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CMEA Bay Section Meeting Schedule 2011–2012
All meetings at Walnut Creek Intermediate School unless noted

Wednesday	 September	7		 	 Exec.	3:50pm*	 Full	Board	4:30pm

Wednesday		 October	5	 	 Exec.	3:50pm	 Full	Board	4:30pm

Wednesday	 November	2	 	 Exec.	3:50pm	 Conference	Committee	4:30pm

Wednesday	 December	7	 SJSU	 Exec.	3:50pm	 Conference	Committee	4:30pm

Thursday	 January	12	 SJSU	 Full	Board	 Conference	Set	Up	4:00pm

Friday/Saturday January 13/14 SJSU Full Board Winter Conference

Wednesday		 February	1	 	 Exec.	3:50pm*	 Festival	Committee	4:30pm

Wednesday		 March	7	 	 Exec.	3:50pm	 Festival	Committee	4:30pm

Wednesday		 April	4	 	 Exec.	3:50pm*	 Festival	Committee	4:30pm

Wednesday		 May	2	 	 Exec.	3:50pm	 Festival	Committee	4:30pm

Sunday		 June	3	 TBD	 Exec.	1:00pm	 Full	Board	2:30pm

Full Board:	All	Board	Members

Conference Committee:	President,	President-Elect,	Past-President,	Secretary,	Executive	Treasurer,	
Executive	Secretary,	Adjudication	Director,	Public	Relations	Rep,	Tempo	Editor,	Webmaster,	Band,	
Choral,	Jazz,	and	Orchestra	Reps/Assistants,	Classroom/General	Music	Rep,	Higher	Education	Rep,	
Medals	Rep,	Music	and	Technology	Rep,	Multicultural	Rep,	Student	MENC	Rep,	and	Conference	Host.

Festival Committee:	President,	President-Elect,	Past-President,	Secretary,	Executive	Treasurer,	Executive	
Secretary,	Adjudication	Director,	Large	Group	and	Solo-Ensemble	Coordinators,	Band,	Choral,	Jazz,		
and	Orchestra	Reps/Assistants,	Medals	Rep,	Public	Relations	Rep,	Tempo	Editor,	Webmaster,	and	
Area	Reps/Assistants.

*Special Executive Meetings: Executive	Board	PLUS	Solo	and	Ensemble	and	Large	Group	Festival	Reps

Cover photos by Paul Totah. Director of Communications, St. Ignatius College Prep 

Be	sure	to	check	out	the	Bay	Section	website	for		
up-to-date	news	and	information	at:		

www.cmeabaysection.org
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Instant	 Concert!	 Many	 band	 directors	
are	 familiar	 with	 the	 Harold	 Walter’s	
arrangement	 of	 30	 melodies	 in	 a	 short	

3-minute	 piece	 titled	 “Instant	 Concert”.	
On	 the	 surface	 the	 title	 sounds	 wonderful,	
I	 can	 even	 hear	 some	 sincere	 administrator	
saying,	 “Just	 play	 that	 ditty	 with	 all	 of	 the	
songs	 strung	 together”.	We	 all	wish	 it	were	
that	easy;	just	add	water	and	stir.	But	putting	
on	a	school	concert	takes	far	more	than	just	
playing	 or	 singing	 a	 few	 notes	 of	 some	 of	
yesterday’s	 (or	 today’s)	 popular	 melodies.	
For	CMEA	Bay	Section	Festival	participants	
this	 is	 the	 time	 of	 the	 year	 where	 there	 are	
no	instant	concerts,	as	members	get	ready	for	
large	group	evaluations	 in	Choir,	Band	and	
Orchestra.	

As	 you	 carefully	 read	 this	 edition	 of	
Tempo	keep	 in	mind	that	 this	 is	one	of	our	
main	 sources	 of	 communication	 to	 the	
membership,	where	we	highlight	 important	
aspects	 of	 the	 organization	 including	 rule	
changes,	tips	for	success,	upcoming	items	and	

general	information	in	support	of	your	efforts	
in	the	classroom.	Included	in	this	edition	are	
articles	 from	 our	 Special	 Representatives,	
Adjudication	Chair,	and	Solo	and	Ensemble	
and	 Large	 Group	 Coordinators.	 The	 advice	
and	suggestions	that	they	offer	in	their	articles	
often	can	help	clarify	many	of	the	common	
problems	 that	 arise	when	participating	 in	 a	
Bay	Section	Festival.

As	our	Bay	Section	Jazz	and	Solo	and	Ensemble	
Festivals	are	now	wrapped	up	and	we	begin	
our	full	swing	into	Large	Groups,	I	wanted	to	
take	a	moment	to	thank	the	board	members	
who	 were	 directly	 responsible	 for	 ensuring	
that	 these	 festivals	 went	 smoothly	 and	 that	
your	performances	for	our	adjudicators	were	
the	best	they	could	be.	Special	thanks	to	all	
of	the	Area	Reps	for	their	hard	work	and	to	
the	Festival	Coordinators:	Rita	Zigas-Brown,	
Greg	 Conway	 and	 Paul	 Perazzo	 for	 their	
tireless	efforts	to	make	sure	members	and	site	
hosts	were	well	taken	care	of. T

President

2012 CMEA Bay Section Conference Award Winners

The	Gilbert	T.	Freitas		
Memorial	Award	—	for	an	
instrumental	music	educator	
with	less	than	7	years	
experience,	co-sponsored	by		
Best	Instrument	Repair	
Company,	was	presented	to	
Jessica	Vaughan-Marra.

The	Outstanding	Classroom/
General	Music	Educator	
Award,	co-sponsored	by	Scott	
Foresman/Silver	Burdett		
was	presented	to		
Kara	Ireland	D’Ambrosio.

The	CMEA	Bay	Section	
Outstanding	Music	Educator	
Award	was	presented	to	
Cheryl	Yee	Glass.

The	Gilbert	T.	Freitas	
Memorial	Award	—	for	an	
instrumental	music	educator	
with	more	than	7	years	
experience,	co-sponsored	
by	Best	Instrument	Repair	
Company,	was	presented	to	
Rita	Zigas-Brown.

The	Outstanding	Choral	
Educator	Award,		
co-sponsored	by	J.W.	Pepper	
was	presented	to		
Ken	Rawdon.

The	CMEA	Bay	Section	
Lifetime	Achievement	Award	
was	presented	to		
Dr.	Len	Cook.
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Thank	 you	 to	 all	 who	 attended	 the	
Winter	 Conference	 in	 January.	
We	 had	 one	 of	 the	 largest	 turnouts	

in	 recent	 years.	 I’d	 like	 to	 take	 a	 moment	
and	 thank	 the	 members	 of	 the	 Conference	
Committee	 for	 their	 tremendous	 work	
assembling	the	various	clinic	sessions	and	for	
their	 dedicated	 service	 to	 our	 organization.	
Congratulations	 to	 the	 conductors	 of	 the	
conference	 groups:	 John	 Maltester,	 Jazz;	
Michael	Boitz,	Band;	Mark	Lanford,	Choir;	
and	Richard	Meyer,	Orchestra.	Our	students	
benefited	 mightily	 from	 the	 outstanding	
experiences	you	provided	them.

Thank	you	 to	Dr.	Diana	Hollinger,	Dr.	Ed	
Harris,	 and	 the	 music	 education	 students	
from	 the	 San	 José	 State	 University.	 Their	
steadfast	service	to	Bay	Section	is	truly	valued	
and	sincerely	appreciated.	I’d	also	like	to	thank	
the	music	education	students	 from	Sonoma	
State	University,	who	teamed	with	the	SJSU	
students	 to	 provide	 the	 logistical	 support	
we	 needed	 to	 make	 the	 conference	 run	
smoothly.	I’d	also	like	to	acknowledge	there	
were	several	college	attendees	from	other	area	
universities,	 including	 the	University	of	 the	
Pacific,	 San	 Francisco	 State,	 and	 CSU	 East	
Bay.	 The	 spirit	 of	 cooperation	 between	 our	
area	universities	is	a	good	sign	for	the	future	
of	our	organization	and	our	profession.

Looking	 ahead,	 to	 next	 year,	 be	 sure	 to	
mark	 your	 calendars	 for	 the	 2013	 Winter	
Conference,	January	11-12	at	San	José	State	
University.

Your	Bay	Section	Board	will	meet	in	June	to	
begin	 planning	 for	 next	 year’s	 conference.	
Based	on	the	feedback	we	received	from	this	
year’s	post-conference	survey	we	will	strive	to	
continue	to	improve	the	quality	and	content	
of	 session	 offerings.	 For	 those	 of	 you	 who	
are	new	 to	our	organization,	we	plan	 clinic	
sessions	in	the	following	areas:	Band,	Choral,	
Orchestra,	General	Music,	Jazz,	Multicultural	
Music,	Music	Technology,	and	Adjudication.

If	 you	would	 like	 to	make	 a	proposal	 for	 a	
conference	session,	please	contact	me,	or	one	
of	 the	 special	 representatives	 listed	 on	 the	
back	page	of	this	issue	of	Tempo.

Best	 wishes	 to	 you	 for	 continued	 success	
during	the	remainder	of	the	academic	year.
T
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Also	recognized	at	the	2012	Winter	Conference	was		
Best	Instrument	Repair	Company	owner,		

Dick	Akright		
for	his	years	of	dedication	and	service		

to	Bay	Section	educators.
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As	the	end	of	my	term	on	the	CMEA	
Bay	 Section	 Board	 draws	 near,	 I	
would	like	to	take	this	opportunity	to	

thank	all	of	 the	members	of	 the	board	who	
have	selflessly	and	willingly	contributed	their	
time	and	efforts	toward	making	Bay	Section	
a	 viable	 resource	 for	 our	 membership.	 Bay	
Section	 is	 the	 largest	 and	 most	 dynamic	 of	
all	 of	 the	 CMEA	 sections	 statewide	 due	 to	
the	 professionalism	 and	 enthusiasm	 of	 our	
members	and	leadership	team.

Our	mission	is	to	promote	the	advancement	
of	 music	 education,	 cultivate	 social	 and	
educational	interaction	among	our	members,	
and	 to	 assist	 our	 members	 to	 seek	 growth	
as	 musicians,	 educators,	 and	 conductors.	
Our	organization	accomplishes	 this	mission	
through	the	diversity	of	festival	offerings	and	
our	annual	winter	conference.	

The	success	of	our	festivals	and	conference	is	a	
testament	to	the	extraordinary	level	of	music	
educators	that	grace	our	Bay	Area	elementary,	
secondary,	 and	 higher	 education	 campuses.	
Our	 members	 have	 been	 recognized	
nationally	for	their	excellence	in	teaching,	and	
have	 been	 chosen	 to	 lead	 various	 statewide	
and	national	music	 education	organizations	
including	MENC,	CMEA,	CBDA,	CODA,	
and	ACDA.

Among	the	many	strengths	of	the	Bay	Section	
Board	 of	 Directors	 is	 the	 ability	 to	 listen	
to	 the	 recommendations	 and	 suggestions	
of	 our	 membership.	 Music	 education	 is	 a	
forever	 evolving	 profession,	 and	 it	 is	 your	

input	 that	 allows	our	organization	 to	 adapt	
to	 the	 increasing	 demands	 of	 our	 calling.	
Our	handbook	and	by-laws	have	undergone	
accommodations	through	the	years	as	a	result	
of	 your	 recommendations.	 I	 would	 like	 to	
encourage	everyone	to	continue	to	voice	your	
needs	and	concerns	to	the	board,	as	you	are	
always	heard.

Perhaps	 the	 most	 exciting	 and	 encouraging	
attribute	 of	 Bay	 Section	 is	 the	 exceptional	
quality	 and	 leadership	 displayed	 by	 the	
new	generation	of	music	 educators	 that	 are	
entering	our	profession.	The	teachers	new	to	
Bay	Section	have	demonstrated	a	high	degree	
of	 musicianship,	 a	 passion	 for	 teaching,	
and	 outstanding	 organizational	 skills.	 The	
success	of	music	education	lies	within	these	
new	teachers	who	will	carry	the	torch	of	our	
mission	into	the	future.

In	 closing,	 I	 would	 like	 to	 express	 my	
gratitude	 for	 allowing	 me	 the	 opportunity	
to	serve	Bay	Section	for	the	past	six	years.	I	
cherish	the	many	friendships	gained	through	
this	 experience,	 and	 I	 strongly	 recommend	
for	 our	 new	 teachers	 to	 get	 involved	 with	
our	 organization	 and	 successfully	 propel	 us	
through	the	twenty-first	century. T

Past-President
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The	 festival	 season	 is	 well	 underway,	

and	 I	 hope	 that	 you	 and	 your	
students	 are	 having	 a	 successful	

year.	As	many	of	you	know,	Bay	Section	had	
difficulties	 organizing	 and	 advertising	 Solo	
and	Ensemble	festivals	this	year,	partially	due	
to	the	inability	to	find	site	hosts.	If	you	have	
been	 looking	
for	 a	 way	 to	
get	 involved	
with	 Bay	
S e c t i o n ,	
hosting	 a	
festival	 is	
an	 excellent	
opportunity	
to	see	how	the	festival	process	works.	You	will	
be	an	integral	part	of	providing	students	an	
outstanding	musical	experience.

Maybe	you	are	not	sure	about	the	process,	or	
have	questions.	I	recommend	that	you	look	
at	your	Bay	Section	Handbook,	and	read	the	
Solo	and	Ensemble	 section	 to	 see	what	 this	
entails.	 There	 are	 several	 resources	 available	
to	 you	 via	 your	 Area	 Rep,	 Solo/Ensemble	
Rep,	and	Assistant	Solo/Ensemble	Rep.,	plus	
the	many	other	educators	who	have	hosting	
experience.	

Would	a	session	on	hosting	a	 festival	at	 the	
Winter	 Conference	 be	 of	 interest	 to	 you?	
Please	let	us	know	and	we	will	work	to	make	
that	 happen.	 As	 we	 move	 forward	 with	
festivals	in	the	coming	years,	it	is	going	to	be	
crucial	to	have	educators	willing	to	host	and	
help	provide	festivals.

Feel	 free	 to	 contact	 your	 Representatives	 if	
you	 are	 interested	 or	 have	 questions.	 Our	
goal	is	to	provide	you	and	your	students	with	
the	very	best	musical	experience.

Have	a	great	rest	of	the	school	year! T

CMEA	Bay	Section	would	like	to	thank	Justin	Levitt	of	Sherman and Clay	in	Walnut	
Creek	and	Chris	Hepp	of	Sherman and Clay	in	San	Francisco	for	providing	our	Area	IIa	
and	VIa	Solo	and	Ensemble	Festivals	with	pianos	at	each	festival.	Their	generous	support	
for	music	education	is	greatly	appreciated.

