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Welcome to the SoundTree Institute!

The SoundTree Institute is the perfect solution for
music educators who are looking for training on how to
incorporate the latest technology into their teaching.
Taking advantage of the latest online teaching and
collaborative technologies, the SoundTree Institute

provides members with a convenient, engaging, and -
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effective environment for learning.
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The Soundtree Institute offers:
o Online Courses SYIEIOS Conference For more informatioa&to sign up visit:

e |ive Webinars ® |[esson Plans & More! S.O u n tree
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The SoundTree Institute Gives Back To School A Whole New Meaning . CO I I l
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For today’s students to succeed tomorrow, they need a comprehensive
education that includes music taught by exemplary music educators.
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The New Beat Spectrum

Learning how to count rhythms is a crucial part of learning how to

understand and make music. A valuable way of teaching this skill is

by translating it into visual terms, and a Washington, DC, elementary

music teacher has done just that with her Rhythm Color Worksheet.
Tap Your Potential

COVER
STORY An ensemble’s got to rehearse if it wants to get

better, but how and what do you rehearse? Four music educators
weigh in on techniques that can work wonders with your band,
orchestra, or choir—and improve your directing abilities.

Entering the Formative Years

As teacher evaluation becomes increasingly tied to student evaluation,
music educators are recognizing the value of formative assessment: a
goal-centered method of keeping tabs on what kids are learning.

California Dreaming

Nancy Wills’ vision of a thriving classical and flamenco guitar program
at a high school in California’s Central Valley seemed like pie in the
sky at first. But now she’s got more than 200 students.

Three music educators get
invited to the White House Rose
Garden ... Music Education Week
heads to Charm City for 2012 ...
A new name and format for the
World's Largest Concert ... The
NAfME Student Composers
Contest goes international ...
Nebraska's MEA celebrates its
diamond anniversary ... Charles
Benner remembered

The 201%Au-
National Honor

20

22

24

Partnerships
The Give a Note Foundation is
gleeful about its prospects.

Classrooms
A school instrument rental
program is doing big business.

Advocacy

One advocate has thoughts on
navigating the current trends in
teacher evaluation.

Research
Playing music now may help
cognitive function later in life.
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Technology

Digital Audio Workstation
software can turn classrooms
into recording studios.

Workshop

Folk songs from Southeast
Asia ... Getting the most from
band rehearsals ... The benefits
of focusing on the black keys ...
Using ensemble music with
beginning string students ...
Tactics for elementary
percussion tryouts ... How to
cure vocal jazz phobia

Stages

Elementary: Lesson plans and
how to organize them
Secondary: A magnet school
creates its own record company
Collegiate: Preparing for your
first teaching job interview

Resources
New media and accessories for
the music classroom

Plugging into
digital recording in
the classroom has
never been

cheaper.

Going Places
The Oklahoma Ambassadors
take a diplomatic trip to Europe.

with Humility.

band director

Make

substitute
teaching 4
work for you: #

the Philippines

PLUS »> \ote on Glee Give a Note contest videos through November 7
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BAND: A community in crisis unites in Band-ing Together in Joplin.

CHORUS: A teacher describes how Former Student Blends Success

FUTURE TEACHERS: Help—I'm a Sub! explains how substitute
teaching can be career-building.

GENERAL MUSIC: Teachers’ influence continues long after
school’s out in Music Lasts a Lifetime.

HIGHER EDUCATION, ADMINISTRATION, AND RESEARCH:
Ideas for Teaching in Challenging Conditions
JAZZ: Tips for Choosing Jazz Literature from an experienced

ORCHESTRA: Peace Corps Volunteer Starts Violin Program in

NEWS: NAfME Members Take the Spotlight on Network News Programs i and alerts

49

The black keys
can open a door
to improvisation.

In Decatur,
Illinois,

students are
learning the

o ins and outs
J T of the music
business.

PHOTOS CLOCKWISE FROM TOP LEFT: ISTOCKPHOTO/THINKSTOCK, CHALKBOARD:HEMERA/THINKSTOCK;

ISTOCKPHOTO/ THINKSTOCK; COURTESY OF TOM MILLER

WHAT’S NEW AND TIMELY

FEATURES

Program and
registration details
for 2012 Music
Education Week

Activate your
school’s Tri-M
Music Honor
Society Chapter
Sign up for NAfME

Advocacy Ground-
swell information

PHOTO: HEMERA/THINKSTOCK

‘ ‘ 2_Toc.indd 2

1011711 2:38:23PM‘ ‘



North Central College,

being well-rounded

doesn’t mean losing your

musical edge.

NORTH
CENTRAL

NAPERVILLE, ILLINOIS
Founded 1861

COLLEGE Tﬂjﬁi"

To set up a campus visit, call

630-637-5800 or visit

northcentralcollege.edu/admission

_TM_AD_Temp.indd 1

Performing Opportunities at North Central College

Big Band

Brass Quintet

Chamber Jazz

Chamber Winds

Concert Choir

Concert Winds

Gospel Choir

Jazz Combos

Musical Theatre Productions

Naperville Chorus

NCC Express Show Choir
Opera Workshop

Pep Band

Percussion Ensemble
Vocal Jazz Ensemble
Women's Chorale
Women's Chamber
Ensemble

Freshman Visit Days:

Monday, January 16, 2012
Friday, March 30, 2012

Transfer Visit Days:

Saturday, February 11, 2012
Saturday, April 21, 2012

Audition Days:

Saturday, February 18, 2012
Music, Music Education, Theatre

and Vocal

Saturday, March 3, 2012

Music, Music Education, Theatre, Art,
Interactive Media Studies

northcentralcollege.edu | 30 N. Brainard Street 1 Naperville, IL | 630-637-5800
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Keep your classroom neat and organized.

* Durable brushed aluminum melamine sides for
a sleek look that students will enjoy using

* Strong hardwood
rails for strength

» Safe and easy access
to instruments

e Transport unit with

wheels allows easy
mobility

Guitar Racks
come with
theft-deterrent
locking cables

Holds 4
cellos & bows

School District POs accepted.
Please mail to:

Holds 20+
cases/guitars

DOUBLE STACK GUITAR RACK

69%2"w 30%"d 683/s"h

Holds 20+
violin/viola cases of
various sizes and shapes

A&S Crafted Products, Box 26731, Elkins Park PA 19027
or scan your PO and email to: orders@bandstorage.com

or fax to: 888-831-5464

To see our NEW Double Bass Rack and
other racks, go to BandStorage.com

crafted products

267-626-6123
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That's what you get when you pick wup our Choralex™ Compact.

Solid support in a design so light, you might Fforget it's Zhere.
Our Ffolder options include removable rings, extra retaning cords,
personalized imp/-inz‘in3 - even our rnew Band & Orchestra Folder
(/e for conductors and instrumentalists. See Zher and all our
Singing essentials online. Or call

) . MUSICFOLDER.com
is extra-wide for S @ one of theSe numbers.

. . . ) . The world's best choral folders. Since 1993.
storing and displaying scores. With name card and dual pencil Ded/. R R o y
holders. Optional imprinting for logo, instrument or name. s m?a/rze\s T2 XHEB2.

B
OkAc

Small World MUSICFOLDER.com Inc. Toll-free (Canada and USA): 1-877-246-7253 e Telephone and Fax: +1 604.733.3995
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Folding Jazz Stand Collapsible Smart Easel XtraFlex Duet 2 Handy Gig Bag Name or logo imprint
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Happy Customer

Teaching Music has certainly become
more inviting to readers, with ex-
tremely practical articles. More cle-
ments of the music field seem to be
covered than in vintage issues. The
April 2011 edition contained a real
smorgasbord of items; there was some-
thing for everyone, from the beginning
music teacher to the veteran.

One of the themes embedded in sev-
eral of the pieces was reaching out to
others. Two of the departmental sec-
tions focused on advocacy: “What Arts
Education Advocates Must Do” by San-
dra Ruppert (At Large) and “How to
Make Your Principal Your Strongest Ad-
vocate” by Debbie Galante
Block (Advocacy). In
these days of extreme
budget cuts, music edu-
cators must take up the
challcngc of promoting
music as core curriculum ﬁ
for a sound education.

Keep working in the
same direction you have
been headed, so Teaching Music will con-
tinue to be a valuable resource for ev-
eryone associated with music education.
—Art Stellar, former superintendent
of the Burke County Public Schools,
Morganton, North Carolina

Research Issues

NAfME has a responsibility to be smart
and sensible when discussing research
with practitioners, and to present re-
search in ways that are accessible is a
challenge. However, there is a differ-
ence between making something acces-
sible and getting it wrong, and I feel

Send your thoughts to lindab@nafme.org

or fax a letter to 703-860-9027. We appre-
ciate hearing from you and sharing your
thoughts with your fellow NAfME members.
Letters are edited for style and to fit
available space. Please include your full
name, job title, and the name of the school,
city, and state where you teach.

8 Teaching Music | November 2011
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that Teaching Music owes the
profession, and the researcher
whose work is reported on, an apol-
ogy over the August 2011 article, “The
More You Play, the Better You Read.”

The article contains five serious kinds
of problems—and it is only a single page
in length! First, the conference presen-
tation detailed in the article presents a
correlational finding, which is not suffi-
cient to establish a causal link. In other
words, the article’s title is deeply mis-
leading in suggesting that a causal link
has been established, which is reinforced
in the also-overreaching graph title (“Ef-
fects of Music on ELA Test Scores”). This
is a highly significant mistake.

A related problem is that the arti-
cle fails to consider alternate expla-
nations. More research may
establish that music instruction
improves reading scores, but
the correlation found might
be the reverse of what the
article suggests—maybe

success on an English test causes
more success in music! It is also plausi-
ble that no causal relationship exists, or
the correlation may simply reflect the
demographic reality that middle school
students who participate in music may
be like their high school counterparts
who, research finds, are more likely to
have better-educated parents and higher
GPAs (¢f. Elpus and Abril’s outstanding
article in the July 2011 journal of
Research in Music Education).

A third problem is presenting a con-
ference presentation as settled knowl-
edge. A conference presentation does
not deserve the same respect as a find-
ing scrutinized by the scholarly com-
munity through refereed publication.
Early research should be shared, but
there is an ethical imperative to point
out to the reader that this knowledge is
tentative and preliminary, and may not
stand up to deeper scrutiny.

Good terminology matters, and a
fourth problem is the inclusion of terms
that muddy the waters of understand-
ing. Specifically, the article suggests that
only a correlation was found, but it also

introduces terms
not normally used

. to discuss correlational
-~ research such as “connec-
" tion,” “positive relationship,”
and “sustained correlation.” Taken to-
gether, these terms may mislead the
reader that something greater than a
correlation has been established.

Lastly, the article reports an anec-
dote as explanation: a retired music

'

rd

teacher who suggests that “fine motor
skills and self-discipline required to play
[brass and woodwind instruments]”
caused increased scores. To then rein-
force this anecdote with a quote from
the researcher is misleading to readers.
This is not an explanation; it is no more
than a hunch.

Every cloud has a silver lining. I used
this article in my graduate course in mu-
sic education research as an example of
all that can be done wrong when report-
ing rescarch, and it worked wonderfully.
However, one article like this is more
than enough. Let’s hope that NAfME
can take much more seriously their re-
sponsibility, especially when communi-
cating with practitioners who deserve
the best information we have to offer.
—Matthew Thibeault, assistant professor
of music education, University of Illinois

A conference presentation is indeed different
_from publication in a scholarly journal, and
we never meant to suggest otherwise. It should
be noted that Juanita Huber’s presentation
at the December 2010 NYSSMA conference
was based on her doctoral dissertation for
Liberty University, which necessarily passed
through a review process. That said, Dr. Thi-
beault’s points on the editing of the article
are well taken, and we will strive to use more
cautious ]anguage in future Research section
articles.—Ed.

Correction

A story about the Glee Give a Note
contest that appeared on page 10 of the
October 2011 Teaching Music incorrect-
ly attributed a quote to Ryan Murphy,
creator of the Fox television show Glee.
We apologize for the error.
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Scores are from the Northwestern University Music Library.
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NORTHWESTERN UNIVERSITY | Bienen School of Music

Music Education Faculty

Transforming i

Bernard J. Dobroski, John Evans

i Y Professor of Music
ra Z Z O ; 2 Maud Hickey, associate professor
and program coordinator

James Kjelland, associate professor
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By Rosalind C. Fehr, rozf@nafme.org

NAfME member Ron
Frezzo took this photo
of President Obama
speaking in the Rose

Garden in September. ot

w

3

In September, three members of the National Association for
Music Education (NAfME) attended a Rose Garden speech by
President Barack Obama at the White House. Although their
visits were brief, they are using the event to generate support
for music education issues.

NAfME advocacy staff worked with the White House and the
U.S. Department of Education to identify exemplary music
teachers to participate in the event. One of those teachers was
Jason Chuong, an instrumental teacher from Philadelphia,
Pennsylvania, who teaches at seven different public schools.
During a pre-speech reception, Chuong was able to speak
briefly with President Obama.

The following day, the president made a
speech at Fort Hayes Art and Academic High
School in Columbus, Ohio, and he mentioned
Chuong and how hard he works to bring a high-
quality classroom experience to his students.
Read more about Chuong at advocacy.nafme.org.

The other two teachers who attended said
that the event was meaningful for them as well,
and they believed the experience would help as
they look for ways to advocate for their music
programs.

Ron Frezzo, a vocal music teacher instruc-
tor for 24 years at Richard Montgomery High
School in Silver Spring, Maryland, is also the
advocacy chair for the Maryland Music Educa-
tors Association (MMEA), a federated state af-
filiate of NAfME. “It was a thrill and an educa-

tion to participate in this national event,” he said. “In preparing
for it, | spent numerous hours reviewing materials on music
advocacy. While late in my career, | believe more and more
that we must fight, and that there is a good reason to fight, to
maintain and promote the role of music education in the
schools. As music teachers often feel alone, we must be our
own best advocates. Go to the NAfME website! Have the statis-
tics at hand about the role of music in promoting the whole
student; perform the best music you can. Students don’t need
pablum.” Frezzo urged other music educators to enlist the
support of parents because “they are your best supporters.”

Brian Stacey, a member of the Pennsylvania
Music Educators Association and past PMEA
district president, teaches general music, mu-
sic theory, and 4th- through 12th-grade instru-
mental music in the Glendale (Pennsylvania)
School District. “We are fighting to keep a high-
quality program in our district,” he said, “but
it's hard because we're still considered ex-
pendable when budget talks roll around.”

Stacey said that “it was exciting being 15
feet away from the president,” and he believes
that his White House visit will help him advo-
cate for a high-quality music education.”l've
already done a couple of local interviews and it
gave me a chance to discuss music education
advocacy,” he added.

Read more about the music teachers’ Rose
Garden visit at nafme.org/news.

PHOTOS FROM TOP: COURTESY OF RON FREZZO (2); COURTESY OF BRIAN STACEY
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2012 USAAAMB
Tour Recognizes
Stellar Musicians

The 2012 U.S. Army All-American Marching Band
(USAAAMB] Selection Tour is under way, continu-
ing until early December. The tour honors 125
marching band musicians throughout the United
States chosen for the band, which will perform at
the U.S. Army All-American Bowl on January 7,

2012, in San Antonio, Texas.

During the tour, a local Army representative

memberq
Jakar?‘Safzr-ﬁ High
School} "F’
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will participate in a special ceremony for classmates, family,
and the media that honors each USAAAMB member. The pre-
sentations are the first public announcements of each stu-

dent’s selection to the band.

To follow the announcements of 2012 USAAAMB members,
visit usarmyallamericanbowl.com/selection_tour.php. The
USAAAMB Facebook page includes additional information at

facebook.com/USAAAMB.

NAfME is the official selection partner of the USAAAMB and
partners with title sponsor the U.S. Army, along with Drum
Corps International and All-American Games.

Seniors chosen for the band exhibit exceptional musician-
ship, marching achievement, character, and leadership.

Register Now for NAIME's 20 12 Music Education Week

PHOTO TOP: COURTESY OF ALL-AMERICAN GAMES; BOTTOM: VISIT BALTIMORE

In 2012 the National Associa-
tion for Music Education
(NAfME) will hold its Music
Education Week June 22-26,
2012, in Baltimore, Maryland.
Registration is open at nafme.
org/events/view/2012-music
-education-week-registration.
Most 2012 Music Education
Week events will take place at
the Baltimore Convention
Center and the Baltimore
Marriott Inner Harbor at Cam-
den Yards. The exceptions are
the All-National Honor En-

sembles and the 2012
NAfME Student Com-
posers Contest at the
John F. Kennedy Cen-
ter for the Performing
Arts in Washington, DC.
The annual summer meet-
ing gives music educators the
chance to participate in
hands-on, in-depth profes-
sional development acad-
emies, network with other
music teachers, advocate for
music education policy on
Capitol Hill, and attend stu-

catiop

The U.S. Army All-American Bowl is the premier high
school football game in the nation and features the nation’s
top high school senior football players and marching musi-
cians. The marching band will spend a week creating the half-
time show they will perform on game day.

