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focuses on the integration of teacher-artist identity through singing and conducting in 

a learning cohort alongside other choral directors. 

Three research questions for this study guided my review of the literature and 

the feedback I gathered from choral music educators. (1) How does singing in a 

community choir support the well-being and teacher-artist identity of choral music 

educators? (2) How does singing in a community choir support the lifelong learning 

and professional development of choral music educators? (3) What are the desired 

results, acceptable forms of evidence, and learning experiences for this performance-

based professional development curriculum? 
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Chapter One: Introduction 

Purpose Statement and Research Questions 

The purpose of this DMA dissertation is the creation of a performance-based professional 

development curriculum for choral music educators based on recommendations from current 

research, the experiences of the author, and feedback from choral directors who also participate 

in a community choir.  

This document includes a review of literature on the following subjects: music teacher-

artist identity, music teacher professional development, and backward design curricular 

framework. Interviews with four choral music educators who sing together in an auditioned 

chamber ensemble inform the design of the professional development curriculum. Selected 

participants offer reflections about their own experience with teacher-artist identity, music 

teacher professional development, and practical advice for implementing the curriculum.  

Three research questions for this study guided my review of the literature and the 

feedback I gathered from choral music educators. (1) How does singing in a community choir 

support the well-being and teacher-artist identity of choral music educators? (2) How does 

singing in a community choir support the lifelong learning and professional development of 

choral music educators? (3) What are the desired results, acceptable forms of evidence, and 

learning experiences for this performance-based professional development curriculum? 
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Rationale for a Performance-Based Professional Development Curriculum 

Professional development (PD) offerings that engage and inspire choral directors are 

essential to the future of the choral art form. Research suggests that music teacher PD allows for 

important reflection and collaboration with colleagues and is closely linked to a teacher’s success 

throughout their career.  This literature also calls for additional research to gather information 

that would inform the design of engaging and effective PD experiences for music educators.  

Many choral music educators experience the benefits of collaborating and reflecting with 

other music professionals by singing in community and professional choral ensembles. For 

choral directors who continue singing through one of the twelve thousand independent choruses 

in the United States, these music-making experiences can help them build empathy for their 

singers and inform content-based teaching elements related to “rehearsal technique, gesture, and 

vocal health.”   

Choral singing offers significant emotional and creative benefits to participants. 

According to a 2019 study by Chorus America, “The majority of adults singing today say that 

they began singing because of a school choral music education opportunity.”  The same Chorus 

America study noted that adults who “belong to more ensembles, rehearse more frequently, and 

have been singing longer,” are more likely to receive the social, emotional, and creative benefits 

that choral singing offers. Educational leaders who design content-based training for choral 

directors can offer these same “social, emotional, and creative benefits” to their teachers by 

including sustained and collaborative music-making opportunities.   

A carefully designed professional development (PD) experience rooted in choral 

ensemble performances provides a concrete framework for school division leaders to support the 
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long-term professional growth needs of choral music educators. An immersive music-making 

model for teacher learning would build on formative experiences in undergraduate ensembles 

and go beyond the scope of presentation-style conference workshops. Students, colleagues, and 

community members serve as the audience for the final performance of this curriculum while 

teacher participants serve as examples of lifelong learning and artistic achievement. A carefully 

planned performance-based PD experience would offer professional benefits to teachers 

including licensure recertification points and credit for required content-based learning on annual 

professional development days. In addition to performance-based activities, teachers enrolled in 

this PD experience would participate in weekly discussion focused on mentorship, reflection, and 

socialization with a diverse cohort of choral director colleagues. Facilitators would work 

alongside participants to select music-making activities that maximize musicianship and artistry 

to nurture the identity of each choral director as both artist and teacher. 

Music-Making as Professional Development 

Professional development (PD) is defined as a “set of activities designed to promote 

personal professional change.”1 Music teachers’ needs vary throughout different career stages as 

early-career teachers move from the performance-focused tasks of their collegiate experience to 

the teacher-focused tasks of managing their classroom. Music-making through an ensemble of 

colleagues connects music teachers to their “identity, well-being, beliefs, and effectiveness” and 

 

1 Richard Colwell, Carol P. Richardson, and Music Educators National Conference, eds., The New Handbook of 
Research on Music Teaching and Learning: A Project of the Music Educators National Conference, (Oxford 
University Press, 2023), https://doi.org/10.1093/oso/9780195138849.001.0001, 888. 
 

https://doi.org/10.1093/oso/9780195138849.001.0001
https://doi.org/10.1093/oso/9780195138849.001.0001
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can be a “powerful pedagogical tool.”2 Music education literature supports sustained and 

collaborative PD experiences that incorporate elements of mentorship, participant choice, and 

music-making.3 

Undergraduate Choral Ensemble Experience 

Choral directors in the United States experience artistic identity formation through music-

making during their undergraduate choral ensemble experience.4 Beyond lessons in repertoire, 

ensemble skills, and rehearsal technique, collegiate choral ensembles provide young musicians 

with a blueprint for how they eventually shape their own choral classroom and culture. This 

quality is evident in the repertoire, traditions, and classroom expectations of successful choral 

programs which often are drawn from a teacher’s formative years as a high school or collegiate 

singer.  

Degree-granting institutions certified by the National Association of Schools of Music 

are required to offer students regular ensemble experiences in order to facilitate “growth in 

artistry, technical skills, collaborative competence and knowledge of repertory.”5 Aspiring music 

 

2 Pellegrino, “Exploring the Benefits of Music-Making as Professional Development for Music Teachers,” 79. 
 
3 Ann Marie Stanley, Alden Snell, and Scott Edgar, “Collaboration as Effective Music Professional Development: 
Success Stories From the Field,” Journal of Music Teacher Education 24, no. 1 (October 2014): 76–88, 
https://doi.org/10.1177/1057083713502731. 
 
4 Jo-Anne van der Vat-Chromy, “Safety, Identity, Transmission and Enculturation: An Investigation of Four 
Formative Aspects of Choral Cultures on Music Majors in Undergraduate Auditioned and Non-Auditioned 
Collegiate Choirs,” (PhD diss., The Florida State University, Tallahassee, FL, 2010), ProQuest Dissertations & 
Theses, 43, https://www.proquest.com/dissertations-theses/safety-identity-transmission-
enculturation/docview/876023315/se-247. 
 
5 “NASM Handbook 2024-25,” National Association of Schools of Music, 2025, 105, https://nasm.arts-
accredit.org/accreditation/standards-guidelines/handbook/.  

https://doi.org/10.1177/1057083713502731
https://doi.org/10.1177/1057083713502731
https://doi.org/10.1177/1057083713502731
https://www.proquest.com/dissertations-theses/safety-identity-transmission-enculturation/docview/876023315/se-247
https://www.proquest.com/dissertations-theses/safety-identity-transmission-enculturation/docview/876023315/se-247
https://nasm.arts-accredit.org/accreditation/standards-guidelines/handbook/
https://nasm.arts-accredit.org/accreditation/standards-guidelines/handbook/
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educators discover their identity as collaborative artists through the collegiate choral ensemble 

experience. During undergraduate studies, pre-service music teachers are socialized as 

“performers first and teachers second,” and may find that social status is afforded “on the basis 

of their musicianship more often than their teaching expertise.”6 Although ensemble music-

making plays a crucial role in the identity formation of pre-service teachers, most choral 

directors do not participate in choral ensembles for their own artistic enrichment after graduation. 

Upon graduation, newly certified music teachers’ priorities shift away from their identity as 

artists so they can prepare for their new identity as teachers.7 

Music-Making Opportunities for Choral Directors 

Many choral directors experience music-making through reading sessions and weekend-

long ensemble experiences at annual conferences. Organizations like Chorus America, the 

American Choral Directors Association (ACDA), and the National Association for Music 

Education (NAfME) present annual conference attendees with opportunities to participate in 

reading sessions, weekend-long director choruses, and expert-led sessions on subjects including 

rehearsal technique and warm-ups. Conference singing opportunities do not typically offer 

 

 
6 Daniel Isbell, “Musicians and Teachers: The Socialization and Occupational Identity of Preservice Music 
Teachers,” Journal of Research in Music Education 56, no. 2 (July 2008): 164, 
https://doi.org/10.1177/0022429408322853.164.  
 
7 Brian Roberts, "Who’s in the Mirror? Issues Surrounding the Identity Construction of Music Educators," Action, 
Criticism, and Theory for Music Education 3, no. 2 (July 2004): 3, 
https://act.maydaygroup.org/articles/Roberts3_2.pdf. 

https://doi.org/10.1177/0022429408322853.164
https://act.maydaygroup.org/articles/Roberts3_2.pdf
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participants sustained participation that mirrors the immersive, social, and sustained nature of the 

regular ensemble membership. 

As an early career choral director, I sought artistic fulfillment through membership in 

professional choirs or employment as section leaders for church ensembles. These opportunities 

fell short of nurturing my dual identity as both teacher and artist. In my own experience and 

through conversations with colleagues, I have observed that church section leaders in volunteer 

choruses require rehearsing at a slower pace and performing simpler repertoire in comparison to 

the typical collegiate choir. Choral directors who sing in a professional choir experience a higher 

level of challenge and artistry.8 However, professional choral organizations do not typically offer 

their singers structured opportunities for collaboration, mentorship, and reflection. 

Professional Development Opportunities for Choral Directors 

Common professional development opportunities for choral music educators also fall 

short of providing benefits that match those of the music-making alongside colleagues in a 

performing ensemble. Teacher in-service trainings for music educators often require facilitators 

to simultaneously meet the needs of different disciplines: band directors, orchestra directors, 

choral directors, guitar teachers, and elementary specialists.9 At conferences and in-service 

events, secondary choral music educators have the opportunity to network with their colleagues, 

 

8 Carlson, “Through the Singer’s Eyes: Lessons from a Professional Choral Singer,” The Choral Journal 64, 
no. 4 (November 2023), 57, https://www.jstor.org/stable/27298436. 
 
9 Jeffrey Bush, “Importance of Various Professional Development Opportunities and Workshop Topics as 
Determined by In-Service Music Teachers,” Journal of Music Teacher Education 16, no. 2 (January 2007): 13–15, 
https://doi.org/10.1177/10570837070160020103. 

https://www.jstor.org/stable/27298436
https://doi.org/10.1177/10570837070160020103
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share best practices, and discover new materials. These events do not provide adequate time for 

choral directors to cultivate their identity as both teacher and artist through regular and 

meaningful music-making.10 

For many choral directors, the transition from pre-service experiences to early-career 

teaching can lead to feelings of disillusionment, dissatisfaction, or burnout. Research supports 

encouraging early-career music teachers to pursue PD opportunities that include “performances 

in the community and other forms of service that broaden their goals outside of the immediate 

environment” to recreate the feelings of engagement and artistry they found during their 

undergraduate choral singing experience.11  

As a choral adjudicator and clinician, I have witnessed first-year teachers select 

artistically fulfilling repertoire from their collegiate choir experience that clearly exceeded the 

capability of their high school or middle school ensemble. A performance-based PD opportunity 

for choral directors could enable early-career teachers to receive the artistic and creative 

fulfillment while also forming invaluable mentorship relationships with their choral colleagues. 

A carefully designed PD experience rooted in musical performance could serve the needs of 

early-career choral directors by attending to their artist identity. By recreating the unique social 

and musical environment of the undergraduate choral ensemble, a choral music-making PD 

 

10 Janet R. Barrett, “Recasting Professional Development for Music Teachers in an Era of Reform,” Arts Education 
Policy Review 107, no. 6 (July 2006): 19–28, https://doi.org/10.3200/AEPR.107.6, 19-28. 
 
11 Jessica Nápoles, “Burnout: A Review of Literature,” Update: Applications of Research in Music Education 40, 
no. 2 (February 2022): 24. https://doi.org/10.1177/87551233211037669.  

https://doi.org/10.3200/AEPR.107.6
https://doi.org/10.1177/87551233211037669
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could support early-career teachers during the difficult transition from undergraduate musician to 

professional teacher. 

Personal Orientation of the Author 

 My background as a suburban secondary choral music educator in a public setting, 

community choir participant, professional singer, community choir conductor, church music 

director, and professional development facilitator informs the perspective of this curriculum 

design. My research and analysis are influenced by my own experiences and identity as an 

English-speaking, White, cisgender male residing in the United States. I first encountered formal 

music performance and artistry through classical piano lessons and traditional Lutheran 

hymnody as the son of a minister and church music director. I received my choral music 

education in a public high school in a suburban public-school setting and continued with 

undergraduate and graduate education at large, predominantly White, public universities. My 

professional and musical identities are also deeply connected to my current employment as a 

choral clinician, director of music for a Unitarian Universalist congregation, and the artistic 

director of a community choir whose members include many choral teacher colleagues. 

Early-Career Teacher-Artist Identity  

As an early-career music educator, I joined a symphonic chorus in my region that served 

as a personal creative outlet and source of community during my first three years of teaching. 

After long days of preparing and delivering lessons focused on the needs of my secondary choral 

and guitar students, I traveled approximately 50 miles round trip to participate in weekly 

rehearsals late into the evening on Tuesday nights. This weekly ritual was a source of artistic and 
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pedagogical enrichment. Performances with this ensemble included presenting Verdi’s Requiem 

and Beethoven’s Symphony No. 9 among other works with esteemed guest conductors and 

orchestras. 

