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NEWS AND ANNOUNCEMENTS! 

Choral Festival and Conference 2019 

Keep on the lookout for news about our 2019 offerings! The current NAfME 
President will join us for our 3rd Annual Choral Festival  

and 5th Annual conference! 
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Choral Credentialing! 

Choral Credentialing LEVEL 1 is complete! The first in our 4-
part choral credentialing series will be up and ready on our 
website. Available to members, this series will help prepare 
choral conductors in basic techniques, repertoire, and so much 
more! This program created specifically for WMEA by experts 
at NAfME, features videos by Dean Luethi, Professor at the 
University of Washington, who was one of the guest speakers 
at the conference.  

First Note Music Program 
WMEA receives access to FIRST NOTE MUSIC PROGRAM music for young students 

Don’t forget that WMEA has access to a database of video 
lessons called First Note Music Program, which contains 
over 100 video lessons created for teaching music to young 
children, and include an instructor's manual which outlines 
the basic music concepts, student learning outcomes, 
songs and instruments used, and the cultural guest. The 

video lessons are a few minutes each, so they're easy to learn or play for your classes 
to have them learn.  
 
As members, please make use of this FREE database of material for your young 
elementary music classroom!! 
 
 Natalie Sarrazin, PhD     Anjli Mata            Ritesh Khokhar 
Executive Director, WMEA President, WMEA Vice President/Treasurer, WMEA                 

Executive Committee 
Western Music Education Association 
A F-259, Ground Floor 
 New Rajinder Nagar, New Delhi - 110060 
W  http://wmea.in/ 
E info@wmea.in   
FB  https://www.facebook.com/wmeaindia/  
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Executive Board 
 
NATALIE SARRAZIN 
EXECUTIVE DIRECTOR 
Dr. Sarrazin is an Associate Professor of Music 
for the State University of New York and teaches 
ethnomusicology and music education courses.  
 
ANJLI MATA 
PRESIDENT (term 2017-2020) 
Mrs. Anjli Mata is a music teacher, and the area 
coordinator for the Trinity College London for 
North India.  
 
RITESH KHOKHAR 
VICE PRESIDENT & TREASURER  
(term 2017-2020) 
Mr. Khokhar the Director for RSL Awards (UK) in 
India and Director of Bridge Music Academy. 
Ritesh also regularly plays Keyboards and Piano 
with various bands in India. 
 
PRACHI CHANDEL 
JOINT SECRETARY, EX-OFFICIO  
Prachi has worked with Corporate for 15 years 
with companies like Cipla Ltd, Innovest Advisory 
as both Regional and General Manager. Her 
hobbies include creating handmade products.  
 
PRIYA CHATURVEDI 
NEWSLETTER EDITOR 

 
 
 

 

Member’s 
 Corner 

	
What’s going on in your Music 

Education corner? Let us know! 
 

Jaipur`s date with the Piano 
Harmony 2018 was the aptly-
named event, held at Jaipur`s Maharana 
Pratap auditorium this summer. 
Organised by co-directors of the city-
based Soul of Symphony, the show 
honoured the piano, through a versatile 
repertoire that encompassed Beethoven, 
Chopin, film themes and Hindi film 
music. The aim was to showcase the 
tremendous capabilities of the 
instrument through its rich tone colour, 
wide register and ability to project an 
almost-orchestral quality of music. For 
over an hour, the students of Soul of 
Symphony regaled their audience. The 
resounding success of the concert was a 
source of great satisfaction to WMEA 
member Pradeep, who has prioritised 
bringing a “Piano Culture” to the city for 
over a decade now. 
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Music Education: 
Performance-oriented or 

Mastery-oriented? 

The music classroom, in which the 
subject is being taught through the locus 
of performance, is a unique learning 
space. In such an environment, the 
students’ view of how much control they 
have over the outcome of their learning 
depends to a large extent on how they 
prioritise motivational factors. Ground-
breaking research (discussed later in 
this article) in examining motivation 
through the key elements of success 
and failure, control over achievement, 
and attributional beliefs, has described 
some interesting perceptions amongst 
music students and provided valuable 
insights for music teachers. 
 
Attribution Theory, which has classified 
the prominent perceived determinants of 
achievement, seeks to explain what it is 
that students attribute responsibility to 
when it comes to achieving a goal or 
failing to do so. Bernard Weiner, the 
American psychologist, who has done 
seminal research into Attribution Theory, 
focused on achievement, and identified 
some key factors that are associated 
with perceived reasons for achievement: 
ability, effort, task difficulty and sheer 
luck. In music performance, all these 
elements contribute to success, and, 
more importantly, in how the musician 
views them. The three dimensions of 

perception of these factors are area of 
control (internal and external), stability 
(do those factors change over time for 
various reasons?) and controllability 
(causes that are within the music 
student’s capacity to take charge of, 
such as practice, or out of his/her 
control, such as aptitude). Clearly, these 
factors are closely linked with 
motivation. 

Bernard Weiner 

Weiner’s research into motivation theory 
has yielded some significant results. 
One of the factors to which students 
attribute responsibility is ability, which is 
internal, unchanging, and therefore seen 
as being out of the individual’s control. 
Music has traditionally been associated 
with prodigious talent and, 
consequently, society places a high 
premium on the rather vague concept of 
‘talent’ (a word often prefaced with ‘God-
given’). Succeeding in music 
performance is therefore often attributed 
to factors that have nothing to do with 



                                                      

 

http://wmea.in 

 

 

 

5 

motivation, strategy and effort. For many 
young performers (who carry that belief 
into later life) this is one area that has a 
notable impact on motivation, and what 
is not taken into account is that musical 
ability is actually a conglomerate of 
several ‘abilities’. If talent is an internal 
and uncontrollable aspect of ability, then 
it can be fed only through internal and 
controllable abilities like the ability to 
employ focused effort, daily practice 
which yields the desired result, 
developing through listening and 
theoretical study, an artistic imagination, 
creative will, and so on. Musical ability, 
therefore, is not a unidimensional factor 
in determining success as a performer. 
Effort, task difficulty (and following on it, 
strategy): all unstable, internal and 
controllable elements in music, while 
recognized as key to success, are often 
mistakenly separated from ability. 
 
