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OMEA Dates and Deadlines
2013-2014

OMEA Board Meetings
05/18/2013  Full Board - TBA - Check website

Oregon Music Educator Journal
Everyone is invited to submit articles for the journal to
admin@oregonmusic.org

Deadline-08/15,
Scheduled Mailing Date-09/30

Fall Submissions

OSAA state Solo Contest
Saturday, May 4, 2013, Lewis and Clark College

OMEA Chair- Tom Muller, tom_muller@ddouglas.k12.or.us
OSAA Solo Administrator- Kyle Stanfield, kyles@osaa.org
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: OSAA Choir Championships

1 May 09-11, 2013, George Fox University
1 May 09- 2A/1A and 3A Choir

: May 10- 6A Choir
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OSAA Choir Championships continued
May 11- 4A and 5A Choir

OMEA Chair- Matt Strauser, mstrauser@corban.edu
OSAA Choir Administrator- Molly Hays, mollyh@osaa.org

OSAA Band/Orchestra Championships
May 08-11, 2013, Oregon State University
May 08- 3A and 4A Band
May 09- String and Full Orchestra
May 10- 2A/1A and 5A Band
May 11- 6A Band

OMEA Chair- Chuck Bolton, tubasat@aol.com
Band/Orchestra Administrator- Cindy Simmons, cindys@osaa.org

2014 Conference/All-State
January 16 -19, 2014, Eugene, Hilton and Convention Center

Submissions for presentations and performances are due

June 30, 2013. Remit to Tom Muller, David Douglas High School,
1001 SE 135th Ave Portland, OR 97233 or email the information to
tom_muller@ddouglas.k12.or.us
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o be effective in the classroom, it is

important that educators accept all

students, regardless of their home
environment or economic status. In order
for homeless children and teens to integrate
into the mainstream of student life, it is
imperative that teachers model acceptance.
Recent research indicates that nearly all
educators will come in contact with students
who are homeless at some point in their
careers (Seymour, 2010). Increasing numbers
of children and teens are represented
among the homeless (Miller, 2011); however,
homeless students often go undetected by
their teachers and classmates. Teachers can
assist in the assimilation of homeless students
by educating their students about the
stigmatization of homelessness. The literature
indicates that many individuals have mistaken
views of homelessness and its causes (Phelan,
Link, Moore, & Stueve, 1997); and that such
views can be mitigated through service
learning (Mobley, 2007).

Service learning projects can help to promote
students’ intellectual and civic engagement
by linking them to real-world problems and
issues. Educators often find that students
who participate in service learning are more
engaged in their academic work as well
(Jacoby, 1996). The benefits of service learning
can extend well beyond the classroom.
Students who participate in service learning
projects often report a reduction in: negative
stereotypes, an enhanced tolerance for
diversity, deeper understanding of complex
social issues, increased sense of connection to
their community, and greater self-awareness
(Eyler, Dwight, & Giles, 1999).

What follows is discussion of a service learning
project and two community music programs
conducted in partnership between a homeless
shelter and a university music education
department. The service learning project
offered beneficial fieldwork experiences for
undergraduate students, served to dispel
students’ misperceptions about the homeless

and helped to facilitate graduate and faculty
research. The community music programs
were developed in conjunction with staff at
the shelter, and were designed to meet the
needs of its staff and guests.

The shelter participating in partnership
with the university was named simply
enough—The Shelter—and was located in
the downtown area, directly across the street
from the university, and two blocks from the
College of Music. The approximately 200
guests who stay at The Shelter each night vary
between persons needing long-term housing
(i.e., the “reserves,” those with reserved beds),
persons with chronic homelessness who
live between the streets and institutional
services (e.g., those with disabilities or drug
addictions), and those in need of temporary
housing due to economic, family or other
personal crises. The vast majority of guests
are adult men, though approximately 25 are
adult women who eat and sleep in separate
quarters from the men. Children occasionally
stay at The Shelter, along with their mothers
and/or fathers.

The Shelter is considered a low-barrier shelter
because it does not have a waiting list, and
guests may stay as long as necessary. The
purpose of a low-barrier shelter is to provide
housing for individuals without imposition of
identification, time limits, or other program
requirements. This type of shelter is unlike
other shelters in the community that are
designed as transitional housing for families
and require an application process.

Music Education Majors’
Service Learning Project:
Understanding Homelessness

The service-learning project was instituted
as part of a general music methods class for
music education majors in their junior and
senior years (Darrow, Knapp, & Mitak, 2012).
Students in a music education methods class
went weekly to The Shelter and conducted
music sessions with the young children
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staying at the shelter, and performed either
solo or small ensemble works for the women
and men during their check-in times at the
shelter. Sessions with the children consisted
primarily of singing songs, playing classroom
percussion instruments and simple rhythm
games. University students also performed
for the children and gave introductory
information about their individual
instruments. Performances for the adult
shelter guests consisted of varied genres
including: classical, country, gospel, jazz, and
blues. Requests from the shelter guests were
honored when possible. From these requests,
it appeared that the musical preferences of
the shelter residents were primarily country,
jazz, and pop.

Several class activities were initiated to
prepare students for their participation in
the shelter service-learning project. Speakers
from the local homeless coalition, who
were presently homeless or who had been
homeless in the past, came and spoke to the
class about their lives. They shared stories
as to how they became homeless, or how
others had mistreated them in the community
because of their homeless status. Students
also heard a short lecture on myths about
homelessness, and received a handout on
facts about homelessness. Finally, students
watched Bum Hunting, a documentary on
violent crimes against homeless individuals
perpetrated by teenagers (Messick, 2006).

As part of the service-learning project,
students completed the Attitudes Toward
Homelessness Inventory (ATHI) before and after
their participation in the project, and filled out
comment forms before, during, and after their
participation in the project (Kingree & Daves,
1997). Overall, students’ attitude average
scores indicated non-stigmatizing attitudes
toward the homeless both before and after
their service learning participation; however,
there was a significant difference in the overall
total average scores after their service learning
experience that indicated more positive

MUSIC - EDUCATOR



David Knapp and
Alice-Ann Darrow

Overall, this
experience has been
truly  enlightening
to me in terms of
understanding  the
human  condition
and musics role in
the lives of people. |
wish | could describe
the reassurance
that this has given

attitudes toward the homeless. ATHI subscales
revealed that after the project, students'had a
greater belief that homelessness had societal
causes and felt more comfortable affiliating
with homeless people. Student comments

indicated generalized fear of homeless
individuals, and apprehension regarding
the service learning experience prior to
participation. Participant comments during
and after the experience indicated a greater
understanding of homelessness and its causes,
pride and appreciation for the project, and
for the opportunity to engage in community
service. Participant comments also included
statements about the contributions of the
project to their professional preparation.
Some of their comments were:

It really made think about how this
situation can happen to anybody. | can
really appreciate everything | have been
given and how | want to give back even
more.

I am so glad that we decided to do this
project. | take great pride in the effort that
my peers put forth to bring the joy of music
to the homeless shelter. My hope is that
we also encouraged some of the children
to do music in school. Maybe we even
reminded some of the adults of some of
their experiences of playing music.

As soon as they were sure they would be
treated with respect, they opened up. At
that point, | realized that they were just as
apprehensive as | was before we started
interacting.

A complete and utter change of how | view
the homeless has definitely occurred.
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me in my choice of
profession and life’s work, but words fail to
fully define how | feel. The children had the
most profound effect on me, as they were
able to maintain their optimism in spite of
destitute circumstances. Music is something
that brings people together, and can put a
smile on even the saddest of faces.

More than one person told me they were
looking forward to it all week. | won't ever
forget my time there.

Shelter Concert Series

The Shelter Concert Series began when it
was decided to open the music education
students’ performances at The Shelter to all
1500 students at the College of Music (Knapp,
2012a). Performances ranged in style, including
a steel band, a clarinet duet, jazz bands, old
time ensemble, rhythm and blues band, and
a classical vocalist. Guests responded well to
all genres of music, and especially enjoyed
ensemble performances, like the jazz band,
and performances

shelter guests sitting toward the front requested,
“I Won't Complain.” The director did not know
the song and apologized, and then asked for
another request. A choir member from the back
row tentatively moved forward and began to
sing the song a cappella. After a moment, the
singer’s confidence increased, and the choir
director began to improvise on the keyboard:

I've had some good days
I've had some hills to climb
I've had some weary days
And some sleepless nights
But when I look around
And | think things over

All of my good days
Outweigh my bad days

I won't complain

After the performance, the choir director
stated, “that wasn't just a performance, that
was ministry.”For the man making the request,
and for many others in the audience who
joined in enthusiastically with their “Amens," it
seemed to be a particularly moving moment.

Jake, a staff member who works at the Shelter,
summarized his thoughts about the benefits
of the concert series:

| think the idea of bringing music to The
Shelter is positive. It's something different.
It gives people something to look forward
to, and get them standing up and dancing

that demonstrated
individual virtuosity. One
particularly memorable
performance was
that of the University
Gospel Choir. Twenty
or so students packed
the small stage area
and performed songs
from their upcoming
concert. Toward the end
of the performance,
the  director  asked
for requests from the
audience. One of the
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a little bit. When you check into The Shelter
you don't expect something special...these
people are coming in to play a concert for
you. And not everyone’s into it, they can
walk out and sit in the other side of the
building, but not many people do.

The responses from guests were also very
positive. One man wrote on his questionnaire,
“First time in three weeks I've been content.
Thank you!” Someone else wrote, “Thank you
for caring.”

