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2013 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 
Joshua Butterfield.

The Outstanding Orchestra 
Director Award, co-sponsored 
by Kamimoto String 
Instruments was presented to  
Loretta McNulty. 

The CMEA Bay Section 
Outstanding Music Educator 
Award was presented to 
Michael Boitz. 

The CMEA Bay Section 
Lifetime Achievement Award 
was presented to  
John Maltester.

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 
Arlene Burney.

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

The Outstanding Jazz 
Educator Award,  
co-sponsored by J.W. Pepper 
was presented to  
Bob Athayde.

Voting for Bay Section board positions has commenced using an online 
voting system. If you have not received an email ballot or you do not have 
an email address registered with CMEA, please contact Jon Fey, Executive 
Secretary at jon_fey@fuhsd.org. Voting ends on April 30, 2013, so please 
respond accordingly.

CMEA Bay Section Board Election

All photos by Kellie Hoover
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Thank you to all who attended the 
Winter Conference in January. We 
had 360 attendees — the largest 

turnout in the past five years. Applause 
galore goes to 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: 
Dan Earl, Choir; Jonathan Grantham, 
Band; and Ming Luke, Orchestra. The 
students in the groups benefited from your 
outstanding instruction and they performed 
magnificently!

Thanks also to Dr. Diana Hollinger, Dr. Ed 
Harris, and the music education students 
from San José State University. Their 
dedicated efforts to organize and operate 
the conference are truly treasured by the 
members Bay Section. I’d also like to thank 
my music education students from Sonoma 
State University, who collaborated with the 
SJSU student team to provide the logistical 
support. I’d also like to acknowledge the 
uptick in attendance by college students from 
other universities, including the University 
of the Pacific, San Francisco State, and CSU 
East Bay. The spirit of cooperation between 
our area universities continues to bode well 
for the future of our organization and our 
profession.

Looking ahead to next year, mark your 
calendars for the 2014 Winter Conference, 
January 10-11, 2014 at San José State 
University. Your Bay Section Board will 
meet in June to begin planning for next 
year’s conference. If you have an idea for a 
conference session, please contact me, or one 
of the special representatives listed on the 
back page of this issue of Tempo.

Future Developments
The state CMEA has been fervently working 
to revamp and revitalize CMEA into a relevant 
organization for the 21st century. At its 
meeting during CASMEC, CMEA President 

Russ Sperling unveiled the board’s List of 
Accomplishments and a formal Strategic 
Plan which articulates the mission and goals 
of the organization. These documents can be 
found at the new CMEA website at www.
calmusiced.com.  

The main thrusts of the plan are:

1. To provide forward-thinking leadership to 
move music education in California to the 
forefront at the state and national levels.

2. To develop systematic advocacy for music 
education in Sacramento. To this end, 
CMEA is moving forward with plans to hire a 
music-specific legislative lobbyist to promote 
the need for equal access to sequential, 
comprehensive music education programs in 
the education code.

3. To provide a wide array of professional 
services to our membership, including 
activities we currently offer such as festivals 
and professional development conferences, 
and expanding to offer services such as peer 
mentoring for new teachers and an online 
advice forum (tentatively called “Ask Andy”).

4. To create a clearly articulated 
communication plan aimed to embrace 
music educators of all disciplines and at 
every level — elementary through college. 
A startling fact — the state of California has 
7400 music educators and only 1800 of those 
are members of CMEA.

At the recent California All State Music 
Education Conference in Fresno, the 
decision was made to relocate CASMEC 
to San José beginning in 2016, which will 
undoubtedly result in changes (of venue and/
or time of year) in the immediate future for 
our Bay Section Winter Conference. While 
the 2014 conference will be held as usual at 
San José State, the Bay Section Board will 
begin planning for future conferences at our 
June meeting.   (continued on page 4)
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President

Winter Conference Recap



Tempo – 4

C
ha

rle
s A

nc
he

ta
Pu

bl
ic

 R
ela

tio
ns

Pr
es

id
en

t
co

nt
in

ue
d 

fro
m

 p
ag

e 
3 Thank you, Sandy

Sandy Miller, our Executive Treasurer for the 
past 12 years, recently announced she will 
step down from the position this coming 
June. Sandy has done an extraordinary job 
of modernizing the bookkeeping procedures 
and of maintaining our organization’s 
solvency. Her knowledge and expertise 
in financial and tax code issues and her 
meticulous attention to detail have been 
invaluable to our organization. She has been 
a tremendous colleague to those of us who 
have worked with her. On behalf of the 

organization, I’d like to extend our heartfelt 
thanks to Sandy for her dedicated service to 
CMEA Bay Section.

Best wishes to all of you for musical success 
this spring! T

Hello Bay Section Colleagues! I was 
honored to serve you as Public 
Relations Representative for our 

Bay Section Winter Conference. I know you 
enjoyed all of the great guest speakers at our 
annual conference and I hope you are sharing 
some of the new insights you gained with 
your students.

As a band, choir, and orchestra director 
at Columbia Middle School I felt that 
all subjects were well represented at the 
conference this year.  

Thank you to all the vendors: Cazadero Music 
Camp, Clubhouse Studios, J.W. Pepper, La 
Honda Music Camp, Make Music, Peninsula 

Music & Repair, Sonoma State, University 
of the Pacific Music Camp, Quartet San 
Francisco, San José Youth Symphony and 
Stanford Jazz. 

If you have any suggestions regarding vendors 
or advertising for next year’s conference, 
please contact me. 

And CMEA Bay Section is on Facebook! 
Like us!

http://www.facebook/CMEABaySection

T
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I hope that all of you who attended the 
CMEA Bay Section Winter Conference 
in January got a chance to see the 

multicultural presenters and presentations. 
John Santos, Ami Molinelli, Erik Jekabson, 
Eric Swihart of the Oakland MILE project 
represent the breadth and depth of the diverse 
and multicultural music community we have 
in the Bay Area. In comparison to other parts 
of the country, or even our own state, we are 
very fortunate to have such an abundance 
of non-traditional and multicultural artists, 
teaching artists and teachers!