643	Mission	Street	•	San	Francisco,	California	94105	•	877-292-7651	
1605	Bonanza	Street	•	Walnut	Creek,	California	94596	•	877-614-1086

Hosting a Solo and Ensemble Festival

Registration	on	www.solochair.com	for	the		
2013	Solo	and	Ensemble	Festival	season	will	
open	on	Monday,	October	8,	2012	at	4:00	pm.	
Out-of-Area	registration	will	open	on		
Monday,	October	15,	2012	at	4:00	pm.
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If	 you	 want	 to	 mix	 things	 up	 a	 bit	 in	

rehearsal,	hold	a	silent	rehearsal.	Do	not	
allow	 yourself	 to	 talk	 during	 an	 entire	

rehearsal.	 Write	 your	 rehearsal	 plan	 on	 the	
board,	 as	 well	 as	 warm-ups	 you	 would	 like	
your	ensemble	to	do,	and	then	start	rehearsal.	
Each	time	I	hold	a	silent	rehearsal,	I	give	no	
warning	to	the	students	beforehand.	It	may	
take	 a	 few	 moments	 for	 students	 to	 adjust,	
but	 I	 have	 found	 that	my	 students	 actually	
talk	less,	when	I	am	not	talking	at	all.	I	use	
gestures,	clap,	point	at,	or	write	on	the	board,	
and	 demonstrate	 sounds	 or	 techniques	 on	
an	 instrument,	 but	 I	 will	 not	 talk	 for	 an	
entire	 rehearsal.	 It	 becomes	 partly	 a	 game	
of	 charades,	 and	 there	 is	 more	 laughter	 as	
they	try	to	figure	out	what	I’m	trying	to	say,	

but	 that’s	 fine,	 because	 when	 it	 is	 different	
and	fun,	the	students	don’t	realize	that	they	
are	 more	 relaxed,	 which	 leads	 to	 a	 better	
rehearsal	atmosphere	(and	oftentimes,	better	
tone	 quality).	 Non-verbal	 communication	
increases	 immensely,	 as	 they	 must	 look	 to	
the	 conductor	 to	 see	 what	 is	 going	 on	 or	
what	 is	 expected.	For	me,	 as	 the	 instructor,	
it	 certainly	 encourages	 creative	 thinking	 to	
get	 the	 concepts	 across	 to	 the	 performers.	
There	are,	of	course,	some	limitations	to	not	
allowing	oneself	to	speak	during	a	rehearsal,	
so	I	would	not	recommend	doing	this	daily.	
If	 you	 would	 like	 students	 to	 pay	 more	
attention	in	rehearsal,	to	talk	less,	to	increase	
their	 non-verbal	 communication	 skills,	 and	
to	even	have	a	bit	of	 fun	during	class,	 then	
hold	a	silent	rehearsal. T

The	Area	IV	Solo	and	Ensemble	festival	held	
at	CSU	Stanislaus	on	Saturday,	March	3	went	
off	 without	 a	 hitch.	 The	 festival	 was	 well	
appreciated	 by	 parents	 and	 directors.	 While	
the	 number	 of	 events	 was	 down	 from	 past	
years,	 the	 festival	was	well	 received	by	all.	A	
big	kudos	to	Dr.	Daniel	Davies	and	his	staff	
of	 collegiate	 CMEA	 students	 for	 hosting	 an	
organized	 and	 just	 overall	 well	 run	 festival.	
The	2013	Area	IV	Solo	and	Ensemble	festival	
is	tentatively	scheduled	for	Saturday,	March	2.

Needless	 to	 say,	 the	 weather	 gods	 were	
not	 quite	 fully	 cooperating	 with	 us	 on	 the	
weekend	of	Friday	and	Saturday,	March	16	

and	17.	However,	the	steady	downpour	with	
intermittent	breaks	did	not	deter	the	choral	
groups	 that	 attended	 the	 Area	 IV	 Choral	
Festival	 held	 at	 Johansen	 High	 School	 in	
Modesto.	This	was	the	first	time	the	festival	
was	 held	 and	 hosted	 at	 this	 site	 and	 the	
Johansen	 HS	 Choral	 Director,	 Jennifer	
Champeaux	and	her	Madrigals	group	deserve	
a	lot	of	credit	for	their	hosting	abilities.	The	
students	were	very	helpful	and	were	not	afraid	
to	get	wet!	We	are	tentatively	scheduling	the	
2013	Area	IV	Choral	Festival	on	Friday	and	
Saturday,	March	15	and	16. T

Well,	 spring	 break	 has	 passed	 and	 you	 feel	
refreshed,	 right?	 Hey,	 not	 to	 worry,	 after	
festivals	 and	 concerts	 are	 over	 it	 is	 smooth	
sailing	 until	 summer.	 For	 me,	 summer	 is	
when	 the	 “behind	 the	 scenes”	work	begins:	
choosing	 music,	 repairing	 instruments,	
organizing	 the	 room,	 re-filing	 paperwork,	
etc.	I	find	that	much	of	the	work	I	do	over	
summer	 can	 be	 the	 most	 productive	 work	
of	the	year	—	this	is	usually	because	I	don’t	

have	a	kid	 in	my	ear	 like	during	the	school	
year.	 So	my	 recommendation	 to	 you…split	
your	time	well	between	getting	prepared	for	
the	following	year	(so	you	don’t	feel	like	you	
are	behind	from	the	first	day)	and	using	your	
summer	to	rest	and	relax,	because	you	deserve	
it!	See	you	next	year! T
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Try a Silent Rehearsal
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Expectation:

When	 you	 expect	 something,	 you	
end	 up	 wanting	 it.	 Not	 getting	
it	 creates	 tension.	 Excellent	

musicians	are	able	 to	create	expectation	and	
then	carefully	control	how	much	and	when	
to	give	the	audience	what	it	wants.

Playing	 with	 time	 and	 expectation	 is	 not	
easy.	Many	directors	and	performers	feel	that	
rubato	is	merely	slowing	down	at	the	end	of	a	
phrase.	However,	rubato	is	really	speeding up 
and slowing down within a prescribed tempo	so	
that	 the	duration	of	 the	phrase	 remains	 the	
same.		

Control:

You	 must	 maintain	 absolute	 control	 over	
every	musical	 consideration:	pitch,	 rhythm,	
dynamics,	tone	and	color,	tempo	and	timing.	
Only	when	every	technical	problem	has	been	
solved	can	 the	director	or	performer	decide	
what	 s/he	 really	 wants	 to	 say.	 What	 is	 it	
that	 you	 want	 to	 convey	 to	 your	 audience?	
How	do	you	want	your	audience	to	feel	after	
listening	to	your	performance?	

The	 goal	 of	 all	 accomplished	 directors	 and	
performers	is	to	arrive	at	the	place	where	all	
technical	 problems	 have	 been	 solved:	 any	
difficulties	 having	 to	 do	 with	 playing	 the	
instrument,	reading	the	music,	or	following	
the	 director	 have	 been	 eliminated.	 Only	 at	
this	point	can	the	directors	and	students	focus	
on	making	music	and	affecting	the	audience.	
If	you	can	get	to	where	your	students	are	able	
to	follow	you	completely,	to	respond	to	every	
subtle	gesture	you	make,	you	will	arrive	at	a	
place	where	the	music	lifts	off	the	page	and	
truly	begins	to	affect	your	audience.

Role:

Each	instrument	has	a	role	within	the	musical	
framework.	 However,	 this	 role	 constantly	
changes	and	students	need	to	understand	this	
through	 direct	 instruction,	 not	 guesswork.	
Players	 of	 inner	 parts,	 second	 violinists,	
and	 violists	 are	 not	 necessarily	 relegated	 to	

holding	down	the	third	or	the	fifth	of	a	chord;	
contrapunctal	movement	may	 require	 them	
to	bring	out	their	lines.	If	a	part	remains	at	a	
constant	pitch,	performers	need	to	stay	out	of	
the	way	and	highlight	only	changes	in	pitch.	
Composers	 will	 not	 always	 indicate	 every	
slight	 crescendo	or	diminuendo	 for	when	 a	
part	must	take	prominence	or	not.	Directors	
need	 to	point	out	 these	 subtle	nuances	and	
students	need	to	practice	bringing	their	part	
to	 the	 foreground	 and	 blending	 with	 both	
the	ensemble	and	musical	texture.

Difficulty:

Directors	 and	 performers	 often	 bring	 to	
public	 performance	 music	 that	 is	 beyond	
their	technical	ability,	rationalizing,	“Well,	I	
wanted	to	challenge	my	students	and	not	let	
them	get	bored.”	While	concern	for	student	
buy-in	 drives	 many	 directors’	 decisions,	 it	
is	 much	 more	 satisfying	 to	 the	 audience	
and	rewarding	for	the	performers	to	enjoy	a	
well-planned	 and	 well-played	 performance.	
The	audience	should	not	have	to	lower	their	
expectations	 of	 a	 performance	 because	 the	
musicians	 are	 students.	 I	 have	 frequently	
heard	 that	 the	 difference	 between	 student	
musicians	and	professional	musicians	 is	not	
in	 the	 quality	 of	 the	 performance,	 but	 the	
preparation	 time.	 A	 good	 repertoire	 choice	
is	 one	 for	 which	 the	 audience	 makes	 no	
accommodations	and	exceptions	because	the	
technical	 skills	 of	 the	 musicians	 are	 not	 up	
to	the	rigor	of	the	piece.	For	the	audience	to	
make	 such	accommodations	and	exceptions	
detracts	from	focusing	on	enjoying	the	music.

As	 educators	 we	 must	 model	 and	 emulate	
the	kind	of	behavior	that	we	want	to	see	in	
our	 students.	 We	 must	 strive	 to	 raise	 our	
musicianship	 and	 professionalism	 to	 the	
highest	 level	 possible.	 Every	 time	 we	 meet	
our	 students,	 every	 time	 we	 direct	 them,	
we	 have	 to	 bring	 our	 best	 game	 —	 which	
is	 always	 a	 better	 game	 than	 yesterday.	 A	
critical	approach	to	achieving	the	next	 level	
celebrates	 successful	 decisions	 and	 well-
played	performances	while	continuing	to	ask,	
“What	could	I	or	what	could	we	do	better?”
(continued on page 21)
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Based	on	the	responses	I	received	from	

many	 of	 you	 at	 the	 winter	 CMEA	
conference,	the	multicultural	sessions	

were	 a	 success.	 The	 sessions	 attracted	 the	
curious	 as	 well	 as	 those	 seeking	 further	
knowledge	 in	 non-traditional	 music	 genres	
and	 concepts.	 SFJAZZ	 ‘s	 session	 gave	 us	
a	 look	 into	 musical	 arts	 integration	 with	
their	 “Jazz	 in	 the	 Middle”	 program,	 an	
interactive	curriculum	that	 incorporates	 live	
jazz	music	and	 student	poetry	with	English	
and	 social	 studies	 curriculums.	 John	Santos	
and	 Miguel	 Martinez	 brought	 us	 a	 richer,	
deeper	understanding	of	the	numerous	Latin	
American	music	styles,	genres	and	concepts,	
something	 we	 could	 never	 get	 just	 from	
music	 scores	 or	 online	 sources.	 Lastly,	 beat	
box	artist	Tommy	Shepherd	drew	the	biggest	
audiences,	and	many	“oohs	and	ahs,”	with	his	
mesmerizing	demonstrations	of	beat	boxing,	
and	 later	 singing	 and	 beat	 boxing	 at	 the	
same	time!	I	was	pleasantly	surprised	that	he	
was	so	well	received,	as	for	many	of	us,	beat	
boxing	is	far	removed	from	traditional	band	
and	orchestra	repertoire,	or	even	the	general	
music	curriculum.	Tommy’s	session	was	not	
just	a	show	and	tell,	as	he	gave	the	audience	
some	 strategies	 to	 develop	 and	 teach	 this	
unique	musical	concept.	

Speaking	 of	 John	 Santos,	 I	 had	 mentioned	
in	 my	 last	 article	 the	 on-going	 national	
movement	 spearheaded	 by	 John	 and	
others	 calling	 for	 the	 National	 Academy	 of	
Recording	 Arts	 and	 Sciences	 (NARAS)	 to	
reinstate	 31	 GRAMMY	 music	 categories	
(Instrumental	 Jazz,	Traditional	 Blues,	 Latin	
Jazz,	 Hawaiian,	 Gospel,	 Zydeco,	 Tejano	
and	 Native	 American,	 among	 others)	 that	
were	 eliminated	 or	 consolidated	 without	
fair	 notice	 and	 due	 process.	 On	 Sunday,	
February	 12,	 many	 concerned	 and	 effected	
musicians	and	 their	 supporters	went	 to	Los	
Angeles	 to	 protest	 the	 GRAMMY	 awards	
celebration	at	the	Staples	Center	and	to	seek	
further	national	attention	on	the	issue.	News	

organizations	 such	 as	 Reuters,	 Associated	
Press,	Democracy	Now,	and	countless	Latino	
news	 bureaus	 covered	 the	 protests	 with	
stories	and	interviews.	Hopefully,	soon	I	can	
write	that	some	progress	has	been	made	with	
regards	to	reinstatement.		

Keep	in	mind	the	larger	picture	here,	as	the	
awards	itself	are	much	less	important	than	the	
ramification	of	the	cuts	by	NARAS,	a	high-
profile,	 national	 organization	 that	 awards	
arguably	 the	 highest	 publicly-recognized	
achievement	 in	 music.	 Their	 decision	 to	
no	 longer	 recognize	 these	 aforementioned	
American	music	 styles	 as	 distinct	 categories	
is	in	a	way,	related	to	the	battle	many	music	
educators	face	with	schools	for	sustainability	
and	 longevity	of	music	programs.	As	we	all	
know,	 administrators	 and	 school	 districts	
frequently	 prioritize	 music,	 (despite	
supportive	 lip	 service),	 lower	 than	 other	
subject	 areas,	 and	 use	 rationales	 based	
on	 numbers,	 testing,	 supposedly	 student	
interest,	etc.,	to	curtail	or	consolidate	music	
programs.	 If	 national	 organizations	 such	 as	
NARAS	 can	 situate	 non-commercial	 music	
at	 or	 near	 the	 bottom,	 it	 lends	 credence	 to	
school	 districts	 to	 do	 the	 same	 with	 music	
programs	 that	 are	 costly	 and	 replace	 them	
with	“pop”	programs.	And	finally,	when	was	
the	 last	 time	 the	 GRAMMYS	 emphasized	
traditional	band	and	orchestra	music	on	their	
awards’	broadcast?