Shelter guests enjoyed the students who
talked to them about their music, or
who worked to connect to them as they
performed. After an instrumental guitar
performance one man asked, “Does Mr.
McKinney have the power of speech?? Never
heard him say a word. Thanks for coming!”
This desire for interaction between performer
and audience was echoed by several of the
performers. A singer from the music theatre
department wrote, “I wish we could have
had time to sit and talk with the residents.”
Apart from impromptu interactions during
the concerts, there were few opportunities
for the performers to talk to guests. Many of
the soloists and small ensembles found an
opportunity to speak with guests after their
performance. Guests would often come up to
the performers and talk to them about their
performance, or music in general, as they
packed up their gear.

Musicians’ impressions of their experiences
were generally very positive.“It was awesome,”
wrote one performer. Another suggested “The
College of Music should do things like this
more often” A few students reported being
apprehensive beforehand. One student said,
“l ' was a little nervous because | didn't know
what to expect” Another student said they
were concerned about “the safety of the
facility, but it ended up being fine!” Another
performer said, “It wasnt something that |
have seen before. Some of the people were
a little intimidating.” In these examples, the
students’ unfamiliarity with homelessness, the
facility, or the general notion of performing in
front of a unique audience gave them cause
for concern. After performing, many students

reported having a changed perception of
homelessness. One performer said, “Having
conversations with a few made me realize
that they are human like me and have gone
through a lot more than me!” Another student
said, “My opinion changed in the fact that
homelessness wasn't something | saw from the
comfort of my car; it was right in front of me.
It brought it home for me, made it seem more
human. | loved it” These responses support
the contact hypothesis, demonstrating some
students who are exposed to homelessness
will have increased positive attitudes toward
individuals experiencing homelessness (Lee,
Farrell, & Link, 2004).

Students also began to question their own
social status. “It definitely made me think
about how fortunate | am,” said one student.
Another student said“It made me more aware!”
These comments are similar to the findings
of Dunlap et al. (2007), which reported an
increase in student awareness of their own
socioeconomic status after interacting with
homeless individuals. One performer echoed
the findings of Forte (1997), who discussed
students’increased altruism after volunteering
with individuals experiencing homelessness,
saying, "It helps connect us on a personal level,
not as an idea, ‘the homeless, and therefore
am more likely to do something to help.”

The Shelter Band

The Shelter Band began in response to the
desire to provide an active music-making
experience for shelter guests (Knapp, 2012b).
During one particular performance by
university students, a guest at the shelter
approached the band with drumsticks in
his hand and asked if he could sit in. This
incident brought to light the fact that there
were possibilities for music making with
the shelter guests. Meetings were held with
the shelter staff to discuss the feasibility of a
band that incorporated shelter guests, staff,
and university music students. Prior research
on individuals experiencing homelessness
demonstrated that group affiliation and
self-efficacy were correlated to positive
mental health outcomes (La Gory, Ritchey,
& Fitzpatrick, 1991). The purpose of the
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shelter band was to create an environment
that would enhance shelter guests’ sense of
community and self-efficacy. Additionally,
the band experience was designed to include
shelter staff in order to positively affect
their work-place attitude and increase their
level of interaction with residents. Music
equipment was donated from individuals
and businesses in the community. Musical
roles in the band were assigned according
to individuals’ strengths and interests, with
key roles, such as drum set, guitar, and bass,
assigned to shelter guests who were likely to
have consistent attendance. Other roles, such
as auxiliary percussion, harmonica and vocals,
were adopted by whoever happened to be
in attendance each rehearsal. The band met
weekly for two years, and performed monthly
concerts at The Shelter and for various civic
events.

Data on The Shelter Band was qualitative and
consisted of interviews and observations.
These data  demonstrated  residents
participating in the band had an increased
sense of community affiliation and self-
efficacy. John, the band’s bassist, said:

[Without the band] I'd probably go back
to drinking, to doing other stuff. But | like
having these friendships, | like having this
band, | like doing all these good things in
life. 'm not the same person | was 6-7 years
ago, all miserable and drunk all the time,
trying to get back at people.

Shelter staff reported having a more positive
attitude at work and an increased level of
interaction with residents participating in the
band. This interaction allowed staff to better
engage in case management. Jake, a staff
member at The Shelter and the band'’s rhythm
guitarist, said:

The significance of trust is important
for casework, the program has created
more trust between shelter residents and
staff. If | were to sit down with (the band’s
tambourine player) New York now, I'd be
able to understand more of his needs. The
program gives the staff the opportunity to
learn more about the individuals.

MUSIC - EDUCATOR



David Knapp and
Alice-Ann Darrow

Reflections

The community music programs at The Shelter
provided meaningful musical experiences
for shelter guests, staff, and students. As the
programs continued, changes were made
to better meet the needs of shelter guests.
The initial service-learning program involved
music education students teaching children
at The Shelter and performing for guests.
After these initial experiences, shelter guests
and their musical preferences were better
understood, and the program was expanded
to the entire College of Music. As shelter
guests revealed their own musical talents, a
band was formed with the guidance of shelter
staff. Responses from shelter guests revealed
that many enjoyed the music performances,
were appreciative of the musicians’generosity,
and looked forward to the concerts each
week. Participants in The Shelter Band also
experienced positive outcomes, including
increased sense of community and self-
efficacy, and increased interactions with the
staff and other shelter guests.

In addition to providing for the shelter’s
needs, the programs also contributed to
the needs of the university. Undergraduate
music education students benefitted from
practicum experiences working with children
at The Shelter. Student performers from the
College of Music had the opportunity to
practice their craft, while also gaining exposure
to a population that is often ostracized and
stigmatized. The shelter programs also gave
graduate students and faculty the opportunity
to pursue exciting and fulfilling research.
Additionally, newspaper press about the
programs portrayed the university in a positive
manner, and the university was able to report
these activities toward its service quota.

The creation and development of the
community music programs at The Shelter
demonstrate the ability of universities to direct
their activities to benefit the community.
Program activities were responsive to shelter
needs, while also benefitting university
students, faculty, and administration. By
simultaneously attending to shelter and
university needs, the community music
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programs at The Shelter have continued for
more than two years, providing a useful model
for sustainable community outreach. Though
some of the circumstances of this program
are specific to higher education, K-12 music
programs and other civic music organizations
could implement similar programs to meet
the needs of their local community.
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Optimal Experiences in the Music Classroom:

G/DW@%/%W Eggicttss feae iy

t happens every so often. For reasons

difficult to explain, we reach the end of a

class period with a feeling that somehow
everything “worked” The evidence is
everywhere, smiling and engaged students,
a communal sense of effortless yet intense
progress towards a meaningful goal, and
perhaps a slight disorientation towards time
- “Is the class really over already, it seems
like we just started” Much like amateur
athletes or video game aficionados, we
share in the experience of being motivated,
not by an outcome in the distant future, but
by the moment-to-moment experience of
working on a task for its own sake. During
these instances, we glimpse at something
fundamental about human motivation -
that for many of our most sought after and
enjoyable experiences, there is perhaps no
need for an external motivator.

For the reflective educator, experiences like
these offer insight into what teaching might
be like when students are motivated by
process rather than product. These experiences
of intense engagement, when resulting in a
positive emotional state, have been described
as “flow” - “the state in which people are so
involved in an activity that nothing else seems
to matter, the experience itself is so enjoyable
that people will do it even at great cost for the
sheer sake of doing it"! Activities that promote
flow are those in which individuals feel that
their skills are in line with the challenges of
the task, rules for success are clear and explicit,
and feedback is plentiful and contingent.

In this article, | explore the science of attention,
and look to flow as a framework for creating
an environment of positive, highly engaging,
and productive music learning environments.

Engagement

Before exploring flow, it is helpful to
understand a little about the science of
attention. Attention is the “engine” that both
ignites and fuels psychological engagement.
Research in neuroscience points to at least two

functionally distinct but overlapping systems
of attention/arousal - goal directed and
stimulus driven. These systems are designed
to activate in response to certain types of
activities or events, and are crucial catalysts for
engagement with our environment.t

In stimulus driven attention, our arousal
system activates in response to unexpected or
novel events. For our ancestors, this may have
meant a quick fight or flight reaction to some
impending danger, but in the music classroom,
this might be as simple as an unexpected
change in sequence, pacing, or activity. For goal
directed attention, the process is voluntary,
and may be caused through purposeful focus
of attention to a particular task. This is the
process that many of us use when planning a
lesson, studying a score, or asking a student to
attend to a particular element of their musical
performance. When knowledge of these
systems is deliberately applied to the creation
of an optimal teaching environment, then the
possibility for flow becomes apparent.

Skills and Challenges

The process of encouraging and sustaining
engagement begins with careful attention to
how instruction is prepared and delivered. In
the psychology of flow, this is best accounted
for through the principle of skills versus
challenges.™ When individuals experience
flow, they report a sense of control over the
task they are engaging in. This is due in part
to feeling that the demands of an activity are
challenging yet reasonable in comparison to
their skills,and that benchmarks for success are
both explicit and attainable. For the teacher,
this suggests a number of considerations,
both in terms of selecting content and in how
instructional cycles are delivered.

Broadly speaking, content may involve
everything  from  instructional  units
emphasizing a particular work, concept,
or other teachable material, to the specific
elements within the larger unit that will
serve as a means for focus of attention. To
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encourage flow,
these units must
be thoughtfully e
considered in

terms of the -
challenge  they b
present to

students involved in the instructional process.
When the end goal of these units is explicitand
understood, and when there is a reasonable
chance for success, then opportunities for
engagement are enhanced, providing a
foundation for flow.