NAfME will accept 2013 USAAAMB nominations until Janu-
ary 31, 2012. Visit nafme.org/zforms/aamb/2013auditionAAN
.html for the 2013 nomination form. A nomination does not
guarantee acceptance into the USAAAMB. To formally apply
for the 2013 band, students must submit an application outlin-
ing accomplishments and specific audition videos for All-
American Selection Committee review. Applications for the
2013 band will be accepted beginning in the spring of 2012.

dent and professional concerts.

Music educators attending
NAfME’s professional devel-
opment academies will re-
ceive clock hours and gradu-
ate credits.

The academies are
B Contemporary Popular Mu-
sic for 21st-Century Middle
and High School Students

M Instrumental Music Educa-
tion: Conducting, Rehearsing,
and Inspiring with Passion
M Jazz Academy (for both new
and experienced teachers)
B Marching Music Academy
M Minds on High School Com-
position
M Musical Theater for Middle
and Junior High School-Age
Students
W Making Eclectic Perfor-
mance Styles and Technology
Work in Your Orchestra
Classroom
W Students with Special
Needs—ALll Ages, All Abilities
Welcome in Music

Visit nafme.org/events/
view/2012-music-education
-week-academies to read
more about academy sessions.
Find an overview of Music
Education Week information
at nafme.org/events/view/
music-education-week. Learn
more about the All-National
Honor Ensembles at nafme.org/
events/view/2012-all-national
-honor-ensembles.

‘ ‘ 5_News.indd 2
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The 2012 Concert
for MIOSM is aimed
at secondary as
well as elementary
school singers.

The 2012 Concert
Songs are:

m Discussin’ Percussion

m Dona Nobis Pacem

m El Vito

m Everlasting Melody

Following a nationwide mem-
ber survey earlier in 2011, the
National Association for Mu-
sic Education (NAfME) has
revamped the World's Larg-
est Concert® (WLC®) begin-
ning in March 2012. NAfME
designates March Music In
Our Schools Month®.

The new concert name,
The Concert for Music In Our
Schools Month, reflects use
of the concert as an advocacy
tool throughout the month of
March.

Music teachers asked for
more flexibility because of
scheduling challenges in
March, so the new format
allows teachers to have their
students sing and celebrate

m Feel the Beat

m Rock Island Line

m The Star-Spangled
Banner

daily or weekly, or put on a
full formal performance of
the concert repertoire.
Another change driven by
member input is the variety
of concert repertoire. At
members’ request, the
2012 concert pro-
gram contains
songs appropriate

Increasing numbers of states, as well as local school districts,
are developing teacher evaluation systems. The issue is being
brought to the front burner by recent discussions of reauthoriza-
tion of the Elementary and Secondary Education Act and Race to
the Top requirements.

In order to actively monitor this important policy area, the
National Association for Music Education (NAfME) has created a
teacher evaluation advisory guide. The guide provides ideas for
responding to developments that might affect how you provide
music education to your students, and it is available at http://
advocacy.nafme.org/page/how-to-advocacy-guides.

The World’s Largest Concert®
Has a New Format—and Name

for all grade levels, through
12th grade. Songs with cho-
reography, rhythm instru-
ments, and Orff parts, and
two songs in foreign languag-
es are also included.

The free downloadable
sheet music and audio per-
formance and rehearsal
tracks for the Concert songs
are available at nafme.org/
wlc. For questions or tips
on how you can participate in
the The Concert for Music

A;\

e (LONGONT tor

Music In Our Schools Month® March 2012,

In Our Schools Month,
contact Susan Lambert at
SusanL@nafme.org or at
800-336-3768, ext. 311.

The Hal Leonard Corpora-
tion generously supports the
2012 Concert by providing
the sheet music and audio
files for the program. Teach-
ers are permitted to repro-
duce sufficient copies of this
music for use only in prepa-
ration for and performances
during March, Music In Our
Schools Month. The copy-
right notice must appear
once on each piece and

teachers must destroy

copies of the mu-
sic at the end of

NAME Responds to the Issue of Teacher Evaluation Systermns

NAfME has also prepared a position statement on this topic.
Like all such NAfME statements, it is meant to give direction to
decision-makers at the national, state, and local levels. Visit
nafme.org/about/view/nafme-position-statements to read the
statement. [The comment period has concluded.) In addition, the
Association has been in contact with key legislators in the United
States Congress, using the draft language to inform national

elected officials of the issues.

Share what’s happening with teacher evaluation in your
school district or state at nafme.org/forums or write to

info@nafme2.org.

PHOTO: BECKY SPRAY
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Candidates
Announced
for National
and Division
Presidents-
Elect

In 2012 NAfME members
will select the 2012-2014
national President-Elect,
and members in NAfME’s
North Central, Western,
and Southern Divisions also
will choose a 2012-2014
President-Elect. Online
voting begins January 4,
2012, and concludes on
March 4, 2012.

THE NAfME NATIONAL
PRESIDENT-ELECT
CANDIDATES ARE

M Glenn E. Nierman
(Nebraska)

M David Weatherred
(Washington)

THE NORTH CENTRAL
DIVISION CANDIDATES ARE
B William T. Jastrow
(Illinois)

M Lance D. Nielsen
(Nebraska)

THE WESTERN DIVISION
CANDIDATES ARE

M David C. Fullmer (Utah)
B Kimberly Barclay Ritzer
(Nevada)

THE SOUTHERN DIVISION
CANDIDATES ARE

B Marvelene Moore
(Tennessee)

B Maribeth Yoder-White
(North Carolina)

The term for national
President-Elect and each
division President-Elect
begins on July 1, 2012, and
these individuals will suc-
ceed to the presidency on
July 1, 2014.

For more information on
NAfME’s election procedures,
visit nafme.org/about/view/
guidelines-for-national
-and-division-elections.

For questions, contact
Marlynn Likens at 703-860-
4000 or 800-336-3768, or
email MarlynnL@nafme.org.

PHOTOS FROM TOP: JIM TROTTER/COURTESY OF THE ST. LOUIS CONVENTION & VISITORS COMMISSION; BECKY SPRAY

~ Make Plans

for 2012 NAfME
Biennial
Conference

Registration is open for the NAfME Bi-
ennial Music Educators National Confer-
ence March 28-31, 2012, in St. Louis,
Missouri. The gathering is sponsored by
the National Association for Music Edu-
cation.

Music education researchers, music
teacher educators, PreK-12 music edu-
cators, music administrators/supervi-
sors/curriculum specialists, and colle-
giate music education students will all
find valuable sessions and materials.

The 2012 Biennial Music Educators
National Conference has a special focus
on research in music education and on Union Station in
music teacher education. It will also ex- St. Louis, Mi55°“r!_
plore cutting-edge research and peda-
gogical innovations that will shape the future of the profession.

The biennial gathering will take place at the St. Louis Union Station Marriott. The conference
rate is $107 plus tax, and includes complimentary guest room Internet. To receive this rate, make
hotel reservations by February 29, 2012.

Visit nafme.org/events/view/2012-biennial-music-educators-national-conference for a tenta-
tive schedule and registration, hotel, and other travel information. @

Composers Contest Offers Critiques, Cash Prizes

A new collaboration between the National Association for Music Education (NAfME) and
the European American Musical Alliance (EAMA) will provide several unique opportunities
to the student composers who enter the 2012 NAfME Student Composers Contest.

The winning composition in each of three categories—elementary/middle school, high
school, and collegiate—will be performed at the John F. Kennedy Center Millennium Stage in
Washington, DC, during Music Education Week. In addition, the winner and honorable mention
in each category will receive cash prizes provided by the European American Musical Alliance.

Philip Lasser, president of the EAMA and composition faculty member at the Juilliard
School, will conduct a mini-seminar prior to the Kennedy Center concert for the winning com-
posers and attendees of the Composition Academy at Music Education Week.

= An award-winning composer, Lasser
s | i _'d conducts the European American Musi-
i'll H H‘ F § “ . cal Alliance Summer Music Program at
; Pl ] the Ecole Normale de Musique de Paris
di 1 i ' in France. The high school winner will
- be considered for admission to this
prestigious seminar. In addition, at least
one winner will be invited to a tour of
As with the 2011 Young the Juilliard School as Lasser’s guest.
Composers Contest, : For the 2012 contest, compositions
GAE Lo coMposgpn S can be written for any combination of
will be played at the .
Kennedy Center. flute, clarinet, oboe, horn, or bassoon,
not to exceed a quintet, with or without
piano. No piano solo compositions will be accepted. All entrants, who must be students of
NAfME members, will receive written evaluations of their compositions.

The submission deadline for the NAfME Student Composers Contest is March 1, 2012.

For more, visit nafme.org/gp/student-composers/competition or contact SusanLenafme.org.

‘ ‘ 5_News.indd 4
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Online Auditions Are Open
for NAfME's 2012 All-National Honor Ensembles

December 17, 2011. Selected
students and their teachers
will be notified by February
29, 2012.
THE 2012 CONDUCTORS ARE:
Concert Band: Daniel Bukvich
is professor of percussion and
theory and director of jazz
choir at the Lionel Hampton
School of Music at the Univer-
sity of Idaho in Moscow, Idaho.
Orchestra: David Becker is the
director of orchestral studies
and conductor of the symphony
and opera orchestras at the
Lawrence University Conser-
vatory of Music in Appleton,
Wisconsin.
Choir: Sandra Snow
is associate professor
of music education
and choral conducting
at Michigan State
University in East
Lansing, Michigan.
Jazz Band: Terrell
Stafford is professor of
music and director of
jazz studies at Temple
University in Philadelphia, Pennsylvania.
Visit nafme.org/events/view/2012-all
-national-honor-ensembles for applications
and audition materials.

Outstanding student
musicians from
throughout the country
will rehearse and per-
form with renowned
conductors in the 2012
NAfME All-National
Honor Ensembles. The
Concert Band, Orches-
tra, Mixed Choir, and
Jazz Band will perform
on Sunday, June 24, 2012, at the John F.
Kennedy Center for the Performing Arts in
Washington, DC. Online applications and
auditions are open, and auditions close on

NAIME Partners With RightsFlow to Offer
Online Mechanical Licensing to Members

The National Association for Music Education (NAfME) is partnering with RightsFlow, a technolo-
gy-enabled licensing and royalty service provider. RightsFlow’s online mechanical licensing util-
ity is called Limelight.

Limelight is being made available to NAfME active and Collegiate members as a simple meth-
od to clear cover songs for their physical, digital, ringtone, and interactive streaming usage.

As significant numbers of student performances are being recorded for various uses, educa-
tors must be aware of both licensing responsibilities and solutions.

NAfME’s membership will be invited to use and share the Limelight utility for their mechanical
licensing needs for recordings and to take advantage of ed-
ucational resources and affiliate benefits that will be a re-
sult of the partnership.

“We continue to embrace partnerships that enhance
the process of recording and sharing the music being
performed by our students,” Mike Blakeslee, NAfME chief
operating officer, said. “Limelight is a simple tool that
ensures copyright compliance for our membership while

also delivering royalty revenues to songwriters and
publishers globally.”

For more information, visit songclearance.com /nafme.

Composers
Sought for
Association
“Audio Logo”

The National Association
for Music Education
(NAfME) is holding a com-

»re

Py

position contest, and Col-
legiate, active, and retired
members are all eligible.
NAfME is looking for a sim-
ple, short motif and three
arrangements that will be
used to identify and pro-
mote the Association. En-
tries should use a variety
of instrumentations and
styles. The different ar-
rangements of the motif
will serve as

+ A signal for the open-
ing of the website (or vari-
ous areas of the website)

* A lead-in for videos or
webinar presentations

» Openings at ceremo-
nial occasions (e.g., Na-
tional Assembly)

Submissions, which will
be accepted between Janu-
ary 1 and February 1, 2012,
should be professional-
quality recordings.The
instrumentation may in-
clude acoustic instruments
and/or synthesized and
computer-generated
sound sources. Please la-
bel each treatment with its
intended use—ceremonial,
website, or webinar/video.

Entries will be reviewed
in a blind evaluation by a
panel headed by Daniel
Deutsch, chair of NAfME’s
Council for Music Composi-
tion. The winning motif and
arrangements will be used
on NAfME’s website and
elsewhere. All entries be-
come Association property.

Visit nafme.org for ad-
ditional information or
contact Susan Lambert at
SusanL@nafme.org with
questions.

PHOTOS FROM TOP: BECKY SPRAY (2); ISTOCKPHOTO/THINKSTOCK
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From the Top and the Jack Kent Cooke
Foundation have awarded more than
$1,000,000 in scholarships to deserving
young musicians like harpist Angelica
Hairston, enabling them to buy new
instruments, attend music programs,
and perform on NPR’s From the Top.

Application Postmark Deadlines*
* December 1, 2011
e February 1, 2012
e October 1, 2012

LEARN MORE AT FROMTHETOP.ORG.

* Students must apply by October 1 of senior year.

U

JACK KENT COOKE
————*———  FROM THE TOP

FOUNDATION

‘ _TM_AD_Temp.indd 1 < 10/13/11 1:58:20 PM‘



When members of the Nebraska Music Educa-
tors Association (NMEA) meet for their annual
conference November 16-18 in Lincoln, they
will celebrate their 75th anniversary with a
special program. NMEA is a federated state
affiliate of the National Association for Music
Education (NAfME).

Rex Barker, NMEA president, said:
“As teachers and musicians, we
know it is important to celebrate.
Without celebrations, there
would be a lot less music, and
vice versa. The 75th anniversary
gives us a chance to reflect on our
history and appreciate the trails
blazed by members of the past. They
established the philosophies and prin-
ciples of our organization. It always takes an
extra effort to get things started, and we have
all benefited from their efforts.”

He added: “Our members over the years
have amazing stories to tell of successes and

=
£
=
=
E

-
The first meeting of the Nebraska
Music Educators Association

challenges. We learn so much from each other
by visiting with each other and sharing these
stories in formal clinic sessions or informal
gatherings.”

That sharing, Barker said, extends to rela-
tionships that the state association has with
clinicians and guest conductors who partici-
pate in NMEA conferences. “The oppor-
tunity to meet and share ideas is criti-
cal to the health and strength of our
profession,” he said.

The NMEA president also said
that through the anniversary cel-
ebrations, current and future NMEA
members can learn more about the
history of the organization but also

“bring the ideas and questions that allow
us to reflect on what we are doing and test our
traditions against current trends and needs.”

To read more NMEA history, visit the asso-
ciation archives at nmeanebraska.org/
member_svcs/archives.html.

Collegiate
Facebook

Page Is
“Likeable”

Collegiate members of the
National Association for
Music Education (NAfME)
have a new Facebook page
that enables them to share
chapter information, pho-
tos, and videos—and to
compete in contests like
the friendly Music Trivia
Battle that Kansas State
University in Manhattan,
Kansas, and North Green-
ville University in Tiger-
ville, South Carolina,
waged in early October.
The page also contains
information
about NAfME
programs and
links to the
monthly Col- Ll KE
legiate
Newslink online newslet-
ter. Newslink includes fea-
ture stories, information
for future teachers, and a
list of NAfME member ben-
efits and resources.
Visit facebook.com/
pages/NAfME-Collegiate/
180870331986452 to join in.

13 in Blue Ash, Ohio. He was 99 years old and a
72-year member of NAfME. He was also a past
president of the Association’s North

Central Division.

NAfME President Scott C. Shuler said,
“Charles Benner's presidency was pivotal in
making us the strong association that we are
today. He will be remembered for his work in
overseeing the transition of our organization
from an associated organization of the Nation-
al Education Association to becoming a self-
supporting organization and moving us to
Reston, Virginia.

Past National President Charles Benner
Remembered for His Service to the Profession

Charles H. Benner, past president of the National Association
for Music Education and a college music educator who cham-
pioned the cause of music education for all, died September

“Dr. Benner’s service to music education encompasses his
positions held in the Ohio Music Education Association and
MENC. After serving as national president from 1974-1976,

he faithfully advised national presidents that
followed after him. He was always there when
staff and elected officials called on him for
advice. His legacy will live on.”

A Lowell Mason Fellow, Benner taught in
public school in Butler County, Ohio, and was
director of instrumental studies in the Wyo-
ming, Ohio, public schools. He taught at Ohio
State University, and was a professor and direc-
tor of graduate studies in music education at
the University of Cincinnati College Conserva-
tory of Music. He was professor emeritus at the
University of Cincinnati at the time of his death.

PHOTOS FROM TOP: COURTESY OF THE NEBRASKA MUSIC EDUCATORS ASSOCIATION NAFME ARCHIVE; BECKY SPRAY

16 Teaching Music | November 2011

‘ ‘ 5_News.indd 6

10/18/11 11:47:4OAM‘ ‘



Put your students tn the spotlight!

‘ ‘ 5_News.indd 7

This Holiday Season, Give Thanks, Give Gifts,
But Most Importantly...Give a Note!