Since	 the	 year	 is	 flying	 by,	 I	 did	 want	 to	
address	my	original	goal	this	year,	which	was	
to	inform	you	on	strategies	for	implementing	
some	 type	 of	 a	 multi-cultural	 curriculum.	
Keeping	 in	 mind	 that	 we	 are	 in	 dire	
economic	 times	 for	 education,	 and	 funding	
for	 materials,	 instruments	 and	 additional	
teachers	is	most	likely	not	available,	let’s	look	
at	 the	 resources	 we	 have	 that	 are	 cost-free,	
starting	with	the	band	room.	Most	of	us	have	
some	 Latin	 percussion	 instruments	 lying	
around	 that	our	 students	use	or	 attempt	 to	
use,	with	or	without	our	guidance.	One	of	my	
former	students	took	to	 learning	percussion	
through	YouTube,	where	there	are	numerous 
quality	 videos	on	how	 to	play	 the	basics	of		
(continued on page 21)

The Winter Conference, the 
GRAMMYS and a First Step for 
Multicultural Implementation
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Festival	Season	is	upon	us!	I	wanted	to	
take	 this	opportunity	 to	 speak	 to	my	
own	 festival	 experiences,	 and	 share	

them	with	all	of	you.	 I	have	no	doubt	 that	
this	article	will	find	you	in	the	middle	of	your	
preparations	for,	or	perhaps	recollections	of,	
your	 CMEA	 Choral	 Festival	 for	 the	 year.	
Hopefully,	 some	 of	 these	 ideas	 might	 be	
helpful	 and	 perhaps	 resonate	 (forgive	 the	
pun!)	with	your	own	viewpoint	of	the	music	
festival.

In	 addition	 to	 our	 annual	 CMEA	 festival	
performances	 each	 spring,	 for	 several	
years	 now	 my	 students	 and	 I	 have	 had	 the	
opportunity	 to	 participate	 in	 a	 handful	 of	
similar,	 yet	 slightly	 unique	 choral	 festivals	
around	the	Bay	Area.	A	couple	of	years	ago,	
my	 choir	 sang	 at	 a	 choral	 festival	 in	 the	
Northern	Bay	Area.	What	I	find	of	significant	
value	 about	 the	 format	 of	 this	 particular	
festival	 is	 that	 all	 of	 the	 choirs	 are	 required	
to	listen	to	the	other	groups	perform	and	to	
observe	the	adjudicator	clinic	with	the	choir	
on	stage	after	their	performance.	My	students	
observed	 many	 things	 on	 that	 particular	
afternoon,	 including	 all	 of	 the	 musical	
items	 we	 hope	 they	 will	 take	 away	 (stage	
deportment,	blend	and	balance,	 intonation,	
unique	 performances,	 appearance).	 But	 at	
that	special	moment	—	the	one	we	educators	
are	always	seeking	—	during	a	conversation	
with	 my	 students	 about	 what	 they	 were	
hearing	 both	 from	 the	 ensembles	 and	 the	
adjudicators’	 comments;	 they	 compared	
them	 with	 their	 thoughts	 about	 their	 own	
sectional	blend	and	balance,	intonation	and	
musicality.	 I	 witnessed	 that	 my	 students	
were	 completely	 and	 intrinsically	 involved	
in	the	process	of	qualitative	and	quantitative	
assessment	of	their	own	work.

I	 recently	 asked	 an	 alumnus	 of	 our	 choir	
program	 to	 share	 his	 thoughts	 about	
performing	 in	 choral	 festivals	 and	 in	 his	
words,	 “They	 bring	 together	 people	 from	

all	 different	 groups	 who	 all	 have	 different	
outlooks	 on	 life	 and	 yet,	 everyone	 is	 there	
to	 enjoy	 the	 same	 thing:	 the	 sound	 of	
harmonious	 and	 blending	 voices...”	 and	 as	
a	further	affirmation,	“It’s	just	a	cool	feeling	
to	see	all	the	different	people	who	decide	to	
participate	in	choir,	in	one	place.”

Let’s	 not	 forget	 that	 ‘festival’	 contains	 the	
word	 ‘festive’!	 I	 believe	 that	 among	 the	 top	
reasons	 to	 participate	 in	 a	 music	 festival	
should	be	a)	the	celebration	of	an	ensemble’s	
accomplishments,	 and	 b)	 the	 space	 to	
learn.	 Regardless	 of	 ratings,	 there	 is	 always	
something	to	learn.	In	the	voice	of	my	former	
student,	“Ratings	can	be	an	affirmation,	but	
they	 [should]	never	keep	you	 from	singing.	
You	 just	keep	on	doing	what	you	 love	[and	
strive]	to	get	better	for	each	performance.”

I’m	 sure	 that	 like	 myself,	 you’ve	 gathered	
repertoire	 ideas	 after	 attending	 an	 honor	
choir	 performance	 or	 that	 of	 the	 invited	
choirs	at	a	state/national	convention.	We	get	
inspired	 and	 think,	 “My	 choir	 should	 sing	
this	piece!”	Choosing	repertoire	might	be	the	
single	most	challenging	aspect	of	this	process	
(which	 could	 be	 a	 whole	 other	 article!).	
As	 directors,	 we	 strive	 to	 select	 music	 that	
reasonably	challenges	the	ensemble	and	puts	
them	in	a	position	to	sound	their	very	best,	
through	 the	 careful	 consideration	 of	 their	
characteristics	and	strengths.

As	 you	 prepare	 your	 festival	 music	 in	
rehearsal,	it	is	important	to	listen	to	as	many	
different	 recordings	 as	possible,	 so	 that	 you	
can	develop	your	own	musical	decisions	and	
style.	Why	not	invite	your	students	to	share	
in	this	process?	A	great	assignment	for	your	
students	 is	 to	 share	 multiple	 performances	
of	a	composition	on	a	blog	or	wiki	and	have	
them	 post	 their	 own	 comments	 about	 the	
performance(s).	It’s	a	great	conversation	piece	
at	 the	 following	 rehearsal,	 as	 they	 begin	 to	
formulate	their	own	ideas	about	the	repertoire	
in	a	format	that	comes	as	naturally	to	them,	
as	 it	would	 you	 and	 I	 sitting	with	 our	 CD	
collections	 on	 a	 summer	 day,	 planning	 our	
upcoming	year.	(continued on page 9)

The Search for  
Meaning and Understanding  
in the Choral Festival
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On	 the	 same	 kind	 of	 (blog	 or	 wiki)	 site,	
you	 can	 easily	 post	 audio	 files	 of	 your	
own	 rehearsals	 using	 an	 application	 called	
SoundCloud.	 Think	 of	 it	 as	 YouTube	 for	
audio	recordings;	rather	than	send	out	large	
files	via	email,	you	can	share	a	short	link	with	
your	 students.	A	very	brief	 summary	of	 the	
(very	cool!)	features	of	this	application:
	 1)	Share	the	tracks	from	a	single	URL		
	 	 (web	address)
	 2)	Post	instructions	and	suggestions	in	the		
	 	 Description	box	on	the	track	itself
	 3)	Students	can	begin	a	comment	and		
	 	 response	thread	regarding	the	audio		
	 	 file,	marking	in	the	track	exactly	where		
	 	 they	post	their	comment
	 4)	Organize	your	tracks	into	Sets:		
	 	 categories,	i.e.,	Rehearsals,	Part	Files,		
	 	 Performances

After	 you’ve	 devoted	 a	 significant	 amount	
of	time	in	rehearsal	and	preparation	of	your	
music,	invite	a	choral	clinician	or	voice	coach	
to	 come	 listen	 to	 your	 choir	 at	 a	 rehearsal.	
This	is	like	having	a	pre-adjudication	before	
the	 official	 adjudication,	 but	 without	 the	
pressure!	 A	 colleague	 of	 mine	 was	 on	 his	
winter	break	and	offered	his	time	(experience,	
craftsmanship,	ability,	etc.)	for	free,	to	work	
with	another	colleagues’	students.	This	kind	
of	generosity	abounds	in	our	field;	many	Bay	
Area	educators	are	willing	to	do	this	for	one	
another.	 If	 you	 are	 comfortable	 with	 this	
process,	a	second	or	third	set	of	qualified	ears	
helps	us,	and	our	students,	 to	 interpret	and	
refine	the	music.

Ultimately,	 you	 the	 director	 will	 have	 the	
biggest	 impact	 on	 the	 results	 from	 your	
choirs	 at	 festival.	 From	 the	 very	 beginning,	
you	 choose	 the	 repertoire,	 establish	 a	
rehearsal	 plan,	 spend	 day	 in	 and	 day	 out	
with	 the	 students	 guiding	 them	 through	
your	interpretation	of	the	music	and	finally,	
leading	them	onto	the	stage	for	their	festival	
performance.	 Once	 you	 have	 received	 your	
performance	time	from	the	site	host	and	begin	
making	 arrangements	 for	 transportation,	
etc.,	please	consider	building	in	the	time	to	

allow	your	students	to	listen	to	other	choirs	
as	 an	 integral	 part	 of	 their	 CMEA	 festival	
experience.

And	finally,	another	colleague	of	mine	asked	
her	 choir	 what	 they	 wanted	 out	 of	 their	
festival	experience	and	their	resounding	reply	
was,	”A	Unanimous	Superior	rating	–	that’s	
our	goal	for	this	year!”		She	then	proceeded	to	
explain	to	them,	“True,	but	to	earn	Superior	
ratings	 there	 are	 certain	 aspects	 over	 which	
you	do	not	have	much	control.	 In	order	 to	
place	ourselves	 in	 the	best	possible	position	
to	 earn	 a	 Unanimous	 Superior,	 we	 can	
establish	 benchmarks	 throughout	 the	 year	
and	work	to	achieve	them;	that	is	something	
we	can	control.”	She	couldn’t	be	more	right!	
Incidentally,	 they	 did	 earn	 a	 Unanimous	
Superior,	 but	 they	 learned	 a	 wonderful	 life	
lesson	in	the	process.

Throughout	this	article,	I	reference	ideas	and	
individuals	who	are	right	here	in	our	Bay	Area!	
We	are	so	fortunate	to	have	among	us	some	
of	 the	 statewide	 and	 nationally	 recognized	
choral	music	educators	and	leaders.	If	you’d	
like	to	know	more	about	these	teachers	and	
programs,	 send	me	 an	 email	 and	 I	 can	 put	
you	in	touch	with	them.

Best	 of	 luck	 to	 you	 and	 your	 choirs,	 this	
spring	at	a	CMEA	festival	near	you! T
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That	darned	cart	got	before	the	horse	
again.	 I	 am	 now	 writing	 an	 article	
dealing	 with	 festival	 sight-reading	

which	would	have	been	much	more	beneficial	
before	the	festivals	began,	but	I	didn’t	realize	
the	importance	of	it	until	now.	So	here	goes…

As	 you	 are	 most	 likely	 aware,	 effective	 this	
festival	 season	 sight-reading	 requirements	
changed.	 Now,	 to	 be	 eligible	 to	 receive	 a	
“Unanimous	Superior”	rating	all	instrumental	
middle	and	high	school,	as	well	as	vocal	high	
school	groups,	must	sight-read.	High	school	
instrumental	 and	vocal	groups	must	 receive	
three	 (3)	 “Superiors”	 in	 performance	 and	 a	
“Superior”	 in	 sight-reading.	 Junior	 high,	
middle,	and	elementary	school	instrumental	
groups	must	receive	three	(3)	“Superiors”	in	
performance	and	a	“Superior”	or	“Excellent”	
in	sight-reading.	Sight-reading	is	not	required	
for	vocal	jazz,	jazz	combo	or	junior,	middle,	
or	 elementary	 vocal	 groups.	 Sight-reading	
is	 not	 involved	 in	 solo-ensemble	 festivals	
(including	solo	jazz).

Now	 that	 we	 know	 the	 “ground	 rules”	 let’s	
look	into	some	of	the	questions	asked	during	
the	 past	 few	 months.	 Through	 discussion	
with	 adjudicators	 and	 directors	 and	 having	
personally	adjudicated	sight-reading	at	a	large	
group	festival,	I	have	some	recommendations	
I	would	like	to	share.

To	have	a	group	be	successful	in	sight-reading	
they	 cannot	 suddenly	 begin	 sight-reading	
the	month	before	 the	 festival.	Sight-reading	
must	be	a	continuous	and	ongoing	learning	
process.	I	recommend	that	a	group	sight-read	
as	 a	part	of	 each	day’s	 rehearsal.	When	you	
purchase	a	new	piece	of	music,	sight-read	it	
together	 (the	 director	 should	 be	 looking	 at	
the	 score	 for	 the	 first	 time,	 too).	 Dig	 into	
your	 library	 and	 play	 some	 of	 that	 “old”	
music	you	haven’t	looked	at	for	a	long	time	
(it	doesn’t	have	to	be	great	music	–	just	music	
new	 to	 the	 group).	 When	 you	 have	 played	
everything	in	your	library,	make	a	temporary	
library	exchange	with	a	nearby	colleague.	Just	
sight-read	in	every	rehearsal.

Sight-reading	 is	 a	 learned	 skill,	 as	 with	
everything	else,	conquered	through	repetition.	
Teach	your	students	how	to	sight-read.	Some	
of	 the	 more	 obvious	 things	 include	 looking	
at	 the	 key	 signature,	 meter	 marking,	 tempo	
marking,	 and	 style.	 Next,	 everyone	 should	
scan	 for	 repeats,	 DC’s	 DS’s,	 Codas,	 etc.	
Now	 come	 the	 more	 obscure	 items.	 Look	
for	 repeated	 musical	 ideas	 (found	 in	 most	
selections	 and	 especially	 in	 those	using	ABA	
form).	Check	for	difficult	rhythms,	extended	
ranges,	 accidentals,	 and	 unexpected	 musical	
happenings.

Conduct	 your	 sight-reading	 rehearsal	 as	 if	
you	were	at	a	festival.	Stay	within	the	festival	
allotted	 times	 (discussed	 later)	 with	 the	
director	 first	 going	 over	 the	 selection	 with	
the	students,	then	their	questions,	and	finally	
playing	the	piece,	non-stop,	as	written,	from	
beginning	to	end.	When	you	are	done,	discuss	
the	performance,	what	was	good,	what	needs	
improvement,	and	how	to	improve	it.

Now	that	we’ve	done	our	daily	sight-reading	
all	school	year	long,	it	 is	festival	time.	How	
do	 we	 approach	 the	 actual	 event?	 First	 and	
foremost,	 approach	 it	 fearlessly.	 Make	 it	 an	
enjoyable,	 educational	 happening,	 not	 a	
panic-ridden	experience.

Almost	 as	 important	 as	 the	 playing	 of	 the	
sight-reading	music	is	the	instructional	time	
before	playing.	A	 successful	group	has	a	 set	
procedure	they	do	each	time	they	sight-read.	
Let’s	look	at	this,	step-by-step.