One can imagine the principle of skills versus
challenges at work during the introduction
of a complex motor task, such as learning
to perform a musical passage that exceeds
an individual’s current level of expertise. As
the individual wrestles with awkward and
unfamiliar fingering patterns, extended
techniques, or an unfamiliar harmonic or
melodic framework, the brain gathers all its
available resources to attend to the task at
hand. If the individual cannot structure an
appropriate temporal goal, say, learning the
fingerings for the first two bars, but focuses
on a task too difficult to produce some sense
of momentum, then their attention system
becomes overwhelmed and motivation
ceases. When the task is too easy, however,
there is not enough complexity to engage
attention, resulting in boredom and a lack of
forward momentum. If a balance is achieved,
though, and the individual perceives that the
goals of a task are challenging but attainable,
then it is possible to experience flow.

Feedback

Research on flow highlights the importance
of contingent feedback in establishing an
optimal and enjoyable state of engagement.
v In educational settings, feedback has been
examined in respect to teaching cycles
(instruction — performance - feedback) and
teacher approval/disapproval ratios. Simply
put, it has been demonstrated that students
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and peers consider teachers who establish
clear cycles that include instruction, followed
by student performance and then feedback, as
effective.’ The frequency of approving versus
disapproving feedback is also important,
with evidence suggesting that in general, an
overall 4:1 ratio of approval versus disapproval
seems to yield the best results."

Not surprisingly, studies indicate that students
participating in activities such as large
ensembles, chamber music, and collaborative
learning situations report experiences of
flow through their participation.’ In each of
these settings, opportunities for feedback are
numerous and can occurasafunction of teacher
instruction, peer responses, and in some cases,
student self-initiative from observations of
their own performance on a task. For effective
teachers, careful structuring of the feedback
process may yield tremendous benefits in
respect to learning and engagement.

Variation

Along with selecting appropriate goals
and providing opportunities for feedback,
instructors must also consider how their
delivery might affect engagement, and thus
the possibility for flow. A great deal of research
supports theidea thatengagement results from
the intensity as well as variety of information
occuring in an environment, and is closely
tied to the ability to learn new information. In
essence, just like tasks might range from too
easy to too difficult, or from boring to complex,
the manner in which they are presented share
a similar polarity. Positive engagement then is
not just a function of what the task itself might
offer, but of the way in which it is presented.

Much like a good storyteller varies pitch, timbre,
timing, and other factors of their speech, a
good teacher does the same in their manner
of presentation. In fact, despite the admonition
that an expert understanding of content is the
most important part of being a good teacher,
some research seems to indicate that when
compared to affect, effectiveness seems to be
a function of the latter rather than the former."
This is not to say that high-level understanding
and presentation of content is not crucial - in
fact, the freedom to vary presentation in a way
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that would be comfortable would most likely
be impeded by not being comfortable with
content — but that affect is more important
than previously thought. So effective teachers
are rarely mono-toned and predictable, and
unless your students have developed an
intrinsic capacity and interest for difficult
content or tasks, some variation goes a long
way in keeping students engaged.

Of course, teaching is a process that occurs
through time, and it is likely that cycles of
instruction, feedback, and content will vary
throughout a lesson. When these cycles are
“successfully” varied, meaning that there is
a general sense that the lesson or teacher
has sustained our attention with carefully
sequenced “highs” and “lows,” we describe this
as excellent pacing. The exact proportion or
sequence of this variety is currently beyond
our ability to measure, at least in relationship to
complex activities such as teaching or listening
to music, but generally, we are fairly certain
that variety is the key. Thus a good teacher, well
aware that they are aiming for opportunities
for success rather than failure, might decide to
build momentum by introducing relatively easy
tasks or content at the beginning of a lesson
(familiar warm-ups, reviews, etc), and then
increase their difficulty through time. Through
careful observation, the teacher would know
when students might be stretched beyond
their current level of ability and decide to
change a task into one more easily attainable.
To discourage disengagement, the teacher
might even vary the difficulty and rigor cycle
from class to class, and encourage students to
expect the unexpected.

Play Versus Rigor

All activity cannot be play, and one of the
most valuable lessons we can teach is that
the capacity to delay gratification is essential
to success on difficult tasks. Almost any
great artist, teacher, or other type of expert
professional will attest to the reality thata great
deal of work can be monotonous, difficult, and
indeed boring. It would be reasonable then, to
assume that very few people would engage in
a task that offers little to no external rewards
(money, teacher or peer praise, status, etc.),

unless the process itself becomes rewarding.
Through the lens of flow, tasks that are more
likely to lead us to pleasurable states of
engagement would indeed become desirable,
encouraging intrinsic rather than extrinsic
motivation for continued involvement.
Thus encouraging flow does not mean that
everything needs to be fun all the time, but
that when fun and rigor, complexity and ease,
negative and positive - are all finely balanced
and varied - engagement is increased, and
this becomes a reward on to itself. Fortunately,
this reward results in ancillary benefits in
terms of motivation, classroom management,
life-long learning, process over product, and
many other goals articulated by the music
education community.

Dr. Frank M. Diaz is on the music education faculty
at the University of Oregon. He serves as co-chair
for the Society for Music Teacher Education for the
Oregon Music Education Association.
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Update

Tom Muller
President-Elect

s we wrap up the 2013 All-State and All-Northwest Conferences,

I would like to personally congratulate all of those involved with

this event. As the new “super-conference” began to present
some unique challenges, Gene Burton and his team handled these like
professionals, looking out for our Oregon students and making sure
they had a successful and rewarding experience. Also, a huge thanks
and congratulations should be extended to Jim and Jane Howell for
their tireless efforts at making each year’s conference a success. As
a “behind the scenes” person, | was truly impressed with everyone's
professionalism, flexibility, and desire to make sure our students were
well served. | encourage everyone to give all involved your thanks the
next time you see them.

The 2014 convention is starting to take shape with most of the usual
rehearsal and performance spaces in Eugene already reserved. Many
of the pieces are in place with my Planning Team and | am excited to
build a conference that will not only give everyone the “mid-year battery
recharge,” but will also give teachers some useful tools to take back to
their classrooms. As components fall into place, | will be able share some
of the names of conductors, clinicians and guest speakers/artists.

I would like to encourage the membership to submitideas for sessions, or
to sign up to present or preside over a clinic. We have so many incredible
teachers in Oregon and | would like to showcase their skills and expertise.
Please feel free to email session suggestions to me at tom_muller@

ddouglas.k12.or.us, and make sure to fill
out the session application. This is your
conference, and the more ideas | have,
the better | can tailor it to fit your needs.
The formal deadline for submission is June
30th and you can find the application in
this journal. Please also consider having
one of your ensembles perform during
a concert hour. This application is also
available in this issue.

Please be aware that some of the audition materials for wind/percussion
players may be changing. There has been some concern with this
process and | am currently working with OBDA members to address this
need. | am also collaborating with jazz educators to revamp this audition
as well. Materials will be posted prior to the end of the school year so
that students may prepare over the summer.

On a separate note, we are also putting the final touches on the State
Solo Championship. The event will once again take place at Lewis and
Clark College. Students will not need to check in at the information
table, but may report directly to their performance site. Please double
check the rooms, as some have changed from previous years. Also, refer
to www.osaa.org/solo/ for the last few cutoff dates.

Northwest Band Camps, Inc.
at Twin Rocks

Email: info@nwbandcamps.com ¢ Website: www.nwbandcamps.com

Camps include group instruction in Small Ensembles, Jazz Band and Concert Band.
All performance groups will be led by experienced Middle School, High School & College directors.

FOR STUDENTS ENTERING GRADES 7 — 11

Dates for 2013
1st Camp - June 16 - 22
24 Camp June 23 - 29

For application brochures &
more information contact:

James Douglas, execunive pirector
Northwest Band Camps, Inc.

1428 NW 13" St., Corvallis, OR 97330
541-757-9746

** This year parents can pay on-line with credit cards.
For information contact James Douglas at above email address.
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Call for Presentation/Session Proposals

2014 OMEA State Conference
January 17-19, 2014 - Eugene Hilton & Conference Center

NAfME Member submitting proposal

Address City State

Zip

Office Phone Home Phone

Please Outline the Proposed Session

Session Topic/Title

Brief Description of Content:

Demonstration or Performance Group Required: [] Yes [ ] No
Could the demonstration group be one of the groups invited to perform at the conference? [] Yes [ ] No
Suggested Clinicians (include name, address, and school or industry affiliation)

Would you be willing to preside or organize this session? [] Yes [ ] No

Note: All music educators appearing on OMEA programs must be members of NAfME. No honoraria or expenses are paid to music teachers.

Send this form by June 30, 2013 to: Tom Muller, David Douglas High School, 1001 SE 135" Ave Portland, OR 97233 or email the information

to tom_muller@ddouglas.k12.or.us

Call for Performance Recordings

2014 OMEA State Conference
January 17-19, 2014 » Eugene Hilton & Conference Center

Person submitting recording
NAfME number
Address City State

Zip

Office Phone Home Phone

Name of Group on tape:

Type of ensemble

Addition information about the ensemble:

Would you be willing to be a demonstration group for a clinician? [] Yes [ ] No
If invited to perform, are there any special performance needs that OMEA needs to be made aware of?

Note: All music educators appearing on OMEA programs must be members of NAfME. No honoraria or expenses are paid to music teachers.