Music education is a
powerfully positive part of
a child’s lifel The leaders
of NAfME created Give

a Note Foundation to
connect everyone who
cares about music
education and empower
them to fight for music
education in children’s
lives. As a music educator,
YOU need to be part of
this new call to action. As
we approach the season
of giving, we ask you to
“give a note” about a

musical future and make a
donation to support Give
a Note Foundation.

Please include your
donation in the envelope
in this magazine or scan
the QR code below to

Qo fo our giveanote.org
donation site. For more
information, please visit
giveanote.org. Follow us
on Twitter @giveanote and
‘like” us on Facebook Give
a Note.

™~

givelelnote

FOUNDATION

National Association
E for Music Education

2012 All-National Honor Ensembles I

The NAfME

showcase the best student musicians from
around the country. Applications and auditions

open through January 15, 2012

at mee.org.

Featuring performances at the John F. Kennedy Center for the Performing Arts
in Washington, D.C. June 24, 2012 with renowned conductors
Daniel Bukvich (Band), David Becker (Orchestra), Sandra Snow (Choir), and Terrell Stafford (Jazz).

nfa All-National

ITl e Honor Ensembles

@ 10/18/11 11:38:32AM‘ ‘
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Give a Note Is More
than Just Glee

Foundation launch takes off with support from
Fox Home Entertainment m BY KEITH POWERS

Although Give a Note Foundation is
hardly a known commodity yet, the
$20 million initiative, meant to assist
underserved music education pro-
grams, started off the right way: by
calling the Gleeks.

On December 15, winners of the
Glee Give a Note contest will be an-
nounced—and more than 70 school
music programs will share $1 million
donated by Fox Home Entertainment
through sales of Glee Season 2 DVDs.
The contest, which began in Septem-
ber, invited public school music pro-
grams to submit a two-minute video
outlining why they need support. The
splashy contest is just the beginning of
a more substantial initiative aimed at
the most underserved music programs.
Leadership comes from NAfME, but
ultimately a consortium of businesses,
educators, and public advocates will
raise funds and identify and create
promising programs.

The bounce from the “Glee effect”
should help get things started, says
Scott C. Shuler, president of NAfME,
who applauds “Glee and its creators for
showing millions of people how music
benefits kids. We would
be delighted if the success
of Glee results in citizens
contacting their local
school boards in support
of music programs.”

“We want to leverage
attention from the DVD
release and the TV show,”
says Jane Mell Balek, NAfME’s assistant
executive director for resource devel-
opment. “We launched it because we
knew we’d have this Glee Give a Note
opportunity. But we will have other
partners, and an emphasis on involving

18 Teaching Music | November 2011
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The Give a Note

website offers tips for
supporting school
music programs.

state affiliates. This is a long-term ini-
tiative. The whole reason for starting
the foundation is to build an awareness
of music education outside of those who
already have a passion about it. [Execu-
tive director] Michael Butera is the
foundation’s interim CEO, and he has
pledged to raise $20 million in a decade.
Everyone on our executive board made

“The whole reason for starting
the foundation is to build an
awareness of music education
outside of those who already
have a passion about it.”

a commitment when we announced the
foundation—we raised nearly $8,000
in one night. To have only a handful of
our members raise that much shows a
lot of strength.”

Plans call for a startup board of

about 15 people. “We are looking be-
yond the music education community,”
Balek says, “for people with an entre-
preneurial spirit from a variety of back-
grounds.

“We know there are business leaders
who have benefited from their own
music education, and who can serve as
advocates. Our resources are devoted
to our members, but there are man
other people who are solid believers in
music education. We didn’t have any-
thing previously that would allow them
to make an impact.”

Current board members of Give a
Note Foundation include Shuler,
Butera, NAfME CFO Paul Baker, Lynn
Brinckmeyer, and Barbara Geer. Balek
says that other members should be in
place by the first meeting this winter. A
website, giveanote.org, tracks the foun-
dation’s progress, offers tips for advo-
cacy and support, and has features on
inspirational stories.@
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No Deposit, No

A long-running school instrument rental program in suburban
ILlinois is gaining in popularity as budgets tighten = BY MATT ROBINSON

Across the country, music pro-
grams are getting less funding
and parents are being asked to
pick up more of the tab. Be-
cause many instruments are
relatively expensive, schools
are increasingly adopting in-
strument rental programs to
minimize upfront and overall
costs. Among the champions
of this idea is Mary Kaempen,
orchestra teacher at Hunting
Ridge Elementary School in
Palatine, Illinois. “We have a
huge district rental program
that was created in the 1950s
by one of the school princi-
pals, who strongly believed in
the value of music education,”
she says. “Essentially, the
framework of our program has
gone unchanged since that
time.”

Hunting Ridge is part of the 20-
school Community Consolidated
School District 15, which offers instru-
mental music instruction to students
starting in fifth gradc. Participation in
music is widespread and demand for in-
struments is high. “We are focusing on

FACTS & FIGURES

Community Consolidated School
District 15 (CCSD15)

Palatine, Illinois
SCHOOLS: 20 (15 K-6, 4 7-8, 1 PreK-8)
ENROLLMENT: 11,998 in 2010

PERCENTAGE OF LOW-INCOME
STUDENTS: 29%

ETHNICITY OF STUDENT BODY: 51.6%
White, 28.2% Hispanic, 13.9% Asian, 3.7%
Black, 2.2% Multiracial, .4% Native American

MUSIC TEACHERS: 5 orchestra, 8 band, 22
comprehensive, 1 music therapist

INSTRUMENTAL MUSIC ENROLLMENT:

1,845 for fall 2011

20 Teaching Music | November 2011
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Mary Kaempen and her
orchestra benefit from a
rental instrument program.

A

trying to buy new instruments,” Kaem-
pen says, “in order to give students the
best experience we can while keeping
yearly costs down.” But because the an-
nual budget only goes so far, the rental
program also includes some used in-
struments and donations from families
of students who decided to switch or
give up instruments.

One of the biggest challenges of the
rental program, Kaempen says, is de-
termining financial need: “Many need-
based programs are based on whether
or not a student qualifies for free or re-
duced-price lunches. However, just be-
cause a family doesn’t qualify for the
lunch program doesn’t mean that they
can take on monthly payments. We do
not want students forced into playing
violin or flute just because they are the
cheapest to rent, and we do not want to
let finances be the reason a student can-
not participate in the music program.”
For these reasons, the district charges a
flat $30-per-year rental fee. While this

is very low, there have been instances
in which it was waived altogether for an
cager student who sincerely could not
afford it.

Kaempen reports that taking part in
the program requires filling out a stan-
dard deposit form and receiving “a dis-
trict booklet that states for parents and
students our expectations of instru-
ment use.” Because most students have
lessons or performances on a weekly
basis, she and her team get to keep an
eye on the instruments and make sure
they are being used and cared for prop-
erly; all instruments must be returned
to school for the summer.

Parents are informed of the rental
option at the first meeting of the school
year, and the process takes little time.
“Making our rental agreements out of
three-part paper results in the paper-
work being handled very efficiently and
accurately by teachers and families,”
Kaempen notes, adding that much of
the paperwork is now bilingual. @
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We offer Bachelor and Master
Degrees in Music Education!

Earn your Master of Music Degree (v.n)
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Earn your Doctor of Musical Arts Degree (p.y.4.)

* Music Performance ® Composition and Arranging ® Music Education ® Music History & Literature
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monthly Open House dates
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Standardized tests may carry too much weight, but assessment can
still be a positive process m BY DEBBIE GALANTE BLOCK

Most teachers will argue that

Teacher
student scores on state-man- evaluations
dated tests are not a true re- depend on

flection of a child’s skills and
by no means a true reflection
of a teacher’s value. The prob-
lem is that success on such tests
is increasingly being linked to
teacher effectiveness (for more
on this, see “The Formative
Years,” page 38). According to
William Guegold, director of
the School of Music at the Uni-
versity of Akron and North
Central Division president-
elect of the National Associa-
tion for Music Education, this
trend is being driven more by
politics than educational deci-
sions. The result is that music
teachers have to advocate for
themselves as they never have before.

“If you take the date off articles in
professional journals from the 1970s,
’80s, "90s, and now, the issues are in-
terchangeable,” Guegold says. “Nothing
really ever changes except the political
winds, but now we have the added bur-
den of attaching teacher merit.”

For this reason, it’s important for
music teachers to keep pointing out the
achievements of the students in their
programs to administra-

trict as a whole. And it’s

just as essential to make to get to the
the case that the results of point Where

any assessment, whether

it be for a student or a WE CdIl 1111~
teacher, are only valuable prove educa-
tion and not
opment. I have been an punish_”

if they are “informative
and help someone’s devel-

adjudicator at music festi-
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student test
scores more
than ever.

tors, parents, and the dis- “We need
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vals for the last 30 years,” Guegold says,
“and people are quick to pick out prob-
lems, but how good are they at giving
someone constructive advice as to how
to improve?”

With many schools now evaluating
teachers as many as six times a year, ad-
ministrators are in classrooms often.
Be prepared. “Set high standards for
yourself and your program,” Guegold
counsels, “and make certain you use
appropriate assessment
practices in your classroom.
In order to make improve-
ments to curriculum, we
need to test in a way that
will allow us to check if we
are doing well, and then
keep devising teaching
methods that will enable
students to be more success-
ful next time.”

Guegold also suggests
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that teachers take the time to get out
into the community and explain the
testing indicators: “In Ohio, sometimes
we see that a school has met more of
the indicators on the tests than last
year, but they’ve dropped in a ranking
because the state’s changed the rules
and classification levels. Sometimes it
looks like we’re doing worse, even
though that’s not the case. It’s just that
the specifics have changed.”

No matter how they choose to ap-
proach the problem, music teachers
need to take their frustration and chan-
nel it outward, into positive action.
“Cars can be recalled,” Guegold says,
“but you can’t recall a ninth-grade class
to do it again. Educational reform is
difficult. We need to get to the point
where we can improve education and
not punish. The way rules and laws are
written now, it becomes a punitive pro-

cess.” @
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the Metropolitan Opera
Broadway

Carnegie Hall

the Grand Ole Opry

ANYWHERE

School of Music
Audition Dates
Admission for
Fall 2012

UNDERGRADUATE:
January 14, 2012
January 28, 2012
February 11, 2012

March 17, 2012
(Admission only)

GRADUATE:
February 17, 2012
March 23, 2012
April 13, 2012

Prospective students must apply
to the university and audition for
admission to the School of Music.

SCHOOL of MUSIC

BELMONT

UNIVERSITY

For more information:

www.BELMONT.EDU/MUSIC
or call 615.460.6408
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Study results suggest that playing a musical instrument contributes
to better cognitive function in later life m BY CATHY APPLEFELD OLSON

Studying a musical instrument in child-
hood could pay off much later in life. In
arecent research study of healthy adults
ages 60 to 83, those who had music ex-
perience performed better on several
cognitive tests than those who had nev-
er studied an instrument.

A departure from the plentiful re-
search related specifically to music cog-
nition, the study by Brenda
Hanna-Pladdy, a clinical neuropsychol-
ogist at Emory University in Atlanta,
Georgia, looked at performance on
tasks involving nonverbal memory,
naming objects, and the brain’s ability
to process new information.

“We are not looking at music cogni-
tion. We are looking at transfer effects
to non-music cognition, the ways that
learning music changes your brain,”
Hanna-Pladdy says. “Typically, when
we look at learning paradigms in the
lab, there is a very specific skill set [for
tasks], and that skill set rarely transfers
to something outside of that task. Mu-

LONG-TERM COGNITIVE BENEFITS OF PLAYING MUSIC?

The scaled scores

here compare the
three groups’
performance on
tests of four cognitive ( J
procedures: visual
reproduction
delayed recall

(VR 1),

visuomotor

speed (Trails A,
visuospatial
sequencing

and flexibility
(Trails B), and
verbal functions
(BNT= Boston
Naming Test).
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sic is one case where it does transfer.”

The study divided 70 participants
into three groups: those with no music
training, those with one to nine years
of music study, and those with 10-plus
years. All musicians began studying
around age 10, and the participants
were of similar health and education
levels. The group that had studied the
longest performed best on the tests,
followed by the lower-level musicians,
and then the non-musicians.

Hanna-Pladdy theorizes that be-
cause playing and learning to read
music engages both hemispheres of
the brain and involves multisensory
processing, it has an effect on the
neuroplasticity of the brain. Addition-
ally, musicians get constant feedback
by way of the sounds they produce on
their instruments. “That feedback re-
ally affects the learning, and what you
tend to see is that the feedback will
drive the practice and performance,”
she says.

I:l Nonmusicians

Trails A

. Low-Activity Musicians

. High-Activity Musicians

Interestingly, although half of the
higher-level musicians still played an
instrument at the time of the study,
they didn’t perform better on the tests
than their counterparts who had
stopped playing earlier. “This implies
that the neuroplastic effects were tak-
ing place at an earlier age. Our brains
are more plastic when we are younger,”
Hanna-Pladdy says. “That was a little
surprising. I expected the people who
continued to be active to maybe have
more of a cognitive benefit.”

What should music educators take
away from this? “Begin music pro-
grams earlier,” Hanna-Pladdy says. The
brain functions measured in the
tests—particularly nonverbal memory
and executive function—typically de-
cline as adults go through the aging
process. “People with increased plas-
ticity tend to do better on cognitive
tests, and things that tend to boost ex-
ecutive function tend to boost plastici-

ty,” she adds. @

ILLUSTRATION: ISTOCKPHOTO /THINKSTOCK; SOURCE: BRENDA HANNA-PLADDY AND ALICIA MACKAY, “THE RELATION BETWEEN INSTRUMENTAL

MUSICAL ACTIVITY AND COGNITIVE AGING,” NEUROPSYCHOLOGY, VOL. 25, NO. 3, APRIL 2011. ©2011 AMERICAN PSYCHOLOGICAL ASSOCIATION.
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Bringing Digital Audio Workstation
software to school m BY CHAD CRISWELL

Some DAW programs, like Cubase
Elements (pictured), are available
for free download in demo form.

What to Do When You Want to Make Tracks

Setting up a digital recording studio in a
school classroom requires specialized soft-
ware. While you can do it on the cheap
with a basic audio program like Audacity,
you’ll'need something more advanced to
produce really high-quality recordings,
work with multiple instruments, or teach
your students the skills necessary to pre-
pare them for a job in the audio industry.
Digital Audio Workstation (DAW) pro-
grams are the next step up, and there are
many of them on the market. But there’s
more to setting up a DAW system than
simply grabbing the first picce of software
that comes to mind. It’s essential to bal-
ance the software with the capabilities of
the hardware you intend to run it on.

Proper Hardware

No software will provide good results
without good hardware. At a bare mini-
mum, any digital audio workstation must

26 Teaching Music | November 2011
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have a decent interface for plugging in
microphones. The built-in microphone
jacks on a PC or Mac are usually not ad-
equate for master-level recording; they
tend to be noisy, allowing the whirs of
the computer’s hard drive or cooling fan
to distort the sound. Some newer com-
puters—HP machines with the Beats Au-
dio interface, for example—may perform
well enough that this is not such an issue,
but in most cases it’s better to bypass the
computer’s internal sound card entirely
and invest in an external audio interface
from a company like
M-Audio or MOTU,
with as many channels
as you think you may
need at one time. These
audio interfaces are dif-
ferent from traditional
mixers and allow each
channel to be recorded

onto its own track in the DAW software.
More channels on the interface will allow
you to record from more sources at one
time, but with more inputs comes more
expense.

A good DAW system will be able to ac-
cept multiple voice and MIDI tracks at the
same time, but remember that you are
also limited by other factors, such as your
computer’s processor, hard drive speed,
and memory. As a result, it’s often a bet-
ter idea to create a workstation from a
specialized computer rather than an off-
the-shelf model from
your school’s lab. Ask
your IT person just
what kind of hardware’s
hiding under the hood
of any computer you
are considering turning
into a DAW, then check
those specifications
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against the requirements
of the software you in-
tend to buy.

Software

hopping
Dozens of DAW programs are available in
many different price ranges. Many high-
end programs retail for more than $500,
but unless you’re outfitting a professional
studio, you don’t need the advanced fea-
ture set that flagship-level DAWSs provide.
Richard McCready, music technology
teacher at River Hill High School in Co-
lumbia, Maryland, says, “To me it’s not the
actual DAW that’s important, but the de-
velopment of recording, mixing, signal
processing, and mastering skills. If you
teach those skills within any DAW, stu-
dents can use any other DAW without too
many difficulties. It’s like swapping be-
tween word processing programs.” Mc-
Cready also feels that some DAW software,
like Logic and ProTools, can be intimidat-
ing to young students. Because of this, he
usually begins by exposing students to Ga-
rageBand before moving on to more ad-
vanced audio mastering programs.

Audio expert Clark Murray, the own-
er of Digital Music Doctor, a company
that produces video training courses for
DAWSs, feels much the same way about
this topic. He has been doing head-to-
head reviews of dozens of DAW titles for
the past decade, and he concedes that for
most high school-level music classrooms,
the programs tested in his “Shootouts”
are probably too complicated. He recom-
mends looking for the “light” versions of
these products, which often have the
same core features but lack capabilities
that tend to be needed only by profes-
sionals. These light versions also come
with much lower price tags and can be

purchased for less than $300.