Perhaps the most often-quoted words 
about the part practice plays in 
performance success, attributed to the 
jazz great, Louis Armstrong, sums up 
this aspect rather neatly: “If I don’t 
practice for one day, I know it; two days, 
the critics know it; three days, the 
audience knows it”. Musical talent is a 
plant that needs constant and varied 
nourishment. Yet, as I have mentioned 
earlier in this article, it is the one (and 
only) quality that is rated as 
indispensable to musical success, and, 
by implication, the one quality without 
which no one should aspire to 

performance.  Such an attitude, at the 
learning stage, fosters a climate of 
exclusiveness, rather than the 
necessary one of inclusiveness. 
 
Music education offers a multitude of 
paths, but it is not within the purview of 
this article to take a look at systems and 
pedagogies outside the genre of what is 
generally called ‘Western Art music’. In 
this genre, there are some widely 
accepted methods for beginners, which 
can be taught in a group setting, and all 
of these illuminate a common goal in 
gaining a musical education, namely, 
acquiring skill and the tools to be 
creative, rather than preparation for 
performance. An overview of some of 
these would be relevant at this point. 
 
Let us begin with the composer Carl 
Orff’s method of education in music, 
developed in the 1920s-30s, which 
applies all the elements of music, i.e., 
melody, rhythm, harmony, texture and 
form, to speaking, singing, playing 
instruments and even acting, to 
understand concepts. Play is stressed 
as the launching pad for creativity and 
improvisation. The 19th century 
Hungarian composer, Zoltan Kodaly’s 
method relies significantly on learning 
the music of a mother tongue through 
folk songs. A sequential learning 
process to basic musical concepts like 
grasping a musical pulse or beat, 
singing and recognizing the notes of a 
scale and understanding melodic 
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sequences, the Kodaly method 
incorporates visuals (like hand signs) to 
depict pitches, and aims at promoting 
the ability to compose and improvise. 
Much like Orff, the Swiss educator, Emil 
Dalcroze’s well-known method included 
eurhythmics, the developing of music-
related skills through kinetic exercises. 
Though also emphasizing ear training 
and sight-reading through the fixed ‘do’ 
(keynote of a scale) in the solfege 
(Kodaly’s method uses the moveable 
‘do’)

 
Émile Jaques Dalcroze 

Dalcroze placed a high premium on 
spontaneous body movements like 
stepping and clapping, and aimed at 
acquisition of concentration, 
coordination, creativity and conceptual 
understanding as being the bedrock of 
musicianship. The best-known of all, 
perhaps, and widely practiced across 
the world, is the Suzuki method. 
 

Shin`ichi Suzuki, the Japanese 
pedagogue and violinist, who died at the 
grand age of a 100 in 1998, believed 
that significant musical achievement is 
well within the ability of every child, if 
properly taught. He advocated the 
avoidance of aptitude tests to gauge 
ability in music, believing that skills in 
music-making came from being 
saturated from an early age in a musical 
environment, from playing by ear before 
reading notation, by playing in groups 
and encouraging collaboration, 
discouraging competitive attitudes, and 
by making performance merely a part of 
learning rather than a goal, through 
frequency. It is clear from even such a 
brief examination of these methods that 
the purpose of music education was the 
development of skills that are innate in 
every child, and stressing the 
harnessing of what comes naturally to a 
child (clapping in rhythm, dancing to a 
pulse, singing familiar melodies) to go 
on to attain breadth and depth in 
interpreting and creating music. 
 
 
The cognitive psychologist K. Anders 
Ericsson has proposed that such 
breadth and depth is typically acquired 
through ten years of “deliberate 
practice”, which has its essential 
components: incorporating feedback 
into practice, working through targeted 
exercises and having the support of a 
knowledgeable mentor (teacher). 
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Shinichi Suzuki 

Such domain-specific expertise, 
therefore, is based on the pursuit of 
excellence through the development of 
understanding, appreciation, and skill, 
and not on the short-term goal of 
working towards performance, 
particularly rated performance. What 
characterizes then, this goal, so 
frequently encountered amongst young 
musicians, of performance?  
 
Predominantly, it is the need to get 
positive assessment, or, put simply, 
praise, applause, awards. What differing 
trajectories do learning goals and 
performance goals take? “Goals are 
perceived to be the central determinants 
of achievement patterns” (E.S. Elliott 
and C.S. Dweck, 1988).  
 
Performance goals or motivation are 
inevitably tied to a concern with the 
perception of others. This concern, 
when it becomes overriding, can also 
lead to the related goal of performance 
avoidance. There is the performer who 

works to receive accolades, and the 
performer who is driven by the fear of 
negative/unfavourable recognition. In 
both cases, the goal is performance-
oriented, where self-esteem is 
determined by achievement (or non-
achievement) in a specific setting. 
Certainly, performance-orientation can 
result in higher grades : for example, in 
the graded music examinations 
conducted by international examinations 
boards such as Trinity College London 
or the Associated Board of the Royal 
Colleges of Music ( ABRSM), there are 
many instances of students who have 
scored very highly in the foundation and 
intermediate grades, but who have, due 
to an exclusive focus on the 
examination requirements, been unable 
to sustain an interest in music, or even 
been able to play by ear, be creative 
through composition, play in an 
ensemble, or practice their art outside 
the examination setting. While these 
Boards do emphasize that the 
examination set works do not constitute 
a music curriculum, but only a graded 
way of understanding music and 
progressing in technique, too many 
students, and more disturbingly, 
teachers of music, concentrate only on 
performance-orientation. 
 