Send this form by June 30, 2013 to: Tom Muller, David Douglas High School, 1001 SE 135" Ave Portland, OR 97233 or email the information

to tom_muller@ddouglas.k12.or.us
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Feel the Beat..

. Drum Circles

Angela Wright

Reprinted from the Nebraska Music Educator

ave you ever wondered if there was

a way to get kids involved in music

beyond just the general music class?
In my schools, we have an orchestra pull-out
program for fifth graders and there are a few
students who take private piano lessons.
However, the number of kids involved in these
two music opportunities is not that large.
This year, | discovered a way to provide an
additional opportunity for kids to participate
in music...a drum circle!

How It Began

A year ago the director of PAWS (Personal
Achievement Workshops) for my district
(Kearney Public Schools) asked me if | could
use 25 djembes in my classroom. Of course, |
said YES! | was excited to get them in my room
and into the hands of the students. During the
first quarter, | used the drums a lot. After seeing
how all the kids loved playing them, | decided
that starting an after school drum circle could
be the answer to providing additional music
opportunities for the students.

Before getting started, criteria for membership
in the group is set and approved by the
principal. Members are expected to show
that they are “Responsible, Respectful and a
Worker”in all aspects of school and during the
after school practices. This includes having
home work done in the classroom; following
expectations in all classrooms including art,
PE, music, etc., and in other school areas such
as lunchroom, library, and playground. Both
parents and students sign an agreement
form. The group meets once a week for an
hour. Every session starts by learning a little
information about the country from where
the rhythms originated.

Students also learn to say a few phrases in the
native language of that country. The group
then learns how to play a signature rhythm
(which eventually will be played only on the low
drums), a high drum rhythm, and a percussion
rhythm (which eventually will be played only on
cowbells and shakers).After all three rhythms are
learned, students learn how to play them all at
the same time, layering in and out.

12

We are fortunate to have dun-duns, djembes,
and a variety of Mrican percussion instruments
in our drum circle. Students rotate after every
three-five minutes so that everyone gets a
chance to play at least one instrument in each
group. Students need to be able to play all three
rhythms, as they will be playing all of them at
some point in time each day. They also have to
learn how to play within a small group of like
instruments, as well as a whole. After students
have mastered playing different
rhythms they get to have several performance
opportunities, including playing for the whole
school at assemblies, on the music program
and talent show, at nursing homes, and for the
PAC (Parent Advisory Board).

several

Why Start a Drum Circle?

There are so many benefits to having a
drum circle group, as there is for any musical
performing group. Students of different
ability levels and social circles work together.
Lessons in cooperative learning and sharing
take place. Students learn what it means to be
part of a performing group (listening, paying
attention to balance, etc.).

In addition to these, | have discovered some
benefits that reach beyond the music room.
Students are working harder in their classroom,
getting homework done

Small or No Budget?

Purchasing quality instruments can be pricey.
If budgets in your school are tight, consider
writing grants to purchase the instruments.
There are many music grant opportunities out
there. Here is a short list of possible grants or
Google for other sites:

NAMM Foundation - http://www.namm.
org/initiatives/nammfoundation-grants

Mr. Holland’s Opus - http:/ /www.mhopus.
org/Home

Target: Company: Arts + Culture in
Schools Grants - http:/Isites.target.
com/site/en/company/page.
jsp?contentid=WCMP04-031819

If you are looking to purchase a large number
of drums, some dealers will provide discounts.
Also check into purchasing sets of drums and
other Mrican percussion instruments to get
good deals on pricing. Even if you can only
purchase a few drums and some shakers to
start, kids can easily rotate. Kids don’t mind
sharing if they know they will get a chance to
play on a drum!

on time, and behaving
better throughout the
entire school because they
know that they will asked
to leave the group if aren't
meeting expectations. |
have had more contact
with parents than in the
previous nine years of
teaching at this school. My
students are even more
excited about music and
often bring their parents
by to show them what
they are learning. It has
been a VERY rewarding
experience, for me, the
students, and our school!
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“I am so excited to use Quaver’s lessons as the
centerpiece of my curriculum next year.”

Donna Berg - Darien Elementary, Delavan, WI

BJ Bany - Continental Elementary, Continental, OH

“| can't tell you how much we love My students talk about Quaver all the
it! The kids are so excited about it. time! Now | have kids quoting music
I've been teaching for 29 years history facts to me - with genuine

and can’t wait to get to school
each day to do Quaver. Thanks
so much for this most excellent

enthusiasm! They are learning so
much faster and retaining
concepts longer because of

program!”
‘ Quaver”
Sherri Stoddard Thompson Penelope Campbell
Jefferson Elementary, Shawnee, OK Willbern Elementary
Houston, TX
| love the Quaver Quizzes that To see more teacher comments in detail go to
can be used after each episo de QuaverMusic.com/WhatTeachersSay

They are great to use as a

formative or summative

assessment. It has been such a o °
refreshing way to introduce, Quaver MuSIC.Com/ Pr ceview
enhance, and assess core

content! My students love

Quaver's Marvelous World of

Music!”

Lisa Hussung — Rich Pond Elementary
Bowling Green, KY 1-866-917-3633 ¢+ info@QuaverMusic.com
Facebook.com/QuaverMusic » QuaverMusicBlog.com
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Music Camps @ tallowa I.ake

Summer Music Camps
for Brass and Woodwind P[ayers

A day at Camp includes:

Master Classes
Music Theory
Music History
Mixed Ensemble
Supervised individual practice
Rhythm through movement
Recreation & Activities

Great food!

Scholarchips avadlable

French Horn
Two-Camp Special Music Camps @ Wallowa Lake
P.O. Box 636 La Grande, OR 97850

attend BOTH camps for $750.
This offer is good for French horns only! Woodwind Camp Phone: 541-663-0326
Email: birnbaum@oregonwireless.net

Visit our website: Brass Camp Phone: 541-805-8683
mu5|ccampsatwalIowalake.com Email: jimhowell2@frontier.com




Are You Teaching Singers,

Christopher W. Peterson

Fullerton University

O. Btz

Reprinted from California CMEA Magazine

few years ago while attending a public

school band and choir concert, | noticed

a sentence wedged in between several
others in the acknowledgements on the back
page of the program. It said “...and many thanks
tothesingersand musiciansintonight’s concert.”
While | understand that the well meaning
author had the best of intentions in mind, it
hit a nerve in me. Why can’t we refer to these
students as choral musicians and instrumental
musicians, or just call them all musicians?
Incidentally, | know a choral music educator
who had hundreds of programs reprinted to
rectify this kind of colleague-added misnomer
on her concert program. Does it really matter
what we call singers and instrumentalists? Isn't
this really just a semantic argument anyway?

While lagree that whatyou call student musician
doesn't change what they are, | also believe
that what they are should affect what you call
them. The reality behind this discussion is that
instrumentalists are usually taught to read and
interpreta musical score, while singers are all too
often taught primarily by rote; instrumentalists
are expected to develop musical independence,
while singers are often allowed to be completely

dependent on a teacher, learning tape, or
recording of a performance. At what point does
a student become a musician, regardless of
the instrument they express their art through?
Perhaps what students should be called is tied
most closely to how they are taught, and what
they are expected to be able to do.

When | was teaching in the public schools of
Maine, | started off by teaching my singers by
rote.“Who has the time to teach sight reading?”
| thought. With concerts and festivals looming,
there seemed to be no time to train choral
musicians. What | came to understand over time
was that | didn't have enough time not to teach
my singers how to be choral musicians. What
seemed like a lot of time for little payoff at first
became the biggest time saver | could have
asked for. Once | had choral musicians in my
choirs, and not teacher-dependent singers, | had
to start programming more difficult literature as
the musicians began to devour the contents
of their folders. Musical and note-learning
headaches that were my problem before were
now being solved by the musicians, often
before | even knew there was a problem. When
musical issues did arise in rehearsal, we now
had a frame work to identify the problem, put it

into context, and
solve it once and
for all. We also
had more time to
examine the text,
go into detail
about
and historical aspects of the piece, and play
with choices of interpretation.

musical

In the end, each choral music educator must
decide what kinds of students they are creating:
singers or choral musicians. Singers can develop
fine ears, great voices, and be very good
performers. Choral musicians can also be fine
performers with excellent voices and ears, but
with the added qualities of musical knowledge,
insight, and independence. If you don't teach
sight reading and musicianship, you can start
today. Fixed or movable solfege, numbers or
note names... it doesn’t matter how you teach
it. Choose a system, create your units, connect
them to your literature, and start leading
your singers to the independence of a choral
musician. And then when you hear anyone refer
to your choral musicians merely as singers, you
will have the right to correct them and be proud
of your results.

4k
WILLAMETTE W UNIVERSITY

SCHOLARSHIP AUDITION DATES

Auditions are held in November 2013,
January 2014 and February 2014.
Check the website for specific dates.