When	entering	the	sight-reading/clinic	room	
the	 students	 should	 be	 seated	 as	 quietly	
and	organized	 as	 possible.	 Instruct	 them	 to	
leave	 their	 cases	 away	 from	 the	 sitting	area,	
usually	along	a	wall.	They	should	know	that	
the	 room	 may	 not	 be	 setup	 the	 way	 they	
are	 always	used	 to	 it,	but	 teach	 them	 to	be	
flexible.	 Have	 those	 sitting	 in	 the	 center	 of	
the	 group	 sit	 first,	 then	 the	 others	 seating	
themselves	from	the	center	out.	The	director	
should	know	the	level	of	the	music	the	group	
just	 played	 in	 the	 performance	 venue	 (pick	
an	average	grade	level	from	all	of	the	music	
performed.)	(continued on page 11) 
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Tell	 the	 adjudicator	 this	 level	 and	 you	 will	
receive	the	scores	to	the	sight-reading	music	
from	one	grade	below	 that	 and	on	up.	You	
have	 two	 minutes	 to	 peruse	 the	 scores	 and	
select	the	piece	you	wish	to	sight-read.	This 
is a critical time.	Make	sure	your	students	sit	
quietly	and	do	not	open	their	 sight-reading	
folders.	 You	 must	 sometimes	 scan	 four	 or	
five	 scores	 in	 those	 two	 minutes.	 Know	
the	 level	of	 your	group:	 their	 strengths	 and	
weaknesses.	Keep	in	mind	the	styles	of	music	
the	group	does	best.	Many	of	the	scores	you	
will	 open	 and	 immediately	 know	 they	 are	
not	for	your	group.	Eliminate	them	without	
further	consideration.	Teach	the	students	to	
sit	 quietly	 while	 you	 are	 doing	 this.	 I	 have	
seen	more	groups	fail	in	sight-reading	because	
of	the	selection	made.

When	 the	 adjudicator	 says	 that	 your	 two	
minutes	 are	 up,	 the	 students	 will	 then	 be	
instructed	 to	 open	 their	 folders	 and	 take	
out	 the	 selection.	Take	 a	 moment	 to	 make	
sure	 that	 everyone	 has	 a	 part	 and	 that	 all	
parts	 are	 covered	 (many	 times	 there	 will	
not	be	sufficient	percussion	parts	for	a	large	
percussion	section;	select	who	will	play	what	
part).	 Now	 the	 real	 work	 begins	 and	 some	
differences	are	noted	between	the	process	for	
vocal	and	instrumental	groups.	

Vocal	groups	may	rehearse	the	music	for	five	
minutes	 in	 any	 manner	 desired	 (including	
using	piano).	At	the	conclusion	of	that	time	
they	 will	 perform	 the	 music	 as	 written,	 a	
cappella	 (if	 piano	 is	 used	 the	 adjudicator	
MUST	lower	the	rating	by	one	grade).	

Instrumental	groups	may	go	over	the	music	
as	a	group	for	five	minutes.	The	director	may	
sing	phrases	or	illustrate	how	special	rhythmic	
figures	should	be	played.	The	director	may	use	
this	time	in	any	manner.	However,	members	
of	 the	group	may	not	play,	 sing,	clap,	or	 in	
any	other	way	rehearse	their	parts	(fingering	
is	acceptable).	At	the	conclusion	of	that	time	
they	will	perform	the	music	as	written.

Here	are	a	couple	of	hints	that	may	be	of	help:
	 •	Bring	along	several	large	paper	clips.	You	
can	attach	 them	to	 the	 score	where	 repeats,	

DC’s,	DS’s	and	Codas	are	 indicated	so	that	
you	can	follow	them	easily.	Nothing	is	more	
difficult	 than	 fumbling	 through	 a	 score	 to	
follow	these	markings.	
	 •	Always	point	out	the	key	signature,	meter	
marking,	 tempo	 markings	 and	 style	 of	 the	
selection	(and	changes	that	may	happen	along	
the	way).
	 •	Discuss	places	where	problems	often	occur	
(transitions,	tempo	changes,	key	changes,	etc.)	
and	tell	 the	group	how	you	plan	to	conduct	
them.
	 •	 Identify	 repetitive	 musical	 figures	 and	
illustrate	how	they	will	be	played.
	 •	Point	 out	 specific	 problems	 for	 specific	
sections	and/or	parts.
	 •	When	 you	 are	 done	 (using	 three	 to	
four	 minutes	 of	 the	 time)	 ask	 the	 students	
if	 they	 have	 any	 questions.	 Look	 out	 for	
“Quincy	 Questions”	 —	 the	 student	 who	
always	has	a	question	of	no	significance.	Just	
avoid	 acknowledging	 the	waving	hand,	 and	
rather,	 call	 on	 the	 student	 who	 usually	 has	
an	 important	 question.	 I	 know,	 there’s	 no	
such	thing	as	a	“stupid”	question,	but	there	
are	 such	 things	 as	 “insignificant”	 questions.	
Don’t	let	important	time	be	wasted.

When	it	is	time	to	perform	settle	the	group	
down,	 everyone	 take	 a	 deep	 breath,	 and	
perform.	This	 is	no	time	for	 the	director	 to	
show	how	flamboyant	and	colorful	he/she	is	
on	 the	podium.	 It	 is	 time	 to	give	 clear	 and	
decisive	 beat	 patterns.	 Emphasize	 where	
rehearsal	numbers/letters	are	with	a	bit	of	a	
stronger	beat.	Do	everything	possible	to	help	
the	students	know	where	they	are	and	how	the	
should	perform.	Keep	going	—	don’t	stop,	if	
at	all	possible.	Like	a	good	athlete,	remember	
mistakes,	but	don’t	ponder	on	them,	as	that	
will	 only	 cause	 an	 individual	 to	 compound	
his/her	mistakes.	Everyone	should	watch	you	
carefully,	 listen	 to	what	 is	 going	on	 around	
them,	and	be	confident	in	what	they	do.	I’d	
rather	hear	a	mistake	played	with	confidence	
than	in	a	wimpy,	frightened	manner.
(continued on page 21) 
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s I	returned	home	from	the	CMEA	Winter	
Conference	 with	 so	 many	 different	
ideas,	 strategies,	 new	 games,	 songs	 and	

dances.	 I	 felt	 renewed.	 This	 conference	
was	 exactly	 what	 I	 needed.	 The	 presenters	
reminded	 me	 of	 the	 uncompromising	 need	
to	make	music	joyful	and	fun,	the	“enriching	
musical	 experiences”	 that	 we	 learned	 about	
in	 our	 teacher	 training	 courses,	 such	 as	
singing	 games	 and	 folk	 dances.	 No	 matter	
which	 philosophy	 you	 follow,	 you	 must	
include	 these	 experiences	 for	your	 students.	
They	 are	 not	 time	 fillers	 or	 “extras”.	 These	
experiences	 connect	 with	 the	 student	 in	 a	
deeply	personal,	musical	way.	They	are	what	
many	 students	 love	 most	 about	 our	 music	
classes.	 If	 we	 can	 provide	 opportunities	 for	
our	students	to	love	music,	we	have	opened	
the	door.	“Often	a	single	experience	will	open	
the	young	soul	to	music	for	a	whole	lifetime.	
This	 experience	 cannot	be	 left	 to	 chance;	 it	
is	the	duty	of	the	school	to	provide	it.”	[The 
Selective Writings of Zoltan Kodály].	Let’s	not	
miss	 these	golden	opportunities.	Games	are	
an	excellent	opportunity	for	us	to	address	not	
only	 musical	 concepts	 such	 as,	 steady	 beat,	
rhythm,	call	and	response	and	other	forms	of	
solo	in-tune	singing.

In	 Karyn	 Silva’s	
p r e s en t a t i on ,	
Quality Materials 
for a YouTube 
G e n e r a t i o n :  
Finding Ways to 
Help Students 
Connect to Our  
T r e a s u r e d 
Materials,	 we	
learned	 some	

important	 strategies	 for	 making	 the	 songs	
and	activities	personal,	relevant,	and	creative	
to	 today’s	 media	 saturated	 students.	 One	
way	 to	 make	 a	 simple	 folk	 song,	 Starlight, 
Starbright	 personal	 is	 to	 ask	 the	 students	 if	
they	have	ever	wished	up	on	a	star,	or	what	
other	 ways	 they	 might	 make	 wishes.	 This	
dialogue	helps	make	the	 lyrics	personal	and	
helps	the	students	think	about	the	meaning	
of	 the	 song.	 This	 personal	 connection	

improves	the	tone	quality	of	the	singing,	and	
gives	students	motivation	to	participate.	Ms.	
Silva	 suggested	 ways	 to	 give	 the	 materials	
context	 and	 relevancy	 by	 creating	 and/or	
collaborating	 on	units	 of	 study.	 Some	 areas	
of	 possible	 collaboration	 might	 be	 physical	
education,	foreign	language,	or	social	studies.	
She	 suggested	 asking	 questions	 about	 real	
life	 experiences	 the	 students	 have	 had	 that	
connect	with	the	materials	you	are	using.	The	
time	 spent	 in	 the	 beginning	 of	 a	 new	 song	
or	game	to	establish	context	or	purpose	is	a	
worthwhile	investment.

Victoria	Schmidt’s	 live	 teaching	demonstra-
tion	 was	 inspirational.	 Her	 teaching	 was	
elegant.	 Her	 students	 sang	 beautifully	 and	
listened	intently.	The	expectations	were	high,	
but	 it	 was	 evident	 that	 students	 could	 take	
risks	 and	 didn’t	 have	 to	 be	 perfect.	 Mrs.	
Schmidt	has	an	amazing	ability	to	kindly	and	
respectfully	 guide	 the	 students	 to	 the	 right	
answers.	She	knows	exactly	how	far	or	 long	
to	go	with	areas	of	high	concentration,	then	
she	 seamlessly	 transitions	 into	another	kind	
of	activity.	I	could	see	that	the	students	were	
being	 respected	as	musicians	and	as	human	
beings.	 It	was	 very	 clear	 that	 they	 love	 and	
respect	her.	They	appeared	to	enjoy	the	games	
and	knew	how	to	play	them	musically.	Oh,	
how	I	wish	I	could	have	had	Mrs.	Schmidt	as	
my	music	teacher	when	I	was	in	elementary	
school.

Doug	Goodkin’s	workshop	was	 like	nothing	
I’ve	 ever	 experienced.	 It	 was	 amazing	 how	
he	 led	the	group	through	so	many	activities,	
nonverbally.	Truly,	it	was	a	lesson	that	needed	
to	be	experienced.	(continued on page 13) 
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He	 used	 gestures	 and	 we	
followed.	 The	 atmosphere	
created	was	encouraging	and	
everyone	seemed	to	feel	safe,	
trusting	 and	 trusted.	 Next,	
we	sang	the	 folk	song,	Shoo 
Fly	and	discovered	a	plethora	
of	 ways	 of	 interpreting	 the	
song	through	dance.

We	 sang	 and	 played	 and	
learned	 several	 songs	 in	
Spanish	with	Lydia	Mills,	 in	her	workshop,	
Music for Latin America for the Classroom.	

She	shared	ten	songs	in	Spanish	with	English	
translations.	Many	of	 the	 songs	have	games	
that	 give	 students	 opportunities	 for	 solo	
singing,	and	some	for	improvising	song	texts	
and	 actions,	 and	 for	 keeping	 a	 steady	 beat.	
It	 sure	 was	 an	 enjoyable	 way	 of	 addressing	
these	National	Standards.	I	am	sure	that	our	
students	 will	 thoroughly	 enjoy	 these	 songs	
and	games.	They	are	accessible	for	native	and	
non-native	speakers.

Luana	 Canty,	 from	 Pearson	 Silver	 Burdett,	
presented	 a	 workshop	 entitled,	 A Picture 
Paints a Song!	 After	 sharing	 contextual	

information	 about	
the	 historical	 use	
of	 sea	 shanties	
and	 some	 ship	
terminology,	 we	
sang	 a	 sea	 shanty	
and	 performed	 the	
physical	 actions	
that	 sailors	 would	
have	 performed	
together.	We	looked	

at	the	song	phrases	and	identified	some	as	call	
and	some	response.	Ms.	Canty	shared	 ideas	
on	 how	 to	 encourage	 students	 to	 pursue	
composing	 collaboratively.	 She	 suggested	
giving	one	group	the	task	of	writing	the	lyrics,	
and	 another	 group	 writing	 the	 notation.		
These	short	phrases	make	the	daunting	task	
of	 teaching	 composition	 more	 manageable.	
The	new	phrases	match	the	existing	structure.	
Once	 the	 project	 is	 complete,	 the	 students	
perform	 the	 new	 composition,	 while	
demonstrating	 movements	 for	 the	 shanty.	
This	workshop	really	got	me	thinking	about	
composition	projects.

All	 of	 the	 General	 Music	 presenters	 shared	
some	of	the	activities	that	they	are	personally	
connected	 to.	 Their	 passion	 for	 the	 song,	
dance,	game,	or	other	activity	was	palpable.	I	
saw	smiles	on	the	faces	of	the	grownups	as	they	
sang,	danced,	played	and	learned	new	songs.	
Even	with	all	of	the	challenges	we	experience	
such	as	high	class	sizes	and	minimal	student	
contact	time,	we	must	include	singing	games.	

If	you	haven’t	been	to	the	CMEA	Conference,	
strongly	 consider	 attending.	 Not	 only	 will	
you	make	new	friends	and	have	a	wonderful	
time,	you	will	leave	recharged	and	with	many	
new	 materials	 and	 ideas	 you	 can	 take	 with	
you	to	use	the	next	weeks	in	your	classroom.
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I	would	like	to	report	something	positive,	
a	 hot	 trend	 in	 music	 education	 today,	
and	a	paradigm	that	has	been	spreading	

the	 world	 like	 wildfire.	 Brand	 new	 music	
programs	are	popping	up	all	over	 the	USA,	
and	 many	 corners	 of	 the	 world,	 while	
receiving	 enthusiastic	 media	 attention	 and	
even	fame.	These	“El	Sistema”	(The	System)	
inspired	music	programs	have	been	featured	
on	“60	Minutes”,	National	Public	Radio	and	
in	newspapers	and	Internet	sites.	El	Sistema	
is	taking	particular	root	here	in	California.

For	 instance,	 two	 years	 ago	 when	 Seth	
Maunser	 retired	 from	 a	 29-year	 career	 as	
violist	with	the	San	Francisco	Symphony	and	
Jerry	 Pannone	 retired	 from	 a	 distinguished	
career	teaching	orchestra	at	SFUSD’s	School	
of	 the	 Arts,	 instead	 of	 actually	 “retiring”	
they	 decided	 to	 team	 up	 and	 start	 an	 “El	
Sistema”	inspired	music	program	in	the	San	
Francisco.1	 They	 are	 now	 finishing	 up	 the	
first	 year	 of	 an	 after-school	 pilot	 program	
in	 SFUSD.	 Carlotta	 Mellon	 in	 Salinas2,	
and	 Harley	 Christensen,	 with	 San	 Jose	
Jazz3,	have	also	started	El	Sistema	programs	
in	 their	 communities	 and	 in	 addition	 to	
these	programs	there	are	over	a	dozen	more	
throughout	 California.	 Children	 who	
formerly	had	no	access	to	music	instruction	
are	now	receiving	 intensive,	quality	musical	
training	—	all	thanks	to	the	generous	efforts	
of	these	people.