The symphonic choir ranged in size from 80 to 120 singers depending on repertoire 

selection and was prepared by an artistic director who was a retired collegiate professor. Through 

this symphonic choir, I experienced some of my most treasured choral memories including 

singing Brahms’ Ein deutsches Requiem from memory and performing my favorite choral work 

for the first time, Bach’s Mass in B Minor. As a young music educator, I remember jotting down 

quotes from the conductor, diagramming warm-ups, and noting ideas about ensemble unity in the 

margins of my score. Each week I would try to incorporate one or more of these new 

pedagogical ideas with my own high school ensembles. 

Teacher-Artist Identity Through Professional and Church Choirs 

 Following the completion of my master’s degree, I returned to the teaching profession 

and began pursuing paid singing opportunities as well as summer festivals for professional-level 

choral performance. These professional choral performance experiences offered me varying 

levels of belonging, musicianship, and artistic purpose as I continued to teach high school chorus 

full-time for four more years. 

 I found professional choral singing to be fulfilling artistically but sometimes lacking in 

the genuine sense of community that comes from rehearsing on a regular basis with amateur 

singers. This was particularly true with choirs associated with religious institutions where 

professional singing colleagues occasionally offered uninspired or lackadaisical performances of 
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familiar repertoire. In other professional settings, I found that shifting rosters or singer 

insecurities about their own capabilities created an atmosphere that diminished the overall sense 

of community.  

A notable exception to this was a top-notch summer festival chorus that offered both an 

incredibly high level of artistic fulfillment and a wonderful sense of community among the 

musicians, many of whom were also choral directors. However, due to the superb talent of the 

singers in this festival chorus and its irregular summer schedule, I found it more difficult to 

return to the classroom to apply practical pedagogical tools gleaned from this experience. 

Teacher-Artist Identity Through Conducting a Community Choir 

For the past five years, I have led a community choir of thirty-six singers with 

approximately half of the membership consisting of choral music educators. Through our weekly 

rehearsals with three to four distinct programs per season, I have had the privilege of hearing 

directly from my own singers how their experience informs their work as teachers. 

I have attended concerts and rehearsals where my community choir singers are leading 

their own ensembles through warm-ups, repertoire, and rehearsal techniques that they 

experienced for the first time in our community ensemble. I have also witnessed a level of 

community and belonging among my adult community choir singers that resembles those of a 

collegiate choral ensemble. Finally, I have received written and verbal feedback from my singers 

about the emotional and artistic fulfillment they receive from their membership in the 

community choir. 
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Observations as a PD Participant and Facilitator 

During my graduate studies, I have had the privilege of serving as guest facilitator at 

statewide music educator conferences and district-wide professional development workshops for 

choral music educators. During conference presentations and professional development 

workshops, I have observed the excitement that choral teachers express when given the 

opportunity to read through challenging repertoire that goes beyond the scope of the music they 

teach in their own rehearsals. Each presentation I have offered intentionally includes an 

opportunity to perform a familiar Renaissance motet. Participating teachers often share that these 

moments of making music with other experienced singers are the most inspirational and 

fulfilling moments of a given presentation or in-service event. 

I have also noted the frustration of participants when their colleagues are not able to 

apply their musicianship and ensemble awareness during a conference reading session. In these 

situations, even experienced choral directors can struggle to perform syncopated rhythms or are 

very limited in their personal execution of stylistic elements like timbre and articulation. These 

moments reveal the gap in musicianship that can occur between singers with more recent 

performance experience and teachers who have not had enough opportunities to develop their 

own skills as performing artists and adult learners. As a facilitator, these moments have been 

wonderful opportunities to model rehearsal techniques for participants, find humility and humor 

as participants seek to cultivate their own musicianship, and celebrate the opportunity for 

lifelong learning that can come from a new musical challenge. 
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Definitions and Delimitations 

Teacher-Artist Identity: describes the identity of “an individual who both makes and teaches art 

and is dedicated to both activities as a practitioner.”12 

Music-making: for the purposes of this project, music-making is limited to ensemble 

performance through choral repertoire.  

 Feedback collected for the creation of this curriculum includes one-on-one interviews 

with four choral music educators who are also members of a community choir. Choral music 

educators offering feedback to inform the curriculum sing an ensemble directed by the 

researcher. This ensemble rehearses on a weekly basis concurrent with the academic calendar 

running from approximately from Labor Day to Memorial Day. The ensemble presents three 

concert programs over the course of one performance season. Throughout this document, the 

term, “community choir” includes amateur adult choral ensembles and excludes professional 

choirs and ensembles that perform exclusively for religious services to exclude complicating 

factors of financial remuneration or religious practice. 

Dissertation Structure 

The main ideas presented in Chapter One include the purpose statement and research 

questions, rationale for designing a performance-based professional development curriculum, 

 

12 Alan Thornton, “The Artist Teacher as Reflective Practitioner," International Journal of Art and Design 
Education 24, no. 2 (May 2005): 167, https://doi-org.proxy-um.researchport.umd.edu/10.1111%2Fj.1476-
8070.2005.00437.x. 

https://doi-org.proxy-um.researchport.umd.edu/10.1111%2Fj.1476-8070.2005.00437.x
https://doi-org.proxy-um.researchport.umd.edu/10.1111%2Fj.1476-8070.2005.00437.x
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as well as the personal orientation of the author. Chapter Two includes a review of relevant 

academic literature on selected topics relevant to this professional development curriculum. 

Chapter Three outlines the methodology for designing the curriculum and summarizes feedback 

from participant choral directors. Chapter Four presents the curriculum design. Chapter Five 

discusses the implications, and significance of the curriculum design, and makes 

recommendations for future research and practice. 
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Chapter Two: Review of the Literature 

The goal of this document is the creation of an actionable professional development 

curriculum for choral music educators that incorporates the benefits of music-making in a choral 

ensemble with professional colleagues. In this chapter, I explore the broad body of literature at 

the intersection of teacher-artist identity and music teacher professional development. First, I 

present the body of research literature related to the teacher-artist identity and well-being of 

music teachers. Then, I provide an overview of literature on music teacher professional 

development. Finally, I present a summary of the backward design curriculum framework 

developed by Wiggins and McTighe13 which serves as a basis of the theoretical framework for 

the methodology presented in Chapter Three and the professional development curriculum 

outlined in Chapter Four. 

Choral Director Teacher-Artist Identity 

 Academic preparation for music teachers privileges a performer identity over the teacher 

identity in experiences including the undergraduate audition process, ensemble experience, 

course requirements and degree recital.14 However, upon entering the classroom choral directors 

must develop an identity rooted in their skills and vocation as both a teacher and a performing 

artist. This tension between performer identity and teacher identity creates a unique set of 

 

13 Grant P. Wiggins and Jay McTighe, Understanding by Design, 2nd ed. (Alexandria, VA: Association for 
Supervision and Curriculum Development, 2005). 
 
14 Paul Woodford, “The Social Construction of Music Teacher Identity in Undergraduate Music Education Majors,” 
in New Handbook of Research on Music Teaching and Learning, ed. R. Colwell and C. Richardson, (New York: 
Oxford University Press, 2002), 675. 
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challenges for performers transitioning from the collegiate classroom into the workplace.15 The 

body of literature surrounding the issue of teacher-artist identity includes insights from self-

reported experiences of choral directors as well as recommendations for nurturing teacher-artist 

identity. 

Music Teacher Identity 

 Music teachers are socialized through a lifelong process beginning in childhood and 

continuing through their transition from university experiences to the workforce. Isbell uses the 

terms “occupational socialization” (the way individuals learn the expectations of a given 

profession) and “symbolic interactionism” (a theoretical framework based on the meanings that 

humans place on behaviors of others) to describe how music teacher identity unfolds.16 As music 

education students, pre-service music teachers continue to merge and reconcile their various 

professional and personal identities that encompass both performing and teaching.  

 A 2021 quantitative study by Haning on music teacher identity compared sixteen higher 

education institutions (n = 16), focusing on course listings for music teacher education, 

mathematics teacher education, and English teacher education. Haning recommended that music 

teacher programs consider how they are “working to disrupt the strongly established performer 

identity with which many students enter music teacher preparation programs” and noted that 

 

15 John W. Scheib, “Policy Implications for Teacher Retention: Meeting the Needs of the Dual Identities of Arts 
Educators,” Arts Education Policy Review 107, no. 6 (July 2006): 5–10, https://doi.org/10.3200/AEPR.107.6.5-10. 
 
16 Daniel Isbell, “The Socialization of Music Teachers: A Review of the Literature,” Update: Applications of 
Research in Music Education 43, no. 1 (November 2015): 8–9, https://doi-org.proxy-
um.researchport.umd.edu/10.1177/8755123314547912.  

https://doi.org/10.3200/AEPR.107.6.5-10
https://doi.org/10.3200/AEPR.107.6.5-10
https://doi-org.proxy-um.researchport.umd.edu/10.1177/8755123314547912
https://doi-org.proxy-um.researchport.umd.edu/10.1177/8755123314547912
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without opportunities to develop their professional identity before graduation, “preservice 

teachers will encounter dissonance between their conceptions of their professional identities.”17 

This examination of curriculum in the context of music teacher identity literature underscores the 

importance of reinforcing teacher identity for pre-service music educators before they enter the 

workforce. 

 Music teacher identity intersects with another construct held by choral directors: musical 

identity. Karen Burland’s investigation of a Musical Identity Measure (MIM) describes musical 

identity as forming “throughout the lifespan as individuals interact with other internal 

(psychological) and external (social, environmental) forces.”18 Burland’s study surveyed 

individuals pursuing a working life in music (n = 377) and included recommendations for further 

study related to “the strength and role of a musical identity” as music educators continue in their 

professional and lifelong learning. 

 Burland’s innovative idea of a MIM was informed by Randles and Ballantyne’s 

quantitative study of pre-service music teachers in the United States and Australia. Students from 

21 universities (n =298) completed surveys related to their Creative Musical Identity (CIM) as a 

composer, improvisor, solo musician, ensemble musician, and various other musical identities. 

Recommendations from this study included designing opportunities for creative music-making to 

 

17 Marshall Haning, “Identity Formation in Music Teacher Education: The Role of the Curriculum,” International 
Journal of Music Education 30, no. 1 (February 2021): 45–46, https://doi-org.proxy-
um.researchport.umd.edu/10.1177/0255761420952215.  
 
18 Karen Burland, “Validation of the Musical Identity Measure: Exploring Musical Identity as a Variable Across 
Multiple Types of Musicians” Musicae Scientiae 26, no. 4 (December 2022): 708, 
https://doi.org/10.1177/10298649221108576. 
 

https://doi-org.proxy-um.researchport.umd.edu/10.1177/0255761420952215
https://doi-org.proxy-um.researchport.umd.edu/10.1177/0255761420952215
https://doi.org/10.1177/10298649221108576
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benefit music teachers in the United States. The study also noted that “pre-service teachers’ 

creative identities might differ significantly from their creative identities when in their first 

teaching position.” 19 Burland’s MIM and Randles and Ballantyne’s CIM measures offer a 

quantitative method with which one might measure the integration of the various occupational 

and professional identities carried by music teachers. These data points could help inform the 

efficacy of PD curriculum as choral directors learn and grow through a performance-based 

professional development experience. 

Formation of Teacher-Artist Identity 

Before a music teacher enters the classroom, undergraduate students are socialized by an 

academic environment that prioritizes their identity as an artist. John Scheib’s 2006 review of 

literature on meeting the dual identities of music teachers, describes how academic structures at 

the collegiate level emphasize performer identity over teacher identity through admissions, 

faculty advisors, and course requirements. In undergraduate schools of music, admissions 

decisions are largely determined by musicianship and performance skills. Studio faculty are 

assigned as mentors for incoming freshmen and naturally focus more on students’ performing 

attributes. Similarly, credit hour requirements for coursework in performance, literature, and a 

capstone recital are typically greater than required hours of music education coursework for 

 

19 Clint Randles and Julie Ballantyne, “Measuring Self-Perceptions of Creative Identity: A Cross-Cultural 
Comparison of the Creative Identities of Pre-Service Music Teachers in the US and Australia,” Music Education 
Research 20, no. 2 (December 2015): 240, https://doi-org.proxy-
um.researchport.umd.edu/10.1080/14613808.2016.1249360. 

https://doi-org.proxy-um.researchport.umd.edu/10.1080/14613808.2016.1249360
https://doi-org.proxy-um.researchport.umd.edu/10.1080/14613808.2016.1249360
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music education students. According to Scheib, these experiences combine to “solidify and 

endorse the artist identity” for pre-service music teachers. 20 

Brian Roberts describes this phenomenon in a 2004 report on issues surrounding the 

integration of performer and teacher identity in early-career music teachers. “After graduation as 

a music teacher, you move into a professional life in school where you will find little or no 

socially constructed support for your ‘musician performer’ self.”21 There is considerable support 

for a ‘teacher self’ in a school.” Roberts argues that in order to smooth this transition, the 

university also has the responsibility to help students socially construct their teacher identity 

before moving into the classroom. 