SCHEDULE AN AUDITION

503-370-6687

Office of Admission - willamette.edu/admission + 503-370-6303 - willamette.edu/go/music

A Conservatory Experience
Within a Renowned College of Liberal Arts

Music Scholarships awarded annually to majors and non-majors

BA in Music

BM in Performance

BM in Composition

BM in Music Education

BM in Improvisation in Contemporary Practice
Minor in Music

Minor in Arts, Technology and Multimedia
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Beginning Band: The Day the Music Dies

Reprinted from the Bluegrass Music News

oming from a band director the title of this article may seem a

bit odd, but it may not be too far from the truth. In the minds

of most of us, distinguished ratings, awards, and high-quality
performances gauge the success of our programs. While | agree that
these objectives have a place in music education, seeing our work
exclusively in this way does not meet our students’ needs, nor by
extension the needs of society. My purpose here is to suggest some
ideas that will challenge our assumptions regarding instrumental and
choral programs, and what we perceive as successful music education
through them. It is not my intent to negate the wonderful music
learning and performing that occurs in ensemble participation, but to
shed some light on the changes that are occurring in the lives of our
students. Consider the following situations:

Johnny sits down in his beginning band class with his instrument. He
has learned to make a characteristic sound with a basic articulation
technique. Today, his class will begin working from the method
book. However, Johnny struggles with the basics of music reading.
Struggling to hide his frustration from Johnny, his director he looks
at the ceiling and thinks “Why couldn’t the general music teacher
teach them music instead of playing games and singing songs?”

Sarah gives her best effort in her choir rehearsal as they are work on
“Ave verum corpus.” They concentrate on lengthening the shape of
their mouths in vowels. She goes home and when asked by her mom
what she learned in choir, replies, “We worked on elongating our
vowels."The mother, having no real idea what that means, mumbles,
and moves on to discussing a recent episode of “Glee.” She and Sarah
spend ten minutes discussing the storylines of the show.

In the first example, we see a director whose focus is exclusively on either
the physical aspect of playing or on the literature being played.The second
example illustrates the role that music has in the lives of our students, and
by extension society. While these examples may seem to have nothing
to do with each other, they illustrate the widening gap between what
comprises large ensemble music education in most middle and high
schools and the role that music serves in students'lives outside of school.

When students enter beginning band, orchestra, or choir are we
preparing them for the musical life they are likely to experience once
they leave our ensembles? Or, is this in reality the first day of the end of
their music making, a countdown to graduation, when they will “hang
it up?” We spend much of our time teaching literacy and literature.
We attend so many clinics on “Forgotten Gems,” “Teaching Percussion
Doesn’t Have to Hurt,” “Easy Tips for the Changing Male Voice,” and
“Double Reeds: NOT Tools of the Devil” that we often lose sight of
providing an education in music that our students will (not just can) use.
The music making we currently prepare them for will be useful only for
a few and in most cases (although not all), only the best few. But before
we look at what needs to be changed, we must first establish some
common understanding about what programs currently do, and what
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students do when they leave them. | feel it works best to start at the end
of the process and work backwards.

WHEN THEY LEAVE SCHOOL

A 2008 study completed by the National Endowment for the Arts reveals
a trend toward non-participation. A comprehensive survey of more than
18,000 adults on various aspects of arts participation, found that arts
(and more specifically music) event attendance was down across all age
groups in 2008. While economic conditions likely account for some of
the effect on music attendance, a closer look at the data will reveal some
telling trends in how adults participate in music. Of particular interest:
Attendance at all forms of concerts (jazz, classical, opera, and Latin) has
declined since 2002.

Attendance at arts events among adults aged 40-54 (traditionally the
age group that attends musical performances most often) has dropped
by 12-36 %.

Attendance correlates with years of formal education. In 2008, 67
percent of people with graduate degrees attended at least one arts
activity, compared with only 38 percent of people with some college
education and 19 percent of people with only a high school diploma.

The percentage of adults creating, performing, or learning about music
has shown a steady decline from 47% in 1982 to 34% in 2008 (National
Endowment for the Arts, 2009).

In an examination of the choral experience at a high school, Melissa Arasi
found that choir students perceived the most significant outcomes of
choral ensemble participation to be critical thinking and self-confidence.
However, participation in these activities was not found to encourage
lifelong participation in music (Arasi, 2006). Another research study about
adult music education interests and experiences found that ensemble
participation fell considerably after high school (Bowles, 1991).

As a united profession of music educators, we cannot be surprised
at this, in as much as we have spent so much of our time promoting
music education for its extra musical outcomes. So are we producing
life-long musicians through ensemble participation? At least in this
regard, it would appear that the value of participation in our ensembles
can be called into question. When a student looks back on her time in
an ensemble and neither recalls specific musical experiences, nor can
recount musical knowledge, we have ultimately failed in our job. It
would seem that we might be contributing to our own demise.

WHILE THEY'RE IN SCHOOL

In a 2007 article in Music Educators Journal titled “Music Education at
the Tipping Point,” John Kratus presented a compelling look at the shift
in how students experience music outside of the classroom. In short,
Kratus’s article calls into question the viability of the standard model
for music instruction in middle and high school. How does a student’s
participation in band or choir prepare him for musical life beyond the
ensemble? (For the purposes of this argument, let us agree to ignore the
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tiny percentage of students who choose to pursue a career in music.) It
is up to us as current educators to prepare students for a musical future
of their choosing, for as Dr. Kratus points out, society decides what it
values. Clearly, concert band music and choir music are not included
among the kinds of music that society values most highly. Kratus
analyzes the differences between how music is experienced in and out

of school in the following chart.

IN-SCHOOL MUSIC

OUT-OF-SCHOOL MUSIC

Satisfies curricular goals

Stratifies the user’s personal and
emotional goals

Large-group oriented

Individualistic

Makes little use of technology to
connect students to others

Makes use of technology to
connect across distances

Primarily classical

Primarily non-classical

Emphasizes one-time concerts,
requiring the audience to be
present in a single location at a
specified time

De-emphasizes formal concert
attendance, enabling a
performance to be experienced
one time and distance

Usually composed by others

Often homemade

Makes limited use of guitar and
keyboard, instead focusing on
instruments that restrict musical

Makes wide use of guitar and
keyboard, allowing for a lifetime
of musical involvement alone or

involvement after graduation with others

except in large ensembles

Our students do not experience music the same way we did. Given these
changes, we must adapt to meet their needs, and in turn the needs
of society. The current model of ensemble participation is due to the
growth of band and choir programs because of a sociological need for
recreational music during and following World War II. Traditional Big
Bands filled this need. The idea of attending an orchestra concert was a
desirable way to spend an evening. Mass media during this time did not
completely fulfill this need, so ensemble participation thrived. This was
also evidenced in the growth of marching bands designed to entertain
people in parades, and thanks to A. A. Harding at the University of
lllinois, during football halftimes. But even this has changed. In every
Super Bowl, the halftime show is performed by pop music celebrities.
Even during the NCAA championship football game, little on-air time is
given to the halftime performances by the bands. Mass media and pop
culture have replaced the social need for band and choir.

It is probably safe to say that most directors believe that the goal of
their program is to “build lifelong musicianship.” From the heavy focus
on literature, it seems that they see the functional objective of “lifelong
musicianship” as “knowledge of ensemble literature!lt is often stated that
the true measure of musicianship is the ability to sight-read. Spending
seven or eight years in band or choir only to be able to say on graduation,
“I can sight-read music” seems a rather narrow goal for music education.

When sight-reading or music literacy is the end game of ensemble
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participation we should not be surprised that students do not continue
to play and sing after their schooling is over. Sight-reading and music
literacy must be a part of a musical life that encourages creativity
and exploration. There exists an implicit assumption that ensemble
participation provides students with the knowledge and skills that will
enable them to participate successfully in a variety of meaningful music
experiences in adult life. But many children do not choose to participate
in the adult music experiences for which we seem to believe that we
have prepared them.

Why should this matter to us as music educators? As core class credits
continually intrude into elective credits, it is becoming increasingly
difficult for our students to take multiple music classes. In many cases,
the band or choir director only teaches her ensemble, perhaps in
addition to humanities, or doubles at the middle school in the same
position. Currently, it is through participation in our ensembles that
students earn their formal music education at the most important
developmental stage for future tastes.

SYNTHESIS

Given the prevalence of the focus on literature and literacy and the
evidence of what society values, we face a dilemma. We have classes
that are popular (the average band or choir class is much larger than
other classes taken at school), and therefore a demand for schools to
offer them. But we do not have a societal edict to continue them. Unless
we step away from our festivals and look at what is happening, not in
our world but the world our students will enter, we will continue to drift
toward irrelevance.

What do we do about this? How do we as ensemble directors meet the
needs of society while still preserving an aspect of music that we value?
How can we integrate the needs of our students and their musical
society into the traditional ensemble curriculum? We could just shift the
responsibility to elementary and middle school music teachers, but we
shirk our duty to our students by taking that path. Indeed, it is a shared
responsibility amongst all music teachers working cooperatively within
a district. | offer here some suggestions, keeping in mind that each
situation includes its own unique challenges and opportunities.

EMBRACE TECHNOLOGY

Technology is the world of our students: we must embrace it as we
do them. There are easy ways to do this. One is the use of recording.
My students will record themselves playing and send it to me for
assessment. We will take this even further and use a music sampling
program to add a drum track or synthesizer effect to their music. They
enjoy this, and it often strikes a creative chord with them. They will
explore this experience further, and often begin composing their own
melodies. Through the simple act of recording and the accessibility
of technology, my students are creating music and building a lasting
appreciation for music, one that they can carry with them no matter
what their future may hold.
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Beginning Band: The Day the Music Dies

ENCOURAGE INDIVIDUAL MUSIC MAKING

If we can guide the music making of the individual student, we can guide
quality, and attitudes toward it. We already do this with performance, but
on the whole we fail miserably in composing and improvising. Individual
music making is also a way to embrace popular genres in a way that will
enhance our curriculum. The trick is to find a way to make it fit with all of the
other curricular obligations of our ensembles. This can be done in some of
the “down time” that exists after concerts or at the end of semesters. These
activities will seem fun to the students because of the creativity involved.