Cuban Music Education…not so fast. In my 
previous Tempo article, I had discussed how 
Cuba’s music education system auditions 
perspective students at an early age and then 
tracks those selected to specialty schools 
beginning at the middle school level through 
their conservatory high schools and beyond. 
Although such a system seems like an old 
socialist education model, we have similar 
tracking here, albeit on a private level. For 
example, we see parents who start their child’s 
weekly music lessons at a young age and then 
as the years go by, overschedule them with 
practices, rehearsals and recitals. Probably a 
better analogy, ironically, is that of swimming 
and gymnastics, and how those best of the 
best become immersed in practices morning 
and night that take them away from home and 
other activities. 

Within our school systems, however, Cuba 
and the U.S. take divergent paths after 
elementary school. Starting at the middle 
school level, American students for the most 
part go to conventional middle and junior 
high schools where music is offered as part of 
the weekly or daily curriculum. Most students 
can still choose to participate in some music 
program or curriculum or are required to take 
a music course to fulfill graduation or college 
requirements. In Cuba, music classes of any 
kind are virtually non-existent at the secondary 
level if you do not go to one of the state-run 
music schools and conservatories. General 

schools offer very little, if any, music classes, 
and other specialized schools (science, physical 
education), none. Is music less accessible to 
most Cuban students? Obviously, yet music 
learning still flourishes among many youth 
outside their education system (more on that 
in the next issue). 

I have to add that from a multicultural and 
non-traditional music perspective, Cuba’s 
education system faces similar issues as we do 
with regards to an equitable and diverse music 
curriculum. Their music schools are based on 
European conservatory models (this is not a 
value judgment on my part), and with that, 
non-traditional curriculum is a lower priority. 
Their folkloric, popular and even experimental 
art music courses and classes are often in 
conflict with traditional theory, ensemble 
and applied classes, and thus are offered less 
frequently and at less than optimum times 
during the day. Not what you would think 
from a country where one of its major exports 
is popular and traditional music, but for those 
of us who have taught jazz band before or after 
school, you get my point. 

Next year! I am honored to have been asked 
by the CMEA board to stay on for another 
term as the Multicultural Representative. My 
hope is to continue to write a column that is 
interesting yet applicable to CMEA members. 
I also hope to bring to our conference next 
year more diverse presenters, including 
representatives of Asian, European, African 
music, as well as alternative music from this 
country. Ciao! T

The Multicultural Muse

D
r. John C

allow
ay M

ulticultural
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journals have discussed the challenge 
of maintaining a qualitative balance 

between ensemble and improvisation in jazz 
big band performance. It is very common 
to hear school jazz ensembles in which the 
ensemble passages are tight and polished 
until it comes time for the improvised solos. 
In such cases the quality ensemble playing 
within the performance is far superior to the 
quality of the improvised solos. These articles 
go on to give great suggestions on how to 
develop student’s improvisation skills. One 
thing that is not addressed is how to create the 
space in a given arrangement for your soloists 
so that several students get the improvising 
experience they need to improve their skills.

In the spectrum of ensemble versus 
improvisation, you have the possibility of 
polar opposites: performances with very little 
improvisation, or performances with long 
strings of soloists that seem to go on forever. 
Of course, neither is desirable. It is often 
difficult to create space for many soloists and 
still maintain a balance between ensemble 
playing and improvisation. So what can we 
do to create more solo space and not leave 
our audience wishing the song would just 
mercifully end?

One way is to vary the textures over which 
your soloists play. Miles Davis and his first 
famous quintet helped define many of 
the possibilities in their series of records 
made over a period of two days for Prestige 
Records in 1956. The resulting albums: 
Workin’, Steamin’, Cookin’, and Relaxin’ are a 
textbook in textural variation. During these 
performances the group creates textural 
interest by varying the way the rhythm 
section accompanies the soloists. Most of 
the arrangements are head arrangements 
(meaning that the melody is stated, the 
individuals improvise in succession and then 
the melody is given its recapitulation) but 
changes in texture gives the performances 
variety. 

On the Relaxin’ album the quintet plays the 
Sonny Rollins vehicle on the chord changes to 
George Gershwin’s “I Got Rhythm,” “Oleo.” 
The recording begins with Miles, in Harmon 
mute, playing the melody unaccompanied 
for the first A section. During the second 
A section Paul Chambers, bass, walks while 
Miles plays the melody with pianist Red 
Garland in octaves. Garland improvises 
over the comping bass and drums (riding 
the hi hat) over the bridge. It is notable that 
Garland shifts up an octave while he creates 
his original melody. During the final A of the 
opening melody statement John Coltrane 
plays the melody with Miles. Miles takes 
the first solo and the drums and piano lay 
out for sixteen bars. At the bridge Philly Joe 
Jones joins in on drums. During the last 
A section the bass continues to walk while 
piano and drums play a sparse syncopated riff 
as accompaniment to Miles’ continued solo. 
Miles’ second chorus utilizes the same textural 
devices. The rhythm section maintains this 
pattern during Coltrane’s first chorus then 
drives hard beginning with the second chorus 
and through the third until the final A section 
of the tenor solo in which Garland and 
Jones reprise the same riff they used behind 
Miles’ solo choruses. The textural variations 
continue throughout the performance. The 
quintet’s treatment of textural repetition and 
contrast maintains a very interesting balance 
between familiarity and surprise, holding the 
listener’s ear.