But	it	was	Dr.	José	Antonio	Abreu	who,	33	
years	ago,	started	the	first	El	Sistema	program	
with	11	poverty	stricken	children	in	a	parking	
garage	in	Caracas,	Venezuela.	Because	of	Dr.	
José	 Antonio	 Abreu’s	 initial	 efforts,	 today	
300,000	 of	 Venezuela’s	 poorest	 children	
receive	 a	 quality	 music	 education	 free	 of	
charge.	“El	Sistema	demonstrates	the	power	
of	 ensemble	 music	 to	 dramatically	 change	
the	 life	 trajectory	of	hundreds	of	 thousands	
of	 a	 nation’s	 youth	 while	 transforming	
the	 communities	 around	 them”4.	 Gustavo	
Dudamel,	 now	 the	 celebrated	 conductor	
of	 the	Los	Angeles	Philharmonic,	was	 once	
one	 of	 those	 children	 from	 the	 slums	 of	

Caracas,	 Venezuela.	 Now	 he	 is	 giving	 back	
to	a	new	generation	of	underserved	children	
by	encouraging	“El	Sistema”	 inspired	music	
making	and	 in	particular,	with	his	own	pet	
project,	 called	 YOLA	 (Youth	 Orchestra	 of	
Los	Angeles).5	

Dr.	 Diana	 Hollinger	 (San	 José	 State	
University)	 has	 been	 studying	 El	 Sistema	
for	 many	 years	 and	 has	 personally	 visited	
the	 original	 program	 site	 in	 Venezuela.	 Dr.	
Hollinger	points	out	that,	“One	of	the	major	
differences	 between	 California	 and	 Caracas	
is	 that	 in	 the	 United	 States	 we	 have	 public	
school	music	education.	El	Sistema	developed	
outside	 the	 school	 system	 because	 music	
education	 is	not	offered	within	 the	 schools,	
and	the	public	school	systems	serve,	according	
to	some	of	my	informants,	only	about	50%	
of	 the	 population	 (the	 same	 percentage	
housed	in	barrios).	El	Sistema	is	now	starting	
to	make	efforts	to	bring	the	program	into	the	
schools,	so	it	is	safe	to	say	that	we	are	ahead	
in	this.”		It	will	be	interesting	to	see	how	El	
Sistema	will	evolve	in	California	and	the	rest	
of	 the	USA.	Right	now	 it	 is	 a	 combination	
of	 many	 different	 types	 of	 partnerships	 —	
public	 after-school,	 private	 conservatory,	
community	center,	symphony	orchestra,	and	
private	foundations	programs.	It	 is	unlikely,	
however,	 that	 these	 programs	 will	 ever	 be	
government	 run	 as	 they	 are	 in	 Venezuela.	
Dr.	 Hollinger	 once	 asked	 Dr.	 Abreu	 what	
he	was	most	 proud	of	with	El	 Sistema	 and	
he	 replied	 emphatically	 and	 without	 pause,	
‘the	social	results’.	 ‘The	System	also	changes	
the	 life	 of	 the	 community,	 and	because	 the	
parents	 come	 into	 the	 rehearsals	 and	 they	
join	 the	children	 in	 studying	so	 the	 lives	of	
the	families	are	also	transformed.’	When	Dr.	
Hollinger	then	asked	what	could	Americans,	
in	 particular,	 learn	 from	 the	 Venezuelan	
system	if	we	were	to	replicate	El	Sistema	in	
the	USA,	he	restated	his	original	theme,	‘The	
social	aspects’.6

Dr.	 Abreu’s	 comments	 get	 to	 the	 heart	 of	
how	 the	 El	 Sistema	 paradigm	 differs	 from	
a	 traditional	 music	 education	 “system”.		
(continued on page 15) 
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As	we	wrap	up	our	school	year	I	hope	
that	everyone’s	experience	has	been	a	
good	one.	I	for	one	have	truly	enjoyed	

watching	my	 students	 grow	as	 they	 learned	
about	jazz,	its	culture,	and	performing	it	for	
audiences	and	I	continue	to	be	impressed	by	
their	 willingness	 to	 learn	 about	 jazz.	 I	 am	
thankful,	as	well,	that	the	more	they	learn	the	
more	they	want	to	learn.	I	share	this	with	you	
to	encourage	you	to	continually	give	them	as	
much	 information	 about	 the	 music	 as	 you	
can.	 Even	 if	 some	 at	 first	 seem	 resistant,	 I	
know	that	as	they	become	familiar	with	the	
music	 and	 its	 great	 innovators,	 composers,	
performers,	 and	 current	 artists	 they	 will	 be	
more	 and	 more	 interested	 in	 future	 study.	
Don’t	let	a	slow	start	dissuade	you.	The	pay-
off	 in	 student	 learning	 and	 interest	 is	 well	
worth	the	investment.

I	 am	 happy	 to	 announce	 that	 our	 winter	
series	of	Bay	Section	 Jazz	Festivals	was	very	
successful.	Thanks	 to	 Julie	Bounds	of	Santa	
Teresa	 High	 School	 (Jazz	 South),	 Kevin	
Gallagher	 of	 Hillsdale	 High	 School	 (Jazz	
West	at	the	College	of	San	Mateo),	Dr.	Andy	
Collinsworth	 of	 Sonoma	 State	 University	
(Jazz	 North),	 The	 Northgate	 High	 School	
Instrumental	Music	Boosters	(Jazz	East),	John	
Galli	and	Jonathan	Fey	of	Monta	Vista	High	
School	 (Jazz	 Combo),	 and	 Emily	 Gates	 of	
San	Marin	High	School	(Vocal	Jazz).	You	all	

have	done	a	great	job,	once	again,	in	hosting	
well-run	festivals	for	our	membership.

Unfortunately,	two	of	our	festivals	had	to	be	
cancelled	 due	 to	 low	 registration	 numbers.	
The	Jazz	Valley	and	Jazz	Solo	festivals,	which	
we	 have	 been	 trying	 to	 grow	 over	 the	 past	
few	 years,	 didn’t	 generate	 enough	 sign	 ups	
to	 sustain	 this	 year.	 In	 the	 case	 of	 the	 Solo	
Jazz	festival,	I	will	be	exploring	ways	in	which	
we	can	develop	it	into	an	event	that	we	can	
continue	 next	 year.	 In	 the	 case	 of	 the	 Jazz	
Valley	 festival,	 registration	 will	 determine	
its	fate	in	the	future.	I	want	to	thank	Ulices	
Chaves	for	his	diligent	efforts	as	he	worked	to	
make	the	festival	viable.

I	 am	 currently	 developing	 ideas	 for	 the	
jazz	 offerings	 for	 the	 Bay	 Section	 Winter	
Conference	 at	 San	 José	 State	 University	 in	
January	2013.	If	you	have	ideas	about	topics	
you’d	like	to	see	addressed	at	the	conference	
please	 contact	 me	 at	 browngjazz@comcast.
net.	

Best	wishes	 for	 a	very	 successful	 end	of	 the	
school	year	with	your	 jazz	 students.	Have	a	
great	 summer	 break,	 full	 of	 rest,	 successful	
preparation,	 and	 inspiration.	 Nothing	
gets	 my	 juices	 flowing	 more	 that	 getting	
out	 and	 hearing	 jazz	 live,	 I	 hope	 you	 find	
opportunities	to	do	just	that	as	a	part	of	your	
well-deserved	vacation!

H
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continued	from
	page	14

Instead	 of	 using	 a	 social	 environment	 (the	
ensemble)	 to	 teach	 music,	 El	 Sistema	 uses	
music	 instruction	 to	 teach	 socialization.		
Students	 learn	 that	 by	 working	 hard	 to	
achieve	 something	 tangible,	 in	 turn	 they	
are	given	back	a	sense	of	personal	pride	and	
further	motivation	to	continue	to	refine	their	
skills.	 We,	 as	 music	 educators,	 know	 that	
the	 benefits	 of	 music	 study	 are	 far	 greater	
than	this,	however,	if	students	are	getting	an	
assortment	of	benefits	and	positive	outcomes	
it	 is	 hard	 to	 argue	 with	 the	 stated	 goal	 as	
being	“social”.	El	Sistema	 in	California	and	
the	 USA	 is	 a	 dynamic	 and	 exciting	 social	
experiment.	 It	 will	 be	 interesting	 to	 watch	
how	it	develops	over	the	next	few	years.	For	

now	it	seems	to	be	striking	a	huge	chord	with	
the	 public	 and	 I,	 for	 one,	 am	 completely	
supportive	—	let	El	Sistema,	USA	resound!

Notes	
1.	http://musicteamsf.org/
2.	http://www.yosal.org
3.	http://www.sanjosejazz.org/progressions.html
4.	http://elsistemausa.org/
5.	http://www.laphil.com/education/yola.cfm
6.	Hollinger,	D.	“The Venezuelan Music Education 
Model: An Instrument for Social Change in 
California?” California	Music	Educator’s	Association	
State	Magazine,	fall,	2007.
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In	this	edition	of	Tempo,	I	write	to	you	with	
a	follow-up	of	the	app	session	that	I	ran	in	
January	at	the	Bay	Section	Conference.	In	

its	second	year,	the	app	session	featured	high	
attendance	consistent	with	 last	year’s	 session.	
Considering	that	attendance	at	these	sessions	
was	easily	up	to	three	times	higher	than	other	
technology	 sessions,	 this	 tells	 me	 one	 thing:	
you	want	more	app	coverage.

With	this	article,	I’ll	go	over	a	few	hardware	
solutions	that	beneficially	augment	the	use	of	
iPhone	and	iPad	devices	in	the	classroom.

iKlip, IK Multimedia 
MSRP:	$29-$39*	
http://www.ikmultimedia.com

Before	 the	 iPhone	 and	 iPad	 came	 around,	
IK	Multimedia	was	known	more	 for	 its	FX	
software	 and	 plug-ins.	 With	 the	 advent	 of	
mobile	 apps,	 this	 company	 exploded	 onto	
the	 scene	 with	 new	 music	 apps	 and,	 more	
relevant	 to	 our	 discussion,	 hardware.	 Their	
mobile	 device	 hardware	 line	 continues	 to	
grow,	 but	 there	 is	 one	 product	 they	 make	
that	I	consider	to	be	essential:	the	iKlip.	The	
iKilp	 is	 a	 microphone	 stand	 clip	 for	 iPad	
or	 iPhone	 (note:	 each	 is	 a	 separate	 model).	
Probably	 the	 more	 useful	 version	 is	 for	 the	
iPad	as	the	screen	size	is	more	conducive	to	
reading	 in	 general.	 A	 new	 product	 within	
the	 iKlip	 line	 is	 the	 iKlip	Studio,	a	desktop	
stand	 for	 iPad.	 Both	 of	 these	 products	 are	
great	 for	 presentation	 or	 viewing	 solutions	
with	music	on	the	iPad.	Note	that	especially	
if	 you	 are	 using	 an	 iPad	 with	 iKlip	 and	 a	
microphone	 boom,	 you	 need	 to	 take	 care	
that	 your	 microphone	 stand	 isn’t	 placed	 in	
a	position	to	allow	it	 to	easily	 tip	over.	The	
iPad	isn’t	exactly	light	and	we	can	often	forget	
about	the	laws	of	physics	when	dealing	with	
microphone	stands	and	their	boom	arms.

It	 bears	 mentioning	 that	 IK	 Multimedia	
also	 makes	 very	 inexpensive	 guitar	 and	
microphone	 interfaces	 for	 iOS	 devices.	
These	 can	 be	 found	 on	 the	 IK	 Multimedia	
homepage.

Phocus Accent, Phocus 
Formerly	the	OWLE Bubo
MSRP:	$99.95*	
http://smartphocus.com

Every	time	I	show	someone	this	product,	they	
stare	 in	 disbelief	 at	 what	 it	 is.	 The	 Phocus	
Accent	 is	 an	 aluminum	 body	 with	 wide-
angle	 lens	adapter	 for	 iPhone	4	and	iPhone	
4s	 phones.	 It	 is	 meant	 to	 allow	 you	 to	 use	
different	 camera	 lenses	 with	 the	 wonderful	
camera	on	the	iPhone.	As	ridiculous	as	that	
may	sound,	once	you	use	 the	Phocus	you’ll	
be	 convinced	 as	 to	 how	 useful	 it	 is.	 The	
aluminum	body	is	solid	but	light	(6	oz.)	and	
is	 helpful	 for	 stabilizing	 the	 camera	 while	
taking	 pictures.	 The	 lens	 that	 comes	 with	
the	Phocus	is	a	wide-angle	lens	that	features	
37mm	 threading	 (in	 case	 you	 want	 to	 add	
other	lenses	to	it.	This	lens	is	great	in	that	it	
opens	up	the	use	of	your	iPhone	4	to	getting	
good,	quick,	and	reliable	photos	and	video	in	
the	classroom.

Alesis I/O iPad Docking Station
MSRP:	$199*	
http://www.alesis.com/iodock

One	look	at	the	Alesis	I/O	iPad	Docking	Station	
and	you’ll	immediately	be	overwhelmed	with	
the	 possibilities	 of	 using	 an	 iPad	 as	 a	 small	
recording		and	audio	production	environment.	
The	Alesis	I/O	comes	with	balanced	XLR-1/4”	
combo	inputs,	1/4”	balanced	outputs,	analog	
and	 digital	 MIDI	 ins	 and	 outs,	 and	 even	 a	
footswitch	 input!	This	 is	all	 to	 say	 that	 it	 is	
certainly	 not	 lacking	 any	 features.	 I	 haven’t	
had	a	chance	to	actually	try	one	out	so	I	am	
unsure	 how	 all	 of	 those	 separate	 input	 and	
output	 options	 are	 recognized	 and	 handled	
by	the	various	apps	out	there.	In	the	product	
imagery,	there	are	lots	of	pictures	of	Garage	
Band	 being	 used	 with	 the	 hardware.	 This	
would	lead	one	to	believe	that	the	Alesis	I/O	
can	be	used	with	other	apps.
(continued on page 26)
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It’s	springtime	and	the	hunt	for	a	job	is	on.	
No	matter	if	you	are	a	seasoned	veteran	
or	just	got	your	credential,	these	pointers	

on	getting	a	job	will	help	you	hone	in	your	
interviewing	 skills,	 polish	 up	 your	 résumé,	
pick	 the	 perfect	 person	 as	 a	 reference,	 and	
figure	out	the	ins	and	outs	of	a	job	fair.	But	
first	we	need	to	talk	about	where	you	find	a	
job	posting.