 Scheib and Roberts’ observations are supported by a 2008 study by Daniel Isbell 

investigating the socialization and occupational identity of undergraduate music education 

majors.22 After surveying pre-service music teachers (n = 578) from 30 randomly sampled 

institutions, Isbell concluded that pre-service teachers had three identity constructs: teacher-self, 

teacher-other, and musician. He found that pre-service teachers seek balance between their 

teacher and musician identities. He also found that teacher identity strengthened with age and 

field experience while musician identity “remained stable throughout undergraduate training."23 

 

20 Scheib, “Policy Implications for Teacher Retention,” 7. 
 
21 Roberts, "Who's in the Mirror? Issues Surrounding the Identity Construction of Music Educators," 37. 
 
22 Daniel S. Isbell, “Musicians and Teachers: The Socialization and Occupational Identity of Preservice Music 
Teachers,” Journal of Research in Music Education 56, no. 2 (July 2008): 162–78, 
https://doi.org/10.1177/0022429408322853. 
 
23 Isbell, “Musicians and Teachers,” 177. 
 

https://doi.org/10.1177/0022429408322853
https://doi.org/10.1177/0022429408322853
https://doi.org/10.1177/0022429408322853
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Isbell recommended offering undergraduate music education students experiences that help 

students perceive themselves as being “both a strong musician and an excellent educator.”24 

Nurturing Teacher-Artist Identity 

 PD opportunities can play an important role in nurturing teacher-artist identity, leading to 

improved outcomes for both educators and students. In her 2009 literature review on the subject 

of music teacher identity, Kristen Pellegrino highlights several researchers (Bouij, Dolloff, and 

Regelski) that have called for further research into the ways that music teachers can satisfy the 

needs of their artist identity.25 According to Pellegrino, teacher-artist identity in professional 

development can inspire more creative instruction, increase music teacher satisfaction, and 

promote career longevity.  

 Music teachers require a wide range of opportunities to deepen their own understanding 

of their content knowledge. In her 2005 narrative outlining music teachers' opinions of 

professional development, Colleen Conway advises that music teachers should be offered a 

wider variety of learning opportunities that directly address their artist identity.26 Participating 

teachers (n = 3) shared that they were most interested in experiences sponsored by universities 

and music organizations that could speak directly to content-related subjects. Another individual 

 

24 Isbell, “Musicians and Teachers,” 151. 
 
25 Pellegrino, “Connections Between Performer and Teacher Identities in Music Teachers” 48. 
 
26Colleen Conway, Shannan Hibbard, Dan Albert, and Ryan Hourigan, “Voices of Music Teachers Regarding 
Professional Development,” Arts Education Policy Review 107, no. 1 (September 2005): 11–14, 
https://doi.org/10.3200/AEPR.107.1.11-14. 

https://doi.org/10.3200/AEPR.107.1.11-14
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in this study highlighted the benefits of mentors in providing content-specific assistance. All 

three teachers spoke to the importance of deepening their own musical content knowledge to 

promote learning for their students. Conway’s findings support the creation of learning 

communities for music teachers where they can gather to directly address music-content 

problems of practice. 

Music education literature related to teacher-artist identity recommends valuing teacher 

identity for pre-service music teachers and creating opportunities for nurturing artist identity in 

early-career and experienced music teachers. In his review of literature on job dissatisfaction and 

art teacher attrition, Scheib argues in favor of helping teachers reintegrate artist identity after 

they enter the classroom. This dual approach to teacher-artist identity involves “the initial 

socialization of the teacher identity through undergraduate education,” followed by multiple 

opportunities to “reaffirm, reengage, and revitalize the musician-performer identity through one's 

teaching career.” With this in mind, he argues that a holistic approach to PD for in-service 

teachers must “include support of their arts teacher identity, but also their identity as artists.” As 

music teachers progress later in their careers, role-identity conflict can be reconciled through PD 

opportunities that allow teachers to “reattach in a profound, deliberate, and official way to their 

craft as an artist.”27 

 

27 Scheib, “Policy Implications for Teacher Retention,” 7–9. 
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Teacher-Artist Identity and Music-Making 

 Music teachers transitioning from their collegiate studies into the classroom may face a 

higher risk of isolation and disillusionment. Scheib highlights several isolating factors for early-

career music teachers including: fewer colleagues in their building with matching backgrounds, 

geographic isolation in the performing arts wing of a typical school building, extended hours for 

extracurricular events, and the increased administrative workload of running a performing arts 

program.28 These realities of the music teaching profession are in stark contrast to the socially 

and artistically enriching experiences of a typical undergraduate music education student. As 

students transition into their new roles as professional educators, continued music-making 

experiences can offer additional professional and personal enrichment.  

Music education literature from the United Kingdom connects the practice of ensemble 

music-making to deeper social connection potentially combating early-career feelings of 

isolation in teachers. In their 2007 qualitative study on the perceptions of university students  (n 

= 78), Kokotsaki and Hallam examined music-making as a social act that fostered a deeper sense 

of connection to fellow musicians.29  They observed the positive social outcomes of choral 

singing including a “strong sense of belonging” and honed musical skills leading to an increased 

sense of “self-confidence and intrinsic motivation.”30 Although this particular study emphasizes 

 

28 Scheib, “Policy Implications for Teacher Retention,” 6. 
 
29 Dimitra Kokotsaki and Susan Hallam, “Higher Education Music Students’ Perceptions of the Benefits of 
Participative Music Making,” Music Education Research 9, no. 1 (March 2007): 93–95, 
https://doi.org/10.1080/14613800601127577. 
 
30 Kokotsaki and Hallam, “Higher Education Music Students’ Perceptions,” 94. 

https://doi.org/10.1080/14613800601127577
https://doi.org/10.1080/14613800601127577
https://doi.org/10.1080/14613800601127577
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the role of music ensembles in fostering intrinsic motivation and artist identity, these experiences 

offer a theoretical basis for gathering music educators in small ensembles that serve as 

communities for reflection and music-making. 

Seminal research by Kristen Pellegrino in 2014 on the intersection of music-making and 

teaching describes the multitude of benefits teachers receive when they engage with their 

colleagues in music performance.31 In her phenomenological case study, she examined string 

teachers (n = 4) through a series of surveys, interviews, classroom observations, and a focus 

group. Pellegrino referenced Wenger’s “Communities of Practice” (CoP) theoretical 

framework,32 in shaping her study which examined the intersections of music-making and 

teaching.  

Participants in this study shared that music-making experiences helped to support their 

sense of empathy for their students, knowledge of repertoire, and feeling of presence in the 

classroom. The study found that music-making outside of the classroom can help educators 

experience “excitement, rejuvenation, and inspiration when making music outside the classroom, 

which was then brought into the classroom.”33 The music-making experiences in this study 

enabled all participants to reconnect with their identity as artists in a way that yielded positive 

outcomes for participating teachers and their students. 

 

31 Kristen Pellegrino, “Examining the Intersections of Music Making and Teaching for Four String Teachers,” 
Journal of Research in Music Education 62, no. 2 (July 2014): 128–47, https://doi.org/10.1177/0022429414530433. 
 
32 Etienne Wenger, Communities of Practice: Learning, Meaning, and Identity (New York: Cambridge University 
Press, 1998). 
 
33 Pellegrino “Examining the Intersections of Music Making and Teaching,” 143. 
 

https://doi.org/10.1177/0022429414530433
https://doi.org/10.1177/0022429414530433
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Pellegrino’s theoretical framework for this study included elements of Mihály 

Csíkszentmihályi’s theory of “flow” through optimal experience and intense concentration 

during which the “self-consciousness disappears, and the sense of time becomes distorted."34 In 

accordance with flow, intense concentration and appropriate challenge combine to create greater 

feelings of satisfaction and meaning. By imagining a music educator’s music-making experience 

through the theoretical framework of Csíkszentmihályi’s theory of “flow,” Pellegrino provides 

an illustrative example of how performance can inspire music teachers to reclaim their artist 

identity. 

The findings of Pellegrino’s study also connect teacher-artist identity integration and job 

satisfaction. Pellegrino concludes from her case study that creating opportunities for string 

teachers to make music with their teaching colleagues can be a useful tool for teacher 

recruitment and retention. This finding is supported by a previous study of teacher job 

satisfaction by Joshua Russell35 that found string teachers (n = 238) who “remain active as 

musicians are more likely to be more satisfied than string teachers who have not remained as 

active as musicians outside of their K-12 position.”  

Professional Development for Choral Music Educators 

The extant literature on PD opportunities for music educators includes the various types 

of PD offerings available to music teachers, the individualization of opportunities across 

 

34 Mihaly Csíkszentmihályi, Flow: The Psychology of Optimal Experience (New York: Harper and Row, 2009), 71. 
 
35 Joshua A. Russell, “String Music Educators’ Job Satisfaction: Underlying Structures and Relationships with 
Various Factors,” String Research Journal os-4, no. 1 (July 2009): 54, https://doi.org/10.1177/1948499209OS-
400104. 

https://doi.org/10.1177/1948499209OS-400104
https://doi.org/10.1177/1948499209OS-400104
https://doi.org/10.1177/1948499209OS-400104
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different career stages, the perceived effectiveness of these activities, and the value of music-

making as PD. In some studies, teachers surveyed involved choral directors combined with 

general music and instrumental teachers. Other studies collected the experiences of general 

music and instrumental teachers without the input of choral directors. Despite the differences in 

content knowledge between general, instrumental, and choral classroom content, many of the 

findings from studies that survey a wide variety of music educators at various career stages are 

transferable to the experiences of choral directors. 

Types of Music Teacher Professional Development  

Professional development (PD) refers to the “set of activities designed to promote 

personal professional change”36 There is a rich body of research on PD for music educators 

including studies that review the conditions under which music teacher PD is most effective. 

This literature review divides music teacher PD into the following categories: district-sponsored 

PD, professional association conferences, networks and institutes, graduate and certificate 

programs, music-making experiences, and collaborative experiences.37 These six categories 

encompass experiential PD opportunities and are most relevant to a curriculum design for 

performance-based learning. Additional written sources of PD for music educators 

acknowledged in the literature include professional journals and internet resources. 

  

 

36 Mary Hookey, “Professional Development,” in The New Handbook Of Research On Music Teaching And 
Learning, ed. Richard Colwell (New York: Oxford University Press, 2004), 888. 
 
37 Bush, “Importance of Various Professional Development Opportunities and Workshop Topics as Determined by 
In-Service Music Teachers,” 13. 
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District-Sponsored Professional Development 

 In Jeffrey Bush’s 2007 study of various workshops and PD opportunities as determined 

by in-service music teachers, subjects were asked to rate PD elements on a five-point scale, rate 

their interest for various workshop topics, and indicate a topic of interest that may not have been 

included in the survey.38 Participating teachers (n =108) were selected from a directory of all 

state music educators including band, strings, choral, and general music.  

Bush found that most music teachers ranked district-sponsored PD in-service workshops 

as the least engaging form of content-based PD. These types of PD offerings are often designed 

with a heterogeneous group of arts and music teachers in mind and therefore lack the specificity 

of a professional conference session. Teachers who identified district-sponsored PD experiences 

as valuable commented that they favored experiences that were facilitated by trusted colleagues. 

This finding suggest perceived value in music teacher PD offerings that include peer coaching 

and delivery. Recommendations included inviting existing faculty members to offer their 

expertise and knowledge before integrating PD experiences from outside experts and clinicians. 

Professional Association Conferences 

 Professional association conferences offer recurring opportunities for choral music 

educators wishing to expand their understanding of current research and best practices in the 

field of music education. Organizations like the National Association for Music Education 

(NAfME) and the American Choral Directors Association (ACDA) host annual conferences for 

 

38 Bush, “Importance of Various Professional Development Opportunities and Workshop Topics as Determined by 
In-Service Music Teachers,” 13–15. 
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choral directors at the national, regional, and state level. Conferences range from half-day 

workshops at the state level to five-day conferences that offer choral directors unique 

opportunities to learn from leading researchers, artists, composers, and vendors. 

In Janet Barrett’s 2006 review of literature on music educator PD,39 she includes research 

and recommendations related to music teacher PD offered at teacher conferences and workshops. 

Barrett comments that these conference sessions tend to align more closely with classroom 

teaching priorities than district-sponsored PD due to their intended audience. Barrett observes 

that these conferences follow a consistent model, including presentations that are “typically an 

hour in length, performances of exemplary ensembles, general sessions to inspire and inform, 

and the ever-popular exhibits.” One drawback of the conference format, according to Barrett, is 

the formulaic nature of conference sessions. The time constraints of a conference schedule and 

ineffective presentation delivery models may inhibit collaborative learning and productive 

dialogue between participants.40 One-sided presentations reduce learning retention for attendees 

and lead to fewer strategies being adapted in the classroom. Barrett also notes that conversation 

and community-building at conferences are more often social rather than content-focused. In 

order to create a greater sense of continuity within a conference and facilitate content-based 

discussion, Barrett recommends offering multiple sessions around common themes or issues.  By 

focusing activities around one theme, conferences might naturally create more discussions that 

relate to the content of presentations and interactive activities. A current model for a thematic 

 

39 Barrett, “Recasting Professional Development for Music Teachers in an Era of Reform,” 19–23.  
 
40 Barrett, “Recasting Professional Development for Music Teachers in an Era of Reform,” 24. 
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choral director conference could include the Bent But Not Broken conference. This regional 

summit based in the state of Delaware, “aims to be the community and artistic summit that will 

make visible—and audible—the works of Black voices.”41 

 
Networks and Institutes 

 Networks and institutes outside of the school district offer unique opportunities for music 

teachers to exchange ideas and connect with a supportive network of colleagues and mentors. 