Plugging In Virtually

Virtual Studio Technology (VST) plugins
are small programs that simulate pieces of
audio hardware (preamps and compres-
sors, for example) and create special au-
dio effects that can be applied to
individual tracks. Without using plugins,
you won’t be getting the full benefit out
of any DAW setup. Basic VST plugins ship
with every DAW program and allow you

‘ ‘ 10_Tech.indd 2

to adjust the audio tracks
with reverb and chorus
effects, as well as equaliz-
. ing the overall sound to
clean up background noise
or other problems.

In general, the more expensive the
program, the more plugins will be in-
cluded with it. Some programs, such as
Cubase Artist, even include more ad-
vanced VST plugins like automatic tun-
ing software that can be used to adjust
slightly off-pitch vocals. For needs not
covered by the included plugins, there
are thousands of additional ones that can
be purchased from other companies and
used with almost any VST-capable audio
recording program.

Which DAW to Buy?

All DAW systems work essentially the
same way and do essentially the same
thing. In the end, the decision of which
one to purchase should come down to
personal preference and comfort.
You can find a DAW to suit your
needs from $300 all the way down to
free, but as with most purchases,
spcnding a bit more up front will
provide you with more support over
the long term.

For example, at eque
the bottom of the
price chart is the
freely available Linux
MultiMedia Studio
(Imms.sourceforge i
.net). Despite its
name, this program
runs on Windows
and offers almost all
of the same functions as other DAWs.
However, support and documentation for
LMMS is very limited, consisting mostly
of community forums and whatever help
you can find through a Google search.
For about $60 more, you can find pro-
grams like Reaper (reaper.fm), Sequel 3
(sequel-music.net), or Cubase Elements
(steinberg.net), but support remains lim-
ited (in Reaper’s case, it’s provided solely
via online forums; with Sequel and Cu-
base, you can get help via email as well).
The good news about all three of these
programs is that demonstration versions
of them can be downloaded for free.

For Mac users at this same price point,
a smart music teacher should consider the
most obvious choice: Apple’s GarageBand
(apple.com). Because it doesn’t have
cross-platform compatibility (i.e., it
doesn’t work with non-Apple programs),
we're only mentioning GarageBand brief-
ly here. But if you're on a Macintosh sys-
tem, few DAWSs can compete with its
case of use, especially considering that it
comes along with the iLife suite of pro-
grams for only $40.

At the next price and feature level are
products like Ableton Live Intro (ableton
.com) and Cubase Artist (steinberg.net).
Both have educational versions available
for under $300, but Ableton Live Intro is
the only program of those listed here that
actually offers phone-based tech support
in addition to email and forum support.
For the additional money, you also get a
more streamlined interface, more intui-
tive controls, and additional plugins that
the lower-priced DAWs may not offer.
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Ableton Live Intro also provides a free
trial version that you can download and
test out, while Cubase Artist does not.

Whenever possible, download demo
versions of the software you're consider-
ing, and be sure to test them out on the
computer and with the audio interface that
you intend to use in your final setup. For
much less than $500, you can build a re-
cording studio in your classroom that will
serve you and your students well. @
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How do we teach students to count
rhythms? Teachers can choose from vari-
ous techniques. Younger students may
learn themed words (such as “pea,” “car-
rot,” or “avocado”), specific rhythm sylla-
bles (such as “ta” and “ti-ti”), or some
other counting method to learn notation
and internalize rhythms. As students grow
musically, and especially when they focus
on an instrument in band or orchestra,
they must transition into counting using
numbers. This transition can be frustrat-
ing, but here’s something you can try.

Some students already know the names
and durations of notes in their sheet mu-
sic but need to learn more advanced
counting (e.g., progressing from “car-rot,
pea” to “one and two”). The Rhythm Color
Worksheet described here can help them,
and it also works well with students who
already have an understanding of the
number counting system but need help to
become more rhythmically precise.

The worksheet connects visual, aural,
and kinesthetic concepts in rhythm, so it
is likely to help students with diverse
learning styles. One cighth-grade student
of mine responded to the precise visual
representation of the rhythm in the

28 Teaching Music | November 2011
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Ellie Falter

Rhythm Color Worksheet with this com-
ment: “I’ve been looking at music for a
while, but now I know what the rhythm
really looks like.”

Developing the Rhythm
Color Worksheet

I noticed that some middle school string
students could tell me that a half note
lasted two beats, but they had no practical
sense of rhythm. They thought the half
note should be played on beat two be-
cause it lasted two beats. The terminology
seemed to confuse them. Since their
counting methods rarely worked accu-
rately, these students mostly listened to
others to learn how to play rhythms by
ear in orchestra. I was not satisfied with
this lack of independence, so I sat down
and tried to develop a tool to help. After
some trial and error, tweaking, and input

from various sources, I created the
Rhythm Color Worksheet.

Using the Worksheet

Completing the Rhythm Color Worksheet
takes several steps, but students quickly
catch on. I initially included instructions
for students on the worksheet, but discov-

al

I'uIn

leth a Rhythm Color Worksheet, learning

to count can take on an extra dlmensmn.

By H.

ered that was too confusing. The
worksheet works much better if
you introduce it to students by
completing a few worksheets to-
gether, starting with very simple
rhythms. The first set of steps
(Steps 1-6) involves writing and
coloring. The second set (7-10)
uses kinesthetic and verbal expe-
rience to internalize the rhythm
based on its notation. Here’s a
step-by-step example; you can
see how these processes work in
practice by looking at Figure 1
on page 30. The steps below use
the sample rhythm shown in Fig-
ure 1, beginning with the first
note of the sample.

Step 1: What type of note is it? (Quarter
note)

Step 2: Draw the note.

Step 3: How many beats does that note
get? (One beat)

Step 4: Color in that many boxes.

Step 5: Repeat Steps 1—4 until there are
no more notes. Point out to students that if
the music is written correctly and they do
the worksheet correctly, each measure will
start on 1 and conclude at a solid line.
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Step 6: Circle the numbers or symbols
under the beginning of each new color. In
Figure 1, the first color is red, so circle the
1 beneath it. Next is blue; circle the 2 be-
neath it. Next is red again; circle the “&”
below the beginning of the red. The last

: : “1”»
color is purple; circle “1

below the begin-
ning of it. The circled symbols will tell stu-
dents how to count the rhythm: “1 2 & 1,
but a student could easily say that out of

rhythm. Steps 7-10 alleviate this problem.

‘ ‘ 11_Lectern.indd 2

One seventh-grade flute player decid-
ed to use the colors to make a pattern.
She made quarter notes red or orange and
half notes blue or purple to see if there
would be more warm or cool colors on
the page. She was not thinking in mathe-
matical terms, but she was looking for the
ratio of time spent on quarter notes com-
pared to time spent on half notes in the
song we were playing. (We spent slightly
more time on quarter notes.) This student

used the visual representation of the
rhythms from her Rhythm Color Work-
sheet to analyze the music in a way she
found meaningful.

Steps 7-10 of the worksheet make use
of the same sample rhythm as Steps 1-6.

Step 7: Keep a steady beat and point to
each symbol as you say it. [Say “one and
two and one and two and.”]

Step 8: Repeat Step 7, but say the words
in your head only. Make sure you are not
mouthing the words, because that will
confuse you later and does not help you
learn to internalize the rhythm. Point
along and silently think “one and two and
one and two and.”

Step 9: Repeat Step 7 again while tap-
ping the steady macrobeat with your foot,
but follow with your eyes only—no point-
ing, no speaking. It may feel a little silly,
but it’s an important step. [Silent “one and
two and one and two and.”]

Step 10: Repeat again with your foot
tapping the steady macro beat, but this
time you need to say aloud only the num-
bers that are circled (“ONE” and “TWO
AND ONE” and two and). This may be
tricky at first. You may need to add back
in the pointing, or say aloud the circled
words and whisper the ones that are not
circled. With a little practice, you will be
able to accurately count the rhythm you
colored.

A fifth-grade trumpet student re-
sponded very well to tapping the steady
beat in Steps 7 and 8. He said that the
movement helped him feel how steady
the subdivisions should be. Afterward, he
worked hard to play even rhythms.

Other Rhythm Examples
Rests (Figure 2): For rests, color the
length in with pencil. When you get to the
circling step (Step 6), don’t circle the
number or symbo] under pencil mark-
ings. Remember that in the last step (Step
10), you will say only what is circled.
Ties (Figure 3): When a note is tied,
continue using the same color because
you will play it as one note. This is true
even if the tie is over the measure line.
Stem direction (Figure 4): I tend to
always write my stems going up, but some
of my students prefer to write the stems
to match the music they are reading. A
few even prefer to always write stems go-
ing down. You can do whatever stem di-
rection you find most comfortable.
Example 4 shows mixed stem directions.
Time signatures: You have already
seen examples of different time signa-

nafme.org 29

1011711 3:19:07PM‘ ‘



Use the Rhythm Color
Worksheet to review
note names and dura-
tions or to introduce
new notes and rests.

tures. Each worksheet works for one time
signature only. The same time signature
can also have different worksheets if the
subdividing method is different. You may
use a worksheet that subdivides “1 and 2
and” with your beginners, and use “1 ¢
and a 2 e and a” with more advanced stu-
dents. Take note that Example 4 is in 6/8
time with two different counting meth-
ods: “1 lali 2 la li” compared with“1 2 3 4
5 6.” You could make a worksheet with
cither or both of the counting methods,
depending on students’ needs.

Putting it all together: Figure 5 uses
multiple techniques (rests, ties, and dif-
ferent stem directions).

Added Benefits

You can use the Rhythm Color Worksheet
for more than its initial purpose to transi-
tion students from various counting meth-
ods to using numbers. Use it to review
note names and durations or to introduce
new notes and rests. Start by reviewing
simple rhythms, and then move on to
more complicated rhythms, eventually
making interesting rhythm compositions
and analyzing how different rhythms fit
together. Also, the second part of the
worksheet (Steps 7-10) helps students
understand and internalize why teachers
constantly tell them to subdivide as they
count.

Perhaps most important, this work-
sheet will help students take ownership of
their own learning and musicianship.
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FIGURE 1:

RHYTHM COLOR WORKSHEET

Sample Rhythm: o Jﬂ J
4

STEP

\yLook at your music. What type of note is it?

STEP

\Z/Drawthe note.

O

Q0
N
Q0

STEP

R0
(N}
[

How many beats does that note get?

Color in that many beats.

[ Y wn
=R A
O

O

Q0
N
Q0

STEP

Ro
N
Q0

Repeat steps 1-4 until there are no more notes.

J )

Circle the number or symbol below the start of each new color. This tells you how
to count the rhythm. (Don’t worry if this sounds a little weird. It will make sense.)

S V)
(2} - [ Y
<»: <n
0
Q0
N

O

[
N

STEP

\/ With a steady beat, say and point to each symbol from left to right.

STEP

\/With a steady beat, point to each symbol but only say it in your head.

(No mouthing the words either!)

STEP

\/ With a steady beat, look at each symbol and say the words in your head.

STEP

\10/ Repeat Step 9, but say aloud the numbers and symbols that are circled
(some students may need to temporarily point along at first).
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FIGURES 2-5:

OTHER RHYTHM EXAMPLES

FIGURE 2

FIGURE 3

33 3
d I |

1)e &la; 2) el&)a 3 e (&/a 1 e & a/ 2, e & a 3 e & a

FIGURE 4

>JJ) )
3:-]_]_

c fr )

1T)e &la ;2 e & al3)e (& a 1 e & al2) e & a 3 e & a

Once students know how to use it, they  resting their chops. They also find it re-
can figure out new rhythms by them-  freshing to change how they’re thinking
selves. If they’re not quite sure about a about music. Everyone can use the
rhythm, they can use the worksheet and ~ Rhythm Color Worksheet. I use it occa-
develop confidence. This is especially true  sionally in my own playing when I need to
for infrequently used time signatures or ~ work on rhythmic precision.
rhythm combinations. You may feel awkward using the
. . . Rhythm Color Worksheet at first, but try
Conclusions and |mpllcatI0nS it. Learn to use it, and teach it to your
The Rhythm Color Worksheet helps stu-  students. It’s a useful tool for learning
dents who have different strengths and  rhythm accuracy and can help many stu-
learning styles to better understand dents in several ways. Different students
rhythm. They have a chance to see precise ~ will appreciate different aspects of the
visual rhythmic relationships, physically ~ worksheet and grow rhythmically. Stu-
feel how subdivisions work within specific ~ dents are especially happy with how the
written rhythms, and hear the rhythms as ~ worksheet enables them to take owner-
they speak them. Some students will ben-  ship of their rhythmic musicality. The im-
efit from all of the rhythmic experiences, provement and pride in independence are
whereas others may need only one or two.  truly amazing!
Also, some students enjoy the break from
playing a difficult passage because the  H. Ellie Falter teaches general music at
worksheet lets them think about it while  Davis Elementary School in Washington, DC.
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Rehearsal approaches that can help
make you a better ensemble director
BY SUSAN POLINIAK

@/a—.oo—e@

cing an effective and engaging leader of a band, orchestra, or

choir involves both the application of appropriate, purposeful

techniques and successful communication on a variety of lev-
els. Tackling problems regarding tone, dynamics, and difficult passages
requires a good “game plan” that you can convey clearly to your group,
so that both they and you may achieve the optimal result. What are
some ways to bolster your effectiveness as a director? We’ve spoken to
four music educators about what they do to ensure that their members
can focus appropriately on the task at hand and be the best ensemble
players they can be.

Silent Rehearsals

When issues like lack of attentiveness need to be resolved quickly, it
may be useful to apply the silent treatment. Silent rehearsals work on
the “less is more” principle to help bands, choruses, and orchestras
alike get to the heart of the matter. “I have had great success with the
technique of silent rehearsal in band,” says Lynn Johnson, the music
teacher for grades 3 through 5 at Olga Brener Intermediate School in
Shawano, Wisconsin. “The students begin to realize that I really do give
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Jake Fortin of the New
Plymouth, Idaho, school
district is a proponent of
silent rehearsals.
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“Slow down to a tempo the kids
can perform correctly, and then build from there.
Otherwise, we can build bad habits.” —Jake Forsin

@’9—-0

them instructions when I conduct. It’s always interesting to hear
the comments after a silent rehearsal. Often, they comment on
how they never heard the cool melody that the flutes had or
didn’t know that the clarinet part was so hard. They begin to
hear more because, during a silent rehearsal, they have to con-
centrate more.”

Some teachers may be apprehensive about being able to com-
municate effectively in a silent rehearsal, but the lack of talk can
winnow out unnecessary elements that are hindering progress.
“Even without words, they almost always understand what I
want from them,” says Jake Fortin, director of bands for the
New Plymouth School District in New Plymouth, Idaho. “With
the kids so focused on figuring out what you're going to do next,
it’s very casy to fix quick problems and get back into making
music with them.”

But how exactly does this talk-free approach work? “Past re-
search studies have shown that overall, music teachers talk a lot,
but that the expert teachers tend to talk less than novice teach-
ers,” says Robert Woody, associate professor of music education
at the University of Nebraska—Lincoln and one of the co-au-
thors of Psychology for Musicians: Understanding and Acquiring the
Skills. “In normal ‘verbal rehearsals,” a teacher’s delivery of in-
struction can take too much priority over students’ applying the
instruction. With experience, the less talkative expert teachers
probably come to realize that the improvement really comes
when students apply instruction to their performing.”

Although silent rehearsal can be effective, don’t trot it out
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too often. “I usually do this around concert time when we are
working on specific elements of the music—e.g., dynamics, ar-
ticulations, etc.,” Johnson says. “At that time, the students are
focused on the little things in the music. Using this technique
too early in the rehearsal process frustrates the students because
when they are first learning a piece, they need the direction
from their director.”

Difficult Passages

If your students are having problems “getting it,” it can help to
step back and evaluate the techniques you use in rehearsal. For
instance, what are your first steps through a piece?

“In band, I've had the students hiss their parts to learn articu-
lations and rhythms,” Johnson notes. “This method gets the in-
struments out of the way so that they can concentrate on the
‘interesting” stuft of the piece. Another method is using various
rhythms from the piece we’re working on, in the key the piece is
in, for the warm-up. I've found that this helps the students focus
on that particular piece and understand the rhythms better. I use
this method if we have an especially difficult section of music.”
She has found that similar techniques work for choral groups: “In
choir, I have students speak the lyrics in rhythm when first learn-
ing a piece. After that, I have them sing a syllable (usually ‘loo’)
on pitch and in rhythm. Then we end by trying to sing the song.
If they’re having a particular problem with a passage, we’ll go
back through the piece using the same method.”