These and other textural changes are fair 
game in the written arrangements that we 
perform with our large ensembles. With 
varied textures we can increase the amount 
of time that we feature improvisation while 
maintaining an artistic balance between 
the ensemble passages and solo space. With 
this increase in improvisation time we can 
feature more soloists and/or allow soloists to 
stretch out with longer solos. This extended 
improvisation time will help our soloists grow 
and possibly even the qualitative balance 
between ensemble playing and improvisation. 
(continued on page 7)
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Jazz
Sandy M
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I’d like to congratulate the students in 
the 2013 Conference Jazz Ensemble and 
their director Rory Snyder on their fine 
performance at the Winter Conference in 
January. Each year the groups seem to be 
more and more talented. Thank you to Dr. 
Aaron Lington for his continued investment 
to initiate and develop the conference jazz 
honor group.

I would also like to thank our festival hosts 
during this past jazz festival season. We 
have been fortunate to have an outstanding 
selection of venues and hosts over the 
past few years. We are indebted to Kevin 
Gallagher, Julie Bounds, Andy Collinsworth, 
Allison McIvor, Jonathan Fey and the 
Northgate High School Instrumental Music 
Boosters and their students for hosting top-
notch festivals. Thanks also to you for your 
participation! I was fortunate to hear many 
fine performances at the two festivals that I 

attended. A final thank you to Orrin Cross 
and the fine adjudicators that he organized 
to deliver meaningful feedback so that we 
all might continue to develop our ensembles 
and student musicians.

Next year we will have a new Jazz 
Representative to the Bay Section Board. My 
tenure has been an enjoyable one. It has been 
an honor and a privilege to serve you. Thanks 
for your camaraderie and support over the 
past four years, it has been a true pleasure! 
Our candidates for Jazz Representative, Craig 
Bryant and Keith Johnson, are both talented 
educators and dedicated professionals. 
It’s great to know that the future of jazz 
leadership for the Bay Section will be in good 
hands whatever the outcome of the election. 
Please accept my best wishes to and deep 
appreciation for each and every one of you!
T

Bay Section Financial Summary as of 3/31/13

continued from
 page 6
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Section offered a Choral Festival Sight-
reading Questionnaire to gauge our 

membership’s opinions regarding Sight-
reading at the Choral Festival. In this issue 
of Tempo I want to take the opportunity to 
share some of the responses with you from 
teachers in the Bay Area.

What parameters do you think would 
provide an authentic assessment of a 
choir’s sight-reading abilities?

“I think having different levels of music 
selected for middle and high schools would 
make sense. Also, continuing middle school 
ensembles to use the piano during rehearsals 
would be helpful. I think that if that were 
taken away, some instructors might be too 
intimidated. High school ensembles should 
have stricter regulations. I would like to see 
guidelines laid out as to how ensembles are 
being evaluated during sight-reading. I feel 
that it is sort of arbitrary right now.”

“Note/interval accuracy, pitch-fullness, 
rhythmic integrity and musicality. Remember, 
we/I am in the business of developing a love 
of the Choral Art of which only a part is 
dealing with sight-reading; it is only one road 
to a glorious experience. Regarding texts in 
sight-singing — that is what choral music is 
about — the marriage of the poet and the 
musician.”

“I have been bringing my choirs to the 
CMEA festival for 22 years and I think the 
way we have assessed our choirs sight-singing 
ability is just fine.”

“I don’t think sight-reading should be judged 
at a choral festival. There are too many 
variables and too short a time to really give 
an accurate and meaningful assessment.”

“CMEA should recognize that the terms 
beginning, intermediate, and advance are 
not universally defined across the state and 
between school districts, especially those 
districts that do not allow music programs 
to thrive. A beginning high school choir in 
a district where students receive K–12 music 
education is quite different than a beginning 

high school choir in a district where the 
student’s first chance to learn to sight-read is 
in that high school choir.”

What do you want students to take away 
from this choral festival experience?

“I want students to feel like they were 
challenged. I want them to feel like going to 
CMEA Festivals is as challenging as any other 
festival. I want students to hear great choirs 
from around the area. I want them to leave 
with strategies for when they get home, based 
on hearing and seeing other choirs.”

“A positive, joyous experience! The clinic 
can be a great time for students to learn and 
be confirmed in their singing. Choice of 
clinicians is critical to insuring an authentically 
valuable time. Testing sight-reading many 
times has led to a disappointing and/or 
negative ending to the festival experience for 
many choirs over the years.”

“Students should come away from a festival 
with a meaningful indicator (rating) of where 
they are as musicians. CMEA has always 
strived for students receiving a comprehensive 
and valid music education. If a group is 
going to achieve a Unanimous Superior, 
they should know how to sight-read or sight-
sing. This has been a steadfast principle of 
CMEA and should not only continue, but 
should permeate consistently through all 
our ensemble types — instrumental and 
vocal. Groups can always opt out and receive 
a clinic if they choose; they just should not 
qualify for a Unanimous Superior.”

“I would like my singers to come away 
with validation of the skills they have been 
learning in class, as well as information from 
the adjudicator that will help them improve 
as musicians and performers. As the teacher, 
I look for information that will help me be 
better at my job as an educator.” 

As of this publication you can read all of the 
responses and summaries of the multiple-
choice questions on our CMEA Bay Section 
web page. I will post the questionnaire results 
in the Tempo link. (continued on page 9)
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Happy Spring! I hope everyone 

took time to rest and refuel over 
spring break. It is so easy to think 

of a week off as an opportunity to catch up 
or get extra work done. However, if we do 
not take this time to make deposits in our 
emotional and physical bank accounts, we 
will find ourselves “overdrawn” long before 
the school year ends. Take walks, enjoy the 
beautiful weather, read a book (that’s not 
work related), go to a movie, get together 
with a friend you haven’t seen lately due to 
the demands of your work schedule.