Barrett notes that “cross-district involvement of teachers in cohort groups promotes helpful 

collegial exchange.”42  

Examples of networks and institutes hosted by academic institutions include programs 

like Yale University’s Choral Conducting Workshop, Georgia State University’s Atlanta 

Summer Conducting Institute, and the University of Missouri-Kansas City’s Summer Choral 

Conducting Symposium. These programs offer choral music educators engaging workshops on 

well-defined topics including repertoire, pedagogy, and conducting. In-service teachers attend 

these workshops for several days to expand their musicianship and artistry through hands-on 

activities and interactions with fellow participants. They also serve academic institutions by 

offering a platform to sample graduate learning experiences and offer academic credit to 

participants.  

  

 

41 “Bent But Not Broken,” Elevate Vocal Arts, accessed April 8, 2026, https://elevatevocalarts.org/bent-but-not-
broken. 
 
42 Barrett, “Recasting Professional Development for Music Teachers in an Era of Reform,” 25. 
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Certificate and Graduate Programs 

Barrett also highlights certificate programs (i.e. Dalcroze Society of America and 

Organization of American Kodály Educators) that offer recurring multi-day workshops for music 

teachers, often occurring during summer breaks. Certificate programs like these focus 

participants on a particular music education philosophy or method. She notes that “a high degree 

of disciplinary fit and support for collegial learning are characteristics of these venues.”43  

Graduate programs, especially master’s programs, offer sustained, concentrated PD 

opportunities for music teachers, often during summers or yearlong hiatuses when teachers can 

focus more intently on course material. According to Barrett, “graduate programs can be 

especially strong in their capacities to engage teachers” and foster teacher-directed inquiry. By 

creating a space for deeper levels of inquiry, certificate and graduate programs offer long-term 

benefits that continue to serve educators in their classrooms when compared with annual 

conferences and district-sponsored PD.  

Collaboration 

A 2013 Journal of Music Teacher Education article by Ann Marie Stanley, Alden Snell, 

and Scott Edgar,44 presents a review of literature focused on collaboration in music teacher PD 

experiences. In this article, the authors present a narrative of how collaborative PD offerings are 

conceptualized around the country and incorporate the experiences of eight practicing music 

teachers. 

 

43 Barrett, “Recasting Professional Development for Music Teachers in an Era of Reform,” 26. 
 
44 Stanley, Snell, and Egar,“Collaboration as Effective Music Professional Development” 76–88. 
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 In the article, seven elements of effective collaborative PD for music teachers are 

identified. According to Stanley, Snell, and Edgar, effective collaborative PD is: 

1) musical, and organized around content-specific skills and strategies 
2) sustained and long-term 
3) voluntary, with elements of teacher choice and control over their own learning  
4) open to teacher wisdom, building on teachers’ collective knowledge base 
5) full of opportunities for reflection, during and after the PD experience 
6) geared toward providing site-specific support 
7) a way for teachers to experience meaningful mentoring 

 
Through these seven elements, the authors build a case for how collaborative music 

teacher PD can remedy common drawbacks of district-sponsored PD. They argue that 

collaborative, musical, and long-term music PD provides music teachers with the “networks of 

support they need to cyclically evaluate, assess, and alter their music teaching practice based on 

data and feedback from colleagues and students.”45 

In Brian Schneckenburger’s 2014 dissertation,46 he conducted a broad survey of United 

States music educators (n = 493) to determine the self-reported preferences of music teachers 

regarding PD offerings. Participants reported preferences for PD experiences that involved other 

music teachers, were relatively short in length, and took place in their own school district and 

area of specialization. The finding that “participants valued the opportunity to collaborate with 

 

45 Stanley, Snell, and Edgar,“Collaboration as Effective Music Professional Development” 86. 
 
46 Schneckenburger, Brian, "Formats and Features of Professional Development as Predictors of Self-Reported 
Changes in Music Teachers' Knowledge and Skills." (PhD Diss., University of Maryland, College Park, 2015), 
ProQuest Dissertations & Theses Global, 105–192, https://www.proquest.com/dissertations-theses/formats-features-
professional-development-as/docview/1707683380/se-2.  

https://www.proquest.com/dissertations-theses/formats-features-professional-development-as/docview/1707683380/se-2
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their fellow music teachers”47 aligns with research by Stanley, Snell, and Edgar that cite 

collaboration as an important aspect of music teacher PD. 

Music-Making 

In her 2011 article,48 researcher Kristen Pellegrino highlighted music-making as an 

effective format for music teacher PD. The article outlines a review of literature in support of the 

benefits of music-making for music educators and a summary of her own 2010 doctoral research 

examining the phenomenon of music-making as PD with string teachers.49 Datasets for this study 

included classroom interviews, observations, and a focus group interview (n = 4) that included a 

music-making session. 

In her dissertation, Pellegrino presents benefits experienced by four string teachers 

making music outside of the classroom, both alone and in groups. These benefits included 

improving the modeling abilities of a teacher inside the classroom, increased teacher well-being, 

and expanded knowledge of repertoire. Pellegrino offers practical suggestions to administrators 

designing PD opportunities for music teachers to incorporate music-making:50 

 1) Music-making in departmental or district-wide meetings 
2) Granting PD credit to music teachers who make music outside of the classroom 
3) Setting up in-classroom reflection opportunities and action research based on 

 

 
47 Schneckenburger, “Formats and Features of Professional Development as Predictors of Self-Reported Changes in 
Music Teachers' Knowledge and Skills,” 196. 
 
48 Pellegrino, “Exploring the Benefits of Music-Making as Professional Development for Music Teachers,” 86. 
 
49 Kristen Pellegrino, “The Meanings and Values of Music-Making in the Lives of String Teachers: Exploring the 
Intersections of Music-Making and Teaching,” University of Michigan, 2010, 
https://www.proquest.com/dissertations-theses/meanings-values-music-making-lives-string/docview/761661197/se-
2. 
 
50 Pellegrino, “Exploring the Benefits of Music-Making as Professional Development for Music Teachers,” 86. 
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integrating music-making and music teaching 
 

Pellegrino’s recommendations for incorporating music-making through a variety of 

methods are in alignment with researcher Alice Hammel’s recommendations to seek variety in 

order to “differentiate for level of expertise of educators, specific needs of schools and individual 

classrooms, or varying needs of beginning and experienced educators.”51 Pellegrino’s suggestion 

to allow PD credit for music-making activities would align with Hammel’s recommendations by 

increasing the amount of differentiation and variation in PD offerings available to music 

teachers.  

Effectiveness of Music Teacher Professional Development 

 Given the six forms of PD for music teachers outlined above (district-sponsored PD, 

professional association conferences, networks and institutes, certificate and graduate programs, 

collaboration, and music-making) the question remains as to when and how these offerings can 

be most effective. Research for teacher perception of music PD effectiveness includes a 2009 

study by William Bauer.52 In this study Bauer surveyed in-service teachers (n =783) and found 

professional music conferences to be the most desirable type of PD experience among all 

surveyed. Choral teachers surveyed were most interested in the topics related to rehearsal 

techniques and choral literature. However, interest levels in particular topics varied depending on 

 

51 Alice M. Hammel, “Professional Development Research in General Education,” Journal of Music Teacher 
Education 17, no. 1 (September 2007): 24, https://doi.org/10.1177/10570837070170010106 
 
52 William I. Bauer, Jere Forsythe, and Daryl Kinney, “In-Service Music Teachers’ Perceptions of Professional 
Development,” in Research Perspectives, 1st ed., by Linda K. Thompson and Mark Robin Campbell (Emerald 
Publishing Limited, 2009), 101–24, https://doi.org/10.1108/book-978-1-60752-197-620251007. 

https://doi.org/10.1177/10570837070170010106
https://doi.org/10.1177/10570837070170010106
https://doi.org/10.1108/book-978-1-60752-197-620251007
https://doi.org/10.1108/book-978-1-60752-197-620251007


 

32 

 

 

years of experience, especially with regard to topics like classroom management (more popular 

among teachers with 1–3 years of teaching experience). 

Colleen Conway’s 2007 article53 contains recommendations for effective music teacher 

PD and synthesizes recommendations from the literature to set an agenda for future initiatives for 

music teacher PD. Conway cites findings of William Bauer54, noting that regional differences 

among music educators impact the efficacy of music teacher PD offerings. Conway recommends 

teachers and administrators set priorities for PD on a local level to ensure materials and 

instruction are culturally responsive to the needs students of different backgrounds. She also 

proposes that state and national organizations request feedback from their membership regarding 

their specific PD needs.  

In addition to calling attention to regional differences in approaches to PD, Conway 

advocates for a variety of strategies including follow-up activities and adding more informal 

interactions (i.e. mentoring, collaborating, observations) in alignment with recommendations of 

Alice Hammel to avoid a “one size fits all approach.”55 The recommendation for longer duration 

PD experiences conflicts with findings related to teacher preferences for one-day conferences 

 

 
53 Colleen Conway, “Setting an Agenda for Professional Development Policy, Practice, and Research in Music 
Education,” Journal of Music Teacher Education 17, no. 1 (September 2007): 56–61, 
https://doi.org/10.1177/10570837070170010109. 
 
54 William I. Bauer, “Research on Professional Development for Experienced Music Teachers,” Journal of Music 
Teacher Education 17, no. 1 (September 2007): 12–21, https://doi.org/10.1177/10570837070170010105. 
 
55 Hammel, “Professional Development Research in General Education,” 27–28. 
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and workshops.56 Conway advocates for allowing teachers additional time to engage in deeper 

learning through recurring, informal, and sustained interactions. 

Justin West’s 2022 quantitative study music teacher PD in the United States focused on 

the results of a 2017–2018 National Teacher and Principal Survey (NTPS) to provide a 

comprehensive assessment of music teacher PD offerings.57 West applied six effectiveness 

criteria and highlighted “social interaction, relevance, and agency” as most relevant to music 

teacher PD quality and advocated that “arts teachers have voice in PD design and…use their 

influence to advocate for more relevant PD and better PD policy.” This recommendation 

naturally aligns with recommendations for teacher input and differentiation from Hammel and 

Conway. It is important to note that these studies, including Justin West’s survey based on data 

from 2017 may not represent the present state of music teacher PD as they do not include 

perspectives of teachers in the years following the COVID-19 pandemic.  

Individualization of Professional Development Through Career Cycle 

 Conway is among several researchers who reference the changing PD needs for music 

teachers in various stages of their career. Citing the formative literature by Betty Steffy, Life 

Cycle of the Career Teacher,58 Conway highlights how PD can assist music teachers to move 

 

 
56 Schneckenburger, "Formats and Features of Professional Development as Predictors of Self-Reported Changes in 
Music Teachers' Knowledge and Skills," 180–181. 
 
57 Justin West, “Professional Development Among U.S. Music and Non-Music Teachers: Comparative Evidence 
From the 2017–2018 National Teacher and Principal Survey,” Journal of Research in Music Education 72, no. 2 
(December 2022): 113–138, https://doi-org.proxy-um.researchport.umd.edu/10.1177/00224294231180084.  
 
58 Betty E. Steffy, Life Cycle of the Career Teacher, Thousand Oaks, CA: Corwin Press, 2000. 
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through a cycle of reflection, renewal, and growth, and avoid career stagnation. Once again, 

referencing Alice Hammel’s recommendation for connecting research and practice,59 Conway 

suggests administrators and PD designers should rely on differentiated learning experiences such 

as mentoring, certificate programs, and research. 

Experienced Teachers 

 Current music education research includes recommendations for teachers who have 

moved beyond the earliest stage of their educational careers. In a 2008 phenomenological 

study,60 Colleen Conway analyzed the perceptions of experienced teachers (n = 19) regarding PD 

experiences they found most and least valuable. The study found that veteran and mid-career 

teachers value informal learning (i.e. conversations with mentors, sharing ideas with graduate 

cohort members) as the most valuable form of PD. These experienced teachers also expressed 

seeking PD opportunities in a broader context later in their career and were “able to gain 

something positive from almost any professional development offering.”61 

In his 2011 article,62 John Eros provides recommendations for music teacher PD as it 

relates to teachers that have moved beyond the initial stages of their career into what he describes 

as the “second stage.” According to Eros, second stage music teachers exhibit a higher level of 

 

59 Hammel, “Professional Development Research in General Education,” 22. 
 
60 Colleen Conway, “Experienced Music Teacher Perceptions of Professional Development throughout Their 
Careers,” Bulletin of the Council for Research in Music Education 176 (2008): 7–18. 
 
61 Conway, “Experienced Music Teacher Perceptions of Professional Development throughout Their Careers,” 15. 
 
62 John Eros, “The Career Cycle and the Second Stage of Teaching: Implications for Policy and Professional 
Development,” Arts Education Policy Review 112, no. 2 (January 2011): 65–70, 
https://doi.org/10.1080/10632913.2011.546683. 
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“self-confidence, a shift from self-focus to student-focus, and an interest in greater pedagogical 

mastery,” which is not necessarily related to their years of teaching experience.63 He advocates 

that administrators and PD designers examine offerings to ensure they are “stage-appropriate” in 

order to minimize the attrition of these teachers and the loss of their valuable expertise. 

Eros continued his inquiry into the experiences of second stage music teachers in his 

2012 qualitative study of experienced music teachers (n = 3).64 The study identified a variety of 

valuable types of PD for music teachers including formal forms of PD (i.e. workshops, graduate 

degrees) and informal forms of PD (conversations with colleagues, reflection). The study found 

that teachers’ interest in particular PD topics shifted from student-centered topics like classroom 

management toward teacher-centered topics like pedagogy and curriculum. 