One band method used by Jason Schoonover, band and choir

Ann Howard Jones conducts the
Boston University Symphony
Orchestra and Symphonic Chorus
at Boston’s Symphony Hall
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director at Zillah High School in Zillah,
Washington, works as follows: 1) say the
rhythm; 2) “ta” and finger; 3) play. “I do not
move to the next step until the one before is
mastered,” Schoonover remarks. “I spend
time with every beginning class and have
them pick words that work for different
rhythms. This year we’re using food: ‘Pie’
for quarter notes, ‘French fry’ for a pair of
cighths, and ‘food’ for anything longer than
a quarter. As they progress, we add new
words to fit the rhythms. This has worked
well, and kids figure out rhythms much fast-
er than with the traditional counting meth-
od I used before. It also takes the beat
number out of the rhythm game. “Ta’ and
fingering is about lining articulation up with
fingerings. At this point, percussion is play-
ing on rims or with the back of mallets. This
takes time but kids get faster at it. The ben-
cfits are great, and it also transfers into the
home practice time well.”

With young ensembles, Fortin favors an
approach that doesn’t include working in
sections. “This invites too much talking,” he
notes. “If the trumpet players can’t remem-
ber to play B-flat, I'll inform them and run
the section a couple more times until they
get it right with the whole band. If T have to
run a section by itself, T try and limit it to a
very short period to minimize down time.
Most of the time when introducing new
concepts, rthythms, etc., I write something
from the piece on the whiteboard. We be-
gin by counting the rhythms, clapping them,
and saying the counts in order to get them
in our heads. After that, we’ll play the
rhythm on a concert B-flat. Then we intro-
duce the actual pitches. One thing that T

How Well Are You Really
COMMUNICATINGT

Communication is one of the basic requirements of an effective ensemble
leader. Sometimes, it’s necessary to evaluate your own skills as a commu-
nicator, and determine what is and isn’t working for you and your group.

Jason Schoonover recommends recording yourself about midway
through the rehearsal process. “Il have seen some things in my conducting
that | was very surprised to see,” he says. “Things | thought | was doing,
turns out | was not. | also practice conducting gestures during warm-ups.
Once students memorize a B-flat or F scale, | have them follow my ges-
tures with different tempos, articulations, patterns, time, dynamics. We
work on following gestures every day. That way, when we are in a piece
they understand my language better.”

Relating back to the concept of the silent rehearsal, it can be valuable

to notice if you're confusing the subject by overcommunicating. “I think we
all do this as teachers, as we are passionate about our
content,” Jake Fortin says. “I have tried to make

sure that I’'m giving short, meaningful phrases

to my kids rather than a huge dissertation on

the value of dynamics in regard to expressive &
playing in band. Here’s what | think music .-‘_'
educators tend to do: ‘Trumpets, | really

need you to give me more sound at measure 'f
19. Your part, combined with the trombone
countermelody, will really spice up the music

and add expressive content.” Anybody hear

Charlie Brown’s teacher yet? Here’s what

we should say, and it could still probably

be pared down: ‘Trumpets, please pla

a bit louder at measure 19.” Giv:

count-off and go!”

think a lot of band directors, including myself, can do better is
slow down the tempo. Slow it to a tempo the kids can perform
correctly, and then build from there. Otherwise, we can build
bad habits. I have also introduced ‘sizzling” with my beginning
band, and that is working quite well, since it’s sort of in be-

tween playing a passage and clapping/singing it.”
Working on Tone

“Without tone, nothing else that a band does well matters,” For-
tin says, and most directors of any ensemble would agree. There
are a number of methods for helping your students to get it right
in the tone department. “I try to make it as fun as possible,” For-
tin says. “Every rchearsal starts with long tones, usually on a ma-
jor scale in the key of the first piece we’ll play. I emphasize that

PHOTO: BOSTON UNIVERSITY PHOTOGRAPHY
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in order to sound great, your embouchure must be solid, and air
must steadily and continuously move through the instrument,
like air through a big pipe organ. To make long tones more fun,
sometimes we turn it into a competition. I have all of the kids
stand up and tell them to play a note. Once I've counted them
off, they play until they run out of air. When they run out of air,
they sit down. The last person standing wins! To keep the percus-
sionists busy and not committing crimes against humanity in the
back of the room, they act as the judges,” walking around and
making sure that nobody is taking a second breath, trying to
screw others up, etc.”

Sometimes, tone problems have nothing to do with the musi-
cian. “Dealing with poor-quality instruments in various states
of repair is frustrating. How great our bands would be with

oo a2
“If the clarinet section plays with a
great blend of all three parts and I cannot pick out
individual players, life 1s good!”— s Schoonover
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“Overall, music teachers talk a lot, but expert teachers tend
to talk less than novice teachers.” —Robers Woody

@@—ooo—@@

matching quality instruments for all!!” Schoonover laments.
“Dealing with air issues is a daily battle. I use the Breathing Gym
book by Sam Pilafian and Patrick Sheridan—so much great ma-
terial for getting kids to understand the work the lungs can do.
The challenging part after that is transferring those skills to the
instrument. For section tone we talk a lot about balance and
blend. T find that kids have a better grasp on balance and blend
within sections rather than the entire band. I place the respon-
sibility for section balance on the players and band balance on
me. If the clarinet section, for example, plays with a great blend
of all three parts and I cannot pick out individual players, life is
good! Spreading this out around the band, including percus-
sion, makes my job of balancing all of the sections easy.”

For director and student alike, having a clear mental picture
of tone is optimal. Woody suggests secking out models of tone
to hold in one’s head and ear. “It’s difficult,” he says, “for a con-
ductor or teacher to fix tone problems
when the underlying issue is that students
don’t have a clear idea of what their instru-
ment or voice is supposed to sound like.
In most schools, few of the young people
in music ensembles listen to recordings
of the styles they’re learning to perform.
I’d encourage school ensemble directors to
assign their students not only practice
as homework, but also listening to high-
quality recordings.”

Improving Dynamics
Analogies and visual imagery can often
come in handy to convey what you’re going
for as a director—and never more so than
when you’re dealing with dynamics.
Schoonover uses a “distance” approach.
“From the time they’re beginners, I teach
students that dynamics are about distances,
not volume. I want kids to think about
sending the sound to certain places. There’s
a canal across the street from my school and
that is fortissimo. I ask, ‘Can someone hear
you with a good sound on the canal?’ The person in front of them
is pianissimo: ‘Can only the person in front of you hear you with a
good sound?’ I also might say, “You played that song with a dy-
namic range of the last two rows in the auditorium; let’s make it
from the music stand to the canal.” Kids understand distance,
and it gives them a visual to go with the aural.”

Fortin also uses visual imagery with his band, but takes a dif-
ferent approach: “As a band director, I focus on dynamics as
being like a window that’s open on a breezy day. When it’s all
the way open, tons of air can get through, and obviously sound
is louder. As it closes, the sound diminishes. The kids know
they need to focus on ‘opening’ and ‘closing’ that window as
the piece requires to be effective. Also, when teaching dynam-
ics, especially in middle school with beginners, I like to relate
dynamics on a scale of 1 to 10, 10 being as loud as they can play
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and still maintain quality and 1 being as quict as they can play
with good tone. We line out the in-between dynamics as well:
mezzo forte = 5 , forte = 7 to 8, and so on.”

The warm-up period can be used to sort out some issues in
advance of the rehearsal proper. When Johnson is preparing to
rehearse her band, “I will usually choose a scale in the same key
as the piece or pieces that we’ll be working on that day. Then
I’ll use simple rhythms with the students, using different dy-
namics as we progress. For example, I may use whole notes,
starting soft and getting louder as we go up the scale or, for
more of a challenge, start loud and get softer as we go up. Thave
also used chorales to help with dynamics—reminding the stu-
dents that a chorale needs to be played soft and tender instead of
amarch, where they would play loud and rigid.”

A similar approach may be used for choral groups. “I have
used a familiar warm-up, such as the scale, and had the choir

A session of the/Eastman'Schootof
Music’'s Summer Conducting Institute

sing it at different dynamic levels,” Johnson says. “One other
technique that I use is to have the students sing the piece at the
wrong dynamic to discover how important dynamics are. For
example, if we're singing a soft, emotional picce, I have the stu-
dents sing as if it were a loud piece of music. Then I have them
sing it at the correct dynamic. They usually discover that when
they sing a piece at the wrong dynamic level, it ‘feels” wrong.”

Learn More

Want to spruce up your directing skills? A number of institutions
offer summer conducting programs for music educators, includ-
ing the Eastman School of Music (esm.rochester.edu/summer/
institutes.php), Boston University (bu.edu/summer/courses/
music), Bard College (bard.edu/ci), and Georgia State Univer-
sity (cmp.music.gsu.edu/SummerConductinglnstitute.htm). @
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ENTERING THE

ORM(/

The push is on to find a better
way of evaluating what music
students are learning—and
formative assessment could
be the answer. BY KEITH POWERS
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you can’t prove your worth, they
might as well eliminate your job,”
says Cindy Brewer. “If you don’t take
the time to assess students, you're
setting yourself up for failure. Hav-
ing assessments validates your programs.”

That’s blunt talk from a woman who is quick
to describe her job as “getting to sing and dance
all day long.” But Brewer, who teaches at Boulder
Bluff Elementary School in Goose Creek, South
Carolina, touches on an issue that affects every-
one in music education, from every small class-
room all the way to the people who decide who
gets hired and fired: how to make sure students
are learning what they’re supposed to learn.

The issue at hand is called formative assess-
ment—classroom strategies that ensure students
are understanding music concepts. Unlike sum-
mative assessments (end-of-process evaluations

nafme.org 39
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W F\WE DON'T KNOW IF THEY'VE LEARNED IT WE
DON'T KNOW IF WE'VE TAUGHT IT. ¥

like final exams, SATs, or auditions), formative assessments
need to be non-threatening, helpful, and most of all, effective.
The process starts with a teacher understanding what is sup-
posed to be taught, breaking it down into incremental goals,
making students understand those goals, and then ac-
complishing them.

It sounds a lot like plain old teach-
ing, but the emphasis has shifted to
measurable methods—mnot just at the
end of the process, but along the way as
well. And what’s at stake includes not only
student success, but the livelihood of the music
educators themselves.

“It’s a new buzzword, formative assessment,” says
Denese Odegaard, drama and music curriculum spe-
cialist in Fargo, North Dakota. “It’s a tool for judging
students realistically. Before I started, I never thought
about [assessment] a whole lot, and I never knew where
my kids were. But students will succeed much faster
with feedback than with a number grade. Unless
we check for understanding, we don’t know how
we’re doing. It’s like taking a trip; you have to stop
along the way. You're looking at the end of the
road, at a summative assessment, and this is a
checkpoint.”

“Summative assessment is high-

-

growing emphasis on student achievement in teacher evaluation.
It’s a multilayered issue. On the national level, there are laws and
money attached. But assessments are devised and written at state
and district levels. The problem arises when music teachers are
being evaluated on their students’ abilities in math and
reading, because music measures don’t exist.”

Parkes estimates that this is true for 40% of the
music teachers in her home state of Virginia: “Teacher
evaluations are used to make personnel hiring and fir-
ing decisions. Sometimes what it comes down to is

that a music educator has students who are not per-
forming in other areas, and they are subject to dis-
missal or reassignment based on data that do not
come from their field. That’s what teachers are con-
cerned about: that their teaching is being evaluated
not on the learning their students do in music, but [on
learning] in some other discipline.”
“Some teachers are not buying into it at all,” Cindy
Brewer says. “They think kids deserve to pass, peri-
od. But more of our teachers are being evaluated on
how they assess kids.”

“Coming from 30 years of public school teach-
ing,” says Connie Hale, associate professor of cle-
mentary music education at Winthrop University
in Rock Hill, South Carolina, and author of Six Key

Principles_for Music Assessment, “the

stakes,” says Timothy S. Brophy, di-
rector of institutional assessment at
the University of Florida, and cur-
rent chair of NAfME’s Special Re-
search Interest Group onassessment.
“We need valid measures in music. 1
wouldn’t characterize it as a trend,
but teachers in the field— practitio-
ners like Denese—are sharing ex-
pertise on how to develop and
implement assessment tools.”

“I hear it called ‘the outcomes
movement,” says Kelly A. Parkes,
assistant professor and program area
leader in music education at Virgin-
ia Tech, and Brophy’s designated
successor as NAfME’s assessment
SRIG chair. “Music educators have

\

FURTHER RESOURCES ‘

The following NAfME online articles are help-
ful resources on the subject of assessment.

M “ASSESSMENT: THE HOW, WHAT, AND WHY”
nafme.org/v/general_music/assessment-the
-how-what-and-why-part-1

B “CHECKING PROGRESS WITH CHECKLISTS”

nafme.org/v/general_music/checking
-progress-with-checklists

W “ASSESSING WITH RUBRICS” nafme.org/v/
general_music/assessing-with-rubrics

H RECOMMENDATIONS FOR MUSIC TEACHER
EVALUATIONS ON ADVOCACY GROUNDSWELL:
advocacy.nafme.org/page/how-to-advocacy
-guides [see bottom of list)

biggest fear is that assessment
causes teachers harm, that it takes
away the soul of music.” Hale
shares a related quote, which she
found in a Music Supervisor’s Journal
from 1922: “Teachers feel that the
most vital elements in music are
the intangible, the artistic, the aes-
thetic, the emotional elements.”

But, as she notes, there is a sea
change happening in music educa-
tion, and it’s simple: “Assessment
is starting to drive raises.” (See the
Advocacy column on page 22 for
more on this subject.)

TOOLS OF
ASSESSMENT

v

taken program evaluation more se-
riously. Simply put, it’s a way to show better what we do. There
is a willingness from music educators to assess, and to do it de-
liberately and transparently every day. If we don’t know if
they’ve learned it, we don’t know if we’ve taught it.”

WHY IT MATTERS

There’s another reason why music teachers are paying more at-
tention to assessment methods these days—the overall educa-
tional landscape is shifting. As Brophy points out, “There is a
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Cindy Brewer claims that forma-
tive assessment in the classroom “has to start early. Start off slow,
just like you would learning a new piece of music. Use a check-
list or a rubric, whatever works for you—they did this, or they
didn’t. Go from there.”

Denese Odegaard starts with three basic questions: “Where
am I going?,” “Where am I now?,” and “How do I bridge the
gap?” From there, she has developed non-threatening assess-
ments that provide a vision of a given target, offer regular feed-
back, and teach students to self-assess. The trick is to focus on

PHOTOS: ISTOCKPHOTO/THINKSTOCK

10/18/11 9:39:26AM‘ ‘



2012 Biennial Music
Educators
National Conference

March 29-31, 2012
St. Louis, Missouri

The conference has a special focus on
research in music education and on
music teacher education. It is aimed

at music education researchers, music
teacher educators, college students,
and PreK-12 teachers interested in the
cutting edge research and pedagogical
innovations that will shape the future
of the profession.

Conference chair Glenn Nierman

Register online at
www.nafme.org.

n a National Associat%on
J

for Music Education
www.nafme.org | me

_TM_AD_Temp.indd 1 ; 10/13/11 10:36:29 AM



W ASSESSMENT DOESN'T
HAVE TO TAKE ALL DAY.
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one target at a time and revise along the way. “I always try things
in baby steps,” she explains. “One of the components is making
students responsible for their own work. We say, ‘Here’s the
target,’ and they track their own progress.

“A lot of teachers feel like they don’t have to tap into [an
assessment strategy] for performance-based classes,” Ode-
gaard adds. “We’re good at giving feedback when performance
is involved. But when the focus turns more toward the indi-
vidual student, we’re not as good. It’s as simple as walking by
a student and hearing what they sound like. Or saying, ‘Give
me a show of fingers of how well you understand this.” It’s just
a different way of thinking, instead of focusing on the group.
If we allow a student to play a line or sing a phrase and then
just give the student a grade, that student never gets any bet-
ter. Time is an issue, of course. But if you set this up, it’s like
teaching a kindergartner how to get to school. Once you learn
the way, it’s casy.”

“Assessment doesn’t have to take all day,” Brewer says. “It
can be just as quick as listening and saying, “We need to do this’
or “This wasn’t a problem.” It’s just giving guidance.”

One important thing to address in assessments is the way
that progress in one area can mask overall deficiencies. “If we
listen to a recording of students singing, and use a rubric to
evaluate the singing, it may sound better if they’re getting
pitches right,” Odegaard says. “But maybe we overlooked
rhythm because we were looking at a bigger picture.”

A lack of proper assessment “can have serious implica-
tions,” Brewer says. “If you start out singing vowel
sounds, it’s simple. But by grade 5, if they can’t sing
certain vowel sounds, or if they have trouble reading
music off the board, then it might be time to talk to
the reading teacher about a larger issue.”

Connie Hale avoids general
feedback:
saying to them,
“You'’re so smart,’
and they have no idea
what they’ve done to earn that remark.
But if you say something specific, then
you're making progress.”

FORMATIVE BENEFITS

“When T started teaching,” Odegaard says, “I would
see kids in the back of the room, just sitting and

“You're
o
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breathing. Now all students are
engaged and take responsibility
for their own learning. Smart
kids in the classroom hide
what they don’t get; they
don’t want to have education done to them.
But just a little attention teaches kids to be
responsible for their own work. Sometimes
kids have the answers that we don’t.”