I take the opportunity after spring break to 
incorporate some new, fun activities into my 
regular curriculum. Students come back to 
school excited and energized, ready for new 
challenges. Looking ahead to the end of 
April/beginning of May(testing time), I will 
also be planning many extra dances, singing 
games and movement activities. Students 
will be coming to class after sitting for long 
periods of time and will need to move. Besides 
having fun and releasing pent up energy and 
anxiety, this also serves to wake up and re-
energize their brains, which they will need to 
do throughout the testing period. Elementary 
teachers, if at all possible, work with your 
principals to ensure that your students have 
music during the testing window. If you 
have classes in the morning, which is usually 
when testing occurs, it would be worth it 
to see if your schedule can be adjusted for 
those two weeks. Most principals understand 
the importance and value of music, but it 

might not be a bad idea to remind them 
of the connection between music, brain 
development, emotional development and 
how that supports higher test scores.

As I was going back through my notes from our 
Winter Conference General Music sessions, I 
was reminded of all the fun new ideas I came 
away with, excited to try. I have implemented 
a few already and will do more after break. 
We had such a variety of sessions ranging 
from how to take care of our voices (spring 
break is the perfect opportunity for vocal 
rest), singing and dancing our way through 
Orff-Schulwerk and Kodály as we teach 
phrasing, beat and rhythm, to mainstreaming 
ideas. Participants had a good time and from 
the feedback I received, really enjoyed the 
variety of the sessions. Folks left with ideas 
they could take right into the classroom, 
which is a very important function of 
conference sessions. In addition to attending 
meaningful sessions, Winter Conference is 
also a great time to connect with colleagues. 
Sharing lesson ideas, teaching strategies, 
and exploring how others work through the 
challenges of their jobs is a very important 
part of our professional development. Since 
we have teachers from all over the Bay Area 
attending, it is a golden opportunity to avail 
ourselves of others’ expertise.

I look forward to Winter Conference 2014 
and hope those of you who couldn’t attend 
this year will be able to join us. T

continued from
 page 8

This spring we are choosing and ordering new 
sight-reading selections to begin replacing 
the existing music in the choral sight-reading 
bins. Some of you will have brand, new titles 
to choose from at your festival this spring!

It has been a busy year and hopefully you 
are pulling through you festival and concert 
seasons nicely and without too much stress. 
As we look to the future, this idea of change 
is ever present, not only in our careers, but 
also in our personal, as well as our students’ 
lives. I am thankful to the profession that has 

provided opportunities for me to navigate 
through the changes that are inherent in our 
goals and pursuits, so that I may be of some 
service in your aspirations. Thank you for a 
great year and I look forward to serving you 
in our future endeavors together. T
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season, I am happy to report that on 
whole, we have had another successful 

year. I would like to personally thank all of the 
fantastic site hosts who took time out of their 
own busy schedules to offer a variety of well-
run festivals. None of this would be possible 
without your hard work! In addition, I would 
like to thank the CMEA Bay Section board 
and Rita Zigas-Brown for helping to make 
my transition into this position an easy one. 
I have learned a lot this year.

Now, as you wrap up the rest of your 
school year, here are a few things to keep 
in mind. Please read through each of the 
following sections as they contain important 
information regarding your participation in 
future festivals.

End the Year Right

There are still a few matters of business from 
this school year that need your attention:

1. If for whatever reason you have an out- 
standing balance with CMEA Bay Section, 
please take care of it ASAP! If you’re not 
sure, feel free to contact me at my new email 
address: cmeaenright@gmail.com. 

2. If you participated in a festival this year 
and have not submitted the online evaluation 
forms, please follow the links below. It only 
takes a few minutes of your time and is very 
important to the ongoing success of these 
events.

Festival Evaluations: http://
cmeabaysection.org/festival-evaluation/

Adjudicator Evaluations: http://
cmeabaysection.org/adjudicator-evaluation/

Plan for Next Year

It’s never too early to think about next year’s 
schedule. Here is some new and important 
information to help you manage your 
participation in  CMEA Bay Section festivals:  

1. In an attempt to help expedite your yearly 
planning process, we will open solochair 
earlier in the fall of 2013. Registration will 

now open on Monday, August 26 at 4:00 pm. 
In addition, we will open Solo and Ensemble 
festivals on the same day. Now directors can 
do it all at once! 

WWW.SOLOCHAIR.COM WILL OPEN 
ON MONDAY, AUGUST 26 at 4:00PM

2. In addition to the date change, next school 
year we will also change the way we identify 
all CMEA Bay Section festivals. Starting in 
the fall of 2013, all festivals will be labeled 
by their region name (as is currently done 
with the Jazz Festivals) rather than by Roman 
numerals (as we identify Areas now). The idea 
is to eliminate some confusion surrounding 
the current area system and open up a larger 
selection of festivals to each director in the 
initial registration period. In other words, 
instead of being limited to just one Area, a 
director will now have immediate access to 
an entire region. Out of region registrations 
will still be permitted two weeks following 
the open registration date. See page 11 for 
more details regarding these changes.

3. Festival sites and dates for the next school 
year will be added and updated on our Bay 
Section website (www.cmeabaysection.org) 
throughout the summer.

4. As you consider festivals for next year’s 
schedule, please consult your school district 
calendar to ensure they don’t conflict with a 
winter or spring break.

5. In the future, if you do end up with a 
conflict resulting in the need to pull out of a 
Bay Section festival, please contact us ASAP.  

Think about Hosting

To start the process, please contact your Area 
Rep via the contact information on the inside 
back cover of Tempo or email me directly at 
cmeaenright@gmail.com.