Early-Career Music Educators 

 Research on PD for early-career music educators includes a 1994 study by Doloff based 

on a successful apprenticeship program with a master teacher over the course of three years. 

Recommendations for early-career teachers from this mentorship-based PD include, “a sustained, 

long-term commitment; the modeling of teaching in situations of actual practice; and 

opportunities for the participants to ‘approximate’ the modelled teaching in their own 

classrooms.”65 

 

63 Eros, “The Career Cycle and the Second Stage of Teaching: Implications for Policy and Professional 
Development,” 66. 
 
64 Eros,“Second-Stage Music Teachers’ Perceptions of Their Professional Development.” Journal of Music Teacher 
Education 22, no. 2 (April 2013): 20–33. https://doi.org/10.1177/1057083712438771. 
 
65 Lori-Anne Dolloff, “Expertise in Choral Music Education: Implications for Teacher Education” (PhD diss., 
University of Toronto, 1994), 76–77, ProQuest Dissertations & Theses Global. 
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In addition to mentorship opportunities, early-career choral directors also benefit from 

professional membership with organizations like the American Choral Directors Association 

(ACDA) and the National Association for Music Education (NAfME). In a 2006 study by 

Killian, Baker, and Johnson, as described in William Bauer’s 2007 review of music teacher PD 

literature,66 early-career music educators in the state of Texas (n = 233) reported membership in 

2.45 professional associations and attendance at 2 conferences per year. Early-career participants 

highlighted workshops and clinics as most helpful to their development over other categories 

including concerts, literature, and exhibits. Top suggestions for additional workshops from 

participants included technology, Orff/Kodály certification, and classroom management. 

 Colleen Conway’s research on the music teacher career cycle used a narrative inquiry 

perspective to examine Michigan music teachers (n = 40), noting that early-career educators 

initially relied on their school district for PD opportunities.67 Only later in their career did these 

participants report taking a more proactive approach and seeking workshops and conferences 

beyond district-level offerings. Similar to experienced teachers, early-career music educators 

highlighted informal interactions with peers as one of the most beneficial types of PD. 

UbD Curriculum Framework of Wiggins and McTighe 

The theoretical framework for this curriculum design is the backward design model 

popularized by Grant Wiggins and Jay McTighe in their text Understanding by Design (UbD). In 

 

66 William Bauer, “Research on Professional Development for Experienced Music Teachers,” Journal of Music 
Teacher Education 17, no. 1 (September 2007): 12–21, https://doi.org/10.1177/10570837070170010105. 
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UbD, Wiggins and McTighe point out common mistakes in the curriculum design process, 

including approaches that are too “activity-focused,” or driven by a misguided desire for 

“coverage” of content.   

A curriculum framework provides essential parameters for choosing instructional 

activities, assessments, and standards. The framework selected for designing the PD curriculum 

contained in Chapter Four of this document is the backward design framework by Grant Wiggins 

and Jay McTighe. Wiggins and McTighe first introduced this framework in their 1998 text, 

Understanding by Design (UbD). Rather than focusing on the content of a particular course or 

learning activities, UbD advocates for rooting the curriculum design process in learning goals, 

outcomes, and objectives.68 After identifying these desired results, educators can proceed with 

determining acceptable evidence of student learning, and the planning of learning experiences 

and instruction. These three stages of curriculum planning: identifying desired results, 

determining acceptable evidence, and planning learning experiences and instruction, are the 

essential steps of the UbD or “backward design.”  

Stage One: Identify Desired Results 

 When utilizing the UbD backward design curriculum framework, educators must first 

identify learning goals that are worthwhile, important to know, have value beyond the classroom, 

and are inherently interesting. These requirements become “filters” that help determine whether 

a desired result is a worthy foundation upon which to build subsequent assessments and learning 

 

68 Wiggins and McTighe, Understanding by Design, 8. 
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activities. By focusing on the most fundamental underlying principles of a given subject, 

backward design helps provide a basis for students to transfer knowledge from a single case to a 

more general case in their field. 

UbD Filters for Desired Results 

When choosing desired results or learning outcomes, according to UbD, the educator must ask:  

Filter 1: Is the learning outcome an enduring understanding? 
Filter 2: Is the learning outcome at the heart of the discipline? 
Filter 3: Is the learning outcome worthy of uncoverage? 
Filter 4: Is the learning outcome potentially engaging for students? 
 

 Wiggins and McTighe clarify that an “enduring understanding” refers to the quality of an 

idea, topic, or process reaching beyond specific facts or skills required of the learner, the “heart 

of the discipline” refers to involving the student as an active participant rather than passive 

receiver of knowledge, and a topic or idea requires “uncoverage” if it is inherently difficult or 

brings about common misconceptions.69 

The Importance of Questions 

After determining a worthy desired result, educators can focus the attention of students in 

the form of questions. These questions drive student inquiry toward a deeper level of 

understanding. Questions also serve a practical role in helping educators organize programs, 

courses, units and lessons around desired results. 

Questions that frame a curriculum are referred to in UbD as essential questions. This 

level of inquiry points to the core of a discipline and naturally recur throughout the learning 

 

69 Wiggins and McTighe, Understanding by Design, 9. 
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process. Essential questions also raise other important questions as inquiry and learning becomes 

continually more sophisticated. 

Curricula using backward design also include unit questions that tend to be more topic-

specific and link to specific learning experiences. By relating more to a specific unit or activity, 

these questions connect the original desired results to practical learning experiences. They often 

do not contain an obvious right answer and are framed to provoke student interest. 

Finally, entry-point questions include a more specific and approachable level of inquiry 

designed to progressively lead students to larger conceptual questions. Entry-point questions are 

framed for maximal simplicity and often include student-friendly wording. The goal of these 

questions is always to provoke deeper discussion and point toward larger unit and essential 

questions that are connected to the desired results of instruction. 

Stage Two: Determine Acceptable Evidence 

After identifying the desired results of a curriculum, UbD outlines the “Six Facets of 

Understanding” that guide an educator in creating assessments for students.70 The six facets offer 

precise language to describe a particular lens of understanding. They are ordered sequentially to 

highlight the depth of understanding possible within a particular topic. 

Facet of Understanding 1: Explanation 

 Explanation describes an understanding based on a well-supported theory that answers 

the questions “why” and “how” surrounding a particular phenomenon. Students who demonstrate 

 

70 Wiggins and McTighe, Understanding by Design, 86. 
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understanding with explanation go beyond simple recall and are capable of drawing connections 

between facts and larger ideas and supporting their conclusions with evidence. 

 Suggested tools for assessment that incorporate this facet include dialogue or informal 

interaction to assess understanding as well as choosing performance tasks that evoke common 

misconceptions. These performance-based activities can help deduce whether a student can 

explain a concept in a sophisticated manner or if they are formulaically restating the words of the 

instructor.71 

Facet of Understanding 2: Interpretation 

 Interpretation refers to a student’s understanding as demonstrated by their ability to 

synthesize facts and points of view into a narrative. Interpretation relates to explanation by 

taking into account conflicting evidence and personal experience and illuminating deeper 

insights about the significance of a particular question. 

 Suggested tools for assessing interpretation include portfolios and self-assessment that 

account for the context of a particular topic. These activities aid in revealing the hidden history 

of different topics and help students practice understanding as a result of disciplined thinking 

rather than intuition.72 

Facet of Understanding 3: Application 

 

71 Wiggins and McTighe, Understanding by Design, 84. 
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 Application reveals understanding by utilizing knowledge in new situations. This facet 

requires students to match their knowledge to a particular context in order to create or produce a 

unique product derived from their own understanding. 

 Simulations or real-world situations serve as assessments for this facet by requiring 

learners to use knowledge in accordance with a particular purpose. The facet of application 

allows instructors to ascertain whether a student has a thoughtful understanding of a particular 

topic through an authentic performance-based task. 

Facet of Understanding 4: Perspective 

 Perspective requires an understanding that approaches a solution from a variety of 

vantage points rather than a single point of view. By explicitly naming assumptions and 

implications, students can achieve a deeper understanding by creating new explanations, 

interpretations, and applications embedded within a familiar topic. 

 Assessment of perspective requires more critical thinking from the student. Performance 

tasks for perspective require students to examine unexpected points of view or articulate their 

awareness of an author’s perspective. 

Facet of Understanding 5: Empathy 

 In UbD, Wiggins and McTighe refer to the facet of empathy as a “learned ability to grasp 

the world from someone else’s point of view.”73 This facet reaches beyond the critical distance 

of perspective to imagine another person’s emotional world. This facet focuses on an 

understanding that overcomes “egocentrism, ethnocentrism, and present-centeredness.” 

 

73 Wiggins and McTighe, Understanding by Design, 56. 
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 Assessment of empathy can take the form of requiring a student to switch roles between 

teacher and student. This role reversal, historically demonstrated in the dialogues of the 

philosopher Plato, emphasizes the importance of entering the worldview of a novice in order to 

gain a greater depth of understanding. 

Facet of Understanding 6: Self-Knowledge 

Self-Knowledge describes the all-encompassing facet of understanding that requires the 

learner to fully acknowledge their own ignorance or expertise on a particular topic. Deeper 

understanding is achieved by questioning and relinquishing unnecessary habits of thinking, 

language, or prejudices. Activities that involve self-examination help students discover their own 

inevitable blind spots and misconceptions. 

Assessment of this final facet of understanding involves self-assessment of present and 

past work through written reflection. Assessment of self-knowledge can also take the form of a 

student-created written narrative that encapsulates a student’s current understanding and areas 

for growth. 

Stage Three: Plan Experiences and Instruction 

The third stage of curriculum design in the backward design model is the planning of 

everyday experiences of learning and instruction. For students to reach the enduring 

understandings and learning outcomes outlined in stage one of backward design, instruction 

should facilitate both a depth and breadth of understanding. UbD emphasizes that educators can 

enable students to practice analysis and questioning while also creating opportunities for drawing 

connections to other topics. This iterative process of “uncoverage” involves compromises on the 
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part of the educator between depth and breadth to avoid students reaching a superficial or narrow 

level of understanding.74 

W.H.E.R.E.T.O. 

 When choosing learning activities in stage three of backward design, Wiggins and 

McTighe advocate for design using the “WHERETO” acronym.75 WHERETO is a device for 

testing the third stage of curriculum design to ensure lessons are engaging, comprehensive, and 

effective. Below, I have listed each element of the WHERETO acronym and its implications for 

curriculum design. 

 

Where are you headed? This part of the lesson makes explicit both the purpose of a 

lesson and any obligations of final assessments. By highlighting the direction of a lesson 

and any performance requirements, teachers can increase the chances that students will 

understand the lesson and its overarching purpose. 

 

Hook the student. Rather than emphasizing incentives and penalties to motivate and 

engage students, UbD centers on curiosity and inquiry to find entry points that are 

intrinsically motivating to students. Through “puzzles, real-world problems, role-play, 

surprising theories, paradoxes, and inquiries,” students can be enticed to delve deeper 

into essential learning in a way that is entertaining or thought-provoking.76 

 

74 Wiggins and McTighe, Understanding by Design, 103. 
 
75 Wiggins and McTighe, Understanding by Design, 108. 
 



 

44 

 

 

 

Explore the subject and Equip the student. “Explore” refers to the application of the 

Six Facets of Understanding from Stage Two of backward design as the basis for 

questions during a particular lesson. “Equip” refers to the knowledge, skills, and attitudes 

that are necessary for a successful performance in a given lesson. By referencing the Six 

Facets, the teacher-designer can derive learning experiences around meaningful inquiry, 

discussion, and perspective-taking. 

 

Rethink and Reflect on work. This element of backward design draws student attention 

back to the original overarching questions from the beginning of a lesson or unit. By 

making rethinking and reflection an essential component of instruction, educators leave 

room for students to consider the experiences of peers and allow their perspective to shift 

with the discovery of new or surprising information. 

 

Exhibit and Evaluate results. Final performances of a lesson are directly tied to 

evaluative criteria and performance standards. Rubrics and authentic products help shape 

student self-evaluation as they seek clarity on what is expected and representative of 

excellent work. 

 

 

76 Wiggins and McTighe, Understanding by Design, 119. 
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Tailored to reflect individual talents, interests, styles, and needs. This element 

involves using a variety of resources suited to different learning modalities, providing 

student choice in final assessment, and running an early diagnostic assessment to identify 

gaps in prior knowledge. 

  

Organized to optimize deep understanding. This relates to the application of the 

various elements of good curriculum design to maximize depth and minimize potential 

misconceptions. This element also takes into account how learning activities are 

sequenced to maximize engagement and impact. 

 

Sequencing and Instruction 

Although the WHERETO acronym guides instructors in designing individual lessons and 

units, the challenge remains to organize various units into a larger sequence. Backward design 

allows for a non-linear organization of units to promote natural inquiry and opportunities for 

student-driven practice and reflection. Each of these methods for sequencing stems from the 

logic of application, meaning that activities are derived from a final performance goal. 

UbD points to the example of Jerome Bruner’s and John Dewey’s concept of “spiral 

curriculum,”77 which refers to increasingly complex and ever-deepening levels of understanding 

obtained by revisiting previously learned skills and concepts. Rather than aiming to fully explain 

 

77Wiggins and McTighe, Understanding by Design, 135. 
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new material, spiral curriculum design allows for a “natural unfolding of the learning process” 

with gradually increasing levels of sophistication and complexity. 