TEACH THE “INTERNAL INSTRUMENT”

Audiation-the ability to hear and comprehend music when the sound
is not present-is the foundation of true music literacy. It is the basis for
sight singing, improvisation, close listening, and a host of other musical
behaviors. The development of this skill will have the most profound effect
on a person’s musical future. Most adults probably attribute a decline in
music reading fluency and diminishing physical skills as reasons for not
participating in music. Being able to audiate will allow our students to
continue to participate in music. A student who does not learn to audiate
at all stages of development and instruction can never internally “hear” or
read music in the same way a proficient reader does text. Whether one is
listening, composing, performing, or improvising, audiation is a critical skill.

INTEGRATE MUSIC THEORY

While many directors do this as a part of music literacy, it is necessary
to go deeper into this subject if we are going to empower our students
to continue in music beyond their school years. Simple instruction in
interval recognition is a great starting point in middle school bands,
and paves the way for a deep understanding of chord formation in high
school. Perhaps we might even be able to teach voice leading. Students
are capable of learning these skills, and it can be done in a way that
complements music performance. This level of understanding will only
improve ensemble performance, allowing for more deeply-felt “musical
moments” that will encourage a continuation in music beyond school.
Students with a rudimentary understanding of chords are much more
likely to feel confident about writing music of their own.

ENCOURAGE SOCIAL PARTICIPATION IN ENSEMBLES

In no other way can a connection to real-world music making be made
than in this “learning as doing.” It is up to us to expose our students to
opportunities to make music beyond school walls. Many churches have
organized orchestras. Even in smaller churches, it will benefit a young
clarinet play to play along with the singing, building transposition
“chops” to be sure, but more importantly allowing them to connect the
skills they learn in school to a real-world event that carries emotional
significance. It goes without saying that vocalists have an easier job with
this, because of the prevalence of church choirs, but otherwise very few
“social” singing opportunities exist for them.

The expansion of community bands is an encouraging trend. While many
of these are currently limited to adults, they can provide a tremendous
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opportunity to blend generations. Students perceive that their musical
lives can continue, and see examples of this through participation in
such ensembles. They will often enjoy this music making more because
of the lack of stress associated with school ensembles that are focused
on “getting the rating.” Exposing students to opportunities to make music
thatis notjudged is animportant step towards true life-long musicianship.

IN CONCLUSION

Given all of the obligations we already have, the prospect of implementing
significant changes in our approach to our ensemble teaching is
intimidating. | fear, however, that we have reached a crossroads, and
while we want to continue in a familiar direction, society has chosen a
different one. Change has already started, and has been embraced by
many marching bands. The inclusion of instruments associated with
popular music styles, and contemporary pop songs in both competitive
and non-competitive marching band is on the rise. Show choirs continue
to embrace music making in ways that society finds attractive.

Does this mean we should do away with ensemble instruction? Quite the
contrary: its importance to schools and students is such that | think we
need to step back and analyze what the goals of participation should be in
order to ensure that it continues to thrive. | love teaching band. | certainly
don't think it is a waste of time. There are few curricular subjects that allow
students to work cooperatively toward a common goal the way ensembles
do, while still being able to meet individual needs and allow individuals to
excel. | feel that it is a vital part of a music education. It is easy, though, for us
to develop tunnel vision. With so many festivals and association obligations,
it's easy to lose sight of what should be our ultimate purpose.

I think it is important for our future to ask these questions, and examine
our purpose. So before next fall when your students come in for
beginning band or choir, ask yourself, “What will my students learn in my
current curriculum?”Then ask yourself, “What do | want them to learn?”
Are the answers the same? We as music educators are placed in a unique
circumstance where we can affect our own future more than teachers of
any other subject. Let us seize that opportunity.
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LOOKINg Back, Looking Forward

Jane and
Jim Howell

avid M. Becker retired Director
Dof Bands at Lewis & Clark College

received the 2013 Northwest
Distinguished Service Award at the
All-Northwest Convention in February.
In addition to directing concert and
jazz bands, he taught courses in music
education, conducting, and jazz
appreciation at Lewis and Clark. Becker
designed and enjoyed leading students
who participated in overseas fine arts
programs, based in central London. He also served multiple terms as the
music department chair in his 29 years at Lewis and Clark.

Becker has adjudicated or conducted over 200 music festivalsin 19 states
and Canadian provinces. His appearances as a conductor or clinician at
state, regional, and national conferences include conducting several
All-State bands. He is a former conductor of the Oregon Symphonic
Band, Portland’s premiere adult band, and served for two years as acting
director of bands at Oregon State University. As music director of the
Oregon Ambassadors of Music, he and his wife Kathy have led over 2000
high school musicians on biennial European concert tours.

He is a past president of the Oregon Music Educators Association, the
College Band Directors National Association Northwest Division, and the
Oregon Alliance for Arts Education. He was a founder and first president
of the Oregon Band Directors Association and is currently chair of their
Adjudicator Certification Committee. He helped create and continues
to be involved with the Oregon School Activities Association’s State
High School Band & Orchestra Championships and is responsible for
Oregon’s required band contest literature list.

He holds degrees from the University of Oregon and taught in the
Oregon public schools at South Eugene, South Salem, Silverton, and
Lakeview High Schools. He is a bassoonist and avid salmon fisherman.
He lives in Manzanita on the Oregon Coast with his beautiful wife where
they enjoy spending time with their children and grand children.

Congratulations Dave for your well-earned award! We appreciate all that
you have done and all that you continue to do for OMEA and for music
education!

ene Burton also deserves a
G heartfelt congratulation for all of

his outstanding organizational
skills! When Gene accepted the job as 2nd
VP to be in charge of the Oregon All-State
for the 2013 Northwest Conference at the
Oregon Convention Center in Portland, he
was told that it would be much easier than
being the Conference Chair at our usual
Eugene Conference. We unknowingly
lied: none of us really had any idea what
it would be like to have All-Northwest and Oregon All-State together. It
sounded like it would be less work because we had less to administrate.

SPRING .- 20 1\3

We could not anticipate what we did not know, and in the end it was not
easier. We discovered that we have our own culture and way of doing
things that are so ingrained that we never think about them. Gene had
to find all of the venues and contract with people that we have never
contracted with before. He ended up having to communicate with many
different people who did not know the inner workings of the conference
in order to receive or communicate information that he needed to do
his job. Gene was an angel! He stayed calm and worked out every detail
until it was taken care of. Hopefully few of you know just how hard he
worked for you and your students to make All-State a success. We love
working with Gene. He is a funny, kind and gentle man who can hold his
ground and stay grounded. If you had students participate in All-State,
send Gene an email gburton60@comcast.net and thank him for his
devotion to making his job look easy!

Looking Forward

There are many decisions on the horizon for the Board of Directors of
OMEA.The board has been working on policies and procedure revisions for
over two years. You would think that would be a simple matter but figuring
out what needs to stay and what needs to go is difficult. As with the whole
education system we find that the world and technology is changing faster
than the organization. How much should we do just because this or that is
the way we have always done it? Is our board too big? We do have one of
the biggest boards in the nation but everybody has a job on the board and
if they do it well it is a great system! How much should we be changing to
adapt to new technology and the needs of our members now?

Agenda items for our board meetings include discussions about the journal,
is there really an interest in having a journal anymore? We are having a very
difficult time getting articles from the usual candidates. Have our website
and eblasts taken the place of the journal? Is it worth the money and time
that we spend on it? Would our money and time be better spent elsewhere?

At our last board meeting we had a request from the Beaverton Friends of
Music to be more active in advocacy. What does that mean? We expect this to
be a big topic of the May board meeting. What can we do to help the system
that will not have unexpected negative consequences? Can we / will we
contribute time and money? If so, what is the best model? Where do we start?

We also anticipate that there will be discussion about having our
All-State at All-Northwest in six years. Did it work for us? What would
need to change to make the experience less anxiety- provoking for the
board? What would we need to do to improve communication?

The truth is we need your feedback about what you think. What do you
see that needs to change or improve? Please get in touch with your
District and/or Area Chairs to let them know what you are thinking. You
can find all of their contact information at http://www.oregonmusic.
org/board-of-control.html or email us admin@oregonmusic.org please
relay you thoughts on direction and insight.

Once again we want to thank you, the members, for all that you do to
bring music to our students and to the world. We appreciate all of you and
we look forward to working with you as we find our path forward. Please
step into the path to help lead the way to a place where we will all thrive.
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KIdS as COMPOSErS: Ten Approaches to Composing

Reprinted from Georgia Music News

he image of a composer is of the creative type at the upright

piano, pencil in hand, getting just the right sound on manuscript

paper. With Beethoven, Bach, and Mozart as the most famous
models, it is no wonder that composing-especially in the general music
class-can be sidestepped for something appearing to be a bit more
achievable and less time consuming.

Even so, music teachers continually discover ways to help students
become composers. They are tearing down the boundaries that can
exclude composition from music learners at many levels. These music
teachers are achieving the kind of music education Paul Hindemith
described as “not a special branch of knowledge... to be taught to those
gifted or interested enough” but a “logical outgrowth of a healthy and
stable system of education.”

The standard perception of the process of composition is also changing.
Over the past two decades, the computer, along with other recently
developed tools, has allowed the craft of composition to be both accessible
to and understandable by a larger audience. Countless technologies
for recording, arranging, notating, and editing music are available for
musicians at skill levels ranging from the elementary school child to the
professional musician. Free open-source notation, sequencing, and audio
editing software such as Noteflight, Musescore, Linux multimedia software,
and Audacity, make creating and manipulating music inexpensive as well.