This mindset is sometimes hard to 
change, even for music educators who 
try and inculcate mastery-orientation in 
their students. I myself have had a 
student who achieved 100% in an 



                                                      

 

http://wmea.in 

 

 

 

8 

Intermediate grade piano examination 
and was unable to go on to the next 
grade. In this case, the rare 
achievement (if one can call it that, in 
view of the long-term perspective) was 
due to the fact that music was taken as 
an academic subject at the national 
Boards level— the student was diligent, 
to the point of being driven, but refused 
to engage with performance and 
understanding beyond the set pieces 
and technical exercises prescribed for 
the grade. The marks having been 
achieved, performing music was “too 
difficult” to “be worthwhile”.  
 
Mastery-oriented musicians typically 
engage with their art in a much more 
complex manner. Ideally, mastering the 
work at hand is achieved through 
reliance on effort rather than on external 
awards, and any achievement is viewed 
as only part of an ongoing process. 
While it is unrealistic for music 
educators to completely avoid the 
competitive element of external awards, 
high marks, social approval and so on, 
they can certainly inculcate the desire 
for mastery as a goal over performance, 
through exploring the wide world of the 
art, and creating an awareness of the 
ongoing process that such mastery 
involves. 
 
Motivation, in music, as in other learning 
areas, is thus of two types--- intrinsic 
and extrinsic. Those who have 
contributed to valuable findings in the 

field of motivation theory (E.L. Deci & 
R.M. Ryan: ‘Intrinsic motivation and self-
determination in human behavior’; 
M.Csikzentmihalyi & J. Nakamura: ‘The 
dynamics of intrinsic motivation : A 
study of adolescents’) place the 
inspiration for any activity, such as 
playing a musical composition, as sheer 
interest ( which can naturally become a 
dedicated passion), which is intrinsically 
motivated; or extrinsic motivation, which 
is reward-oriented. Clearly, extrinsically 
motivated music students often, 
consciously or otherwise, set aside the 
stirrings of interest and enjoyment in the 
art as being irrelevant to the goal, i.e., 
the reward. Intrinsically motivated 
musicians have as their driving force the 
need to be able to control their area of 
study through being competent, address 
challenges through careful planning, 
and attain a sense of self-esteem in 
meeting the demands of the music 
being studied. Their reaction to ‘failure’ 
is not one of loss of self-worth, but of 
recognizing that mastery (the ultimate 
goal) is achievable at a later date. One 
of the factors in mastery-orientation is 
that it helps young musicians deal with 
what we can broadly call their ‘ego’. The 
music educator’s role is a crucial one in 
this area, being one of ensuring that 
tasks undertaken must be well within the 
capabilities of the student, so that 
intrinsic motivation is not disturbed. 
Mastery-orientation is only successful 
when this is followed. Embarking on a 
study of, say, Beethoven’s Sonata 
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‘Pathetique’ with an intermediate-level 
piano student who wishes to explore the 
composer’s oeuvre, would not be 
tenable. Keeping a student’s interest 
alive and encouraging the engagement 
with these supreme works for the 
instrument, in this case, could be done 
by teaching the Sonatas 1 and 2, opus 
49, by the same composer, which are 
recognized as being well within the 
capabilities of students of that level. 
Such engagement, when ability is able 
to cope with a specific goal, results in 
what M.L. Maehr et al (‘The new 
handbook of research on music 
teaching and learning’) have described 
as “… seek(ing) a flow of experience for 
itself rather than for anticipated 
rewards”. 
 
The effect of these two types of 
motivation was the subject of research 
(by R. L. Bangs, findings published in 
1992) : students of Class 3 were divided 
into the two motivational groups plus 
one which received instruction in neither 
type, and their musical compositions 
were evaluated by three independent 
judges. Not only did the intrinsic 
motivation group score much better than 
the other two, results showed that 
extrinsic motivation had an adverse 
influence on creativity. However, any 
conclusions from this should not over-
simplify the case. There are definitely 
overlaps in the two kinds of motivation: 
music students can be driven by both 
types; they are interconnected and 

much depends, for their effective 
realization, on the educator/mentor. 
Nevertheless, intrinsic motivation does 
support mastery-orientation as a goal, it 
is vital that music educators try and 
develop the former in their students. The 
middle and senior school years are 
when young musicians can be 
motivated to engage with music in a way 
that can lead to a lifelong engagement. 
Any achievement goals should be 
harnessed firmly to developing aesthetic 
awareness with a deep sensitivity to 
heard music, and then transferred into 
actual performance. Every performance 
should be only another way of 
developing mastery, rather than an end 
in itself. In the field of music education, 
there has been research on cognitive 
processes and theories of motivation 
and their application in conditions where 
motor skills are needed. These have 
given us some insights into how 
students engage with music. This could 
be the springboard for a greater 
understanding of why they do so and 
how they should, to realize the life-
enhancing nature of music. 
Priya Chaturvedi 
 

The Dream 
They say: “Dream big to achieve 
bigger goals...to stop not, till you 
have what you yearn for, in your 

hands, and with God's grace, you 
shall have it.” 
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Ours was a dream like none other. One 
choir, one dream, to participate and win 
the national festival of choirs, organized 
by the Western Music Education 
Association. 
  
It all began when our music teacher, Mr. 
Lijo John, informed us about the festival 
and called us for auditions during the 
summer break. For the preliminary 
round, we had to send a recording of 
our choir’s performance. I remember our 
teacher telling us one thing clearly, ‘if we 
are selected, then there’s no turning 
back’. Our entry soared through all the 
criteria, and we were selected as one of 
the 10 finalists, who were to compete at 
the final event to be held at Shiv Nadar 
School, Gurugram, on August 4, 2018. It 
was an honour to be selected, yes, but it 
was more of a responsibility on our 
shoulders, and we had to do justice to it! 
 

The Journey 
After a series of trial rounds, the final 30 
performers of our choir were selected, 
each determined to give their 100 
percent to this event, in time and talent. 
And then began the practice sessions 
from the first week of July. 
 
The first step was song selection, which 
itself was a marking criteria. We knew 
we had less than a month to pull off two 
songs of different genres. And the songs 
had to meet the standards of the 
competition as well. Therefore, after a 
long list of suggestions from our teacher 

and the entire team, we collectively 
decided to perform an arrangement of 
the hymn ‘Nearer my God to Thee ‘by 
BYU Vocal Point and Leonard Cohen`s 
‘Hallelujah’ by Pentatonix. 