Backward design also embraces the non-linear, narrative-based curricular organization 

known as “Problem-Based Learning” (PBL)78. To immediately engage students, PBL reverses 

explanation-based learning by placing students immediately into a challenging situation before 

they receive any instruction. PBL can be observed in the example of a student-teacher placed for 

the first time into a challenging classroom environment and then receiving feedback only 

afterward from their supervising teacher. Through coaching, trial, and error in the pursuit of a 

particular performance goal, PBL gradually cultivates skills and creates deeper levels of 

understanding. By focusing on student-driven inquiry to bring about deeper understanding, PBL 

functions like a narrative that introduces characters without revealing the conclusion. PBL 

sequence in curriculum designs draws students into the lesson by asking provoking questions and 

seeking resolution through deeper levels of inquiry. 

Another non-linear curricular organization outlined in UbD is curriculum sequencing 

through task analysis. This method for sequencing instruction is particularly relevant in writing, 

the performing arts, and athletic activities, where fundamental skills are routinely honed and later 

applied within a broader context to achieve a desired end. Work begins on specific elements of a 

given task, followed by feedback, more practice, performance, additional feedback, and finally 

continues with the process beginning, once again, with more practice. Like the concept of spiral 
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curriculum, the cycle of task analysis continues in greater depth and complexity as the student 

reaches a deeper level of understanding. 

 UbD’s backward design model includes implications for instructional delivery that go 

beyond the sequencing and planning of learning activities. UbD recommendations include 

implementing different teaching styles (didactic, coaching, constructivist), frequent checks for 

understanding along the way, and the value of strengthening each of the Six Facets of 

Understanding. In backward design, these facets serve as tools for revealing the learning styles of 

students, and help teachers work with students to deepen their understanding and appreciation for 

each of the Six Facets. 
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Table 2.1 Backward Design from UbD by Wiggins and McTighe79 

Key Design Question Design 
Considerations 

Filters  
(Design Criteria) 

What the Final 
Design 

Accomplishes 

Stage 1. What is 
worthy and requiring 
of understanding? 

National standards. 
State standards. 
District standards. 
Regional topic. 
Teacher expertise and 
interest. 

Enduring ideas. 
Opportunities for authentic, 
discipline-based work. 
Uncoverage. 
Engaging. 

Unit framed 
around 
enduring 
understandings 
and essential 
questions. 

Stage 2. What is 
evidence of 
understanding? 

Six facets of 
understanding 
Continuum of 
assessment types. 

Valid. 
Reliable. 
Sufficient. 
Authentic work. 
Feasible. 
Student-friendly. 

Unit anchored 
in credible and 
educationally 
vital evidence 
of the desired 
understandings. 

Stage 3. What 
learning experiences 
and teaching promote 
understanding, 
interest, and 
excellence? 

Research-based 
repertoire of learning 
and teaching 
strategies. 
Essential and 
enabling knowledge 
and skill. 

WHERETO 
Where is it going? 
Hook the students. 
Explore and equip. 
Rethink and revise. 
Exhibit and evaluate. 
Tailored to individual needs 
Organized to optimize deep 
understanding 
 

Coherent 
learning 
experiences and 
teaching that 
will evoke and 
develop the 
desired 
understandings, 
promote 
interest, and 
make excellent 
performance 
more likely. 

UbD and Music Teacher PD 

 Beyond the publication of the second edition of UbD by Wiggins and McTighe in 2005, 

this curricular framework remains relevant in the field of music education and serves as the basis 
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for the NAfME national music education standards. Despite this fact, music educators have 

expressed frustrations or a lack of awareness of the UbD design model. In a 2017 mixed methods 

study that included a nationwide survey of music educators, participant responses indicated “a 

lack of UbD awareness” and a desire for NAfME to provide PD opportunities to “help teachers 

in planning their lessons and districts in reshaping their music curriculum.”80 A potential benefit 

of using UbD to guide this curriculum design would be the opportunity to model for teachers 

how UbD can play an important role for ensemble lesson planning.  

 Although UbD typically appears in music education literature as a basis for planning 

instruction for school-age musicians, it has also been used as a framework for designing music 

teacher PD experience. A music teacher PD from Singapore provides a noteworthy example of 

UbD as a framework for general music educator PD. In this 2016 qualitative study, UbD was 

used to design a three-day PD workshop conducted by the Singapore Teachers Academy for the 

Arts (STAR) focusing on music identity in Singapore music classrooms.81 This workshop 

offered music-making activities and engaged participants in “critical dialogues about identity and 

musical understanding with the context of living music traditions.” Although this study focused 

on cultivating a national musical culture that begins with the identity of individual musicians, it 

 

80 Daniel Johnson, Amber Dahlén Peterson, Amy Spears, and Johnathan Vest, "Investigating ‘Understanding by 
Design’ in the National Music Education Standards: Perspectives and Practices of Music Teacher Educators," 
Visions of Research in Music Education 30, no. 5 (2017): 13. 
https://digitalcommons.lib.uconn.edu/vrme/vol30/iss1/5. 
 
 
81 Shanhwa Lu and Chee-Hoo Lum, “Engaging in Critical Dialogue about Identity in the Singapore Music 
Classroom: Perspectives from General Music Teachers,” International Yearbook for Research in Arts Education 42 
(2016): 139. 
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illustrates a successful example of a UbD curricular design for music teacher PD development 

that focuses on topics connected to musician identity. 

Vicki Lind’s 2007 qualitative study of arts education PD through a “Collaborative Design 

Institute” offers another example of the intersection of UbD with music teacher PD.82 A group of 

fine and performing arts instructors (n = 57), including six music teachers, were encouraged to 

use UbD principles when working together to design a unit for their classrooms. 

Recommendations from the study included encouraging division leaders and administrators to 

allow arts instructors more time for collaborative PD experiences. Participants described the 

process of working with colleagues in their content area to be “life changing” and, “expressed a 

desire for similar experiences to continue throughout their teaching careers.” This collaborative 

learning experience illustrates the personal transformation and growth that can be achieved 

through a performing arts PD experience rooted in the principles of Wiggins and McTighe’s 

UbD.  

Summary and Implications 

Throughout this chapter, I have introduced a wide range of literature related to music 

educator teacher-artist identity, PD for music educators, and the UbD backward design 

curriculum model of Wiggins and McTighe. Though there are many nuanced differences in the 

experiences of band, strings, choral, and general music educators, the combined perceptions of 

 

82 Vicki Lind, “High Quality Professional Development: An Investigation of the Supports for and Barriers to 
Professional Development in Arts Education,” International Journal of Education & the Arts 8, no. 2 (February 
2007): 15, http://www.ijea.org/v8n2/.  

http://www.ijea.org/v8n2/
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these different disciplines as presented in music education and curriculum design research offer a 

basis for a PD design rooted in sustained collaborative music-making and artistry.  

Music educators have the unique challenge of navigating the shift from nurturing their 

identity as artists during their undergraduate studies to assuming their dual identity as both artist 

and teacher as they enter the classroom. Undergraduate programs that assign value to musical 

performance through auditions, coursework, and advising can support aspiring teachers by 

helping students encounter this dual identity and affirming the value of teaching excellence 

alongside musical excellence.  

As budding choral directors enter the profession, a dramatic shift in identity from artist to 

teacher can contribute to higher levels of burnout, feelings of isolation, and detachment from the 

intrinsically motivating qualities of music-making. PD offerings that overemphasize a choral 

director’s teaching identity (i.e. assessment procedures and classroom management) serve the 

practical needs of early-career teachers but do not effectively support more experienced music 

educators in integrating their teacher and artist identities. 

PD offerings that incorporate music-making, collaboration, reflection, and mentorship 

help to mitigate the dissonance choral directors experience between their identity as teacher and 

artist. Research describes long-term interactions like summer certificate programs and graduate 

degrees as effective in creating a collegial environment within a learning cohort promoting a 

greater depth of understanding. At the district level, a variety of opportunities for mentorship, 

music-making and collaboration can help differentiate for the dynamic needs of educators as 

they move through different stages of their career. 
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To design an effective PD for choral directors in accordance with the backward design 

model of Wiggins and McTighe, this curriculum design will begin first with identifying the 

desired results and goals that have enduring value and are focused at the heart of the discipline of 

choral music education. Only after determining the desired results can educators move on to 

designing acceptable assessments for understanding. The final step according to the UbD 

guidelines, is the creation of coherent learning experiences that bring about the desired 

understandings, create interest for students, and support student performance. The UbD model 

helps ensure alignment within chosen standards, transparency of essential understandings and 

key assessment for participants, and ensures instruction is closely aligned with real-world 

applications. 

In Chapter Three, I will summarize my methodology for designing a PD curriculum 

which includes a summary of feedback collected from four choral directors who sing in a 

community choir alongside many of their teaching colleagues. These “singing choral directors” 

offer their perspective to inform practical aspects of designing a sustained and collaborative PD 

experience. Feedback from these choral directors, findings in the literature, and my own 

professional experiences combine to shape the final PD curriculum presented in Chapter Four. 
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Chapter Three: Methodology 

The purpose of this chapter is to describe the methodology for creating a music-making 

PD curriculum for choral directors. Chapter three begins with the purpose statement and research 

questions, establishes the framework of this project, and relates it to the overall design of the 

curriculum. Then, I present the method and procedures used to solicit input from four 

participating choral directors who sing in a community choir. This is followed by a description of 

the themes that emerged from one-on-one interviews as well as the implications of this feedback 

for the overall curriculum design. 

Purpose Statement and Research Questions 

The purpose of this document is to design a performance-based PD curriculum for choral 

music educators. This curriculum design is rooted in recommendations from the literature related 

to PD and teacher-artist identity, the experiences of this author as community choir director, and 

feedback from choral directors who seek artistic fulfillment through participation in a community 

choir. Selected choral director participants provided feedback regarding the types of activities 

they would like to see in this curriculum and offered reflections about their own experience as 

members of a community choir.  

Three research questions for this study guided my review of the literature and the feedback I 

gathered from four participating choral music educators. 

1) How does singing in a community choir support the well-being and teacher-artist 

identity of choral music educators? 
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2) How does singing in a community choir support the lifelong learning and PD of choral 

music educators? 

3) What are the desired results, acceptable forms of evidence, and learning experiences 

for this performance-based PD curriculum? 

Theoretical Framework 

 The theoretical framework for this curriculum design project is the backward design 

model popularized by Grant Wiggins and Jay McTighe in their text Understanding by Design 

(UbD). In UbD, Wiggins and McTighe point out common mistakes in the curriculum design 

process, including approaches that are too “activity-focused,” or driven by a misguided desire for 

“coverage” of content.83 Instead, UbD outlines three key stages of backward design, beginning 

with the identification of goals and standards that guide the curriculum design process. 

Stage 1: Identify Desired Results 

Stage 2: Determine Acceptable Evidence 

Stage 3: Plan Learning Experiences and Instruction 

The desired result of this curriculum is the integration of teacher-artist identity within 

participating choral directors. The concept of teacher-artist identity in music educators as 

described in the literature (Scheib, Conway, Pellegrino) is the central goal in bringing about 

personal and professional change through this music-making PD curriculum. 

 

83 Wiggins and McTighe, Understanding by Design, 16-18. 
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Conceptual Framework 

The conceptual framework for this curriculum design (Figure 3.1) centers around the 

desired result of developing and integrating teacher-artist identity.  

The conceptual framework accounts for the progression of PD experiences through 

different stages of the career cycle.84 For music teachers, pre-service experiences are “artist 

focused” during undergraduate studies while early-career experiences shift toward a “teacher 

focused” identity. Experienced teachers face the task of reconciling these two aspects of their 

dual identity as both teacher and artist. 

The conceptual framework then uses the dynamic experience of teacher-artist identity 

formation to serve as the “desired result” in the backward design model for curriculum design. In 

accordance with UbD, this desired result becomes the basis for the assessments, learning 

experiences, and instruction of a performance-based PD curriculum. 

 
  

 

84  Eros, “The Career Cycle and the Second Stage of Teaching: Implications for Policy and Professional 
Development,” 66. 
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Figure 3.1 Conceptual Framework 

 

Methods and Procedures 

 As shown in Figure 3.1, the three inputs that determine the “desired result” of this PD 

curriculum are my own experiences as a community choir leader, recommendations from the 

literature, and feedback from participating choral directors. This desired result is then filtered 

through the backward design model of Wiggins and McTighe to create the resulting curriculum, 

assessments, units, and learning experiences. 
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Author Experience as Community Choir Artistic Director 

This curriculum design is based in part on my own experiences as a community choir 

director of an ensemble made up primarily of music educators. For the past six years, I have 

served as the artistic director of an auditioned adult choral ensemble of 35 to 38 singers that 

rehearses on a weekly basis throughout the academic year. Approximately 50% of these singers 

are current or former music educators. My own informal interactions with this group of 

outstanding musicians and educators over the past six seasons have contributed to the repertoire 

of experiences and instructional techniques that will inform this PD experience. Throughout my 

time as their conductor, these singing choral directors have shared feedback that has shaped the 

selection of diverse repertoire, engaging rehearsal techniques, and intentional programmatic 

choices I make as their artistic director. 

 

Recommendations from the Literature 

 As described in Chapter Two, current research surrounding issues of teacher-artist 

identity, music teacher PD, and the UbD curriculum design model serve as the basis for this PD 

curriculum.  