This article identifies ten approaches to teaching composition in
the general music classroom. There are many resources for finding
composition activities, and some examples are mentioned here.
However, the main purpose is not to present activities so much as it is
to point out alternative methods. Have you become stuck in one “go-to”
approach to exposing your students to composition? Then read on for
alternate ways to bring music creation to your classroom, sparking new
musical life into the curriculum.

Music creation is arguably the highest order of thinking. It requires
synthesis and evaluation of materials... Perhaps the most important
thing to remember is to provide a structure, but don’t be too strict
about the process.

1. Composition as a way to synthesize and apply musical learning

After students have learned a new musical element, they can compose
a piece based on that element as a way to synthesize and apply the new
learning. For example, after students learn paired eighth notes; ask them
to compose a piece that uses paired eighth notes in different patterns.
A sample activity in a first grade classroom learning songs about insects
might look like this:

a. Ask students to think of an insect word that has one syllable (e.g.,
fly). Draw the word with a quarter note above it. Then think of
an insect word that has two syllables (e.g., spi-der) draw paired
eighth notes above it.
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b. Ask students to combine the quarter and eighth note words into
four beats, and draw one example on the board (e.g.fly, spi-der,
spi-der, fly). Ask students to draw three more phrases for a total of
four phrases, including both the notation and the words.

c. Let students speak the four measures and transfer the rhythm to
unpitched rhythm instruments.

d. Ask the students to evaluate the composition and refine the
composition to satisfaction.

2. Composition as a culmination of improvisation

At Claxton Elementary in Claxton, GA, Rita Ponder, the music teacher,
often asks fifth graders to improvise a melody on the recorder with
notes they already know: B, A, G, and E. She invites several students to
the large staff rug in the middle of the room. The students improvise
several variations and patterns of these notes. After everyone takes their
turn at improvising, the students experiment and evaluate the patterns,
deciding the ones they like best, and notating them on staff paper.

3. Composition as a basis for the entire curriculum

Teachers can approach composition as the primary tool in their music
classes, making it a medium through which all other music concepts
and elements ate introduced. Students in these classes compose for
the duration of the school year, using composition as a tool to explore
and apply learning. Programs such as Composers in the Classrooms
and the Manhattanville Music Curriculum Project were designed with
composition as the primary component.

4. Composition as a tool for group learning

Composition is often the product of group work in music classrooms. In
schools where cooperative learning groups are the norm, composition is
a natural fit. Many teachers value cooperative learning for its strengths:
peer-teaching and learner-centered instruction. There are three
grouping options: composing individually, composing in a group of two
to five students, and composing as an entire class. In a group learning
environment, the teacher serves as a guide and support.

As with any cooperative learning group, students need structure to
complete the task: defined roles for each group member, a musical goal
or problem to be solved, a time limit, sound sources or instruments to be
used, and clearly stated expectations for the musical product.

5. Composition as a tool for expressing emotion

Students immediately take ownership of their compositional task when
they are asked to represent emotions. Students enjoy sharing feelings
through poetry and visual art; composition can be another mode of
personal expression. Using musical concepts that students have already
learned, ask them to introduce expressive elements such as tempo,
tempo changes, dynamics, and phrasing. Play recordings that can be
perceived to express a certain emotion. For example, ask students to
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In the General Music Class

Bradley L. Green

Georgia Southern University

record an emotion with descriptive words. Then with specified sound
source (e.g., found sounds, barred instruments, rhythm instruments),
students can identify sounds that represent the descriptive words.
These sounds can then be structured and formed into a composition.

6. Composition as a representation of a picture, story, or poem

Mussorgsky’s “Pictures at an Exhibition” or Saint-Saens’' “Carnival of the
Animals” are famous examples of compositions promoted by pictures,
stories, or poems. Music teachers can come closer to, reaching the goal
of MENC Standard 8: “Understanding relationships between music, the
other arts, and disciplines outside the arts” by using famous works from
visual arts and literature as prompts for writing music. Many important
works of art are available in general music texts, and most school
libraries have access to an abundance of these materials through online
databases. The use of pictures, stories, or poems as prompts for music
composition is usually associated with Orff teaching, but can also be
found in Kodaly, Dalcroze, and other music education approaches.

There are countless ways that students can use materials from other
artistic disciplines to create. For example, when a certain picture or word
appears in a storybook, students might choose an unpitched percussion
sound to identify it. The sounds could then be organized into a musical
form, evaluated, and performed.

7. Composition to explore elements such as rhythm, melody,
harmony, timbre, or expressive elements

Composition allows students to creatively explore the wide range of
possibilities within a single area of music. For the purpose of exploring
rhythm, for example, a composition might include combinations of
quarter and eighth notes. These two simple rhythms can become
interesting when combined with expressive elements like dynamics,
phrasing, and tempo changes. Simple melodies and harmonies can be
added. The addition of movement to the rhythm composition would
add even more interest. The possibilities are endless.

8. Composition to explore musical forms

As a student progresses through general music, musical forms move
from simple to complex. The first musical structures that are explored
are same/different phrases, echo, and call/response. Question/answer,
song forms cumulative songs, a and b combinations (e.g., aba, aaba,
aabb, etc.) coda, repetition, and blues forms are just a few structures
to explore through composition. Composing in different forms gives a
student a direct experience with musical structures that analysis alone
does not provide.

9. Composition to teach cross curricular themes

Music teachers are increasingly asked to reinforce other subject areas.
Only a portion of music teachers teach music alone; most music
teachers work as part of a team with teachers of other subjects.
Music composition is especially useful in getting students to organize
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thoughts into a new framework, which makes it an ideal tool for cross
curricular learning. For example, a class might create a melody based on
the symbols of the state of Georgia: setting each syllable of the symbols
to pitches (e.g., Che-ro-kee rose, peach, brown thrash-er), combining
the beats into a four beat motive, varying the motive to make a b
motive, and finally combining the motives to form an aaba structure. In
another example, students who create a digital photo story to present
information on a topic can compose their own background music for
these presentations. Web 2.0 tools such as Microsoft's Photostory or
Voicethread (www.voicethread. com), easily guide students through the
process of uploading pictures and music to create a final product.

10. Composition to practice and develop skills with standard
notation

The performance standards for music frequently mandate the use of
standard notation in the music education environment. Iconic/graphic
notation is an intermediate step, but literacy with standard music
notation is the goal. Music teachers can use composition in the general
music classroom to improve this skill. A number of tools for developing
skill in standard notation exist. Aside from worksheets and manuscript
paper, computerized notation, tools,
manipulatives, and instructional aids such as Ready to Read Music by Jay
Althouse, help students to use standard notation in the compositional
process.

web based instructional

There are many benefits to using composition as a teaching tool for
understanding. Music creation is arguably the highest order of thinking.
It requires synthesis and evaluation of materials. The approaches
listed above are mutually beneficial. For example, using a poem as a
compositional prompt may also be an expression of emotion and a way
to practice using standard notation. Perhaps the most important thing
to remember about composition in the classroom is: provide a structure,
but don't be too strict regarding the process. As Carl Orff reminds us,
“Let the children be their own composers.”
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[V-V-|

nce again I've been searching for the latest and greatest for our
Oregon music teachers. Though quite busy with four sessions
to present, | was intrigued by the product being presented
by Dr. Rafael Hernandez and his wife at the California Music Educators
Association last week in Fresno, California. It was introduced in 2008, but
it was brand new to me. So, | asked him to tell you all about his product.

IV-V-I (“four - five — one”) is a harmony card game invented and created
by Dr. Rafael Hernandez and published by Music Teacher Tools, a small
company based out of Castro Valley, California that is dedicated to
creating unique and original tools for music teachers of all grade levels.
It's difficult to initially describe IV-V-l because one could really never
imagine its creation being something beyond a joke told in the midst of
an 8 AM college music theory course. Indeed, however, Rafael has taken
the seemingly archaic practices of part-writing and arcane knowledge
of functional harmony and has turned it into a card game. Even better,
he's done it in a way that jump-starts the learning process for music
theory by incorporating unique symbols that allow for anyone to play,
regardless of musical training.

IV-V-I sample cards

The basic objective of

IV-V-I is to build the best

phrase possible, cadence,

and score the most points

to win. Each player draws

from a common deck and

follows the symbols within

the play window on the cards

in order to lay down harmony cards towards the goal of building a
phrase with a cadence. Some of the cards have indicators, which show
that voice-leading cards may be played on the top or bottom of the
phrase. The point here is to instill in the player a sense of a soprano line
above the phrase and a bass line below the phrase. In fact, the scoring
system in IV-V-l rewards players with more points if they are able to play
good soprano lines and bass lines - just like your 8 AM theory teacher
wanted! In addition to these cards, players can play special harmony
cards that represent unique moments in a phrase (such as a circle of
5ths harmonic sequence). If you remember anything about theory, it's
probably the sheer amount of red ink on your paper that indicated all
those bad parallel 5ths and octaves. Well, IV-V-l incorporates those part-
writing errors into gameplay by allowing players to block out chords
and chord pairs with parallel 5th and parallel octave cards (amongst
other part-writing error cards). Just when you think it couldn’t get any
crazier, composer cards are played in order to alter the rules of the
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entire game for all players. For example, if Bach is played and a player
has parallel 5ths in their phrase, they're hit with an even stiffer penalty.
If Shostakovich is played, however, that same parallel 5ths card counts
as a bonus for the player (because we all know that the 20th Century
was one in which all the rules were broken). All of this doesn’t matter
until the player lays down a cadence card and locks their phrase. This
represents the ultimate goal of IV-V-I. Much in the same way that those
who know poker and gin rummy begin to learn about and internalize
winning hands, IV-V-l seeks to familiarize players with “winning”
harmonic combinations and progressions that often occur in Western
music. Furthermore, IV-V-l instills the broader importance of cadences
by getting players to think of cadence strategies ahead of time while
they build their phrases during their turn. In short, IV-V-l is designed
to make learning harmony fun and exciting through gameplay and
competition.