  
Next, our teacher set deadlines to learn 
the song parts and put it up on the 
notice board along with the choir 
adjudication criteria, for everyone to see 
so that would all be on the same page. 
He would often say how it’s important to 
think and feel the same way to sound 
one as a choir. He even asked us to 
have our meal together during the 
school recess time, to get to know each 
other better, as most of us were singing 
together for the first time. 
 
Scheduling practice was another 
challenge, as we all are from different 
classes. And that’s when our teacher 
recorded and sent us all our vocal parts 
separately, which we were to practice 
and prepare before we met as a team. 
We then started to meet according to 
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our singing voices: bass, baritone, tenor, 
alto, and soprano. Excepting a couple of 
us, no one knew how to read music 
notation. Our teacher gave us a basic 
lesson on sheet music too, and gave us 
our vocal parts in print to understand the 
flow better. We used our games periods, 
recess times to practice separately, and 
would meet after school to practice 
together. The commitment of our choir 
members is a commendable one. I 
remember an incident when it was 
raining heavily. But almost everyone 
showed up for the practice during stay 
back after school, all drenched… 
 
During the practices, our teacher 
ensured that each one us received 
personal attention, as we had little time 
to spare, and we had to be very sure of 
what we had to sing, and how. Our 
teacher helped us right through these. 
Challenging times, from selecting the 
perfect songs for us, to helping us 
deliver them well. He helped us put all 
our personal conflicts aside, and rise 
together as one choir…one family. 
  
We made our own personal timetable, 
setting small goals, one at a time, be it 
sound quality, voice texture, dynamics, 
and even the proper body language. We 
were consistently doing our music 
homework, as we called it, listening to 
only the song we were to perform, off 
practice, at home. We also learnt a lot 
by watching the videos of the schools 
that participated last year and by 

learning from them the ideal body 
language, mic arrangements, and how 
to make our voices heard effectively. 
During the final week, we revised our 
parts thoroughly. The practices were 
now shifted from our music room to a 
bigger hall where we practiced our entry 
and exit movements. 
 
During one of these practices, our 
teacher decided to assign our pianist 
and head boy Alen Pauls to conduct our 
choir at the final event. He readily 
accepted and prepared himself very 
well. And it was even better now (never 
did we go out of tempo). With him facing 
us, we knew it was going well when he 
smiled at us or if we required a little 
more “sensation” in our singing. 
  
At the final practice session, our 
Principal, Vice-Principal, and some of 
our teachers came to watch our 
performance and motivated us with their 
valuable feedback. I still remember how 
Sir ended our final practice; to quote 
him, “So what if you don’t have a big 
music room, latest equipment. Just 
remember this, hard work always wins 
over muscle…. always.” By the way, we 
forgot to tell you, that rarely any practice 
would go without some motivational talk 
from our music teacher, which, I 
consider, an important factor in keeping 
our minds focused on what we were 
aiming at. 
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And it was the 4th of August. Many of us 
didn’t sleep the previous night because 
of all the excitement the day would 
carry. All were overjoyed to reach Shiv 
Nadar School. We were also happy to 
meet our parents there, as most of them 
were going to see us performing for the 
first time. We were to perform at the 10th 
slot, so after the 7th performance we 
went out for a warm -up and to pray. 
 
After our performance ended, we got a 
lot of positive appreciation, especially 
from our parents, who saw us like this 
for the first time… It was such an honour 
to stand on that stage and be judged by 
Dr. Dean and Dr. Susan. 
 
When we got back in after our 
refreshments, we had the golden 
opportunity to listen to Dr. Dean, Dr. 
Susan and Dr. Natalie. 
 
And finally, that moment came, which 
we had all awaited! 
“The 3rd prize goes to DPS, Noida…” 
“The 2nd prize goes to Hopetown, 
Dehradun…” 
“And … the winner of ‘The Festival of 
Choirs 2018 is…any guesses?” (a voice 
from the crowd: “St. Francis”! Honestly, 
my heart almost stopped beating 
hearing that!) 
“The first prize goes to: St. Francis 
School, Janakpuri.” We all screamed in 
joy at the top of our lungs, as if it were 
our last scream [my throat hurt after 
that]… 

Our hard work had paid off and lo and 
behold! we were declared as the best 
school choir to have performed, and our 
performance was appreciated a lot by 
the judges and the audience. It was a 
moment of immense pride for all of us... 
Fransalians triumphed yet again!!! 
 
This journey is one that is going to be 
cherished by me forever, especially our 
practice time together. Now I realize that 
we had grown into a Choir Family. 

The next day the judges of the 
competition, Dr. Dean Luethi and Dr. 
Susan Codgill along with Dr. Natalie 
Sarrazin held a vocal workshop at our 
school, trained us on how to enhance 
our vocal range and better our skills, 
with some warm- up exercises and day -
to -day activities...it was truly an 
enlightening experience and we learnt a 
lot. 
 
I take this opportunity to thank WMEA 
for giving us this magnificent platform to 
showcase our skills, our school 
management and teachers for all their 
support throughout this journey,  

our parents for understanding our love 
for music and for constantly motivating 
us, our music teacher for all his timeless 
efforts in guiding and teaching us and 
his passion to see us through this 
momentous dream.  

Well, it’s not just about dreaming big, it 
takes more than that. The will, the 
passion, the hard work, blessings of the 
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Almighty, and a great mentor to guide 
you through it all... And yes, dreams do 
come true. we know they do!  

- Kushagra Sharma (the Soprano Guy: 
Class 12th C : - SFS)  
(With inputs from Royal Jacob: The shy 
Lead Vocalist: Class 12th B: SFS)  
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WMEA 4th Annual Conference 
OVERVIEW 

The Western Music Education 
Association held its 4th annual 
conference in New Delhi on August 5, 
with the theme this year being 
‘Educating India- Musically’. A volunteer 
organisation all the way through, WMEA 
fills, as President Anjli Mata pointed out 
in her address, the need for “a music 
association run by music educators for 
music educators”. With its affiliation with 
the US-based National Association for 
Music Education (NAfME), one of the 
World`s largest arts organisations, 
WMEA also has the benefit of access to 
a wealth of educational and other 
resources. 
 
