Margaret McLallen
Margaret_McLallen@needham.k12.ma.us

Administrative LiaIsons
NAfME E. Div. President
Scott Sheehan

NAfME ED Immediate Past President Superintendents Association
Robert Frampton
Dr. Kim Smith

NAfME E. Div. President-Elect
Mark Greene

CMMEA Chapter
Rebecca Reed
Becca.reed@gordon.edu

Principals Association
Michael LaCava
lacavam@chelmsford.k12.ma.us
Tri-M Liaison
Dr. Noreen Diamond Burdett
ndiamondbu@gmail.com

Subcommittee Chairs
Constitution/By-Laws
Dr. Sandra Doneski
sandra.doneski@gordon.edu

Symphony Hall Scholars
Dr. David Neves
dneves@aol.com

Advocacy Chair
TBA

Nominating
Catherine Connor-Moen
cmoen@norwood.k12.ma.us

Distinguished Service Award
Dr. Noreen Diamond Burdett
ndiamondbu@gmail.com

Lowell Mason Award
Dr. Noreen Diamond Burdett
ndiamondbu@gmail.com

All-State Auditions
Michael Lapomardo
mlapomardo@shrewsbury.k12.ma.us

All-State Conference
Cynthia Grammer

Membership
Cynthia Grammer
grammerc@gmail.com

All-State Concert
Lauren Connors
connorsl@wellesleyps.org

Awards
Dr. Noreen Diamond Burdett
NDiamondbu@yahoo.com

Symphony Hall Scholars
Dr. David Neves
dneves@aol.com

Advocacy Award
Dr. Noreen Diamond Burdett
ndiamondbu@gmail.com

Committee Chairs

Staff Members and Support Personnel
STAFF MEMBERS
Executive Director
Dr. Michele Holt
micheleholt1@gmail.com

MMEJ Managing Editor
Susan G. Lindsay
mmeaeditor@comcast.net

SUPPORT PERSONNEL
Auditions Coordinator
Database Manager
Michael Lapomardo
Rick Lueth
mlapomardo@shrewsbury.k12.ma.us Rick.Lueth@comcast.net

P.O. Box 3886
South Attleboro, MA 02703-3886
Fax: 401-822-5151

Design Production
Megan Verdugo
meganverdugo@gmail.com

Assistant Editor
Teegan Dykeman-Brown
teegan.d@gmail.com

Band Council
Margaret Reidy

Orchestra Council
Dr. Walter Pavasaris

General Music Council
Dr. Ruth Debrot

Program Leaders Council
Dr. Noreen Diamond Burdett

Choral Council
Sara Carson

Guitar Council
Wendy Linkin

IN-Ovations Council
Elizabeth Allison

Research & Music Teacher Education
Dr. Charlene Ryan

MMEJ Business Mgr.
Kristen Harrington
massmusicnews@gmail.com

Council Chairs (nonvoting)

Jazz Council

Kate Ferris

50 |

massachusetts music educators journal

vol .

65, no. 4 | summer 2017

summer

2017 | vol . 65, no. 4

massachusetts music educators journal

| 51

Massachusetts Music Educators Journal
P.O. Box 3886
South Attleboro, MA 02703-3886

Teaching is a hard job
We’re instrumental in making it easy!
• Weekly Personal Service
• FREE Loaners for your Repairs
• On Site Repairs
e Today!

Contact M

993
800.366.5
om
.c
ic
s
u
M
avidFrench

Eric@D

• FREE Scholarship Instruments
for Families in Need
• Flexible Billing
• Points Program

David French Music | 53B Otis Street | Westborough, MA 01581 | www.davidfrenchmusic.com