“Ultimately we want our stu-
dents to have a lifetime enjoy-
ment of music,” Connie Hale
says. “Our assessment needs
to be in line with that. I
know that children can
learn to sing, but my belief
is not enough. Allow the stu-
dents that sense of being, let
them feel that they are the musi-
cians in the classroom.”

“In the long run it helps parents
appreciate their programs, and
fight for me,” Cindy Brewer says.
“Look, music and the arts always get shortchanged on resources.
There was a period in three or four weeks when I was moved
around about 10 times. One day we didn’t have class because I was
being moved again. One of the parents found out and said some-
thing, and the problem was solved. That would not have happened
if those parents didn’t know what was going on in the classroom. If
I didn’t have assessments, and didn’t share them with the parents, I
wouldn’t have that kind of support.”

NEXT STEPS

To devise a truly effective system of formative assessment for
music, it’s crucial that teachers work together, across discipline
and district lines. “Teachers have come to appreciate how valu-
able it is to share ideas,” Odegaard says. “It brings reluctant
teachers on board when they see others having success.”

“In middle and high school there’s so much competition,”
Brewer notes. “We forget to collaborate. The elementary music
teachers in my district started meeting once a month to share
ideas and lesson plans and to talk about the problems and suc-
cesses we had. We did it for a year or so until an assistant super-

intendent saw us one day and asked what we were doing. 1
said, “We never see or talk to each other, and since
there’s only one of us in a building, we get together to
help each other” Now we have carly dismissal, and
we're meeting not just with music teachers, but with
other teams at the schools. Instead of making us do
things on our own time, they let us solve problems
like a business, during the school day.”

“Be aware,” Timothy Brophy advises.
“Stay tuned of what’s going on at the dis-

trict level. It’s easy to become isolated in the class-
room, but keep the radar turned on. The NAfME
website is a good start, not only for what teachers
are doing in the classrooms, but also for changes on
the larger political issues.”

As Cindy Brewer wisely says, “If we don’t
know where we’re going, we won’t know how to

get there.” @
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BY CATHY APPLEFELD OLSON u
With help from her students, Lindsay High

School music teacher Nancy Wills has created
a top-notch high school guitar program.

f you’re a music teacher looking to start a
unique program, Nancy Wills has some ad-
vice. “If you can build it, you can have it.
Just start something,” she says. “Even if it’s just
a small group after school, if you feel passion-
ate about something, the kids pick up on that.”

Wills should know. After getting her mas-
ter’s degree from UCLA, she dreamed of start-
ing a school-based guitar program so she could
teach students to make music on the instru-
ment she’d loved since she was a kid growing
up outside of Yosemite, California. She had a
strong belief that guitar was perfect for schools,
ideal for individualized playing but also capable
of jibing with a band or orchestra.

She landed a job at Lindsay High School in
Lindsay, California, which had been struggling
with an unsuccessful music program and
whose administrators thought that perhaps
adding guitar to the repertoire would liven up
things. “They didn’t get the signups for guitar
they thought they would, so I ended up teach-
ing all over the district,” Wills says. “Music
history class, color guard, elementary music,
beginning band, music appreciation, and one
guitar class. It was terrible.”

But something interesting happened during
that first difficult year. “I had 13 kids in that
one guitar class,” she recalls, “and they got re-
ally good. I'had them out performing a lot, and
news spread. And the next year, the guitar
program grew.”
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Fast-forward 13 years, and Wills is teaching

guitar to about 215 Lindsay High School stu-
dents. The school also has strong band and
choir programs, helmed by another teacher—
which brings her to another realization.

“Teach a small group, and teach them really
well,” she says. “Sometimes as teachers we get
so busy trying to recruit people—because if
we don’t have a big program, were in danger
of getting cut—that the quality is lacking. But
if we have a strong small group, they will do
the recruiting for us. Just put the kids out
there and let them play.”

Students participate in two performances
per year that showcase their prowess on classi-
cal and flamenco guitar, the two genres that
Wills teaches. Additionally, her kids learn to
read music; there’s no playing by ear in her

classroom. She structures her
yearly classes so that the first se-
mester centers around solo rep-
ertoire—building reading skills
and technique—while the sec-
ond semester embraces ensem-
ble playing. The dual focuses of
the curriculum were hand-
picked by Wills from her expe-
rience and observations.

The concept of empowering
students through individual
learning was inspired by a class
Wills observed while she was in

Clockwise from
top left: Nancy
Wills leads her

students during
a performance

at a local
hospital; the
advanced guitar
ensemble takes

a gold medal at

a CMEA festival;

and two shots
from the
ensemble’s

appearance at a

Fresno radio
station.
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...and know your students

“Teach a small group, and teach _thémjeally well. If we

have a strong small group, they will'do'the recruiting for us.”

school. “In 1992 I saw a teacher who was
working in a school in Fresno that had a
bad reputation as a gang school,” she says.
“And this teacher started the Fresno Gui-
tar Society, teaching guitar class to these
students who had mohawks and piercings
and tattoos. If you saw these kids on the
street, you'd be terrified, but someone
gave them an instrument and a focus,
and they did something beautiful.”

Another program Wills witnessed,
this one at CalState Fullerton, featured a
guitar ensemble in which students at var-
ious levels played together. “It would just
be powerful to listen to them play,” she
says. “So that’s how I designed my pro-
gram, to do both of those things [solo and
ensemble performance].”

Although she is open to the direction
that her students’ learning may take,

are ready to learn.
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What do you know to

be true about teach-
ing music that you didn’t
know when you started?
| know that music makes
a difference; it breaks
boundaries and unites
those who make it
together. | always thought
that might be true, but |
now know for sure that
itis. When you get a
group of people together
making music, they share
a common goal, rhythm,
and purpose, even if only
for a moment. And those
moments make walls
disintegrate. | believe
that it positively changes
the ways in which people
interact together.

If you weren't a

music teacher, what
would you be doing?
The only other career |
think | might have found
to be a good fit would
be a mountain ranger. |
grew up near Yosemite
and have always loved the
mountains and hiking.
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0&A with Nancy Wills

What advice would
you offer someone
just coming up in the
profession?
Always remember to
bring out the best in your
students. By doing so,
you will also bring out the
best in yourself. Students
want to learn, even if
they may act at times as
if they don’t. Take small
steps and let them get
very secure in what they
are doing. That will cause
them to sound good, and if
you can get them to sound
good, they are yours.
Music education
would be better if...
All schools began
music education in the
elementary grades. Many
elementary schools do
not have band, orchestra,
or choir. General music
programs for the early
grades are becoming less
common as the demand
for more time on other
core subjects rises. |
believe that a strong music

education program would
support strong academic
results, but the reality
is that music is often
considered expendable.
| hope I’'m most
remembered by my
students for...
Inspiring them to achieve
what they thought was
beyond their reach, and
for using music as a
powerful tool to make

their world a better place.

| hope they remember
that music always tells
a story, even though the
story may be different
for different people,

and | hope that by
teaching them to play an
instrument | have helped
them begin to tell their
own story.

1011711 5:14:34PM‘ ‘

PHOTOS: COURTESTY OF NANCY WILLS



Wills is less flexible when it comes to
their repertoire choices. “Sometimes the
kids ask to do rock guitar. Generally I
don’t let them do that because most rock
music songs are written with a lead line,”
she says. “But in the second semester, if
they can find something with written
music that has melody, accompanying
bass, and harmony—a complete piece—
they can do it. I want them to be able to
play what they love.”

Not surprising given the unique na-
ture of her program, Wills also some-
times finds herself answering questions
from parents about the repertoire. “At
the beginning of the year, before they
know what’s going on in class, some par-
ents ask, “Why aren’t you teaching kids
music they can play and sing along with?’
They are thinking more country or folk
music. And I tell them that by the end of
the year they’ll be able to play all that
stuff in their sleep if they learn classical
guitar. It’s so much more difficult.”

Besides fostering their love of guitar
music, Wills also thinks of her class as a
safe and artistically stimulating haven for
her students. “Guitar is really good for
kids who are not quite so social as they
are in choir and band. Those kids are usu-
ally well-adjusted socially and work well
with groups. More frequently with gui-
tar, that’s not the case,” she says. “These
are kids who are a little outside the edges,
often really intellectual kids who like to
work at their own pace.”

For some students, that pace is quite
fast. Five years ago, Wills introduced an
honors program for advanced students,
who perform around the Central Valley
area, from Fresno to Bakersfield. “They
do professional-level chamber music,” she
says, noting that recent performances in-
cluded the music of Vivaldi and the Bizet
opera Carmen. @
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GENERAL
MUSIC

From the World to
the Classroom

Music is an essential part of cultures
around the world, and yet music educa-
tion in American classrooms tends to fo-
cus mostly on Western classical
traditions. A general music class’ hori-
zons can be easily expanded, though,
with an infusion of non-Western reper-
toire. Jui-Ching Wang, assistant profes-
sor of music education and world musics
in the School of Music at Northern Illi-
nois University, has some excellent ideas
on how to go about doing this.

Wang grew up in Taiwan, and she is
familiar with the children’s singing
games heard throughout her native coun-
try as well as in China, Ja-
pan, and Korea. She is

trained in the music of
Southeast Asia and also

knows children’s songs from Malaysia,
Indonesia, and the Philippines, which
she teaches these days along with tradi-
tional Chinese and Indonesian instru-
mental music—all music that can be
approached organically in the general
music classroom.

The beauty of incorporating multi-
cultural repertoire is that it can be taught
using the same methods as Western mu-
sic, with whatever equipment is at hand.
It’s not much of a stretch to go from
teaching a class an American folk song to
a Southeast Asian folk song, as they both
tend to be melodically straightforward.
And while a general music classroom
most likely won’t include a set of instru-
ments for, say, a Chinese silk and bam-
boo ensemble, the melodies and scales
played by such a group can be rendered
on keyboards or other standard instru-
ments; a set of basic metallophones (like
the one pictured below) can be used to
simulate a gamelan orchestra, and so on.

As for specific resources for incorpo-
rating non-Western music in the class-
room, Wang suggests investigating the
books offered by World Music Press
(worldmusicpress.com), most of which
are accompanied by CDs or DVDs that
demonstrate the music. She also recom-
mends Soundscapes: Exploring Music in a
Changing World by Kay Kaufman
Shelemay, which gives a good
overview of world music
while explaining
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its meaning in different cultures. Also
see NAfME books on world music, most
with lesson plans, at nafme.org/view/
categorized-list-of-selected-menc
-books. In addition, Wang says, “I would
encourage teachers to use a wide array of
multimedia resources, such as documen-
tary films of anthropological or cultural
studies of music, along with audio and
video clips of authentic performances and
interviews of world musicians available
on various Internet sites such as YouTube,
NPR Music, and National Geographic
World Music.” The Tools for Teaching
section of the Smithsonian Folkways
website (folkways.si.edu) discusses ways
to teach music from around the world.

Whatever international music a teach-
er decides to incorporate in the general
classroom, Wang stresses the impor-
tance of keeping an open mind. Don’t
judge the music by Western standards,
and encourage students to set aside their
biases as well. “It is imperative,” she says,
“that music teachers be sensitive to vari-
ous musical sounds/styles unique to par-
ticular cultural contexts by paying more
attention to how musical elements are
treated differently from culture to cul-
ture—and understanding the reasons
that each unique musical idiom is
formed.” —Adam Perlmutter

BRASS AND
WOODWINDS

Time-Efficient Band
Rehearsal Techniques

The length of the average concert band
rehearsal can vary greatly from school to
school.  While some schools may be

10/18/11 9:46:44 AM ‘ ‘
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blessed with 90 minutes of rehearsal
each day, many others must make due
with as little as an hour a week (or less).
When your ensemble is on the short end
of that range, it’s very important to make
good use of each and every minute. Ran-
dall Coleman, associate director of bands
at the University of Alabama, insists that
productive rehearsals begin with pro-
ductive planning, which means not only
managing the flow of events during the
rehearsal but also “making sure that you
as the director are mentally prepared for
each part of it.”

One of the most important elements
of preparing for any rehearsal is studying
the scores. Although time constraints
make this ever more difficult, score
study is still vital, allowing you to pre-
dict where problems may arise and pre-
pare solutions for them before they
occur. The next piece of the puzzle is to
plan out the rehearsal, using a template
that makes sense for your situation.
Coleman emphasizes that just as each
student is different, so is each teacher. “It
really comes down to the fact that you
have to find a method that works for you
and then stick with it,” he says. “You
should work to develop policies and pro-
cedures that will help you maximize the
use of your rehearsal time.” Just as repe-
tition hclps musicians fix challcnging
passages, repetition of the basic order of
rehearsal events helps the ensemble work
better as a team.

Coleman also encourages teachers to
devote extra time to planning each day’s
warm-up routine. A well-designed
warm-up will not only get the group in
the right mode for the rest of the re-
hearsal but can also be used to work on

musical challenges that are coming up
later in the rehearsal order: “In the
younger grades, the warm-up is an ex-
cellent time to work on teaching and re-
inforcing long-term goals and concepts.
Doing so, however, requires the teacher
to think in terms of not just a single day’s
rehearsal but a complete cycle of rehears-
als, cach one building on the previous
day’s activities.”

Other important things to consider
in the pacing and structure of a rehearsal
include setting specific time frames for
working on each piece of music. Let the
students know about this schedule, put it
up on the board or overhead, and then
stick to it. This allows the entire ensem-
ble to see what your goals are for the re-
hearsal as a whole. Do not allow your
rehearsal to become derailed by prob-
lems that may pop up in individual sec-
tions. When problems arise, make a note
of them, and then find ways to fix those
issues in the next day’s plan.

——Chad Criswell
R

GUITAR AND
KEYBOARD

Working with the Black Keys

Many piano methods ease students into
the instrument by focusing on the white

velopment of hand strength and the ex-
ploration of improvisation. Mary Lynne
Bennett, who teaches piano and music
education at Fairmont State University in
Fairmont, West Virginia, likes the fact
that these keys allow students to easily
grasp the layout of the keyboard—and
that they give students’ fingers a good
workout.

“The black keys, with their neat
groups of two and three, allow students
to readily see all of the octaves through-
out the piano,” Bennett says. “I like to
have the students explore the black keys
by using their long fingers—2, 3, and 4,
in various combinations like 2—3—2 and
2—-3—4-3-2—to gain both strength and
finger independence.”

Intermediate students are often
fearful of keys like C-sharp/D-flat ma-
jor, which contain so many sharps and
flats. To address this problem, Bennett
has black key-averse students look at

/

such key signatures from a new per-
spective, which helps them greatly with
sight-reading. “If a piece is in D-flat,”
she explains, “rather than having to re-
member to flat every B, E, A, D and G
in the music, I'll encourage students to
think of every note being flat except for
Fand C.”

For more advanced students, Bennett
likes to incorporate an exercise that

keys, but an em-

phasis on the black ‘
keys can have its | 9=bp AT .
v \r,\ = 0
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own distinct ad-
vantages, fostering

things like the de-

Figure 1. A boogie pattern played in swung eighth notes on the
black keys can be used to set up an improvisational exercise.
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makes heavy use of the black keys while
also enlisting some white ones. “One ex-
ercise, which I learned from an Isidor
Philipp book, involves playing dimin-
ished seventh chords up and down the
piano,” she says. “This not only helps stu-
dents get comfortable on the black keys,
but it evenly spaces the fingers while
teaching them to work independently.”

Bennett also finds that the black keys
are useful for exercising the ears. She
might play a pair of notes or a short mel-
ody and have students try to play back
the music on the keyboard—an exercise
that instills aural confidence in young
musicians and which can also be great
fun for the classroom.

While improvisation might seem like
an advanced concept for young musi-
cians, it can easily be approached by stu-
dents of all levels using the black keys.
Bennett likes to kick off an improvisa-
tional session with a piano ostinato like
the one shown in Figure 1 (see previous
page). Against that pattern, she’ll have
students create melodies on all five black
keys; their pentatonic configuration pro-
duces music that’s instantly pleasurable.
“Even beginning students can improvise
without fear of sounding ‘wrong’ by us-
ing only the notes on the black keys,”
Bennett says, “and they can expand their
creative horizons in the process.”
—Adam Perlmutter

STRINGS

Giving String Ensemble
Music an Early Start

String teachers often require students to
master the elementary stages of ﬁngering
and bowing before having them play in an
ensemble. But Anthony Pinelli Jr., or-
chestra director at Paul D. Schreiber High
School in Port Washington, New York,
believes that beginning and intermediate
students should play ensemble pieces
right from the start. His experience
teaching string students at all levels has
led him to believe that students do better
by getting used to playing with others

50 Teaching Music | November 2011

10/18/11 9:47:18AM‘ ‘



right away, even as they're still learning
how to play themselves.

“Students do not learn in a vacuum,”
Pinelli says. “They need to see their play-
ing contextualized as early as possible.
Small-ensemble and large—ensemble lit-
erature is a key component to learning
music as an overall musician.” His use of
the term “overall musician” is telling
here, emphasizing that students should
be aware of themselves as performers
alongside others and not simply alone
onstage.