Through this affiliation, the conference 
had its two adjudicators of the National 
Choir Festival, held at Shiv Nadar 
School the day previous, Dr. Dean 
Luethi and Susan Codgill, who also 
shared their expertise on the many 
aspects of choral conducting and 
teaching at the conference. WMEA’s 
second annual Choir Festival, featuring 
the ten finalists from schools across 
India, demonstrated amply the 
recognition WMEA has gained in these 
four years: ranging from a superbly 
harmonised version of Queen`s 
Bohemian Rhapsody to an a cappella 
rendition of Leonard Cohen`s anthemic 
Hallelujah (presented by competition 
winners, St Francis de Sale School of 
Delhi), the Festival showcased both 

young and creative talent and dedicated 
input by their teachers. One of the 
highlights was the original composition , 
with lyrics on a highly topical theme, 
presented by Rajesh Upadhyaya and 
his choir students from DPS- RKPuram, 
Delhi. 
 
The conference featured a wide and 
varied programme of talks, interactive 
sessions and workshops. Phillippe 
Engel of the Neemrana Music 
Foundation held a workshop on ‘Good 
Technique, Powerful Piano 
Performance’, which fully engaged not 
only piano teachers present ,but the 
entire audience, since it also addressed 
key issues of fostering musicianship. 
Executive Director Natalie Sarrazin`s 
session on The Engaged and Integrated 
Classroom, creatively curated as a 
‘tribute to the monsoon’ provided many 
useful tips and ideas for educators, and 
was supported by guest speaker from 
Chennai, Surendranath Majumdar, a 
specialist in the Kodaly method. Looking 
beyond music-making, the conference 
attendees had the benefit of being 
familiarised with the rather thorny field of 
copyright laws and some of their 
ramifications, presented by lawyer 
Meghna Bal, from the blockchain 
technology giant, Consensys. WMEA 
Vice President Ritesh Khokhar spoke on 
Musical Entrepreneurship, with all his 
considerable knowledge, culled from 
personal experience, of an area of 
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music that is rife with complexities and 
multiple considerations at every stage. 
 
Bookending the conference were two 
well-known faces from India`s music 
landscape: the legendary Carnatic 
music violinist, Dr L Subramaniam, who 
sent his wishes via video on the morning 
of the conference. Even at that remove, 
his presence was powerfully inspiring, 
as was his message when he said that 
music “is the finest of the fine arts”, and 
stressed the need for education in the 
field of Western music. And at the end 
of day, there was the chief guest, ‘urban 
folk balladeer’, Rabbi Shergill, in person, 
and ready to engage in conversation 
about his beliefs, his music, his 
influences and more, in a lively panel 
discussion that included two members 
from the band The Local Train, Ramit 
Mehra and Himanshu Chowdhry. With 
wit and wisdom, Shergill commented on 
the “strangeness” of identifying with 
Western rock music as well as with the 
poetry and traditions of his mother 
tongue, Punjabi, and of how his journey 
led him to discover how he could blend 
two seemingly disparate cultural 
traditions to create his own voice. When 
he said that very rarely are we all in the 
same moment together, except “when 
we sing together”, it was an apt 
expression of what WMEA is trying to 
achieve as a community of music 
educators. 
 

The need of the day is that we continue 
to grow in numbers, to not only support 
our cause of disseminating music 
education, but to creating a voice that 
will be heard to positive effect 
throughout the country. Wishing you all 
a very happy and music-filled 2019! 

Priya Chaturvedi 
Editor 
 

Piano Pedagogy Workshop 
A report 

Hannah Creviston, who held a workshop 
on aspects of piano pedagogy in 
Gurugram on November 9, is clinical 
assistant professor of Piano Pedagogy, 
director of the Music Prep Program and 
coordinator of Class Piano at Arizona 
State University. She received her 
Bachelor's degree in piano performance 
and music education with a piano 
pedagogy concentration from the Crane 
School of Music at SUNY Potsdam, 
studying with Eugenia Tsarov. A 
researcher and presenter on the effects 
of music on children with autism she 
holds special private lessons for them. 
She also holds a Master's in piano 
performance and early 
childhood/elementary music education 
from the University of South Carolina, 
where she studied piano with Scott 
Price. Prior to joining ASU in 2012, she 
was on the faculty at the Crane School 
of Music. 
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As an accompanist, she has performed 
in festivals and competitions throughout 
the United States and abroad, including 
the World Saxophone Congress, 
International Viola Congress, and the 
Music Teachers National Association 
Solo Competition She has collaborated 
with various artistes, including Elizabeth 
Buck, Christopher Creviston, Geoffrey 
Diebel, Joe Lulloff, Jeffrey Loeffert, 
Timothy McAllister, David Pittman-
Jennings, David Stambler, Deanna 
Swoboda, James Umble, Robert Young, 
and members of the United States 
Military Bands. 
  
A published author, she has presented 
on topics such as Music Learning 
Theory, Teaching Music to Children with 
Special Needs, How to Teach Proper 
Practice Techniques. She has 
presented at conferences such as the 
World Piano Conference (Novi Sad, 
Serbia), Music Teachers National 
Association National Conferences, 

Texas Music Teachers Association 
Conference and the Arizona State Music 
Teachers Association Conferences, to 
name but a few. 
 
 This workshop had participants whose 
ages ranged from 22 to 60! However, 
given the fact that most of the 
participants were professional teachers, 
their shared interest was to learn about 
the many elements of teaching 
methodology. 
 
The workshop was divided into two 
sessions, first of which involved a more 
theoretical Q&A kind of approach with 
detailed discussions about various 
methods involved in teaching of the 
Piano. 
 
The second half of the programme was 
entirely based on practical exercises 
and engaging activities for the students 
that could be executed in any kind of 
classroom setting, big or small, one-to-
one or a group. 
 