A special note: I am leaving my position at 
Maria Carrillo High School at the end of 
this school year to pursue other options. I 
will continue on as Large Group Festival 
Coordinator, but my email will change. In the 
future, please use cmeaenright@gmail.com.
(continued on page 11)
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(Large Group Festivals from page 10)
If you have any questions, or would like more 
information about large group festivals, feel 
free to contact me via email. It continues 
to be my privilege to serve as your Large 
Group Festival Coordinator and I wish you a 
wonderful and restful summer break. T

2013-2014 Bay Section Festival Information
1. Beginning with the 2013-2014 Festival Season, all CMEA Bay Section festivals will be 
named by their REGIONS rather than by their Areas. There will be five regions as follows:

North: 
(includes all entries from Areas I and VII)  
representing the following counties:
• Marin • Mendocino
• Napa • Solano
• Sonoma

South:
(includes all entries from Areas V and VIII)  
representing the following county:
• Santa Clara

East: 
(includes all entries from Areas II and III)  
representing the following counties:
• Alameda • Contra Costa

West: 
(includes all entries from Area VI)  
representing the following counties:
• San Francisco • San Mateo

2. Our goal is to have at least two Solo and Ensemble Festivals during the fall season.  
These festivals will be OPEN TO ANY STUDENT FROM ANY REGION.

3. Registration on www.solochair.com for the entire 2013-2014 festival season will open  
on Monday, August 26, 2013 at 4:00 pm. At that time you may register ONLY for festivals 
located in the REGION where you teach.* 

* For the following festivals anyone may register, regardless of their Region:
- Solo and Ensemble Festivals (held in the Fall of 2013)
- Jazz Combo
- Vocal Jazz

4. Out-of-Region/Area registration will open on Monday, September 16, 2013 at 4:00 pm.

Valley: 
(including all entries from Area IV) 
representing the following counties:
• Alpine • Calaveras
• San Joaquin • Stanislaus
• Tuolumne
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Another festival season nears conclusion 
and what have we learned? Hopefully, 
a great deal, for that is the purpose of 

adjudicated festivals. Our festivals are unique, 
for we have high standards for performance, 
sight-reading requirements, and adjudicators 
who are required to serve an apprenticeship 
and renew their qualifications by attending 
training workshops a minimum of every two 
years. 

Let’s take a look at each of these areas. 

The standards of performance for CMEA 
Bay Section festivals are clearly outlined in 
the rubrics found in our Handbook and 
on our website. Many directors duplicate 
and enlarge these rubrics and attach them 
to the wall in front of their performance 
groups, as a constant reminder of what to 
strive for. These are goals every musical 
organization should work towards. They 
are clearly defined and leveled to match our 
given ratings. Yes, they must be adjusted to 
serve various levels of experience and age 
groups. This is difficult, but over the course 
of years our adjudicators have learned to 
make these adjustments. Although ratings 
are given and posted, our festivals always 
remain non-competitive. Only the director 
of each specific group is given the numerical 
ratings of his or her group, so it is purposely 
left vague regarding who received the highest 
rating. With performance standards high, 
room is still made for the developing musical 
organization. A category of “Comments 
Only” is available to all directors. In this 
category everything is exactly the same as for 
the rated groups except there is no posting of 
the group’s ratings. On the Rating Summary 
Sheets the notation of “Comments Only” is 
marked in lieu of a “Superior,” “Excellent,” 
“Good,” or “Needs Improvement.” The 
director will receive the recorded comments 
along with the written evaluation sheets that 
will show the scoring in each musical area 
and the total score for the group. This is a 
perfect category for many younger musical 
organizations and should be used more often. 
Bring your groups to perform, receive expert 

evaluations, and most importantly, to hear 
other groups. This will only inspire them to 
work harder.

The discussion of sight-reading has gone 
on for years. The CMEA Bay Section is 
resolved in making this a requirement to 
be considered for a “Unanimous Superior” 
rating. Hopefully our sight-reading require-
ment will encourage directors to make it a 
part of their daily musical routine, for it is 
an important part of a student’s musical 
education. If you sight-read regularly you will 
have success when doing it at a festival. We 
often hear the argument that a group would 
benefit more from a short clinic than from 
sight-reading. If you want a clinician to work 
with your group, bring one in to your daily 
class. It permits more time and the clinician 
can work with multiple groups within your 
program. Sight-read!

The CMEA Bay Section has every right to be 
proud of their adjudicators. They are some of 
the finest music educators in this part of the 
country.  Most of them adjudicate for other 
organizations and are on constant call for their 
expert services. Our pool of approximately 
100 music educators covers every grade 
level and background. Within the countless 
men and women who make up this group, 
we have elementary, secondary, and college 
teachers, as well as professional musicians. 
Every specialty area of music is covered. We 
have experts from outside of the Bay Section 
joining us in adjudication. To read more of the 
requirements to become an adjudicator for 
the Bay Section, I direct you to that chapter 
in the Handbook. Adjudicators are seasoned 
musicians and music educators who serve an 
apprenticeship with a master mentor, learning 
the Bay Section process of adjudication. We 
are always striving for continuity, so that, 
regardless of which of our festivals you 
attend and which adjudicators are assigned, 
you will receive as closely as possible, the 
same results. To be sure that our adjudicators 
remain current with the Bay Section policies 
and practices, each adjudicator must attend 
(continued on page 13)
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an adjudication training session a minimum 
of once every two years. Most, even attend 
the annual adjudication session at the Winter 
Conference. Yes, not all music educators will 
agree with the evaluations of all adjudicators. 
This process involves an artistic “ear” that 
cannot, and should not, be dictated by 
stringent rules and regulations. The sharing 
of knowledge through observations at 
festivals is the important factor, and should 
never stop. 

On a final note, the Bay Section has been 
experimenting using “Dropbox” for some 
festivals this season. Jon Fey has been the 
leading force in this process, and has made it 
easily available to all Site Hosts. Thank you, 
Jon. Hopefully, next festival season you will 
receive all of your festival communications, 
as well as your musical recordings through 
this process. 