Pinelli has seen great results from us-
ing ensemble music at beginning levels.
Some of the most concrete benefits?
“Playing ensemble music opens students’
ears to multiple parts and opens their

PHOTO: BECKY SPRAY

eyes to matching bow-stroke placement.”
Specifically, he has found that ensemble
work helps students develop a sense of
internal pulse: “If students play in a
group, they have a sense of rhythm. Stu-
dents also gain awareness of dynamics.”

For Pinelli, leading an ensemble with
beginning students wouldn’t be possible
were it not for the excellent ensemble
arrangements available for these levels.
“In a piece written in three or four parts
for younger players,” he says, “compos-
ers and arrangers clearly establish where
each part fits, so each part is equal.
There are no fights between first and
second violin in these arrangements.
Arrangers really do share the melody
around.” As a result, “students learn
about lead voice and harmony voice,”
contributing to their growth as overall
musicians.

Pinelli recommends several compos-
ers and arrangers who write explicitly
for these beginning and intermediate
levels and “spread the wealth really well
between parts: John Caponegro, Elliot
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Del Borgo, Deborah Baker Monday,
Robert Frost, Sandra Dackow.” He is
also enthusiastic about the arrangements
of Soon Hee Newbold, a composer who
has been published by FJH Music Com-
pany for the past seven years. Her work,
written for beginning, intermediate, and
advanced levels, is influenced by a vari-
ety of world music traditions, and Pinelli

advocates its use for teachers who are
looking for new material that goes be-
yond the more familiar classics.

Finally, Pinelli believes in having stu-
dents practice in groups during class
time, and will often divide his students
up into trios or quartets. By doing this,
students learn how to rehearse on their
own and become their own “music po-
lice,” self-monitoring for pitch and accu-
racy. Engaging in this kind of
self-evaluation is always valuable when it
comes to playing in larger ensembles
later on. —Cynthia Darling
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PERCUSSION

Strategies for Elementary
Percussion Auditions

Percussionists are rambunctious by na-
ture; just ask any school music teacher.
When left to their own devices, young
percussionists can easily upset the pacing
and goals set forth by the conductor—
congregating in the back of the rchearsal
room and becoming unmanageable while
the rest of the ensemble warms up, for
example. For those educators who strug-

le with classroom management issues
caused by their percussion sections, it

may be helpful to establish auditions for
percussionists on the elementary level.
An audition process can also help instill
motivation, discipline, and balance
throughout your ensemble.

Adam Newton, director of bands at
Gardiner Regional Middle School in
Gardiner, Maine, says that a few simple
audition practices can help address many
potential issues before they fester. “My
percussion tryouts involve a written
part—students identify how many beats
long different notes and rests are and
identify notes on the staff. I also ask pro-
spective students to perform a one-on-
one audition where the focus is directed
toward tapping out basic rhythms on a
practice pad, which I start and the stu-
dent repeats back to me. I then apply this
method to the glockenspiel, playing sim-
ple note patterns and asking cach student
to play them back for me. This process
can help gauge their retention of new in-
formation as well as their overall atten-
tion span, which might determine if
percussion is a proper fit.

PHOTO: BECKY SPRAY
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“Another essential aspect of an audi-
tion process is to check each student’s
ability to perform rhythms accurately
with a metronome,” Newton adds. “I ask
students to tap a steady beat along with a
metronome, then continue the steady
beat—hopefully—after I've turned it
off.” This time-check exercise can also
be applied at different tempi to deter-
mine a student’s tendency to speed up or
slow down a phrase.

“The students that get the highest to-
tal scores through the audition process
are the ones that I select to play percus-
sion,” Newton says. “I limit my section
to five students per school year, but if a
student is right on the borderline of not
being accepted and he or she seems very
disappointed, I may make an exception.
For those students who are not accepted
based on an audition, I explain one-on-
one to them exactly what areas of devel-
opment they need to work on and aspects
of their audition that might prevent them
from doing well with percussion.”

As you search for ensemble candi-
dates, be selective in who you allow to
start as percussionists. Look for students
who possess strong independent skills
and have a natural sense of thythm. Once
you have a complete section, your first-
and second-year students should rotate
between battery (snare drum, bass
drum, and cymbals) and mallet instru-
ments within every rehearsal. If you
don’t inspire new recruits to play mallet
percussion early in their development,
they will most likely discard the possi-
bility in middle and high school. And if
students feel consistently challenged by
the material they’re given, they are less
likely to be disruptive during rehearsal.
—Steve Fidyk

(& KERESE
AND VOCAL

Vocal jazz ensembles can be great fun to
listen to, but students whose sole experi-
ence is in more traditional choral groups
may be apprehensive about singing in
that style. How can you introduce young
singers to the world of jazz with a mini-
mum of agita?

First, consider why a student may be
hesitant. “In jazz, one sings intervals and
harmonies that are unusual and dissonant,

but that can also be unfamiliar,” says Con-
naitre Miller, associate professor of mu-
sic, coordinator of jazz vocal studies, and
director of the award-winning vocal jazz
ensemble Afro Blue (of The Sing-Off fame)
at Howard University in Washington,
DC. “This can be intimidating to those
who are used to the traditional 1-3—-5-7
harmonies in most pop and traditional
choral music. Also, the rhythms, which
are highly syncopated, can be daunting. If
the student dances well and can ‘groove,’
chances are he/she will be able to adapt to
the rhythms used in jazz.”

One vocal technique may also pose
problems: “Minimizing vibrato can be
frowned upon by some traditional voice
teachers, but it is necessary [in jazz], not
only for the style but also to allow disso-
nant harmonies to be heard clearly. We
do an exercise in my bcginning jazz
choirs where the students sing intervals
of a minor 2nd or major 7th and then add
vibrato; you can’t tell where the funda-
mental pitches are.”

Miller recommends several ways to
introduce students to vocal jazz harmo-
nies. “I start by making reference to the
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function of the notes they’re singing in
relationship to the chords in the songs
they’re currently learning,” she says.
“We also discuss the sounds of the color
tones (9ths, 13ths). Once they can hear
the functions of those notes and recog-
nize them by ear and sight, then we move

on to some scales, chords, and guide
tone lines from a soloist’s point of view.”

Improvisation can be a particular
challenge for singers new to vocal jazz.
According to Miller, one of the best ways
to introduce students to it is through
imitation: “Find a recording and have
them all learn it. I like to use Sarah
Vaughan’s ‘Sassy’s Blues.” There are 14
choruses, so if they learn one per week
(some may take two), they can sing them
all together. I used to start the first class
at the beginning of a new week with ev-
eryone singing this recording together,
adding a chorus each weck.”

Listening to recordings is crucial to
helping your students feel at ease with
this vocal style. “To make the most of
minimal class time, I always have jazz
playing on the stereo when the students
come into the room,” Miller says. “I write
the name of the piece and the soloist(s)
on the board. Then, if we’re working on
a style that’s difficult, I might take five
minutes in the middle of rehearsal to play
something in that same style, and we’ll
do active listening. Michele Weir in her
Jazz Singer’s Handbook has some great
questions to which one can refer while
listening. She also has a great discogra-
phy, so if one is unsure of what music to
play, start with her list, which was com-
piled from favorites contributed by lots of
jazz vocalists.” —Susan Poliniak
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‘ ‘ 15_WorkshopNEW.indd 7

55

READY
<A to oowﬂwt olmv\ga

A chance encounter in womens chorale changed my major
and my life. Performing and touring with Ithaca College
ensembles solidified my desire to conduct. Once a student,
now the teacher, I strive to inspire young artists daily.

*%o hia /h’\iWe.r 'D(o, /h’\ugio E&ﬂw&t‘how

Assistant Conductor, Young People’s Chorus NYC

Learn more at ithaca.edu/music

ITHACA COLLEGE

School of Music

Visited the NAfME Website Lately?

Check out what’s happening at www.nafme.org

Advocacy Groundswell
“Make Your Case” Advocacy Database
My Music Class®
Music Education Week
New Articles Weekly
Weekly Members-Only Updates
Music In Our Schools Month® 2012
Events Information

RSS Feeds
Copyright Center nta
Forums mf e

Career Center

@ 10/20/11 4:22:14F'M‘ ‘



N T [ [ | ®

[ [ [ |

BAND DIRECTORS

YOUR STUDENTS

FOR THE

step 10 NOMINATION Fa" and Winter (of Students Junior Year)

Teachers nominate their HS juniors online at
NAfME.org/s/band. Nominees of NAfME members that
complete the application and audition process will
receive an official letter and certificate.

Step 2. AUDITION February 1 - May 1, 2012

HS Juniors submit application and audition materials
by May 1, 2012. Audition directions are posted at
nafme.org/s/band in February, 2012, with band
selection in June. Selected students will rehearse and
perform in their senior year during Bowl Week
December 31, 2012 - January 6, 2013 in San Antonio,

EXPERIENCE
OF A .

Nomination Info -
For information about opportunities in the U.S. Army visit

‘ ‘ _TM_AD_Temp.indd 1

ALL-AMERICAN MARCHING BAND

Positions:

Piccolo, Clarinet, Alto & Tenor Sax, Trumpet,
Mellophone, Trombone, Marching Baritone, Tuba,
Snare, Tenor and Bass Drums, Keyboards, Color Guard,
Electric & Bass Guitar, Piano, Drum Set, Drum Major

)

ARMY STRONG:

National Association
for Music Education

DeMOUIIN

JUPITER,

BAND INSTRUMENTS, INC.

INTERNATIONAL

DRUM CORPS

2013 Band Members receive:

A Selection Tour stop at their school recognizing
them as a U.S. Army All-American Marching Band
member (Fall 2012)

An all-expense paid trip to San Antonio, Texas from
December 31, 2012 - January 6, 2013. The band will
perform during halftime at the U.S. Army
All-American Bowl on January 5, 2013

Uniforms and all instruments are provided for use
during bowl week

Instruction from America's most respected
marching band directors

Master Classes with musicians from the U.S. Army
Field Band

Fun social opportunities in beautiful San Antonio

e U.S. Army All-American Bowl and Band Info -

¢ Visit us on Facebook at
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t's Important to Have a Plan

An Oregon elementary teacher reveals her lesson plan creation
methods for the organizationally challenged m BY PATIENCE MOORE

Some teachers dread creating lesson plans,
preferring to focus on the fun parts: teaching
and actually making music. But the advantages
of a clear, time-tested lesson plan include ben-
efits that reach beyond a single day’s class. And
for Mari Schay, a 15-year veteran of elementa-
ry music education, lesson planning is one of
the fun parts!

After a couple of years in the profession,
Schay, a K-5 general music and band teacher at
Earl Boyles Elementary School in Portland,
Oregon, found herself to be just “teaching day-
to-day, week-to-week,” without the benefit of
a bigger picture or longer-term goals. Spurred
by her district’s requests for curriculum maps,
Schay dug in. The system of lesson plans she
came up with keeps her organized and in line
with curriculum goals. Most important, she’s
a happy teacher with successful students.

Think of teaching K-5 music as going on a
yearlong journey, says Schay, who uses Excel
spreadsheets to map out her academic year
week by week. “The lesson plans are the road
map for how to get to the various destinations,” she comments.
For those of us who may be “organizationally challenged,” Shay
has easy instructions:

“At the beginning of the year, create a spreadshect with
tabs along the bottom for each month. Along the left column,
put the first date of the week followed by ‘Day 1, ‘Day 2, or
however many days you
see your students. On each
day, have row headings for
lesson aspects such as
song, instruments, move-
ment, listening, and musicianship. Start filling in the boxes
below the headings with just enough detail that you can re-
member your activities and goals.”

These at-a-glance plans can then be printed and placed in
the front of a binder at the start of each month for easy day-to-
day reference. The remainder of the binder, divided by grade
level, contains the materials needed in the classes (the songs,
arrangements, worksheets, etc.). This one-binder system is
especially helpful for teachers who do not have a designated

‘ ‘ 16_StagesEle.indd 1

“If classroom behavior becomes an issue,
the curriculum is often the problem.”

Organize your weekly
lesson plans by putting
them in a binder.

music room and have to travel from class to class or even
school to school.

Consistent lesson planning aids in assessing classroom man-
agement. Once her lesson plans were up and running, Schay
discovered that she could easily gauge their success by how
they affected the atmosphere of her classes: “If classroom be-
havior becomes an issue,
the curriculum is often
the problem. Keep kids
thinking, playing, sing-
ing, and moving. They
should be working harder than the teacher. There should be a
combination of new material and old material in each week so
that kids don’t get too bored or too overwhelmed.”

New songs, dances, and instruments can be added and re-
moved with the lesson plan staying consistent. Find lesson
ideas in NAfME’s lesson plan library at nafme.org/lessons.
“Having a routine is important, but it needs to be flexible
enough that you can fit a variety of activities and lessons with
it,” Schay says. A little planning goes a long way. @
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Recording and marketing CDs adds a few modern
twists to general music class m BY DEBBIE GALANTE BLOCK

A Johns Hill
student works
on editing audio
for the class CD.

Six years ago on short notice, Tom Miller was asked to teach a
general music class to a room full of seventh- and eighth-graders
with no previous musical experience at Johns Hill Magnet School
in Decatur, Illinois. With little time to prepare, he taught the
class in a traditional way. “When I realized how boring it was, I
stopped doing that,” he recalls. “One night I had a grand vision:
‘What if my kids could be taught to run a business and involve
music in that business as well?’”

Miller decided to teach his class to play guitar using chord
charts and tablature. After each student learned a song—mostly
folk songs in the public domain—he asked them to record, edit,
and produce their songs to release as an album. (For songs not in
the public domain, find licensing information on NAfME’s
Copyright Center: nafme.org/resources/view/copyright-center.)
“The primary goals,” he explains, “were for the students to un-
derstand the techniques of recording using Audacity [audio soft-
ware] and publishing a recorded work.” The students visited a
local recording studio to see how engineers manipulate sounds

58 Teaching Music | November 2011
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and eliminate glitchcs. Then thcy applicd
what they’d learned to their own record-
ings. “I would record the other instruments
[besides guitar and voice], but the students
were entirely in charge of making sure it all
lined up and sounded good,” Miller says.

Once the finished product—a CD with
a case and a label-—was complete, the
business part of the class commenced.
Miller’s students had to figure out how
much it would cost to buy a stack of CDs,
print a certain number of covers, and en-
gage in marketing and advertising: “We
had a team of students in charge of finance
and contracts, figuring out how much we
were spending versus how much we were
making.”

Miller charged the students for every
picce of paper that came out of his printer
“just like real life. If they wanted to make a
morning announcement, I charged them
just as if they went to a radio station with a
commercial. They paid for everything out
of startup money that I gave them. I asked
the principal if it would be okay to sell the
CD:s to the student body, which was an incentive for them to do
work. However, before they earned a dime, they had to pay me
back.” The first class that completed this project ended up selling
100 CDs, and students went home with §15 to $20 each.

Six years later, Miller’s program is still going strong. No one
knows yet whether it will turn out any future record producers,
but he says it has most certainly inspired his students to contin-
............................................................. ue working with Audacity:

py . . “Some of my students have
What if my kids done some cool mash-ups.

could be taught to  One started making his own
run a business

ringtones and downloading
and involve music

them to his phone.” Ultimate-
ly, Miller says his class is a
in that business
as well?”

success because it “gives stu-
dents a different outlook and

understanding of how music
is made.” @

_ secondary _

Record Company
Inside a Magnet School

PHOTO: COURTESY OF TOM MILLER
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n fa Music Education Week

m e Baltimore, MD -

June 22-25, 2012

An enriching educational program to include
these special focus teaching areas, plus more
to be announced in December:

Professional
Development
Verification
Available!

Choral
Composition

21st Century Music
Guitar

Instrumental

Jazz

Music Program Leaders
Music Theory

Musical Theater
Orchestra

Special Learners

There's more to enjoy while you're in Baltimore!

NAfME ALL-NATIONAL HONOR ENSEMBLES

Outstanding student musicians from throughout the country performing at
The John F. Kennedy Center for the Performing Arts

- Sunday, June 24, 4:00 p.m.
Students can apply online at www.opusevent.com beginning October 21, 2011!

Visit www.nafme.org for more information.
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You Got an Interview!

So Now What?

For preservice music teachers in search of their
first job, preparation is key ®m BY MAC RANDALL

It takes years of training to be a music educator. But in order to
apply that training, you’ve got to get in the door somewhere—
and most music education courses naturally aren’t going to focus
on how to handle that first, potentially nerve-wracking job in-
terview. Jill Sullivan, associate professor of instrumental music
education at Arizona State University in Tempe, Arizona, decided
to do something about this. She’s made in-
terview preparation a standard part of her
student teaching seminars, and she’s also
conducted interviewing workshops under
the auspices of NAfME. A helpful multi-page
handout and PowerPoint document relating
to those workshops can be found on her
website, public.asu.edu/~jmsulli (go to the
“Resources” section).