All teachers were in agreement that it is 
crucial to their profession to continue the 
learning process, and in so doing, to 
absorb key concepts that could in turn 
be passed on to their students. 
 
Every person needs a mentor, a guide 
who can facilitate them with direction. A 
teacher is the most important guide any 
student can get, be it music or any other 
discipline. They confide in their teachers 
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which means that the role of teachers is 
not limited to just making the student 
learn things but to take part in overall 
development of the student. 
  
 Some invaluable teaching tips that Ms 
Creviston shared with us were: the first 
job of a teacher is to make the student 
aware of the path they should be 
heading on, giving them the clarity of 
purpose they need. Not everyone wants 
to become a concert pianist or a 
composer or an educator. The teacher 
should be able to cater to the specific 
needs of the student. The best thing to 
start with is encouraging students to 
listen to a wide variety of music, helping 
them explore styles and idioms. 
Listening to renowned pianists can help 
students to know about the different kind 
of sounds one can elicit from the 
instrument, giving them essential aural 
perspective about their playing. 
  
The second most important thing is to 
make sure that the students are aware 
of the correct posture right from the 
early stages of playing and learning the 
instrument, paying attention to the entire 
body, along with breathing, to attain a 
relaxed technique; tension development 
in any part of the body, especially the 
neck, can culminate in unexplainable 
injuries. Certain schools of piano 
playing, like Feldenkrais, a German 
method and the Alexander Technique 
can help people to become more aware 
of various tensions in the body. Along 

with that there is the ultimate ‘Yoga’ 
technique, a must for all musicians, for 
the mind and soul! 
 
The third goal is to promote creativity in 
students. Improvisation doesn’t always 
have to be about blues or jazz. It can be 
as simple as making melodies out of a 
handful of notes which can go up to a 
level of complex harmonies and 
rhythmic patterns. The whole idea of 
doing improvisation is to provide 
students with a platform to hone their 
cosmic potential and creativity. It is 
really an unwise practice to impose 
restrictions on students, by holding them 
back from doing something innovative. 
They should be able to enjoy the 
freedom to express what they feel for 
which ‘motivation’ is needed, not a 
‘leash!’ 
 
Improvisation sessions should involve 
different environment with changing 
parameters, without meaningless 
repetition. ‘Different’ could be, for 
example, working with different 
tonalities, character and meters. 
The fourth part of the discussion was 
about tackling difficult passages. A 
common misconception in such 
passages is that the worst kind of 
struggle is the physical element of 
playing something, but it is actually the 
opposite. The mental element, that is, to 
think musically, is the most difficult part 
in those kinds of situations. 
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Practicing on the fall board with the lid 
closed can help students lessen their 
worries about hitting wrong notes and 
instead help them understand how it 
feels while playing something 
complicated, focusing on the body 
movements and the right sound in mind. 
Certain books and resources can help 
teachers go a long way in learning as 
well as teaching. Some of these are: 
⁃ Francis Clark Piano Pedagogy (online 
journal) 
⁃ Multi Key, Robert Pace (teaching 
method) 
⁃ Keith Snell - Master Composer Library 
Series. He has compiled pieces by 
composers arranged in order of difficulty 
⁃ Royal Conservatory (Canada): 
repertoire books from prep to level 10, 
technical exercise books, etudes, ear 
training, theory, creative books, etc. - 
good resources for the teachers 
  
Practicing regimes for students were 
particularly useful for the participants. 
Some of these are: 
 
Motivation: There are a number of 
factors involved in motivating a student 
to practice. Interest and liking should be 
the case to have a healthy growth, but in 
some cases, the involvement of parents 
can come in handy since most kids can’t 
decide for themselves. Avoiding all 
kinds of distracting elements in very 
essential. Having phones around has 
definitely turned into an epidemic even 

with undergrad students of Piano 
Performance. 
  
Weekly Goals: Setting daily goals and 
tasks is a better practice than specifying 
a time frame for practice. This can be 
done by the students but the younger 
learners will need a complete direction 
from the teacher which can be 
incentivized with small rewards like 
stickers and chocolates, which is 
nothing but conditional learning. On the 
other hand, being too strict and harsh 
can lead to unproductiveness.  
Moreover, learning with fear as a 
catalyst will never triumph in the long 
run because fear will always have to be 
there as a motivation for practice, which 
will not be the case for most adults. 
After each lesson, the student should be 
very clear about what the teacher’s 
expectations are about the weekly 
goals. Regular reporting and analysis of 
progress can help the students and 
parents have a clear picture of how the 
learning is proceeding. 
 
Memory: One of the best tools to be 
considered in learning a piece is to learn 
it in sections of small parts, harnessed 
to easy, achievable goals, instead of 
trying to gobble down the entire piece. 
Memory works in special ways. Getting 
anything from short -term to a long -term 
memory requires a lot of 
rehearsal/repetition of the same thing 
and it is not a good idea to rehearse a 
huge piece in one go, as it will slip out of 
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the short- term memory easily. No one 
can drop a well-built building from the 
sky. It has its own stages, starting from 
laying out foundations to the high rise. 
Pedagogy: It’s basically teaching how to 
teach. It involves stages of self-learning, 
understanding different personality 
types, moulding the style of teaching to 
sustain and meet different needs of the 
student, discussing and thinking about 
approaches to basic elements of music 
like rhythm and note reading, using 
different method resources. 

Usefulness of a contract: It is always 
better to have a strict contract and be 
flexible with implementation than to 
have a loose contract to start with. 
Verbal agreements can hurt the feelings 
of either party at a time of disagreement 
leading to a rift in the relationship. To 
avoid the same it is always good to have 
something concrete to fall back on, 
which both the teacher and the student 
would have agreed on before starting 
with the lessons. 

Salient features from the second half of 
the programme: 

Improvisation (Practical): One of the 
most powerful tools to help teachers 
with in evaluating their students. 
Whatever a student learns from a 
particular piece of music can be applied 
in innovative ways in their own 
compositions, educating teachers with 
their effectiveness on the students. 