Most	 districts	 now	 post	 available	 job	
openings	on	a	website	called	edjoin.org.	You	
can	search	for	job	openings	based	on	subject,	
country,	district,	or	grade.	 Job	openings	are	
constantly	 being	 posted	 to	 edjoin.org	 and	
generally	are	open	for	2-3	weeks,	so	check	it	
every	 day.	 Most	 of	 the	 job	 applications	 are	
also	 submitted	 through	 edjoin.org.	To	 save	
you	time,	make	sure	you	fill	out	your	profile	
and	 have	 all	 your	 documentation	 scanned	
so	 that	 submitting	 applications	 will	 be	 a	
breeze.	 Make	 sure	 you	 submit	 all	 required	
documents;	if	you	ask	the	district	to	“request	
it”	it	tells	them	you	are	not	worth	their	time.	
Also,	 be	 sure	 to	 update	 your	 résumé,	 cover	
letter,	 and	 references	 so	 they	 are	 specific	
and	 applicable	 to	 the	 job	 you	 are	 applying	
for.	 Nothing’s	 worse	 than	 sending	 a	 cover	
letter	 to	 Mr.	 Jones	 when	 it	 was	 written	 for	
Mrs.	Smith	at	a	different	district,	all	you	are	
showing	 your	 prospective	 employer	 is	 that	
you	are	lazy	and	not	detail	oriented.

Your	 cover	 letter/letter	 of	 intent	 is	 the	 first	
image	 your	 future	 employer	 is	 going	 to	 get	
of	you,	so	it	needs	to	be	good.	Cover	letters	
should	 be	 no	 more	 than	 3	 paragraphs	 and	
should	 start	 with	 something	 catchy,	 but	
relevant.	 The	 Human	 Resource	 person	 is	
going	 to	 read	 hundreds	 of	 letters	 and	 you	
want	 yours	 to	 stand	 out.	 Let	 this	 person	
know	 why	 the	 position	 available	 was	 made	
for	you,	who	you	are,	and	explain	any	gaps	or	
things	that	might	be	missing	in	your	résumé.	
Writing	your	cover	letter	is	also	a	good	time	
to	 take	 a	 stroll	 back	 to	 elementary	 school,	
when	you	learned	how	to	write	a	letter.	This	
is	 not	 email	 and	 this	 is	 not	 a	 text.	 A	 cover	
letter	is	a	formal	letter,	with	a	date,	address,	
and	 a	 salutation.	 This	 letter	 should	 also	 be	

addressed	to	a	specific	person,	not	“to	whom	
it	may	concern.”	Take	the	time	and	find	out	
who	 put	 the	 job	 positing	 on	 edjoin.org	 —	
that	is	who	the	letter	should	be	written	to.	If	
there	 is	no	name	on	edjoin.org	or	wherever	
you	found	the	job,	then	address	it	to	the	head	
of	the	HR	department	for	the	district.	Try	not	
to	 address	 the	 letter	 to	 the	 principal	 of	 the	
school	where	you	want	to	work.	Remember,	
you	are	going	to	be	a	district	employee;	the	
district	is	hiring	you,	not	a	school.

When	 it	 comes	 to	 reference	 letters,	 do	 not	
pick	 a	 family	 member	 or	 a	 best	 friend,	
because	they	are	biased	and	might	not	know	
enough	about	 education	 and	music	 to	be	 a	
credible	source.	You	need	to	pick	references	
that	are	in	the	education	field.	The	best	letter	
of	 reference	 you	 can	 get	 (the	 one	 that	 will	
mean	 the	 most	 to	 a	 hiring	 committee)	 will	
be	from	the	principal	of	a	school	where	you	
worked.	Your	master	 teachers	 are	 also	 good	
references.	Pick	 someone	who	has	 seen	you	
in	the	field,	 someone	who	has	watched	you	
grow	as	a	teacher,	someone	who	will	say	that	
they	want	their	child	in	your	class.	Also	give	
your	references	enough	time	to	write	a	good	
letter	and	give	them	the	specifics	so	they	can	
address	it	properly.

Most	of	us	have	résumés	already,	but	to	make	
yours	pop	keep	it	concise	and	applicable	for	
the	job.	The	HR	department	does	not	need	
to	know	every	job	you	have	ever	had,	but	if	it	
is	relevant	to	teaching	then	leave	it	in.	Even	a	
job	as	a	barista	or	bingo	caller	can	be	relevant	
depending	on	how	you	spin	it.	At	these	jobs	
you	did	not	only	make	coffee	or	call	numbers,	
you	 communicated	 daily	 with	 people	 of	
diverse	cultures,	ages,	and	backgrounds	and	
became	 part	 of	 the	 community	 where	 you	
were	 working.	 Make	 sure	 you	 use	 power	
verbs	when	describing	the	positions	you	held.	
Also,	be	sure	to	proof	read	your	résumé,	one	
cannot	rely	on	spell	check	alone.

Be	proactive	in	your	search	for	a	job.	Know	
what	districts	and	counties	you	would	like	to	
work	 in	 and	find	out	when	 they	hold	 their	
job	fairs.	(continued on page 26)
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Greetings!	 We	 are	 under	 way	 in	
our	 2012	 Festival	 season	 and	 our	
CMEA	Bay	Section	Area	Reps	and	

Special	Reps	are	presently	securing	site	hosts	
for	the	2013	festival	season.

I	 would	 like	 to	 thank	 all	 of	 our	 2012	 Jazz	
Festival	hosts	 for	providing	 fantastic	 venues	
and	 for	 running	 smooth	 and	 efficient	
festivals:	Jazz	East	host	Greg	Brown,	Jazz	West	
host	 Kevin	 Gallagher,	 Jazz	 South	 host	 Julie	
Bounds,	Jazz	North	host	Andy	Collinsworth,	
Vocal	Jazz	host	Emily	Gates,	and	Combo	Jazz	
host	Jon	Fey.	Your	festivals	were	well	run,	your	
mailings	were	prompt,	your	staff	was	friendly	
and	 knowledgeable	 and	 your	 facilities	 were	
favored	by	the	majority	of	participants.

Our	 season	 had	
several	 festival	
sites	that	sadly	had	
to	be	consolidated	
from	 two-day	
events	 to	 one-
day	events	due	 to	
low	 enrollment:	
Area	I/VI	Choral,	
Area	II/VII	Band	&	Orchestra,	Area	V	Band	
and	 Area	 V/VIIIb	 Choral	 Festivals.	 Was	
this	 because	 of	 Spring	 Break	 conflicts?	 In	
addition	to	this	we	had	to	unfortunately,	and	
with	much	disappointment,	cancel	 two	 jazz	
festivals:	Jazz	Valley	and	Solo	Jazz.	I	sincerely	
hope	 that	 participation	 will	 be	 higher	 next	
year	and	no	festival	will	need	cancellation.

Many	of	our	hosts	went	completely	electronic,	
eliminating	unnecessary	paper	this	year;	this	
has	been	met	with	very	positive	 results	 and	
feedback.	I	do	believe	we	will	continue	with	
this	process	in	the	2013	festival	season.

I	 want	 to	 wish	 the	 very	 best	 to	 those	 of	
you	 that	 will	 be	 attending	 a	 Band,	 Band/
Orchestra,	 Orchestra,	 or	 Choral	 festival	 in	
late	April	/	early	May	and	I	would	also	 like	
to	 congratulate	 and	 recognize	 our	 hosts	 of	
those	 festivals	 for	 their	 hard	 work:	 Andy	
Collinsworth,	 Anthony	 Arnold,	 Charlie	
Rodda,	 Ben	 Latham,	 Dan	 Bryan,	 Todd	

Summers,	Steve	Barnhill,	Greg	Grant,	Jenny	
Bent,	Laura	Carreon,	Bruce	Lengacher,	 Jim	
Yowell,	 Chad	 Zullinger,	 Cheryl	 Yee	 Glass,	
Larry	Widener,	Steve	Accatino,	Glenn	Walp,	
Michael	Boitz,	Rick	South,	Ray	Galela,	and	
Ken	Ponticelli.

Below	 are	 some	 reminders	 about	 planning	
for	 next	 year,	 as	 well	 as	 some	 information	
regarding	“consequences”	for	cancelling	and/
or	being	delinquent	with	festival	fees:

	 •	 It		is	vitally	important	that	directors	take	
note	of	Spring	Break,	Winter	Break	and	Ski	
Week	(President’s	observation	week)	prior	to	
registering	for	festivals	on	solochair.com	so	that	
you	can	avoid	conflicts	with	your	registration.	

We	continue	to	encounter	directors	needing	
to	 cancel	 registrations	 a	 few	 weeks	 before	
festival	 dates	 —	 even	 after	 hosts	 have	 sent	
out	schedules!	This	has	an	enormous	impact	
on	all	of	the	other	groups	and	adjudicators.

	 •	Do	 not	 manipulate	 the	 solochair.com	
Out-of-Area	 time	 frame	 to	 suit	 your	 own	
needs!
	 •	 If	 you	 choose	 to	 wait	 until	 December	
or	January	to	register	at	a	site,	please	do	not	
expect	your	scheduling	request	to	be	granted;	
other	 directors	 having	 registered	 earlier	
in	 the	 registration	 process,	 will	 have	 their	
preferences	honored.
	 •	Cancellations	 create	 gaps	 that	 are	
problematic	 for	 groups	 staying	 to	 listen	 to	
other	 groups.	 It	 is	 equally	 problematic	 for	
the	 hosts	 after	 all	 of	 their	 hard	 work	 and	
long	 hours	 putting	 together	 a	 schedule	 to	
accommodate	all	requests.
(continued on page 19)
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Registration	on	www.solochair.com	for	the	
2013	Large	Group	Festival	season	will	open	
on	Monday,	September	10,	2012	at	4:00	pm.	
Out-of-Area	registration	will	open	on	
Monday,	September	17,	2012	at	4:00	pm.
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•	 If	 you	 do	 not	 intend	 to	 attend	 a	
festival	 and	 you	 know	 this	 to	 be	 true,	
COMMUNICATE,	 please!	 Don’t	 drag	 out	
the	 process	 and	 wait	 until	 the	 last	 minute.	
This	 is	 quite	 inconsiderate	 to	 the	 host,	 the	
Treasurer	and	me.
	 •	A	future	consequence	for	directors	 that	
cancel	 after	 a	 schedule	 has	 been	 sent	 will	
be	 that	 your	 scheduling	 preference	 for	 the	
following	year	will	not	be	honored.	You	will	
be	scheduled	in	a	spot	that	is	convenient	for	
the	host;	first	or	last.

We	all	are	aware	that	emergencies	do	happen;	
however,	 poor	 planning	 prevents	 other	
directors	 from	 having	 the	 opportunity	 of	
registering	 for	 a	 spot	 at	 a	 festival	 and	 Bay	
Section	 loses	 money.	 Please	 be	 diligent	 in	
your	planning.

Please	be	assured	that	your	feedback	on	the	
festivals	you	attend	is	vitally	important	to	the	
continued	success	of	our	festival	committee’s	
efforts	 as	 well	 as	 the	 efforts	 of	 our	 festival	
hosts.	On	behalf	of	myself	and	the	Board,	I	
appreciate	 you	 taking	 the	 time	 to	 fill	 out	 a	
Large	 Group	 Festival	 Evaluation	 form	 once	
you	have	returned	from	the	festival.	

	 •	Log	on	to	www.cmeabaysection.org		
	 •	Once	on	the	home	page,	click	on	“Forms”	
	 	 on	the	right	side	of	your	monitor	
	 •	Scroll	down	and	click	“Festival	Forms”	
	 •	Scroll	down	and	click	on	“Large	Group		
	 	 Evaluation	Form”	

Festival	 sites	 for	 2013	 will	 begin	 to	 be	
regularly	 posted	 and	 updated	 on	 our	 Bay	
Section	 website	 (www.cmeabaysection.org)	
by	mid	June,	so	please	keep	your	eye	out	for	
those	postings.

Are	 you	 interested	 in	 hosting	 a	 festival?	
Please	contact	your	Area	Rep	via	the	contact	
information	on	the	inside	back	cover	of	this	
Tempo	issue.

Good	luck	to	you	and	your	groups	in	the	last	
few	weeks	of	your	school	year.

On	 a	 personal	 note,	 I	 would	 like	 to	 let	
you	 know	 that	 my	 tenure	 as	 Large	 Group	
Festivals	 Coordinator	 has	 come	 to	 an	 end.	
The	Executive	Board	has	chosen	 to	appoint	
someone	new	to	take	over	in	this	leadership	
role.	I	will	do	my	best	to	mentor	my	successor	
to	ensure	that	this	transition	goes	smoothly.

It	 has	 been	 my	 pleasure	 and	 honor	 to	
represent	 the	 Board	 in	 this	 position	 while	
serving	Bay	Section	over	the	last	seven	years	
and	 I	 will	 miss	 the	 connections	 I	 have	 had	
the	privilege	to	make	while	in	this	position.	
Holding	the	position	of	Large	Group	Festivals	
Coordinator	 has	 enriched	 my	 professional	
life	 and	 has	 been	 a	 truly	 rewarding	 and	
fulfilling	experience.	 I	have	appreciated	 this	
opportunity. T

Large	G
roup	Festivals

continued	from
	page	18

Sacramento Summer Wind Conducting Workshop 
June 18-23, 2012
For	more	information:	

http://www.csus.edu/music/pdf/conductingbrochure.pdf

	Co-Clinician	–	Dr. Robert Halseth
Director	of	Bands	

Professor	of	Conducting
California	State	University,	Sacramento

Dr. Jack Stamp	–	Guest	Clinician
Director	of	Band	Studies	
Professor	of	Conducting
Indiana	University	of	Pennsylvania
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es I	graduated	from	Hayward	High	School	in	

1957.	It	was	in	high	school	that	I	found	
my	other	 instrument,	piano.	 I	was	very	

fortunate	to	have	studied	piano	with	the	great	
arranger/trumpet	 player,	 Jerry	 Connoyer.	
After	 high	 school	 I	 went	 to	 San	 Francisco	
State	University	for	one	semester	and	flunked	
out!	While	there,	I	met	the	great	John	Handy,	
who	gave	me	the	nickname	“Frank	Funk”.	I	
flunked	out	at	SFSU	because	I	did	not	attend	
classes	and	spent	too	much	time	sitting	in	at	
all	the	great,	old	jazz	clubs	in	the	Fillmore.	

Since	I	did	not	have	any	idea	about	my	future,	
I	entered	the	USMC	in	1958	and	became	a	
member	of	the	band	playing	clarinet	and	sax.	
Stationed	 in	San	Diego,	and	not	even	close	
to	 21	 years	 of	 age,	 I	 had	 to	 sneak	 into	 the	
jazz	clubs	around	town.	Later	and	still	in	the	
service,	I	was	stationed	in	Japan	and	enjoyed	
playing	 piano	 at	 any	 jazz	 club	 I	 could	 get	
into.