Recommendations regarding teacher-artist identity are based on recent findings by 

Kristen Pellegrino who studied identity formation in four string music teachers.85 In her 

qualitative study, Pellegrino references Csíkszentmihályi’s theory of “flow” and how intentional 

 

85 Pellegrino, “Connections Between Performer and Teacher Identities in Music Teachers,” 39. 
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activities suited to the “strengths, interests, values, and inclinations that undoubtedly predispose 

them to benefit more from some strategies than others.”86 Other leading researchers on teacher-

artist identity recommend that PD activities enable teachers to “reattach in a profound, 

deliberate, and official way to their craft as an artist.”87 

Music teacher PD research includes recommendations to maximize participant 

engagement and depth of understanding. Current research supports thematically unified, 

participatory, and collaborative workshops. This literature also advises against the traditional 

presentational format of most music teacher conferences.88 Instead music teacher PD should be 

characterized by seven elements of collaborative music teacher PD identified by Stanley, Snell, 

and Edgar: 

 1) musical, and organized around content-specific skills and strategies 
2) sustained and long-term 
3) voluntary, with elements of teacher choice and control over their own learning  
4) open to teacher wisdom, building on teachers’ collective knowledge base 
5) full of opportunities for reflection, during and after the PD experience 
6) geared toward providing site-specific support 
7) a way for teachers to experience meaningful mentoring 
 

 The backward design model for curriculum design of Wiggins and McTighe provides the 

basis for this curriculum design. This foundational music education text provides useful 

templates for unit design and strategies for implementing key concepts including the Six Facets 

 

 
86 Csíkszentmihályi, Flow: The Psychology of Optimal Experience, 112. 
 
87 Scheib, “Policy Implications for Teacher Retention,” 9. 
 
88 Barret, “Recasting Professional Development for Music Teachers in an Era of Reform,” 24. 
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of Understanding, WHERETO acronym for unit design, and the problem of sequence.89 

Successful curriculum design, according to UbD, begins with targeted goals and standards, 

operationalized assessments, and concludes with logically sequenced learning experiences and 

teaching strategies.  

Collecting Feedback from Participating Choral Directors 

 To ensure the resulting curriculum was relevant to the strengths, interests, and values of 

the teachers who are the target audience of this PD curriculum, I collected feedback from four 

choral directors who regularly perform as members of an auditioned community choir through 

semi-structured, one-on-one interviews. 

Role of the Researcher 

 Although the interviews for this curriculum design were not conducted as part of a 

traditional qualitative inquiry, the interpretation of participant responses required fundamental 

elements of qualitative research, including the “researcher as the key instrument of data 

collection.”90  

According to John Creswell’s recommendations in Qualitative Inquiry and Research 

Design: Choosing Among Five Approaches, collecting feedback from participating choral 

directors who are also professional colleagues can inevitably “introduce a power imbalance 

between the researcher and individuals being studied.”91 This bias can be partially mitigated by 

 

89  Wiggins and McTighe, Understanding by Design, 181-183. 
 
90 John W. Creswell, Qualitative Inquiry and Research Design: Choosing Among Five Approaches, 2nd ed. 
(Thousand Oaks, CA: SAGE Publications, 2007), 38. 
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the triangulation of data from different sources. For the purposes of this curriculum design, the 

desired results are determined primarily by recommendations from peer-reviewed literature. My 

own professional experiences and the input of participating choral colleagues inform practical 

implementation and the final selection of engaging instructional materials. Participants shared 

their expertise and collaborated with the researcher by highlighting the parameters and activities 

they would like to see in a music-making PD experience focused on integrating teacher-artist 

identity. 

 

  

 

91 Creswell, Qualitative Inquiry and Research Design, 122. 
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Consent for Data Collection 

 Written consent for participation was obtained using a “Consent to Participate” form (see 

Appendix A). Data collected included recorded one-on-one, semi-structured interviews through 

Zoom video conference software. Names and identities of participants were removed and 

replaced with pseudonyms to protect the privacy of participants. Participant comments related to 

the identity of their employer, students, or colleagues were removed to protect the privacy of 

these institutions and individuals. Verbal consent for recording interviews and storing transcripts 

on a password-protected device was also obtained during each individual interview. 

Participant Selection 

 Participants were purposefully selected from a single community ensemble with greater 

than 50% of its members who identify as choral directors. This ensemble is conducted by the 

author of this curriculum design. All four participants volunteered through a general email 

solicitation to the choir. Chosen participants are representative of various voice parts, gender, 

ethnic, and identities present within the selected community ensemble. However, they are not 

necessarily representative of the perspectives and backgrounds of all choral directors who might 

benefit from this curriculum design. 

Participant Background 

Table 3.1 Participant Background 

Participant 
Pseudonym 

Levels 
Taught 

Years of 
Experience 

Educational Background Voice Part  

Fred Elementary 
and Middle 
School  

13 B.M. Music Education and 
Performance 
M.M. Choral Conducting 

Tenor 
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Ethan Elementary, 
Middle, and 
High School 

20 B.M. Music Education 
M.M. Music Education 

Baritone 

Helen High School 8 B.M. Music Education 
M.M. Music Education 
coursework (ongoing) 

Soprano 

Christine High School 8 B.M. Music Education 
M.M. Choral Conducting 

Alto 

 

 Four choral directors were selected: two high school directors, one middle school 

director, and one teacher who simultaneously serves as the director of both a high school and 

middle school choral program. These four teachers sing together in an auditioned adult choral 

ensemble that meets on a weekly basis and presents three performance programs per year. These 

four individuals volunteered to provide feedback and agreed to the pseudonyms of Fred, Ethan, 

Helen, and Christine. 

 Fred is an experienced middle school choral director and tenor in the community choral 

ensemble. He has eight years of experience teaching elementary general music and five years of 

experience teaching middle chorus and graduate level coursework. Fred’s educational 

background includes undergraduate degrees in Music Education and Music Performance as well 

as a graduate degree in Choral Conducting. 

Ethan is an experienced itinerant choral director serving both a middle school and high 

school and sings baritone in the community ensemble. He has six years of experience teaching 

elementary general music, fourteen years of experience teaching high school, and six months of 

experience as a middle school choral director. Ethan’s educational background includes 

undergraduate and graduate degrees in Music Education. 
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Helen is an experienced high school director and sings as both soprano and alto in the 

community ensemble. She has eight years of experience teaching high school. Helen’s 

educational background includes an undergraduate degree and ongoing graduate studies in Music 

Education. 

Christine is an experienced high school director and sings as an alto in the community 

ensemble. She also has eight years of experience teaching high school. Christine’s educational 

background includes an undergraduate degree in Music Education and a graduate degree in 

Choral Conducting. 

All four directors serve economically and ethnically diverse populations of students. This 

is due in part to their geographic proximity to a single densely populated area in the Mid-Atlantic 

United States. Participants’ choral programs are well-resourced relative to the average music 

classroom in their state and regularly receive high ratings at annual adjudicated performances as 

a part of their state music education association.  

Specific age, gender, ethnicity, and other demographic data will not be included in this 

document to maintain the anonymity of participants. The four participants represent various ages, 

gender identities, and ethnicities. All four demonstrate a high level of expertise in teaching due 

to their combined years of experience and their outstanding training as professional educators. 

Additionally, I regard all four participants as exemplary musicians and teachers due to my own 

experiences observing them in their classrooms. 

Interview Format 

 All four participants were interviewed over Zoom conference software using the “Choral 

Director Interview” document (see Appendix B). Interviews consisted of five minutes of 
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introducing the purpose of the study, followed by a 30-minute semi-structured one-on-one 

interview. The three research questions that guided my inquiry into the literature were divided 

into sub questions for this interview process and “phrased in a way that interviewees can 

understand”92 in accordance with recommendations by Creswell and Poth for semi-structured 

interviews. Predetermined questions included flexibility to pursue other topics that arose 

spontaneously during the interview. Prompts and probes were used to keep the interview on 

subject or request further detail from a particular answer. 

 The opening question, “What is it about singing in a community choir that you find the 

most rewarding?” established a welcoming tone for the interviewee and directed discussion 

toward the first research question related to teacher-artist identity. Questions moved from 

broader to narrower topics, avoiding “yes” or “no” answers in favor of iterative and narrative-

based responses. Approximately fifteen minutes were designated for the first two groups of 

questions (derived from research question one and two). During the remaining fifteen minutes of 

the interview, participants were treated as partners and collaborators in the curriculum design 

process to address the last group of questions (related to research question three). As 

collaborators, participants suggested elements they hoped to see in the final curriculum design 

and implementation. Follow up questions for this section included asking for recommendations 

regarding recruitment, scheduling, course content, and final assessments.  

 

92 John W. Creswell and Cheryl N. Poth, Qualitative Inquiry and Research Design: Choosing Among Five 
Approaches, 4th ed. (Thousand Oaks, CA: SAGE Publications, 2018), 161-167. 
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 All interviews were conducted one-on-one in a private, passcode-protected video 

conference call. Group interviews were not selected due to issues with anonymity, the complex 

relationships and social dynamics present among choral director colleagues, and the possibility 

of a single voice dominating the conversation.93 One-on-one interviews presented the possibility 

of issues related to the perceived power dynamic between researcher and interviewee. One-on-

one interviews also posed an increased risk of magnifying existing social, professional, and 

power dynamics between the researcher and interviewee. 

Emergent Themes from Collected Feedback 

Teacher-Artist Identity and Well-Being 

 All four participants shared that their experience of singing in a community choir was 

nurturing to their teacher-artist identity and supportive of their personal well-being. Artistic 

activities in the community choir were a source of personal joy and inspiration. After 

participating in singing that nurtured their artist identity, participants noticed that they 

approached their own teaching with more passion and creativity. 

Fred emphasized that the act of music-making allowed him to turn off his “teacher brain” 

and see choir through the lens of personal enjoyment. He shared the perceived mental health 

benefits of singing in a community choir and contrasted this with the more stressful duties of a 

past paid position as a church section leader. He also shared how performing on a regular basis 

enhances his sense of confidence regarding his own musicianship. Fred expressed a preference 

 

93 Creswell and Poth, Qualitative Inquiry and Research Design: Choosing Among Five Approaches, 133. 
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for performing challenging repertoire given his daily experience teaching middle school choral 

repertoire. Fred enjoyed sightreading and performing advanced choral literature, and remarked 

that this experience kept his “mind sharp” for moments in rehearsal when aural skills were most 

important (i.e. serving as guest clinician or adjudicator). Finally, he valued the chance to sing 

alongside other educators outside of work, noting that membership in a community choir with so 

many teaching colleagues has led to many meaningful professional collaborations and 

opportunities. 

Ethan shared that his participation as a singer in a community choir helped him “stretch 

his musical muscle” and provided a chance to connect with and learn from local choral 

colleagues. He also shared that singing in a community choir helps him “walk the walk,” and 

appreciate what his students experience on “the other side of the podium.” Ethan also reflected 

on a separate experience as a paid section leader with a less effective choral director. In this role, 

he felt that the chosen repertoire was not suited to the volunteer ensemble and the conductor’s 

rehearsal technique failed to support the learning process. He emphasized that he feels most in 

touch with his identity as an artist when he is immersed in the challenging atmosphere of an 

advanced adult ensemble, especially when the ensemble is led by a highly qualified director. 

Helen shared that singing in a community choir “makes [her] feel like a kid again.” She 

particularly enjoys the welcoming social atmosphere she found among other choral directors, 

which has led to her feeling more self-assured when conversing with veteran choral directors in 

the ensemble. She also emphasized how the thoughtful programming choices of her director have 

positively impacted her own creative process in choosing and programming repertoire. She noted 

that her experience in this ensemble affirms her desire to make bold or unconventional 
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programming choices with her students. Helen also found that weekly rehearsals with a 

community choir made her more attuned to her own rehearsal pacing and instructional strategies 

in the classroom. Helen mentioned the rewarding process of practicing after school in front of 

high school students and having several students attend performances for the adult community 

choir. She shared that one of the rewards of having these students attend the community choir 

performance was the students later sharing that they wanted to eventually audition for a 

community choir after graduation. 

Christine emphasized identifying as a “singer first” and noted she has consistently 

performed in amateur and professional choirs throughout her entire teaching career. These adult 

choral ensemble experiences included singing with a local symphonic ensemble, performing with 

an advanced choir in her graduate program, singing with a professional choir, and continuing 

today with her current membership in an auditioned community chorus with the other 

interviewees. She shared that large ensembles were less fulfilling musically but have offered her 

opportunities to study beloved choral-orchestral repertoire. Today she prefers singing in a 

chamber choir because of the increased sense of personal accountability and ownership. 

Christine also shared that her experiences as a performer bring energy and meaning to her 

instruction as a choral director, and in her words, “the passion that I give to my students comes 

from singing.” 

Professional Development Preferences 

 All four participants emphasized the importance of a high-quality PD facilitator and a 

desire for experiences that offer opportunities to participate through singing and movement. 
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Most participants shared that professional camaraderie and shared musicianship were the most 

deeply rewarding aspects of their favorite PD experiences. 

Fred preferred interactive and experiential PD opportunities, favoring sessions that 

allowed for participation through conducting, full-body movement, or singing. He also 

highlighted the significance of presenters' credibility and field experience when selecting which 

PD workshops to attend at a conference. 

Ethan preferred reading sessions and conducting workshops. He shared that at this stage 

in his career, he does not find as much value in PD workshop topics geared toward early-career 

teachers (i.e. recruitment and retention). Ethan expressed that he finds conducting masterclasses 

and reading sessions to be the most practical for his development as an educator. Ethan also 

expressed that district-level PD experiences were less engaging because they were often not 

specified to the needs of choral directors and included other music teaching disciplines such as 

orchestra, band, guitar, and general music. 