Given the infinite possibilities of 
improvisation it would not be fair to the 
student if asked to play anything at 
random without any context. For the 
same reason establishing guidelines 
can be really helpful in making a piece 
of music in a structured way. 
Here are some examples of what is 
meant by guidelines: 
 
⁃ Ex.1: Using only black keys 
⁃ Ex.2: Making music thinking about the 
rhythm using only one note 
⁃ Ex.3: Using only 3 notes; while teacher 
plays only the tonic in quarter note 
rhythm in the bass 

- Ex.4: Using a 5-finger position in any 
key, giving them 8 counts, improvising in 
proper measures and ensuring an 
ending on the the tonic or dominant on 
the1st beat of the next cycle. 

- Ex.5 Doing a group exercise between 
students or a teacher-student in which 
the current player will have to maintain 
the improvisation pattern of the previous 
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player and so on. 

- Ex.6 Moving from point A to B 
physically in real time space(eg. a room) 
in different ways, for instance, through 
skipping, galloping, twirling, and then 
interpreting it through improvisation on 
the instrument. 

Kids are wired to move and be pro-
active, high on energy! Some teachers 
misjudge this behaviour, and could lead 
up to a situation where the teacher gets 
a little strict and the student of course, 
now retaliates with actually being 
naughty! In practice, a teacher should 
use this high -spirited character as a tool 
to teach their students a lot of 
interesting musical things like making 
them sway to a musical piece, which 
can help create a strong sense of pulse. 
This is better compared to clapping as it 
gets a little difficult for the kids to 
coordinate. Also the clap may stop the 
flow, while swaying feels more smooth 
and continuous. The next thing to do for 
the students is to sway (left and right on 
the pulse) and tap the rhythm on their 
lap while swaying. The high energy can 
be diverted in this way to physically help 
the student learn the musical elements 
rather than forcing them to the ground. 

Practicing with a metronome is not 
always important, the use of it is 
subjective and depends on the context 
of the music or technical work, so one 
should be flexible about the use of it. 

Resources suggested were: 

Dalcroze Eurhythmics: It is one of 
several developmental approaches 
including the Kodály method, Orff 
Schulwerk and Suzuki Method used to 
teach music. It teaches concepts of 
rhythm, structure, and musical 
expression using movement, focusing 
on allowing the student to gain physical 
awareness and experience of music 
through training that takes place through 
all of the senses, particularly kinesthetic. 

Brian Chung: Kawai Piano (USA CEO), 
Improvisation at the Piano for the 
classically trained pianist (reference 
book for piano teachers). 

I did learn a great deal of new things 
about engaging students with interactive 
improvisation methods at a very basic 
level with interesting physical activities. 
The fact that whenever I attend one of 
these workshops, the presenters are 
always so knowledgeable about their 
subject, and so articulate in 
communicating that knowledge, that it 
never fails to amaze me. Hannah was 
very patient throughout the workshop, 
not rushing through any topic. It is 
always better to have limited content 
explained carefully rather than covering 
many areas in a short space of time. 
She also addressed the personal 
queries of all the teachers, giving brief 
yet relevant answers. 
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I really believe that workshops like this 
one, over the years, have helped me in 
expanding my pedagogical approaches 
to become more effective in my 
teaching. It is always a great help to get 
a new perspective from time to time. If 
only more teachers could realise the 
immense value of such workshops! We 
should really pool in resources to have 
more experts in their fields of music for 
a much longer time period covering 
different parts of India, thereby 
benefiting the country`s community of 
music educators. 

A Adithya Sreeraam  

In Theory 
 
In Theory examines new 

concepts, ideas, or approaches to 
the teaching and understanding of 
Western Music Theory. Theory is 
difficult, but it doesn’t have to be! 

  
Putting Tonic Front and Center 
  
In Western music practice, scale 
practice is king: any serious 
instrumental involves hours spent 
mastering scales, arpeggios, and other 
tonal patterns. The reason is twofold: 
first and foremost, to master the 
technical demands of a particular 
instrument, and second, to firmly 
cement the details of particular key 

signatures in the musician’s mind. 
Scales, arpeggios, and other exercises 
are actually explorations of key 
signatures, in that this practice musician 
the various roadblocks and patterns 
they will find when performing music in a 
specific key. 
  
As a result, we conceive scales as 
beginning and ending on the tonic pitch 
— after all, the tonic pitch is how we 
name key signatures and relevant scale 
patterns. This notion is embedded in 
Western music theory: since all major 
scales use the same interval structure, 
we use numbered scale degrees as a 
formulaic way to describe particular 
positions, functions, and Roman 
numeral chords within a key. As one 
would expect, the tonic pitch is 
numbered “1^” (“scale degree 1”). 
  
What is tonic, exactly? Tonic is the 
resting pitch, the “home note” we are 
directed towards by way of the other 6 
diatonic pitches in any key signature. In 
chord progressions, the tension created 
by dissonance guides us back to our 
tonic pitch/chord to give us a sense of 
resolution and conclusion. If we 
conceive of dissonance or tension in a 
key as “homing in” on a particular pitch 
— the tonic — why do we not visually 
represent the tonic as being front and 
center in a key? 
  
In solfege/sight singing practice, singing 
a full-range scale is possible but not 
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practicable in the same way it may be 
on an instrument — it is not a necessary 
component of vocal technique in the 
same sense that it is for 
instrumentalists, and singing a full-
octave scale may not be possible for 
some students. In these instances, we 
treat tonic — “Do” in Kodaly’s solfege 
system — as being central. Sight-
singing examples weave above and 
below tonic. In most music, while scales 
and scale-like patterns are encountered, 
the human ear is not searching for these 
patterns as a means of locating tonic; 
rather it is a process of “centering” or 
“homing in” on a point of rest by way of 
tension and release. 
  