All potential Site Hosts are strongly urged 
to set up your sites and dates for next year’s 
festivals before the end of the school year. 
With this knowledge early in the following 
school year available, directors will be able 
to plan their year’s calendars better, and 
assignment of adjudicators will be earlier, 
giving the Bay Section first choice of the very 
best available. 

PS. It’s not too late to complete an Adjudicator 
Evaluation. Think back to the festival you 
attended and how your group was evaluated. 
Take a few moments, go to our website, 
and complete the interactive Adjudicator 
Evaluation online. We want to know how we 
did. With your guidance we will always work 
to improve the service we are giving to you 
and your students. Help us do that.

Adjudication
continued from

 page 12
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The Area IV Choral Festival was one of 

a few festivals chosen to pilot the new 
“Dropbox” system. Communications 

between the site host and participating schools 
were channeled through Dropbox and best 
of all — the adjudicators’ comments were 
uploaded to Dropbox. Each director could 
then access these recordings without having 

to deal with CDs. With a smart phone, they 
could listen to the comments within minutes 
after the performance… How cool is that? 
While the tests are being evaluated, initial 
feedback indicates that this is the wave of a 
very near future. We were happy to be a part 
of this important test. T
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Everybody loves spring: the 

temperatures are warming up, 
the birds are chirping, plants are 

rejuvenating, and we music educators get 
to enjoy the many opportunities to create 
life-long memories with our students. Now, 
at the all-year pinnacle of their ensemble 
performance, we get to engage them in 
festivals, tours, concerts, honor ensembles, 
— we are truly blessed!

But for some of us the blessing of plentiful 
opportunities can occasionally become a bit 
daunting or tends to result in a fairly hectic 
springtime. In that context, many of you 
who kindly contacted me in response to my 
last column on time management pointed 
out: “There are just so many different things 
going on at the same time. It’s frustrating!” 

Really, everybody loves spring?

Your much appreciated responses and great 
questions prompted me to share a few more 
reflections on the topic of time. First of all, 
let us get some obvious things out of the way:

Compared to “time” as we use it synonymously 
to “pulse” when we are conducting an 
ensemble, the actual time, as it is ticking on a 
clock, really cannot be managed, manipulated, 
reproduced, reversed, etc. In that sense, time 
might be one of the most equalizing aspects 
in today’s society: it runs equally paced for 
everybody. So, if the problem is not time 
itself, we can plan reasonable to-do-lists that 
can be accomplished during their allotted 
timeframes, according to our talents.

But in our fast-paced, wired world with large 
multitudes of responsibilities within and 
outside of our professional lives, there are 
distractions lurking everywhere. The solution 
seems obvious: all we have to control is how 
we direct our attention during any given 
moment – in short: prioritize, and shift 
from “time-management” to “attention-
management”.

Especially if our top-priority task at hand 
is not the most fun or convenient available 
choice at a certain point in time, we easily 
drift into trivial tasks, fooling ourselves to 
believe that we are actually productive. We 
all have experienced situations where, rather 
than attending to a really urgent, but dreaded 
task, we did the dishes, cleaned the bathroom 
and answered a few emails…

In order to accomplish more, and avoid 
distractions, it is important to clearly identify 
priorities. Priorities are goals on every 
possible scale: for life, for a school year, for a 
rehearsal, for a conversation, etc. If there were 
only one single task to which we were able/
allowed to attend today, what would it be? 
The honest and truly goal-oriented answer to 
this question inexorably reveals a top priority.

According to the “Eisenhower Method” 
of prioritizing, we can draw a square, 
divide it into four quadrants, assign one 
dividing line to be the axis of “important to 
unimportant”, and the other one to be the 
axis of “urgent to not urgent”. Let us make 
important/urgent tasks our top priorities, 
drop unimportant/not urgent tasks from our 
list, delegate unimportant/urgent tasks, and 
assign deadlines by which we will attend to 
important/not urgent tasks.

As we determine how to invest our attention, 
we must be honest about what we truly want 
to achieve, and remain realistic about the 
goals we are setting.

Inevitably, as we are following through with 
this idea, we are not only creating a to-do-
list, but also a “not-to-do-list”. This list is just 
as important. Some of you expressed worries 
about saying “no”. Let me offer the following 
three thoughts on the most commonly 
mentioned areas of concern:

Saying “no” will not hurt anybody’s feelings 
(we actually have no control over other 
people’s feelings). They will respect an honest 
“I will not be able to do this”, more so than 
“I am sorry, I did not get to that.”
(continued on page 15)

Everybody Loves Spring –  
Oh, Wait, I Am a Music Teacher…
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Saying “no” does not damage healthy 
relationships. Honesty and openness are key 
ingredients to avoiding misunderstandings 
and to working successfully through 
disagreements. And if the relationship is 
already strained, maybe a “no” could be a 
good initial catalyst for some cleansing and 
reconciliation.

We can actually say “no” to our boss or our 
students. If our own priorities align with our 
job description and with the mission, goals, 
and strategic plans of our school, then our 
students, principals, superintendents and 
directors will understand and appreciate a 
reasonable, well explained “no” to activities 
that are not urgent/important for our pursuit 
of these goals. Otherwise, something much 
greater is in need of evaluation…

Of course, attention-management, just as 
anything else, is a personal matter. For some 
of us, it might be sufficient to simply switch 
off our email alert and our phone for an hour 
while we write those long overdue program 
notes. We all know ourselves well enough 
to be able to determine and avoid our own 
temptations and distractions. Certainly, we 
have all suggested ideas along these lines to 
our students with regards to practicing.

If our priorities are clear, honest, relevant, and 
appropriate, our intrinsic motivation will aid 
us in maintaining a strong focus while we are 
attending to the related tasks. 