A sample phrase

IV-V-I was created over the course of four months in early 2008. As an
experienced software developer, Rafael originally intended IV-V-I to be
a computer game with players building phrases and seeing/hearing
the results on-screen. This form of the game was quickly abandoned
as it lacked something special that was afforded by in-person gaming.
Aside from the apparent and incorporated rules of functional harmony,
IV-V-I draws influences in its play mechanics from different, non-music
card games such as Bohnanza and INWO. A self-professed “composer/
teacher/nerd,” it was important to Rafael that IV-V-I be designed
to speak specifically and meaningfully to trained musicians who
would understand immediately the nuances and subtleties of IV-V-I's
gameplay. An example of this is a special ability found in the Mozart
composer card. When discarded, the player may search the discard
pile for up to three cards to put into play. This conjuring of the mystery
and lore surrounding Mozart's death and the act of resurrecting, if you
will, cards from the graveyard is something that provides the kind of
amusing and fun gameplay that musicians feel especially connected to.
In Spring 2008, an early prototype of IV-V-| was play tested at Fresno
State University with Dr. Kenneth Froelich and some of his students and
colleagues who were taking part in a contemporary music festival. Here,
Rafael was looking not only to test the game and its mechanics, but also
to gauge reaction to the game.The initial response to IV-V-I was disbelief,
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excitement, and immediate want with players
looking to get their own copy of the game
right away. Students, faculty, and on-looking
musicians couldn't believe that such a thing
as a harmony card game that incorporated
deep concepts of harmony existed. As well, it
was a bonus that the game provided such a
unique and meaningful way to interact with
the rules of functional harmony. Following
other successful play-testing efforts that year,
IV-V-I was released in August 2008 and has
been steadily selling through word-of-mouth,
mentions on social media, and conference
appearances by Rafael and his wife Rachel
(a K-5 music teacher in Northern California).
At conferences, attendees are all at first
puzzled and then thrilled by the possibility
of introducing music theory through game-
play. After almost five years, IV-V-I has found
its way into the hands of players across the

world, with audiences as varied as
middle-school aged piano students
and their teachers having IV-V-I
parties, AP music theory teachers
and their students, collegiate music
majors who play high-stakes games
with their teachers (often beating
them in the process), and even casual
musicians whose interest in music
theory is piqued when they play
and wish to know more about the
symbols on the cards (thereby creating unique
teachable moments and points of discussion
about harmony). This all said it would be a
stretch to say that IV-V-l is a simple pick-up-
and-go game like Go Fish or Crazy 8s. After all,
it does use the rules of functional harmony as
its foundation. It is, however, very accessible
and comes with an instruction booklet that
covers the intricacies of gameplay. In addition,

Rafael has also made a series of how-to-play
videos that are posted on YouTube, thereby
helping those who benefit more from seeing
the game explained in real-time, step by step.

IV-V-lis published by Music Teacher Tools and
is available at http://www.musicteachertools.
com. It's designed for 2-5 players, ages 12 and

up.

ORITH

n coucation 9‘ wmind and fcart

¢ Nationally acclaimed ensembles

® International tours

® Renowned guest artists

® Music scholarships

e Areas of study include performance,
music education, composition,
jazz studies, music ministry and
piano pedagogy

Whitworth University ® Music Department ® Spokane, WA 99251 ¢ 509.777.3280 * e-mail: music@whitworth.edu
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Our sincere apology for misspelling Thank You
TEACHERS

Melinda Jordan's name in the table
of contents and on the article itself

The Portland Youth Philharmonic recognizes your hard work and

i Nn th e O M EA 20 1 3 Wl nter JO urna I Of commitment to tomorrow’s musicians and music lovers. We want to
. strengthen our relationship with you by working together to bring even
th e O reg on M usiIc Ed u Cato I, more music into the lives of the young musicians in our region.

Please visit us at www.portlandyouthphil.org/education to leam
more about our education programs, including Free Children's Concerts,
Free Double Bass Classes, Piano Competition opportunities, low-cost
peer mentor music lessons and school visits.

We would also like to invite you to take advantage of a special
discount for teachers: subscribe to all four concerts and pay the
student rate (prices start at only $33)! Let us be a musical resource for
you and your students this year: Just call the PYP office at 503.223.5939
and we will connect you with the right person to talk to.

David Hattner, Conductor and Music Director

Kevin A. Lefohn, Executive Director

Ann Cockerham, Orchestra Manager

Carol Sindell, Young String Ensemble Conductor

Larry Johnson, Conservatory Orchestra and Wind Ensemble Conductor

SINCERELY,
All Of Us At The Portland Youth Philharmonic Association

PIYIP

2013 NAfME
National In-Service Conference
Gaylord Opryland, Nashville, TN
October 27-30, 2013
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T Always Comes Down o Food

Nevin Van Manen
General Music Chair, OMEA

tleastitalways does for me.In arecent episode of uncomfortable
Aself evaluation it struck me. If my music room was a source of
food, what are my students eating? More importantly, what am
| feeding them? Are they getting fast food at the drive-thru or are they
getting Thanksgiving dinner at Grandma'’s house? | am afraid that | am
guilty of sometimes having a little too much fast food teaching and not

enough quality, home-cooked teaching.

For me, fast food teaching is quick and easy. That kind of lesson needs
very little thought or planning. They are easy in, easy out and usually
very pleasing for the kids. The problem is obvious. Fast food lessons lack
any of the critical musical nutrients and fuel that our students need. It
fills the time, and fills their bellies, but it doesn't really last much beyond
the moment.

Grandma’s Thanksgiving is well thought out, carefully planned, and
joyously served. Recipes are researched; ingredients are examined, and
if the cranberries don't work this year new recipes are sought out for
next year. Thanksgiving Day is a product of many hands, and the table is
full of depth, color and flavor. You leave stuffed but wanting more.

class lessons? Especially when | have ten
or eleven classes a day?” My very profound
answer is...l am not sure.

First let me just say that | am not tossing all
of my quick and easy lessons. Just like in
real life, fast food as a time and a place. It
is picture day, vision screening, field trips,
and pajama day all on the same day. Yup,
it might just be a good day for a drive thru
lesson. We all have those days.

The more difficult question is how | can quickly “gourmet up” my current
lessons so that my students get maximum value for the time | have
with them. The solution for me goes something like this. | am looking
for connections | can make to things outside of the music room. | am
trying to find as many opportunities as | can for my students to express
and be expressive. | am talking to my colleagues about how they teach
(borrowing new recipes so to speak). | am going into my day trying to
have clear intentions and purposes. Ultimately, | want my students to be

. ) . ) connoisseurs not just consumers.
Soright now I am asking the same question that you probably are asking

me too. “When is there time to put that kind of effort into individual Bon Appétit!

MUSIC @ UNIVERSITY OF PORTLAND l

Located only minutes from downtown, the University of
Portland combines personal attention with challenging

academics in our nationally accredited music program.

ENSEMBLES

University Singers « Wind Symphony - Orchestra -
Women’s Chorale - Jazz Ensemble « Vocal and Instrumental
Chamber Music

FOR MORE INFORMATION
up.edu/music « UPMusic@up.edu + 503.942.7228

INTIMATE CLASSES.
INNOVATIVE PROGRAMS.
OUTSTANDING ENSEMBLES.

University \&
of Portland
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CMusical Excellence

at the heart of the city

The mission of the Department of Music is to provide an excellent
forum for the professional training and support of a highly diverse
student body in the areas of performance, conducting, jazz stud-
ies, music education and composition. In addition, the department
provides general training in music where students study theory,
history, literature, pedagogy, composition, improvisation, music
technology, and ethnomusicology.

No other educational institution in the state offers so many cultural

and artistic opportunities for young performing musicians.

M Internationally renowned faculty
M Professional degree programs

M Award winning ensembles

M Engaged in the community

M Connected to the world

PSU DEPARTMENT OF MUSIC
P.O. Box 751 e Portland, OR 97207-0751

Toll Free: 1.800.547.8887 Ext. 3011

Phone: 503.725.3011 » Fax: 503.725.8215
Email: music@pdx.edu

Web: www.pdx.edu/music

pdx.cdu/music

Portland State

UNIVERSITY




Oregon Music Educator

P.O. Box 1235
La Grande, OR 97850

SCHOOL OF ARTS AND COMMUNICATION

Music Education

at Oregon State University

Small class sizes

Expert faculty
Individual attention
Practical experience

Established in 2000, Oregon State University’s professional music teacher education
program has become one of the largest and most successful in the Northwest. Nearly
all of our licensed graduates have found immediate employment and over 90% of our
graduates demonstrate job retention as teachers, far beyond the national average.

School of Arts
and Communication

Music

101 Benton Hall
Corvallis OR 97331

Learn more: : b7 1 h‘ 0regon State

. UNIVERSITY
oregonstate.edu/cla/music