After	leaving	the	USMC	in	1962,	I	returned	
to	 Hayward.	 I	 was	 still	 not	 clear	 about	 my	
future,	so	I	worked	as	a	food	clerk	and	beer	
driver	 and	 played	 gigs	 on	 the	 weekends.	
While	 working	 as	 a	 food	 clerk	 I	 met	 and	
married	 in	 1963.	We	 have	 three	 daughters,	
two	granddaughters	 and	 a	wonderful	 great-
granddaughter.	

I	 was	 a	 late	 bloomer	 when	 it	 came	 formal	
education.	 I	 was	 encouraged	 by	 my	 two	
wonderful	mentors,	Eugene	Graves	and	 the	
late	 Elliott	 Charnow,	 who	 urged	 me	 to	 go	
back	to	school	and	get	my	degrees.	In	1974,	
I	earned	my	AA	from	Chabot	College,	then	
my	 BA	 at	 SJSU	 and	 my	 MA	 from	 CSU-
Hayward.	 I	 taught	 at	 Castro	 Valley	 High	
School	in	1978-79,	at	CSHU	from	1980-82,	
and	Chabot	College	from	1982	until	retiring	
in	 2005.	 I	 have	 been	 teaching	 part-time	 at	
SJSU	since	2001.	

I	 have	 had	 the	 good	 fortune	 to	 have	 great	
award-winning	jazz	bands	and	combos	while	
at	 Chabot	 College.	 We	 made	 two	 trips	 to	
Japan	in	1990	and	1991.	We	all	made	great	
lasting	friendships.	We	even	had	a	marriage	
come	from	the	last	trip.

In	1995,	I	started	playing	piano	in	the	lobby	
of	Kuleto’s	Restaurant	in	San	Francisco.	That	
great	gig	lasted	a	little	more	than	five	years.	
When	I	left,	I	bought	the	piano	and	brought	
it	home.	It	now	takes	up	a	third	of	our	living	
room!

My	 time	 at	 home	 is	 spent	 mainly	 hanging	
with	 Jack	 and	 Ernie	 (our	 dogs).	 As	 a	 good	
Portuguese	 son,	 I	have	 followed	my	 father’s	
tradition	of	 having	 a	 vegetable	 garden	 with	
tomatoes,	kale,	and	fava	beans.	

I	have	been	honored	with	the	San	José	Jazz	
Society	Lifetime	Achievment	Award	and	the	
prestigious	 CMEA	 Award	 as	 the	 2010	 Jazz	
Educator	of	the	Year.

I	 have	 enjoyed	 adjudicating	 festivals	 since	
1974,	 and	 have	 met	 many	 young	 people	
who	have	gone	on	to	be	recognized	for	their	
playing.	One	of	the	best	parts	of	adjudicating	
for	 so	 long	 is	 that	 I	 have	 been	 able	 to	 see	
a	 second	 generation	 of	 musicians,	 whose	
parents	 were	 my	 students.	 Now,	 that	 really	
makes	me	feel	old! T
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Praise	your	students	when	they	up	their	game:	
“Hey,	that	passage	with	the	tricky	intonation	
was	 great!”	 “Your	 ensemble	 in	 that	 section	
was	right	on!”	In	praising	your	students	you	
share	with	them	a	sense	of	accomplishment	
—	a	goal	reached.	Now,	what	is	the	next	level?	
“Hey,	that	passage	with	the	tricky	intonation	

was	 great!”	 “Your	 ensemble	 in	 that	 section	
was	right	on!”	In	praising	your	students	you	
share	with	them	a	sense	of	accomplishment	
—	a	goal	reached.	

Now,	what	is	the	next	level?

When	you	have	completed	the	performance	
listen	to	what	the	adjudicator	has	to	say	and	
if	time	permits,	the	adjudicator	may	also	give	
a	“mini”	clinic	to	the	group.	

The	adjudicator	will	record	the	entire	sight-
reading	session.	Of	particular	interest	to	the	
director	 should	 be	 his	 or	 her	 instructions	
to	 the	 students.	 I	have	 found	 that	many	of	
the	 problems	 a	 group	 has	 in	 sight-reading	
directly	relates	to	what	and	how	the	director	
instructs	the	group.	I’ve	heard	rhythms	sung	
incorrectly,	noticed	very	important	aspects	of	
the	 piece	 not	 discussed,	 and	 generally	 poor	
instructions	 to	 the	 group.	 Listening	 to	 this	
recording	is	a	great	way	for	the	director	to	do	
some	self-evaluating	for	future	experiences	in	
sight-reading.

Remember,	 sight-reading	 is	 a	 learned	 skill.	
Teach	 it	 daily	 and	 enjoy	 the	 rewards	 at	 the	

festival.	 It	 will	 help	 you	 in	 every	 piece	 you	
rehearse	and	perform.	Make	it	your	friend	–	
not	your	enemy.	Good	luck!

P.S.	 Just	 before	 going	 to	 press	 something	
interesting	came	up.	A	director	contacted	me	
regarding	our	policy	on	the	use	of	electronic	
instruments	 in	 festivals.	 He	 asked	 if	 the	
use	of	 electronic	 scores,	 such	as	 iPads,	were	
acceptable.	 It	 only	 took	 the	 Bay	 Section	
Executive	 Board	 a	 moment	 to	 agree	 that	
this	 was	 not	 only	 acceptable,	 but	 was	 the	
way	of	the	future.	It	needs	clarification	that	
other	 aspects	 of	 these	 electronic	 devices	
might	border	on	the	“grey”	areas	of	their	use.	
During	the	performance	itself,	the	tuner	and	
metronome,	as	well	as	other	more	advanced	
applications,	 might	 not	 be	 acceptable,	 as	
they	 would	 be	 a	 direct	 influence	 on	 the	
performance.	Use	the	device	as	a	score	only	
and	you	are	safe.
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instruments	such	as	claves,	cowbell,	shakers,	
maracas,	the	guiro	(scratcher),	the	conga	and	
timbale	drums,	and	the	bongos.	I	was	amazed	
at	what	he	picked	up.	No,	we	wouldn’t	teach	
flute,	violin,	or	any	other	melodic	instrument	
this	way.	And	how	does	one	decipher	what	
is	quality	vs.	something	that	is	specious	or	a	
mockery?	Yet,	I	can	honestly	tell	you	there	is	
some	great	stuff	online	that	is	free	and	that	can	
really	help	us	with	at	least	a	basic	handling	and	
understanding	of	the	basic	Latin	percussion	
instrument	and	their	patterns.	From	what	I	
have	seen	over	the	years	from	most	of	us,	this	
could	be	most	useful.	

When	I	write	again	in	August,	I	will	lay	out	
some	 strategies	 on	 how	 to	 look	 for	 quality	
videos	 on	 line	 along	 with	 teaching	 the	 art	
of	 groove	 with	 Latin	 percussion	 and	 with	
popular	music	in	general.	Until	then,	if	you	
have	a	video	you	want	me	to	verify,	feel	free	
to	email	me,	I’m	there	for	you.	I	will	respond	
ASAP	“tan	pronto	como	es	possible.”	Ciao!
T

Adjudication
continued	from
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The	 bell	 rings	 and	 forty-seven	 sixth	
graders	enter	room	twenty-five	for	an	
in-class	 playing	 test.	 Some	 students	

are	 laughing	 and	 talking	 to	 their	 friends	 as	
they	assemble	 their	 instruments.	Others	are	
quietly	 thinking	 through	 their	 parts	 and	
still	some	just	sit	waiting	for	instruction.	As	
an	 ensemble,	 they	perform	with	 a	balanced	
sound	 and	 after	 a	 few	 rehearsals	 they	 play	
the	correct	notes	and	rhythms.	Everyone	sits	
with	 their	 best	 posture,	 their	 embouchures	
look	 correct,	 and	 they	 breathe	 together	 at	
entrances.	They	are	a	strong	beginning	band.	
But	 on	 those	 days	 of	 in-class	 playing	 tests,	
it	is	a	gamble	as	to	what	will	be	heard	from	
each	student.	During	those	first	solo	sounds	
reeds	may	not	respond,	notes	may	not	speak,	
and	now	the	 test	 is	more	of	an	exposure	of	
insecurities	then	a	demonstration	of	learning.	

Teachers	often	ask	 themselves	 the	 following	
questions:	what	are	 the	sounds	 in	a	student	
performance	that	demonstrate	understanding	
during	a	performance	assessment?	When	is	a	
student	not	 trying	 to	 their	 fullest	potential,	
or	are	they	simply	not	challenged?	How	can	a	
teacher	communicate	with	over	two	hundred	
and	fifty	students	on	a	regular	basis	regarding	
their	 progress?	 What	 assignments	 will	
maximize	assessment,	but	be	timed	correctly	
during	 the	 curriculum	 for	 the	 students’	
success?	 And	 most	 importantly,	 how	 can	
teachers	 assist	 students	 to	 recognize	 their	
own	 performance	 ability	 without	 constant	
help?	 This	 article	 will	 address	 the	 need	 for	
change	 in	 assessment	 strategies,	 the	 specific	
details	 regarding	 portfolio	 assessment	 and	
finally,	describe	and	reflect	upon	the	practical	
application	of	digital	portfolio	assessment	in	
the	instrumental	ensemble.	

What is lacking?

Many	 great	 teachers	 reflect	 on	 their	 own	
experiences	 as	 a	 music	 student.	 A	 typical	
memory	of	mine	 is	 recalling	 the	 smattering	
of	“playing	tests”	I	received	in	my	high	school	

band	 experience.	 These	 tests	 were	 planned,	
based	 on	 literature	 from	 class	 but	 lacked	 a	
rubric,	feedback	or	frequency.	With	large	class	
sizes	and	technology	being	either	lacking	or	
nonexistent,	it	seems	logical	that	this	would	
be	the	standard	for	music	ensembles.	“When	
assessment	 is	 reactive,	which	happens	when	
little	or	no	prior	planning	has	taken	place	—	
for	example,	with	the	approach	of	a	grading	
period	deadline	or	when	used	as	a	means	to	
motivate	 students	 by	 implementing	 some	
sort	of	performance	test	—	effects	are	short-
term,	more	 subjective,	 arbitrary,	haphazard,	
and	 may	 be	 viewed	 as	 potentially	 punitive	
by	 students	 and	 parents.”	 (Benham,	 2010	
p.147)		But	now,	in	the	twenty-first	century,	
when	everything	is	changing,	shouldn’t	music	
assessment	change	as	well?	

There	are	many	rubrics,	portfolios,	and	grading	
systems	available	to	teachers,	but	maybe	there	
is	a	way	to	streamline	 the	 information	using	
what	 used	 to	 be	 digital	 accompaniment	
software.	Combining	regular	assessment	with	
an	 electronic	 portfolio	 can	 be	 a	 means	 to	
balancing	assessment	in	a	performance-based	
class.	How	often	does	a	band	director	talk	to	
each	and	every	member	of	his/her	ensembles?	
With	 average	 class	 sizes	 at	 fifty	 even	 for	
beginning	level	groups	it	is	difficult	to	develop	
that	one-on-one	connection	vital	for	retention	
in	 the	class	as	well	 as	understanding	 student	
performance	ability.

When	 searching	 for	 a	 system	 that	 contains	
frequent	 communication	 between	 teacher	
and	 student,	 varied	 authentic	 assessment	
opportunities,	 and	 most	 importantly	
fostering	 student	 self-assessment,	 portfolios	
come	to	mind.	Portfolios	have	been	used	in	a	
variety	of	music	programs	both	instrumental	
and	general	music,	at	a	range	of	grade	levels.	
The	most	notable	portfolio	system	for	the	arts	
is	 “Project	Zero.”	Traditional	playing	exams	
are	 modified	 to	 include	 lengthy	 written	
feedback	 for	 the	 students	 and	 teacher.	 A	
similar	 version	 is	 the	 “Rehearsal	 Critique”	
form.	 This	 feedback	 is	 difficult	 to	 quantify,	
but	 the	 writing	 and	 verbal	 communication	
(continued on page 23) 
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allows	 for	 students	 to	 adjust	 and	 modify	
their	 performance	 or	 composition	 towards	
an	artistic	final	product.	The	Arts	PROPEL:	
A	handbook	for	music,	which	promotes	the	
use	 of	 a	 “process-folio”	 includes:	 journal	
entries,	self	and	peer	reflection	forms,	several	
domain	 projects,	 mid-course	 and	 end	 of	
course	questionnaires	with	 teacher	 feedback	
throughout	(Winner,	et	al.,	1992).	Portfolio	
is	most	often	used	as	a	reflective	tool,	which	
encourages	 students	 to	 be	 at	 the	 center	 of	
their	 musical	 decision-making.	 PROPEL	
encourages	 the	 ensemble	 rehearsal	 critiques	
to	 be	 for	 “fostering	musical	 vocabulary,	 the	
ability	to	listen	actively	in	rehearsals,”	as	well	
as	 fostering	 initiative	 to	 improve	 through	
visual	documentation	of	growth	(Winner,	et	
al.,	1992	p.12).	

What have we learned?

Csikszentmihalyi	 notes	 that	 the	 “flow”	
experience	 is	difficult	 for	 self-conscious	and	
self-centered	individuals	because	their	psyche	
is	 interfering	with	 enjoyment	 of	 an	 activity	
with	 or	 without	 others	 (Csikszentmihalyi,	
1990).	 Therefore,	 as	 much	 as	 the	 portfolio	
experience	 can	 encourage	 middle	 school	
students	to	feel	confidence,	the	self-reflection	
can	 easily	 be	 ineffective.	 Middle	 school	
students	are	struggling	with	self-consciousness	
and	 insecurity.	When	 striving	 for	 authentic	
experiences	 for	 middle	 school	 students,	
a	 portfolio	 can	 be	 perceived	 as	 artificial.	
“Language-based	 cognition	 is	 the	 most	
highly	 valued.	 Though	 that	 makes	 aspects	
of	music	easily	accessible,	it	does	not	replace	
the	 experience-based	 knowledge	 which	
demonstrates	the	ineffable	of	music”	(Reimer,	
2003	 p.	 141).	 Therefore,	 to	 create	 clutter	
in	 the	 musical	 experience	 with	 too	 much	
writing,	the	reflection	process	is	interrupted.	
Unlike	visual	art,	music	may	need	a	different	
approach	 to	 a	 reflective	 process	 to	 create	
more	independent	and	thoughtful	musicians.	
A	portfolio-based	experience	can	magnify	or	
focus	on	particular	 objective	outcomes	of	 a	
performance.	 Unfortunately,	 this	 takes	 so	
long	to	accomplish	that	it	hinders	the	creative	
process	because	 reflecting	 in	a	written	 form		

stops	the	actual	performance	(Winner,	et	al.,	
1992).	From	this	perspective,	a	more	relevant	
experience	is	an	effective	rehearsal	more	then	
writing	down	reflections.