As always, I look forward to engaging in 
any exchange you may wish   — even over 
the summer, since it might not take a high 
enough ranking on your urgency scale at this 
moment…

Yes, this article started talking about spring, 
and it ends with thoughts on summer. I look 
forward to guest conducting in New York and 
Pennsylvania again, and to spending my first 
week ever at La Honda Music Camp. Further 
travels will take my wife and me to Germany, 
as well as to South Dakota and Minnesota.

I wish you all a successful conclusion of the 
school year, and a most enjoyable summer!

Notes:
Colan, L. Sticking to It: The Art of Adherence. Dallas, 
TX: Cornerstone Leadership Institute. 2003
Colan, L., Cottrell, D. Winners Always Quit. Dallas, 
TX: Cornerstone Leadership Institute. 2009
Cottrell, D. Monday Morning Leadership: 8 Mentoring 
Sessions You Can’t Afford to Miss. Dallas, TX: 
Cornerstone Leadership Institute. 2002

T

Voting for Bay Section board positions has commenced using an online 
voting system. If you have not received an email ballot or you do not have 
an email address registered with CMEA, please contact Jon Fey, Executive 
Secretary at jon_fey@fuhsd.org. Voting ends on April 30, 2013, so please 
respond accordingly.

CMEA Bay Section Board Election
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Ask your students, “What is 
intonation?” What do they tell you? 
Are your students’ responses what 

you expected? Now ask them, “How do you 
change your intonation?” Hopefully they tell 
you that intonation has to do with pitch and 
that you modify pitch by moving your finger. 
They should tell you that “intonation” has 
to do with “in tune” and not with tone at 
all. This, however, is frequently much more 
confusing to students than many music 
teachers may think. After all, the word 
“intonation” does have the word “tone” as its 
second syllable.

Do your students understand the terms “flat” 
and “sharp” and what those terms mean for the 
placement of their finger on the fingerboard? 
Telling your students, “Move your finger or 
hand up.” means one thing to a violinist or 
violist and perhaps the complete opposite to 
a cellist or bassist. Or does it? What about the 
difference between Bb and “Your B is flat.” 
Beginning students, as well as more advanced 
students are still sorting out half steps and 
whole steps, finger and hand positions, and 
where exactly all those pitches are located on 
the tabula rasa of a blank, black fingerboard. 
(Oh, they have tape marks and stickers 
showing them where to put their fingers? 
That is another conversation…) Many 
students do not understand that they need 
to first soundly establish the pitch that they 
are playing before they can decide whether or 
not they are playing in tune. Intonation can 
only be judged once the question of pitch has 
already been answered.

In terms of intonation, try out this very time-
consuming yet extremely rewarding exercise: 
Have your students play a selection from 
their music. Record it if you are able. After 
that, carefully get every single student’s open 
strings exactly in tune. Have each and every 
student play each open string for a tuner 
with the same pitch standard (A=440hz) and 
have the tuner line up right in the center for 
every single open string. Now play the same 

selection as before. Interesting, huh? It is 
really remarkable how something as basic as 
good intonation can so unmistakably affect 
the sound (tone?) of a group. Having all the 
open strings of your students completely 
in tune is completely within your and their 
control. Think of it as a fixed variable. 
Now, where they put their fingers – that is a 
different matter.

If you enjoyed the difference in the sound 
of your group with all exactly in tune open 
strings, you’ll love this second exercise: 
Replace, or have your students replace, all 
their strings with new ones. Of course, in 
addition to also being time-consuming, 
this can be quite expensive. However, you 
can be frugal and wise. Frankly, a new set 
of Helicores will not be as great as a new set 
of Evah Pirazzis; but a new set of Helicores 
or Preludes will be incomparably better (as 
well as easier to play and tune) than the 
thirty-year old set that is there or those cheap 
wire strings that are there now. Again, this 
is another fixed variable, costly and time-
consuming, as it may be, that you and your 
students have complete control over. While 
both intonation and pitch are exclusively left 
hand questions, tone is a primarily a right 
hand question.

While several pedagogies and articles exist 
against this directive, it has always been my 
experience that moving the bow exactly 
parallel to the bridge (exactly perpendicular 
to the string) is the best plan for optimal tone 
production. There are three, possibly four, 
variables from the right hand and arm, all 
working in tandem and in varying degrees, 
that produce good tone: 1) bow weight (not 
pressure), 2) bow speed, 3) contact point of 
the bow on the string and, 4) the amount of 
bow hair contacting the string. How all of 
these right hand and arm decisions are made 
depend on several more variables such as 
which string is played, its thickness and gauge, 
type of string (i.e. gut, metal, or composite), 
dynamics, the left hand’s position (i.e. string 
length), humidity, temperature, and rosin. 
(continued on page 17)

Intonation, Pitch, and Tone
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Needless to say, there are many factors to 
managing good tone production. For the 
best chance to develop each of these, just like 
any multi-variable problem, you must isolate 
each variable and work on it one at a time.

To see if your students are confused by the 
difference between intonation and tone, try 
this next exercise: Ask them to play an excerpt 
with poor tone, but with good intonation. 
The right hand/arm is making mistakes, 
but the left hand is doing a good job. What 
about reversing the exercise and playing with 
poor intonation and good tone? How did 
they do? Are they able to divorce good tone 
from good pitch? Working on left and right 

hand independence further develops control. 
This establishes that, in fact, one should not 
depend on the other; and that both together 
bring together tools that aid in discovering the 
music without any technical encumbrances.