“There can be as many as three stages of
interviewing,” Sullivan notes. “The first is a
screening interview, consisting of basic educational questions.
The next stage will usually be with a person or committee of
people who have music knowledge; you’ll discuss teaching phi-
losophy, techniques, and job specifics. The final stage, if the dis-
trict is seriously considering you, could be
with the principal or superintendent. Their
questions will again be more general. Keep
in mind that these stages don’t always follow
in the same sequence. It’s important to know
who’s going to be in the room interviewing
you. Some principals may have been ensem-
ble directors themselves. Be prepared for
both musical and non-musical questions.”

Sullivan recommends practicing possible
responses to questions in front of ecither a
mirror or another person. “Don’t do it like
you're cramming for an exam,” she adds. “It
should be distributive practice done over
time, just like you’d do in preparing for a
music performance.”

Once you're in the interview room, if you
get a question that throws you off, don’t jump
right in and try to answer it; instead, think
about it for a few seconds. “Your interview-
ers may appreciate it when you take a step
back to formulate a cogent response,” Sulli-

A mirror can
be a handy
assistant when
preparing for
an interview.
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“Know who’s going
to be interviewing
you. Some principals
may have been
ensemble directors
themselves.”

van says. “Remember that they invited you for the interview, so
they want you to do well.”

It’s fairly common for interviewers to ask job candidates
what they feel are their weaknesses. If asked, you may want to
give the most obvious answer: Like all preservice teachers, you
don’t have years of classroom experience behind you. “This is
not the time to be forthright about things
you're working on in your life,” Sullivan
advises. “It’s an interview, not a confession-
al. And don’t be too self-deprecating.”

Sullivan has her students do mock inter-
views every semester. They have to prepare
résumes, practice their responses as noted
above, and dress appropriately. But there’s a
catch: Although the interviews are mock,
the interviewers are real—music supervi-
sors and principals who volunteer their time
in exchange for a look at young teachers who may soon be search-
ing for an actual position. “It’s a win-win,” Sullivan notes. “The
interviewees get to experience what an interview is like, and the
interviewers get to know who’ll be entering the job market.” @
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Pencils — Set of 12 round,
#2 green and yellow pencils
(6 of each) with MIOSM logo
in green and gold.

.

i . I\ #6503. $6.00/$4.50 NAME
-F (Adult £ . b _1.3/8"
#650! 0/$12.00 NAIME  T-shirts —(Short Sleeve); #6507B-| members Buttons — 1-3/8" round orange and green
Adult $16.0 (Adult M—3XL, Youth S-L) buttons with pin closure; MIOSM logo in
members Adult $15.00/$11.25 NAfME members yellow. (50 per bag).

Youth $13.00/$9.75 NAfME members #6500. $10.00/$7.50 NAfME members

Lapel Stickers — 1-1/2" square colorful stickers
with logo for clothes, books, and bags. (500 per
pack: 20 sheets of 25 stickers)

#6502. $15.00/$11.25 NAfME members

Egg Shaker — 2-1/2" x 1-5/8" white egg
shaker with MIOSM logo in black.
#6501. $2.00/$1.50 NAfME members

— .
|

Poster — Two 11" x 17" full color posters for

teachers and administrators to hang in classroom Ruler — 6" translucent ruler in assorted colors Bic® Sticky-notes — Two 3" x 3"
or meeting areas. with MIOSM logo in white. lined green pads. #6506.
#6504. $2.00/$1.50 NAfME members #6505. $1.20/$.90 NAfME members $3.00/$2.25 NAfME members

Call515800:82820229]0rvisitiwwwinafmeXorg
fordfull andjtolplacefanforder!
OrderbylFebruary 142012\ tojguaranteelavailability?

For today’s students to succeed tomorrow, they need a comprehensive education that includes music taught by exemplary music educators.

L
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Rhythm
Repeat

By Apalon (99
cents). This
colorful game application
for iPhone, iPod touch, and
iPad can help to sharpen
musical memory and

Chromatics Music
Playing Cards
By Knowledge of Music ($6.95, $9.95 for two

decks). Music has its own alphabet, and this deck
of playing cards is designed to aid students in their i

musical “spelling.” The complete deck 5 rhythm Sklué' First,
represents the four central octaves on a % E ol 3 ch_oose yo_ur instrument
piano. Each card face features the name and ~ .;"!‘ﬁ:-“"-.‘b ':-'"‘ fa [piano, guitar, or drums);
frequency of a tone, along with a correlating 'p-:l- S, ;"" . | then follow the sequenc_e
i -4 'w.r‘-:.s of buttons representing

major or minor scale and chord—black &> 'ﬁp o

suits are major, red suits are minor. Q lq,“‘ &%  arhythmandtryto
Chromatics encourage students to play > repeat it in the same
familiar card games while training their order. When you miss a
minds to understand the 12 unique tones note, you lose a “life,” and
in Western music and the variety of ways in if you lose all your lives,
which those tones can be combined. Knowledge of the game is over. The

Music, knowledgeofmusic.com. game’s level of difficulty
increases as it progresses,

Il microPIANO Fhythme are featared. ®
W By Korg ($499). Featuring 61 keys, built-in speakers, and Apalon, apalon.com.

optional battery power, the Korg microPIANO is as portable as f
an electronic piano can be, and well suited to classroom use. Its
60 built-in digital sounds include a convincing grand piano tone,
Beginners will appreciate the 25 musical phrases that can be
triggered with one touch, while the responsive “natural touch”
keyboard should be attractive to more

experienced players. Available in a choice §2t““i ng :
of high-gloss black or red body
with a matching adjustable SmartMusic 2012

lid. KOFg. ko rg.com. By MakeMusic [free download for current SmartMusic
k users; new subscriptions $140 per year for educators and
$36 per year for students). The latest version of this
interactive music software allows educators to guide and
assess instrumental sight-reading and vocal sight-sing-

ing with warm-ups,
I exercises, and études ‘
from 39 different
method books. i

———
Repertoire includes ; ]
2,000 of the most
requested vocal solos on

state contest lists. Make
Music, makemusic.com.

Send all media for consideration with photos to “Resources,” 582 N. Broadway, White Plains, NY 10603.
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The Art of
Conducting
Technique: A
New Perspective

By Harold Farberman
(2009, 90 minutes,
$24.95). If this month’s
cover story has you
thinking about the state
of your own conducting
skills, you may want to
track down this DVD,
which can be viewed by
itself or as a companion
to the book of the same
name. Farberman,
founder of the Conduc-
tors Guild, focuses on the
basics of body and baton
technique and discusses
a three-dimensional
system for charting baton
movement called “the
Pattern Cube.” Belwin,
alfred.com.

Teaching Piano in Groups
By Christopher Fisher (2010, paper-
back, 264 pp., $24.95). As group piano
teaching becomes more common, it's
important for instructors to have a prac-
tical system with which they can work.
This book addresses specific consider-
ations for pre-college teaching scenari-
os, the public school group piano class-
room, and college-level group piano programs for both music
and non-music majors. There's also a chapter on the applica-
tion of cooperative learning theory to group piano teaching. The
book’s companion website features a multi-format listing of
resources, as well as interviews with several group piano ped-
agogues. Oxford University Press, oup.com.

i

TEACHING PIAND
IN GROUPS

Rhythms of the Game: The Link Between

Musical and Athletic Performance

By Bernie Williams, Dave Gluck, and Bob Thompson (2011, hardcover,
208 pp., $24.99). Former New York Yankee Bernie Williams, also an
outstanding guitarist, feels that his ability to play major league
baseball at a high level was directly influenced by his musical training.
He and coauthors Gluck and Thompson examine how the concept of
rhythm translates from one discipline to another, and they offer tips to
both musicians and athletes looking to improve their performance on
the stage and on the field. Hal Leonard, halleonard.com.

RHYTHMS
OF THE GAME

g

Choral Singing Step by Step
By James Jordan (2011, paperback, 86 pp., $12.95). This
guidebook distills the essentials of good choral vocal

technique into 11 concise lessons. Topics include strategies

for good intonation and tuning; breathing (inhalation,

exhalation, and support); resonance; vowel colors; leaps;
range extension, diction, and alignment (using Alexander
Technique and Body

Mapping principles]; use of
the sigh for diagnosing
vocal problems; and the
challenges of maintaining
rhythm and consistent
tempo. The exercises
contained in the book
provide a sequential,
self-paced program that
extends beyond the
rehearsal, encouraging
both individual practice
and study. GIA Publica-
tions, giamusic.com.
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Il Rhymeplay: Playing w—
@ with Children and WHTH_E_L;'&HF
Mother Goose by,

By Peggy D. Bennet (2010, »
paperback, 96 pp., $24.95). The
distinctive lilt of Mother Goose
rhymes can contribute a lot to
young children’s sense of litera-
cy—and musicality. This book,
meant for the early childhood
classroom, includes numerous
imaginative activities based on these rhymes that
focus on building children’s organizational, ex-
pressive, and memory skills. The accompanying
picture cards of fingerplay movements are repro-
ducible for classroom use.
Alfred, alfred.com.

books, continued ...
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| WILL
LEARN TO STRIKE
A MEANINGFUL
CHORD (WITH
STUDENTS).

. MASTER .
For those driven : OF MUSIC Capltal
to do more. . IN-MUSIC

: EDUCATION

Summers-only Master of Music
in Music Education programs
with Instrumental emphasis,
Jazz Pedagogy emphasis

and Kodaly emphasis

www.capital.edu./grad-music

Susanna Mayo
614-236-6199 e smayo@capital.edu

mcnally smith

COLLEGE O_f MUSIC

MASTER

n Per‘formance

CELEBRAT”VG

y13

\ “ YEARS /

N \ &/
2 %
Ng W

* ESTABLISHED 1985 -

19 Exchange Street East p: 651.291.0177
Saint Paul, Minnesota 55101 info@mcnallysmith.edu

- visit mcnallysmith.edu
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The Evolution of

Jazz Drumming

By Danny Gottlieb (2011,
paperback with DVD and MP3
audio disc, 220 pp., $29.99).
Designed to be used during a
16-week college semester, this
guide and workbook anlyzes
the work of jazz's most impor-
tant drummers, including Baby
Dodds, Sid Catlett, Dave Tough,
Max Roach, Buddy Rich, Roy
Haynes, Elvin Jones, Tony
Williams, and

< DL LT ; Mel Lewis; a

new drummer
is studied
each week.
The DVD
features
classic video
clips of many
of the drum-
mers, while
the MP3 disc
contains exercises from the
book recorded at various
speeds that can be looped for
analysis and practice. Hudson
Music, hudsonmusic.com.

Riccardo Muti:
An Autobiography

By Riccardo Muti (2011, hard-
cover, 244 pp., $29.95). After 50
years on the podium (most
notably in the U.S. as music
director of the Philadelphia
Orchestra), Muti retraces the
path that led him to become one
of the world’s greatest orches-
tral and operatic conductors.
Much of the book
is naturally
concerned with
the maestro’s
personal life
story, but Muti
also takes the
time to discuss
his musical
development,
firstin his native
Italy and then
around the globe,
enlightening readers along the
way with insights about key
works and composers. Rizzoli,
rizzoliusa.com.
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MUSIC SUPPLY

STANDS, RISERS, FOLIOS, &
MORE @ DISCOUNT PRICES!
FREE MUSIC PRODUCTS CATALOG

1-800-598-5383
www.valiantmusic.com

PennywhistlesForSchools.com
The Recorder Alternative!

MUSIC FOR STRING ORCHESTRA

www.mewzkl.com

BAND MUSIC - SOLO &
ENSEMBLE MUSIC
Low Internet Pricing — Instant Delivery
http://www.pdfbandmusic.com

CHAMBER MUSIC WORKS

www.chambermusicworks.com

quality S&E literature

GOOD HANUKKAH SONGS

CHORAL SIGHT-READING
MATERIALS

Reproducible. Free Samples. Masterworks
Press: 800-300-9229
www.MasterworksPress.com

Choral - Original - Contemporary

908-876-9240

www.goodhanukkahsongs.com

QUICK NINE-NOTE
RECORDER METHOD, $2.50

www.ninenote.com

HaMaR PERCUSSION

PUBLICATIONS

www.hamarpercussion.com

RHYTHM EXERCISES FOR BAND

wpfmusic@davisp.com

LEARN TO REPAIR

www.learntorepair.com

SMALL, DEVELOPING BAND MUSIC

wpfmusic@davisp.com

THEORY FOR CHOIRS

Reproducible, modular, flexible.
FREE SAMPLE.

www.theory4choirs.com

FIRST YEAR
BAND AND STRINGS MUSIC

www.instantsuccessmusic.com
flexible instrumentation, musical styles.
443-520-9012 fax:410-526-5385
bighange@aol.com

TO PLACE AN AD

Rates: Classified, $2.80 per word.
Display classified, $73.00 per
column inch.

Deadline: The next deadline

is Nov. 25 for the January issue
of Teaching Music and Jan. 13
for the March issue of Music
Educators Journal.

Send ad to: Music Educators
Journal and Teaching Music,

at wwhite@intunepartners.com or
call 914-358-1200 x302

NEWW

“A stellar international cast

of leaders in music education
systematica.lly addresses
important facets of music
learning with comprehensive
reviews of the current research
base for each topic...Colwell
and Webster have created

an invaluable and essential
resource that should be in the
hands of every music educator

and scholar.”

—Lee Bartel, Associate Professor,
University of Toronto; Director,
Canadian Music Education
Research Centre

2011 336 pp.

Paperback $39.95
Hardback $99.00

OXFORD

UNIVERSITY PRESS

7. OXFORD
MENC Handbook of Research on Music Learning

Edited by RICHARD COLWELL and PETER R. WEBSTER

W E. ML
OF RE
MUBIL

Figaw

HAMITHLIO R MIEMC
AEARCH ON

LEARMINE

LR RLULIE T

HAMITALI R
RESEARCH (3%

MUSIC LEARNING

R WL | ddR ifaiiamE

“The MENC Handbook of

g Research on Music Learning...seeks
especially to help fill the gaps
between theory, research, and
practice. The good news is that
it succeeds admirably. There is
simply nothing comparable.

The bad news? There isn’t any!”
—Paul Lehman, Professor Emeritus, School
of Music, University of Michigan, Past
President, MENC

2011 328 pp.

Paperback $39.95

Hardback $99.00

E 1
| =]

Visit the NAfME-OUP webstore at www.oup.com/us/nafme

to order at an exclusive discount!
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Irans-Europe

The Oklahoma
Ambassado
concertband
performsinitne:
town squareof
Rothenburgy
Germa

—XPress

Oklahoma Ambassadors take their music across the Continent

Every other year since 1997, a group of
the top high school and college musi-
cians in the state of Oklahoma has trav-
eled to Europe for a late-spring concert
tour. They call themselves the Oklaho-
ma Ambassadors, and their biennial
journey is truly a matter of state—after
being nominated by their teachers, the
student performers receive their trip
invitations from the governor’s office.
The Ambassadors’ most recent tour
took place from June 6 to June 21,
2011, making stops in England, France,
Switzerland, Liechtenstein, Austria,
Germany, and Italy. It featured 160 mu-
sicians in three groups: concert band,
concert choir, and jazz ensemble.

Joe Wilhelm, director of bands at
Grove High School in Grove, Oklaho-
ma, and president of the Oklahoma
Music Educators Association, has been
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involved with the Ambassadors for the
last six European trips. This past year,
he assisted the concert band and led the
jazz ensemble. “We started recruiting
for this trip in the spring of 2010,” he
says. “That gives students time to de-
cide whether they’re going, and to raise
funds. It’s easier when several students
are picked from one school, because
then they can work out fundraising
ideas together. By November, they need
to give us a down payment, and at that
point they’re committed to the trip.”
At the beginning of June, the young
musicians met for final preparations.
“We don’t practice while we’re on tour,”
Wilhelm explains, “but we have a four-
day camp on a college campus before
we fly out. It’s pretty intense rehearsal.”
From there, it was on to London, where
the choir sang in Wesley’s Chapel and

the concert and jazz bands performed in
the Victoria Embankment Gardens. In
Paris, the choir appeared at St. Séverin
Church and the bands played in the
Luxembourg Gardens. Among the oth-
er concert locales on the itinerary were
Crans-Montana, Switzerland; Seefeld,
Austria; and Rothenburg, Germany.
The sojourn ended in Venice with a visit
to the glass factory in Murano, gondola
rides, and a quick choral performance
in Piazza San Marco.

“I was amazed at the musicianship
and great character of citizenship dis-
played in our concerts,” Wilhelm says.
“Also, it was awesome to see audience
members waving the American flag in
London and in Switzerland. The stu-
dents really enjoyed that, and they en-
joyed seeing that music is truly an
international language.”—Mac Randall

10/19/11 2:32:07PM‘ ‘

PHOTO: COURTESY OF JOE WILHELM



You have a hard job. You deserve free stuff.

As a Performing Rights Organization, we see the impact music educators have on the
songwriters and musicians we represent. That's why we're proud to provide teachers everywhere
with free classroom-ready educational materials on the music business. Visit sesac.com/edu
to receive these incredible tools. It's our way of saying thanks for all you do.
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