Our current system of understanding 
scales from a theoretical perspective 
requires that we start from our tonic 
pitch — scale degree 1 — and progress 
through the other 6 pitches in sequence, 
arriving back at scale degree 1. 
However, the actual arrival point is scale 
degree 1 an octave higher than we 
began, almost as if the scale contains 
an 8th pitch (a new “version” of tonic). 
When teaching theory students the 
interval structure of major scales, they 
must learn a series of 7 intervals — two 
whole tones, a semitone, three whole 
tones, and another semitone — to 
separate these 8 pitches (Fig. 1). We 
can take a “shortcut” to learning this 
pattern by breaking the scale into two 4-
note patterns called tetrachords, 
identical in interval structure: whole 

tone, whole tone, semitone (the first 
tetrachord of any scale contains scale 
degrees 1, 2, 3, and 4) (Fig. 2). While 
this certainly makes the task easier, if 
students are constructing a scale they 
are not familiar with, they must “jump 
the gap” between scale degrees 4 and 5 
to create their second tetrachord (scale 
degrees 5-6-7-1). 
  

 
Fig. 1. Traditional interval structure of 

the major scale. 
  
 

 
Fig. 2. Tetrachord structure. 

  
Let’s consider tonic, or “Do,” as a central 
function and examine how this better 
demonstrates key functions. We’ll begin 
with the tetrachord: Starting from our 
tonic pitch, we build a tetrachord (whole 
tone, whole tone, semitone). Traditional 
theory would have us then add a fifth 
pitch a whole tone above the fourth 
scale degree, and then restart our 
tetrachord sequence. Since this will end 
with tonic anyway, let’s build it below the 
tonic we already have available. If the 
ascending tetrachord pattern is whole-
whole-semi, let’s descend from tonic: 
descend a semitone, then a whole tone, 
and another whole tone. 
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The structure this creates looks like a 
major scale — there are 7 pitches — but 
places tonic in a central position with 
scale degrees 4 and 5 — the 
subdominant and the dominant, or Fa 
and Sol, in boundary positions. It also 
requires only 7 pitches, rather than a 
repeated tonic pitch an octave higher 
(Fig. 3). Traditional scale patterns 
places Fa and Sol in the center — the 
“gap” we must cross from one 
tetrachord to the next — with two 
versions of tonic in boundary positions. 
This centralized version allows to keep a 
single tonic, better demonstrating how 
the other 6 pitches lead us “back home.” 
 

  
Fig. 3. Central Do. 
 
Central tonic also visually reinforces the 
idea that the other 6 diatonic pitches in a 
key direct the music back to tonic. Scale 
degrees 4^ and 7^, or solfege syllables 
Fa and Ti, are considered “tendency 
tones” in that they have a tendency to 
resolve in a particular way due to their 
position in relation to the major scale’s 
semitones: Fa tends to resolve down to 
Mi (4^ to 3^), while Ti strongly wants to 
resolve to Do (7^ to 1^). With Do in the 
center, we visually perceive Fa and Ti 
on opposite sides — Fa resolving down 

to Mi, or inwards to Do, and Ti resolving 
up to Do, again inwards (Fig. 4). Both 
tendency tones give rise to common 
tonal patterns in Western music — Fa 
resolving down and stepwise to Do (Fa-
Mi-Re-Do) and Sol moving up stepwise 
through the Ti-Do resolution (Sol-La-Ti-
Do). 
  
 

 
Fig. 4. Inward resolution of Fa and Ti to 

central Do. 
  
Both patterns are easy to sing, easy to 
hear, and direct our attention inwards to 
a place of stability (tonic). Not only does 
Central Tonic place the tendency tones 
on either side of Do so that their 
resolutions move inwards, it also binds 
the “outer limits” of tonic with Perfect 
4ths — Sol to Do and Do to Fa. This 
also places the differing qualities of 
seconds and thirds — major and minor 
— on either side of tonic (Do-Re for 
major seconds, Ti-Do for minor 
seconds, Do-Mi for major thirds, and La-
Do for minor thirds) (Fig. 5). This also 
helps to reinforce the logic of relative keys 
by lining up the two tonic triads (La for 
relative minor, Do for relative major) in a 
position where the other triad members are 
easily visible (Fig. 6). 
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Fig. 5. Minor and major intervals spanning central Do 

 

 
Fig. 6. Tonic triads of relative keys. 

  
From the standpoint of basic keyboard 
skills, Central Tonic provides a 
simplified approach to playing scales, 
assuming the goal of scale work on 
keyboard is directly related to the study 
of theory (as opposed to technical 
mastery of an instrument). As an 
example, if a theory student wishes to 
construct a scale they are not familiar 
with, they can establish it by playing two 
tonal patterns that move towards tonic 
rather than learning a lengthy passage 
between two tonic pitches (the second 
an octave higher than the first). Once 
the student locates the tonic pitch, they 
can construct an ascending tetrachord 
using their right hand, then construct the 
descending tetrachord with their left. By 
“homing in” on a single tonic, 
approaching it from two directions, and 
dividing the pattern up between two 
hands, they can more easily determine 
the pitches that belong to the associated 
key. 

  
Central Tonic also works for minor keys 
so long as the scale is either harmonic 
or melodic. In both forms, the raised 7th 
scale degree (Si in La-based minor or Ti 
in Do-based) is still a half-step below, 
and therefore resolves upwards, to 
tonic. On the opposite side of tonic, the 
half-step now appears between scale 
degrees 2 and 3 rather than 3 and 4 (i.e. 
between Ti and Do in La-based minor, 
or Me and Re in Do-based minor) and 
still strongly resolves downwards 
towards tonic.  
  
In general, placing tonic in the center 
rather than using the traditional scale 
format helps to demonstrate the “real-
life” functions of the different scale 
degrees, allows for easier 
processing/understanding and 
construction of “new” keys for novice 
theory students, and thereby makes 
sight-singing easier and more relevant, 
as the patterns and relationships more 
closely mimic actual melodic/tonal 
practice. 
  
In the next installment, I will examine the 
visual implications for chord function 
using the concept of Central Tonic. 
  
Scott Horsington, MM 
Instructor, The College at Brockport, NY 

  
 