O
rchestra

continued from
 page 16
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Enjoy the time… Sometimes an event 
occurs and we remember the beauty of 
it all. The other day, I had my younger 

(mostly grade 9) concert band sight-read 
Ticheli’s Shenandoah. The tone was beautiful 
from the beginning; the tuning was there. 
I said to myself, “Maybe it will last a little 
longer before they start to make the typical 
sight-reading errors.” How wrong was I? As 
we continued, it did not sound like a first 
reading, it sounded like we were performing 
with the utmost care and sensitivity. I even 
heard my clarinet section (who I have to beg 
and plead with to play out) at the end, playing 
beautifully, confidently, and blending like 
they’ve done it all their lives. It was just this 
amazing moment in time, where the students 
jumped up a few levels in musical maturity 
and expressivity. I was taken by surprise and 
transformed by the beauty. I had no idea 
that that would happen. When we finished, 
I smiled at them, with tears welling up in 
my eyes. They smiled back, some looking 
sheepishly at each other, feeling awkward, 
perhaps, that they’d made a grown man cry. 

Stumbling for words, I told them that the cat 
was out of the bag, the secret was out... they 
can have the most powerful effect on others 
with their playing!

So often, we go about our daily lives, worrying 
about this and that, feeling frustration 
perhaps for situations that play out, burning 
the candle at both ends, thinking and feeling 
that we will be happy when some future event 
occurs, only to find out that it did not make 
us as happy as we thought it would. Perhaps 
we regret parts of the past, or worry about the 
future. As you finish your year, I hope that 
you take the time to enjoy the moments you 
have shared with those in your charge. It will 
be over all too soon. T
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A Tribute to Frank C. Sumares 
May 12, 1939 – March 27, 2013

On March 27, 2013, Bay Section lost 
a dear friend and outstanding music 
educator. Frank Sumares, one of the most 
revered jazz educators the Bay Section has 
known, was a pied piper of jazz culture and 
knowledge. Rehearsals, clinics, or classes 
that he lead would characteristically be full 
of electric energy, unbridled enthusiasm, 
endless support, deep compassion, 
incredible inspiration, intellectual and 
technical challenge, and the dissemination 
of a vast knowledge of jazz music and its 
culture — always delivered with a unique 
and boundless humor.

A walking “Wikipedia” of jazz information, 
Frank was Professor Emeritus at Chabot 
College in Hayward where he was the 
Director of Jazz Studies and Instrumental 
Music for over 25 years. Frank was the 
director of the award-winning jazz band 
at Chabot College for over 18 years 
and recently served as professor in the 
Jazz Studies Program at San José State 
University. Frank was a professional 
musician, having played clarinet and 
saxophone, in addition to piano. He 
most recently taught Jazz Theory and 
Improvisation and Jazz Piano at the 
Jazzschool in Berkeley and at the Lafayette 
Summer Workshop.

He taught at the Jamie Aebersold Jazz 
Camps in the U.S. as well as Australia, was 
the Director of the Cazadero Jazz Camp 
in 1981 and 1982, instituted the first Jazz 
Festival at Cal State Hayward, and is one 
of the original teachers at the Stanford Jazz 
Camp. He served as CMEA Bay Section 
Jazz Representative and adjudicated at 
all the major festivals in California. He 
was the author of “Contemporary Jazz 
Piano from Voicing to Improvisation in 
Three Sections.” In addition to arranging 
and composing for a variety of bands, he 
worked with Bill Watrous, Ben Webster, 
Mel Torme, Patti Page, Toni Tennille, 
Sarah Vaughn, Della Reese, Shirley Jones, 
Ledesi and Steve Allen, to name a few.

Frank earned his Bachelor’s Degree 
from San José State University and a 
Master’s Degree in Music Education from 
California State University in Hayward. 
He received the 1997 Volunteer of the 
Year award from the City of Hayward and 
a number of other awards from the Lion’s 
Club for his volunteerism. 

He recently received the Lifetime 
Achievement Award, by the San José 
Jazz Society and the Jazz Educator of the 
Year Award from the California Music 
Educator’s Association. In December 
2008, Frank played with and conducted 
the Count Basie Orchestra at the Blue 
Note in New York.

Frank is survived by his beloved wife, 
Donna Lee Sumares, and his three 
daughters, Kathleen Bacon of Boise, 
Idaho, Sheila Lane of Sebastopol, and 
Lisamarie Sumares of Daly City. He was 
the adoring grandfather of Laura Sumares 
Tellwright of Staffordshire, England and 
Kate Hansen of Sherman Oaks. Frank 
was the proud great-grandfather of Ava 
Kathleen Tellwright of Staffordshire, 
England. He is also survived by his boys 
Jack and Ernie. Frank also leaves his 
mother, Hazel Sumares and brother John 
Sumares of Santa Clara. 

For many including myself, Frank was 
the most inspirational, caring, generous, 
giving, knowledgeable, supportive 
and outright hilarious of teachers and 
colleagues. The depth and breadth of his 
influence on me was so profound that I 
am still discovering all that he has meant 
to me. I continue to this day, to gain 
understanding of the musical concepts that 
he taught me (I first studied privately with 
him in 1976). Frank’s immense humanity 
and humility was felt by thousands of 
students and colleagues each and every 
time he interacted with them.

Respectfully submitted,
Greg Brown
Jazz Representative CMEA Bay Section
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707-253-6813 
ljouaneh@nvusd.k12.ca.us

Area VIII
Kira Dixon 
3434 Silver Creek Road 
San José, CA 95121 
408-347-5600 
dixonk@esuhsd.org

Area VIII Assistant 
Michael Gomez 
1835 Cunningham Avenue 
San José, CA 95122 
408-347-5962 
gomezm@esuhsd.org



TIME DATED MATERIAL

CALIFORNIA MUSIC 
EDUCATORS ASSOCIATION
CMEA Bay Section – Tempo
5172 Olive Drive
Concord, CA 94521

Our mission is to promote the advancement of music education; 
to cultivate social and educational interaction among its members;  

and to assist members in seeking individual and  
collective growth as musicians, educators, and administrators.  

CMEA Bay Section is a nonprofit organization.

Mission Statement

CMEA 
Bay Section