There	 needs	 to	 be	 a	 synergy	 between	 the	
reflective	 process	 of	 portfolios	 and	 the	
instant	 feedback	 of	 computer	 programs	
accessible	 to	 twenty-first	 century	 learners.	
Niguidula	 (1998)	 discusses	 the	 history	
of	 digital	 portfolios.	 The	 initial	 focus	 on	
digitizing	the	portfolio	system	for	education	
was	popularized	by	the	Coalition	of	Essential	
Schools	 funded	 by	 IBM	 between	 1990	
and	1993.	The	focus	of	 this	was	 for	college	
graduates	 to	 promote	 and	 represent	 their	
work	in	a	“real	world”	context.	Software	was	
created	to	enhance	the	presentation	process.	
The	 goal	 was	 to	 take	 the	 journal,	 artifacts	
of	 learning,	 and	 self-reflective	 process	 of	
the	 paper	 portfolios	 and	 make	 it	 easier	 to	
collect	 and	 maintain	 the	 data.	 In	 2008,	
additional	 technological	 advancements	 such	
as	 personalized	 website,	 blogs,	 wikis,	 email	
servers,	SmartMusic®,	and	video	cameras	can	
make	 an	 ensemble	 portfolio	 system	 more	
organized	 and	 manageable	 for	 teacher	 and	
student.

SmartMusic®	 was	 by	 far	 one	 of	 the	 most	
positive	additions	in	this	teaching	experience.	
With	 every	 recording,	 the	 teacher	 can	 add	
written	 feedback,	 email	 the	 student	 and	
parent,	 or	 even	 reassign	 the	 activity	 if	 the	
performance	 could	 be	 improved	 with	 more	
repetition.	The	teacher	can	also	assign	open-
ended	 questions	 instead	 of	 performance	
assignments.	 The	 software	 gives	 students	
the	 opportunity	 to	 also	 write	 about	 their	
experiences	if	needed.	These	assignments	are	
quick	reflective	moments	 instead	of	 lengthy	
hand	 written	 in-class	 paperwork.	 Most	
importantly,	 submitting	 assignments	 are	
based	 on	 the	 student’s	 satisfaction	 with	 the	
performance	not	teacher	approval.	“Most	of	
the	 best	 research	 on	 cognitive	 development	
suggests	 that	 it	 is	 extremely	 important	 to	
create	 situations	 in	 which	 students	 must	
think	about	their	own	thinking,	reflect	on	the		
(continued on page 24) 
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ways	 in	which	 they	 learn	and	why	 they	 fail	
to	learn”	(Belanoff	&	Dickson,	1991	p.103).	
Students	need	to	complete	the	task	and	realize	
that	if	it	is	not	perfect	with	submission	that	
they	will	have	an	opportunity	to	work	with	
the	song	and	prepare	 it	to	their	best	ability.	
Additionally,	 the	 assessment	 fits	 into	 the	
traditional	grading	software	used	by	schools	
and	 therefore	 can	 quantify	 performance	 on	
an	objective	basis	 for	students,	parents,	and	
teachers	 to	 see	 products	 of	 performance	 as	
well	as	process	and	progress	over	time.	This	
site	 when	 used	 for	 regular	 assessment	 (i.e.	
approximately	 seven	 to	 ten	 assignments	per	
trimester	 seem	 to	 balance	 well)	 can	 help	
educate	 teaching	 and	 rehearsal	 planning.	
“When	 assessment	 guides	 student	 learning,	
through	 a	 focus	 on	 higher	 order	 thinking	
skills	and	discrimination	 learning,	and	then	
student	 self-assessment	 is	 included	 in	 the	
process,	 then	 students	 are	 able	 to	 engage	
in	 independent	 learning	 outside	 of	 the	
classroom”	(Benham,	2010	p.148)

It	 is	 important	 to	 note	 and	 to	 have	 a	
discussion	 with	 the	 ensemble	 that	 certain	
aspects	 of	 their	 performance	 can	 be	 easily	
quantified	(i.e.	posture,	embouchure,	breath,	
rhythmic/pitch	accuracy)	but	others	still	need	
to	be	discussed	(i.e.	aesthetics	of	the	musical	
performance).	 When	 those	 parameters	 are	
established,	the	rubric	encourages	students	to	
strive	for	their	highest	potential	during	their	
performance.

The	 use	 of	 interactive	 class	 websites,	 blogs,	
wikis,	 and	 email	 systems	 has	 proven	 to	 be	
powerful	 for	 developing	 class	 discussion	
with	 large	 groups	 of	 students.	 The	
student	 experience	 is	 relevant	 to	 how	 they	
communicate	 with	 one	 another	 outside	 of	
school.	Some	of	the	topics	discussed	on	the	
class	blogs	were:	What	is	your	favorite	type	of	
music?	How	do	you	define	music?	What	area	
of	 performance	 do	 you	 think	 the	 ensemble	
should	 improve	upon?	The	responses	 to	the	
blogs	 were	 just	 as	 insightful	 as	 the	 written	
responses,	 and	 more	 importantly	 students	
in	 some	 cases	 desired	 to	 submit	 more	 then	

one	 entry.	They	desired	 to	 share	 their	 ideas	
about	 music	 due	 to	 the	 medium	 through	
which	 they	 were	 discussing.	 It	 allows	 them	
to	 revisit	 their	 rehearsal	 experiences	 outside	
of	class.	Additionally,	video/audio	recording	
and	listening	to	rehearsal	segments	even	for	
informal	 analysis	 is	 a	 powerful	 record	 of	
progress	(Dirth,	2000;	McCall,	2006).

SmartMusic®,	 class	 websites,	 and	 instant	
digital	 feedback	 in	 the	 musical	 ensemble	
allows	 for	product	and	process	of	 authentic	
experiences	to	the	subject	matter.	It	also	lets	
communication	be	in	a	timely	manner	from	
the	teacher	to	the	students	on	a	regular	basis,	
and	 lastly	 giving	 students	 the	 opportunity	
to	 assess	 their	 own	 learning	 to	 becoming	
independent	musicians.	

As	 apart	 of	 postmodern	 education,	 parents	
and	 students	desire	 quick	 feedback	 and	 the	
ability	 to	 see	 growth	 in	 student	 progress.	
Grades,	 as	 of	 right	 now,	 are	 not	 going	
away.	 Administrators	 of	 schools	 want	 a	
record	 representing	 student	 development.	
Memorization	 of	 concepts	 is	 no	 longer	
a	 necessity	 in	 society.	 Instead,	 education	
should	 gear	 towards	 guiding	 students	 and	
understanding	process	through	development	
(Hargreaves,	et	al.,	2002;	McCall,	2006).	In	
ensemble	music	 classes,	 the	 idea	of	domain	
projects	 and	 collecting	 information	 about	
individual	 and	group	performance	may	not	
be	 realistic	 for	 the	 time	 it	 takes	 to	 collect	
those	 materials	 (Daniel,	 2001;	 McCall,	
2006).	 If	 a	 numeric	 grade	 is	 going	 to	 be	
the	 representation	of	 learning,	 the	portfolio	
process	 will	 never	 work	 in	 its	 purest	 form	
(Bryne,	 et	 al.,	 2002).	 A	 post-modern	 view	
of	 a	 student	 is	 based	 on	 multiple	 vantage	
points	 of	 student	 performance	 (McCall,	
2006).	 Lessons	 and	 assessment	 then	 need	
to	 be	 personalized	 to	 meet	 student	 needs	
within	reason.	The	use	of	a	digital	record	of	
assessment	for	both	ensembles	and	individual	
performances	 is	 going	 to	 be	 the	 future	 of	
assessment	 for	 product-based	 twenty-first	
century	learners.
(continued on page 25) 

G
ue

st	
A

rt
ic

le
co

nt
in

ue
d	

fro
m

	p
ag

e	
24

T



Tempo – 25

References:
Belanoff,	P.,	&	Dickson,	M.	(1991).	Portfolios	
Process	and	Product.	Portsmouth,	NH:	Boyton	
Cook.
Benham	S.		(2010).	Musical	assessment	as	an	impetus	
for	strategic,	intentional,	and	sustainable	growth	in	
the	instrumental	classroom.	In	T.	S.	Brophy	(Ed.)	
The	practice	of	assessment	in	music	education:	
frameworks,	models,	and	designs:	Proceedings	of	
the	2009	Florida	symposium	on	assessment	in	
music	education.	(pp.	145-169)	Chicago,	IL:	GIA	
Publications
Colwell,	R.	J.	(1999).	The	future	of	assessment.	
Journal	of	Aesthetic	Education,	33(4),	53-75.		
Csikscentmihalyi,	M.	(1990).	Flow:	The	psychology	
of	optimal	experience.	New	York,	NY:	Harper	
Perennial	Modern	Classics.
Daniel,	R.	(2001).	Self	assessment	in	performance.	
British	Journal	of	Music	Education,	18(3),	215-226.	
Dirth,	K.	A.	(2000).	Implementing	portfolio	
assessment	in	the	music	performance	classroom	
(Doctoral	dissertation).	Available	from	ProQuest	
Dissertations	and	Theses	database.	(AAT	9976711)
Elliott,	D.	J.	(1995).	Music	matters.	New	York,	NY:	
Oxford	University	Press.
Farrell,	S.	(1997).	Tools	for	powerful	student	
evaluation:	A	practical	source	of	authentic	assessment	
strategies	for	music	teachers.	Galesville,	MD:	
Meredith	Music.

Guskey,	T.	R.,	&	Bailey,	M.	(2001).	Developing	
grading	and	reporting	systems	for	student	learning.	
Thousand	Oaks,	CA:	Corwin	Press.
Hargreaves,	A.,	Earl,	L.,	&	Schmidt,	M.	(2002).	
Perspectives	on	alternative	assessment		
reform.	American	Education	Research	Journal,	39(1),	
69-95.	
McCall,	M.	S.	(2006).	Portfolio	assessment	in	
middle	school	chorus:	Student	and	teacher	learning	
(Doctoral	dissertation).	Available	from	ProQuest	
Dissertations	and	Theses	database.	(AAT	3249215)
Niguidula,	D.	A	richer	picture	of	student	work:	
the	digital	portfolio.	(1998).	In	D.	Allen		(Ed.).	
Assessing	student	learning:	From	GRADING	to	
UNDERSTANDING.	(pp.	183-198).	New	York,	
NY:	Teacher	College	Press.

Reimer,	B.	(2003).	A	philosophy	of	music	education:	
Advancing	the	vision	(3rd	ed.).	Upper	Saddle	River,	
NJ:	Prentice	Hall.

Sheridan,	M.,	&	Byrne,	C.	(2002).	Ebb	and	flow	
of	assessment	in	music.	British	Journal	of	Music	
Education,	19(2),	135-143.	

Winner,	E.,	Davidson,	L.,	&	Scripp,	L.	(1992).	
ARTS	PROPEL:	A	handbook	for	music.	Cambridge,	
MA:	Educational	Testing	Service	and	the	President	
and	Fellows	of	Harvard	College.

G
uest	A

rticle
continued	from

	page	24



Tempo – 26

Job	fairs	are	a	great	way	to	show	those	who	
are	 hiring	 that	 you	 are	 interested	 in	 their	
district.	Come	with	plenty	of	copies	of	your	
résumé,	 business	 cards,	 and	 a	 30-second	
speech	 or	 sound	 bite	 about	 yourself.	 Also,	
when	attending	a	job	fair,	remember	that	‘Big	
Brother’	is	always	watching.	Act	like	an	adult,	
do	not	cut	or	push	in	line.	The	HR	people	who	
are	there	want	to	see	an	adult	who	is	kind	and	
courteous	to	all,	not	a	kindergartener.	When	
going	to	a	job	fair	or	interview	remember	to	
dress	 the	 part.	 This	 means	 your	 clothes	 are	
ironed,	 shoes	 are	polished,	 and	your	hair	 is	
brushed.	Ladies	be	modest	 and	keep	 things	
covered,	 also	be	 conscious	of	 the	 shoes	 you	
pick	 (do	 they	 scream	 street-walker	 or	 ready	
to	stand	on	my	feet	all	day).	In	general,	dress	
conservatively,	 think	 about	 the	 people	 who	
are	going	to	see	and	interview	you	and	dress	
accordingly.	I	was	once	told	to	dress	like	you	
would	on	your	most	dressed	up	day	at	school.	

To	 succeed	 in	 the	 job	 hunt	 make	 sure	
everything	 is	 ready	 in	 advance	 (résumé,	
copies	 of	 documents,	 TB	 test	 screening),	
know	when	the	job	fairs	are	for	the	districts	
you	 want	 to	 work	 in,	 and	 arrive	 early.	 Be	
sure	 to	 check	 your	 Facebook	 setting,	 and	
even	Google	yourself.	This	is	one	of	the	first	
things	 districts	 are	 going	 to	 do,	 so	 make	
sure	 they	only	 see	 the	 good	 things	 and	not	
inappropriate	 pictures	 that	 you	 or	 your	
friends	posted.	Take	the	time	to	research	the	
district	where	you	are	interviewing	and	have	
some	questions	ready	for	the	panel;	this	will	
show	you	have	taken	an	interest.	The	districts	
want	to	fill	these	job	positions	just	as	much	
as	we	want	 them;	 they	 are	 rooting	 for	 you.	
Good	 luck	with	 the	 end	of	 the	 school	 year	
and	happy	job-hunting.

Apogee MiC 
MSRP:	$199	
http://www.apogeedigital.com/products/mic.php

Apogee	has	long	been	known	from	producing	
high-quality	 audio	 interfaces	 and	 devices	
called	 word-clocks	 that	 allow	 for	 tight	
synchronization	of	multiple	audio	interfaces.	
With	the	Apogee	MiC,	they	have	jumped	into	
the	fast-growing	mic-for-iOS-device	market.	
The	Apogee	MiC	is	a	condenser	microphone	
that	 allows	 for	 bigger,	 better	 sound	 to	 be	
recorded	 into	 apps	 such	 as	 Garage	 Band.	

At	 $199,	 it	 certainly	 is	 pricey.	 But,	 it	 does	
present	an	elegant,	portable,	solution	to	high	
quality	 recording	 for	 mobile	 devices.	 As	 a	
bonus,	 it	can	also	be	used	with	your	 laptop	
or	desktop	PC.

*All	pricing	taken	from	manufacturer’s	site		
on	March	11,	2012
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Bay Section Financial Summary as of 3/31/12

Treasurer
Sandy	M

iller

Be	sure	to	check	out	the	Bay	Section	website	for		
up-to-date	news	and	information	at:		

www.cmeabaysection.org
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