Helen valued her inspiring experiences as a singer and performer above conferences and 

district-level PD offerings. She expressed a desire for more sustained interactions through PD 

and drew a contrast between her ongoing graduate studies and the topical nature of thirty-minute 

performance programs and fifty-minute presentations offered at a typical music conference. 

Helen highlighted the depth of understanding she has achieved as a performer in a community 

choir related to personal musicianship and artistry. She contrasted this with a recent experience 

at a conference reading session where the goal of covering a wide breadth of repertoire took 

precedence over musicianship and artistry. She emphasized her interest in modeling lifelong 

music-making for her students by continuing to perform in the community choir. 
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Christine valued PD workshops led by teachers who were “in the thick of it,” meaning 

the presenters were sharing advice based on a problem of practice rooted in their own teaching 

experience. She also expressed valuing interactive workshops and observing distinguished guest 

conductors in her role as an honor choir chair. She experienced district-level PD as less engaging 

due the wider audience of instrumental, choral, and general music teachers. She emphasized the 

high quality of workshops provided through national associations like ACDA and NAfME. 

Christine also shared that even her students have taken note of the impact of these particular 

workshops. Christine commented that her students eagerly await the new warm-ups and 

instructional strategies that tend to appear in lessons in the days following an annual fall PD 

conference. 

Practical Considerations for Implementing This Curriculum 

When asked to consider the practical considerations for implementing a performance-

based curriculum, all four participants highlighted the challenge of scheduling a recurring and 

sustained in-person PD experience. Most participants agreed that August–September and 

January–February would be the most opportune timeframes to implement a choral director PD. 

When discussing these dates, participants cited conflicting concerts, rehearsals, and travel that 

occur in the fall and spring. Most participants agreed that limiting participation to approximately 

six high-quality rehearsals followed by a performance would help achieve the goals of a 

performance-based PD while avoiding scheduling conflicts with other personal and professional 

obligations. Participants recommended offering the incentive of recertification or PD credit from 

their school district for participation. Each participant expressed different desires as to what other 
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aspects should be incorporated into an ideal ensemble-based PD experience (conducting, reading 

sessions, musicianship skills, mentorship, etc.) 

Fred proposed the PD model of an octet or small ensemble that would meet regularly, 

potentially in the fall, to prepare and perform challenging repertoire. Fred suggested including 

elements like score study workshops and sharing teaching techniques among participants of 

different experience levels. He agreed that collaboration between districts and involving an 

external conductor or mentor could be beneficial. Fred recommended January as an ideal period 

for such an initiative due to the lack of conflicting performance events.  

Ethan expressed interest in earning recertification points for singing in his community 

ensemble and suggested incorporating score analysis and a conducting masterclass format. He 

emphasized the importance of facilitating an environment of respect, humility, and trust between 

participating choral colleagues. Ethan preferred a semester-based schedule, with the ensemble 

meeting every-other-week format. He also discussed the idea of hosting conducting lessons on 

Zoom during weeks when the ensemble was not in session. Ethan preferred a PD experience that 

would align with the school year and avoid summer months so as to not conflict with personal 

travel plans. He also discussed the challenge of creating balance in a choral ensemble open to all 

choir directors, noting that an unbalanced ensemble would not recreate his positive experiences 

as a member of his auditioned community choir. 

Helen preferred a PD experience that focused on her identity as a singing artist. She 

shared that the anticipation of awaiting one’s turn for the podium could inhibit her ability to be 

fully present in the music-making process. She also highlighted that depending on an individual 

participant’s relationships with colleagues and self-image as a conductor, the idea of conducting 
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in a cohort of peers might feel too intimidating or anxiety-inducing. Helen advocated for a 

weekly PD session, lasting six to eight weeks that could take place during less busy times of the 

school year when teachers are most in need of artistic inspiration (August–September, January–

February). 

Christine would participate in a choral performance PD in January or August provided 

that the ensemble provided her the appropriate level of musical challenge. This would depend on 

the musicianship of other choral director participants and a facilitator’s aptitude for rehearsing 

the ensemble effectively and choosing appropriate repertoire. She also asked that special 

consideration be given to teachers with growing families when creating the course schedule since 

these individuals may have less availability to participate in weekly rehearsals. 

Summary 

 In Chapter Three, I described my methodology for designing a PD curriculum for choral 

directors. I reviewed the overarching purpose statement and research questions and shared how 

Wiggins and McTighe’s backward design model as described in UbD serves as the theoretical 

framework for this curriculum. The conceptual framework for creating the “desired results” of 

this backward design curriculum includes inputs that flow from current research on music-

making as PD, my own experiences as an artistic director of a community choir, and the four 

participant interviews with choral directors who participate in a choir with other choral 

conductors. In this chapter, I also provided an overview of participants’ background and the 

contributions they shared during thirty-minute semi-structured interviews.  
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In Chapter Four, I will synthesize relevant findings in the review of literature (Chapter 

Two) and apply responses collected from participants (Chapter Three) to present the curriculum 

design. The learning experiences, assessments, and desired results that are detailed in the next 

chapter will be derived in accordance with the guidelines of UbD with the ultimate goal of 

empowering choral directors to nurture their teacher-artist identity through music-making in a 

choral ensemble with their teaching colleagues. 
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Chapter Four: Curriculum Design 

The purpose of this chapter is to present the components of an actionable PD curriculum 

for choral music educators based on recommendations from current research, the experiences of 

the author, and feedback from choral directors who sing in a community ensemble with their 

choir teacher colleagues. The desired result of this curriculum is to empower choral directors to 

nurture their teacher-artist identity through a sustained and collaborative music-making 

experience. 

The PD curriculum consists of two units, each lasting approximately seven weeks. In-

person activities include five to six rehearsals, depending on the unit of study, that convene on a 

weekly basis, culminating in a final public performance. Asynchronous activities and 

assessments include readings, online discussion, in-person discussion, and one-on-one lessons 

focused on elements of score study, conducting, and rehearsal technique. 

The first unit will be offered in the late summer in anticipation of the academic year. This 

unit, entitled “The Singing Choral Director,” focuses on the cultivation of artist identity through 

participation in a chamber choir composed of choral director colleagues. The second unit will be 

offered in the winter in anticipation of spring adjudicated performances. This unit, entitled “The 

Singing Conductor,” will incorporate additional opportunities for participants to receive 

individualized feedback regarding their conducting gesture and rehearsal technique.  
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Practical Considerations 

Scheduling 

The ability to fit neatly into the calendar of participating choral directors is key to the 

successful implementation of this PD opportunity. Each seven-week unit is intended to be 

delivered during a two-month window. The calendar for implementation minimizes scheduling 

conflicts with performances, school division holidays, and other predictable events that could 

potentially prevent choral directors from participating fully in PD activities. 

Most academic schedules in the United States run from September to June with breaks 

over the winter and spring holidays.94 All four teachers who offered feedback on the logistical 

aspects of this project referenced the beginning of the academic year and the weeks immediately 

following winter holiday break as the most opportune time for this PD opportunity. Interviewed 

choral directors shared that August and January are months when they are more likely to be 

engaged in long-term lesson planning and less likely to have competing personal and 

professional commitments in the evening. 

Unit 1: August–September 

In accordance with feedback from participating choral directors, the first unit, “The 

Singing Choral Director,” will be offered during the months of August and September as 

teachers are returning to classrooms and planning repertoire for their school year. The second 

 

94 Joel Weiss and Robert S. Brown, “Telling Tales over Time: Constructing and Deconstructing the School 
Calendar,” Teachers College Record: The Voice of Scholarship in Education 105, no. 9 (December 2003): 1747–
1748, https://doi.org/10.1046/j.1467-9620.2003.00307.x. 

https://doi.org/10.1046/j.1467-9620.2003.00307.x
https://doi.org/10.1046/j.1467-9620.2003.00307.x
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unit, “The Singing Conductor,” will be offered in January and February as teachers are selecting 

repertoire and beginning score study for spring adjudicated performances. 

The first window of time, August through September, offers the greatest potential for 

recruiting participants as teachers return to classrooms with renewed focus following summer 

vacation. Unit 1, “The Singing Choral Director,” would include six weekly meetings, a final 

performance, and closing social activities. Recruitment and scheduling would be coordinated 

through school divisions leaders to utilize existing staff PD days and ensure that supervisors 

credit participants for hours of PD.  

Unit 1 will be designed to encourage participants to engage with their teacher-artist 

identity as singers. The back-to-school timeframe for Unit 1 is appropriate for rehabilitating 

vocal strength and encouraging participants to model healthy vocal technique for students. As 

participants perform together in a choral ensemble with their colleagues, they will be invited to 

encounter and discuss aspects of vocal pedagogy, musicianship, and personal artistry. Final 

performances will be scheduled to connect with fall choral concerts or regional honor choir 

events so that participant musicianship and artistry can be celebrated in front of an audience of 

students and music teacher colleagues. 

Potential scheduling obstacles for an August–September PD unit include conflicts with 

personal and family schedules during the last weeks of summer vacation, excluding new teachers 

who need additional time for orientation and classroom set-up, and overlapping with the 

demands of back-to-school obligations for participants with school-age children. These barriers 

can be partially mitigated by coordinating with participants to ensure that common scheduling 

conflicts are avoided. 
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Unit 2: January–February 

Unit 2, “The Singing Conductor,” will be offered during the months of January and 

February as choral directors begin preparing students for spring adjudicated performances. Unit 

2 includes two 50-minute conducting lessons in addition to five weekly rehearsals. “The Singing 

Conductor” builds on singer-focused artist identity established in Unit 1 and includes 

opportunities to deepen participant understanding of conducting gesture, rehearsal technique, and 

score interpretation. Unit 2 of this PD curriculum will be implemented before staff evaluations 

and “letter of intent” forms have been completed which typically occur later in the spring. This 

timing is intended to maximize the potential for improving teacher retention, and also to align 

with the goals of administrators and fine arts supervisors. 

Unit 2 participants may face more scheduling challenges due to inclement weather and 

seasonal illnesses depending on the geographic location of the PD experience. The four 

participating teachers who recommended a winter timeframe for this unit were teachers in the 

Mid-Atlantic United States. In this region of the country, January and February have fewer 

student performances due to the preceding winter holidays and inclement weather. Flu season 

also peaks during this time of year. In order to adjust for expected absences due to illness and 

inclement weather, Unit 2 repertoire demands and instructional activities will be managed 

accordingly so that PD instructional time and quality can remain consistent with Unit 1. 

Conducting lessons will provide additional flexibility since these one-on-one experiences will be 

offered virtually. Final performances for Unit 2 will take place in February at staff PD days or 

during regional honor choir events where participants can share their work with colleagues and 
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students. Participants will also be given the opportunity to record the final performance and share 

the video recording internally with colleagues and students. 

Other Scheduling Considerations 

 Weekly meetings for each PD unit are scheduled in a manner that minimizes conflicts 

with existing professional obligations including part-time work as church musicians or recurring 

personal and family commitments. Offering the course on Sunday or Monday evenings from 

7:00 p.m. to 9:00 p.m. minimizes conflicts with school events when facility use and participant 

availability is limited. Rehearsals for both units begin with 50 minutes of singing followed by 30 

minutes of announcements, social time, and guided discussion. During the guided discussion, 

participants will be invited to share reflections related to assigned readings. Rehearsals conclude 

with 40 minutes of additional rehearsal time. This amounts to a total of two hours of weekly in-

person commitments for participants. Participants will be encouraged to share light refreshments 

during break or pack a meal to enjoy before rehearsal in order to maximize opportunities for 

informal interactions between colleagues. Readings and discussion assignments outside of 

weekly rehearsals require no more than one hour of additional time per week. The two, 50-

minute conducting lessons for unit two, “The Singing Conductor,” would take place over Zoom 

video conference software and be scheduled at the convenience of participants, ideally aligning 

with weeks when inclement weather or singer health precludes meeting for an in-person 

rehearsal.  

 Weekly participation in both units involves asynchronous activities outside of rehearsal 

time for reflection, discussing readings with cohort members, and reinforcing rehearsal progress 

through individual practice. Each week of the PD experience, additional time for written 
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reflection, discussion, and individual practice will not exceed one hour. During each rehearsal, at 

least ten minutes will be set aside for informal interactions that support relationship building and 

mentorship opportunities. In the event of a rehearsal cancellation during either unit, participants 

would agree on a 90-minute rehearsal make-up time to ensure that necessary musical progress is 

made prior to the final performance. In the event no make-up time can be agreed upon by most 

participants, PD hours would still be offered through small group sectionals or virtual meetings 

that include opportunities for additional reflection and participant discussion. 

PD Ensemble Recruitment 

 This PD curriculum is intended to offer opportunities for choral director colleagues to 

perform in an ensemble alongside their choral colleagues in support of their teacher-artist 

identity. Due to the unique nature of an ensemble made up of professional choral directors, this 

PD experience offers a specific number of openings for participants with consideration for 

participants’ vocal range and their ability to consistently attend in-person experiences. 

Balance 

 Open vacancies on each voice part can be adjusted to meet the demand of interested 

teachers, but enrollment will be managed to maintain balance and coverage across standard 

eight-part divisi (Soprano 1, Soprano 2, Alto 1, Alto 2, Tenor 1, Tenor 2, Bass 1, Bass 2). In the 

event of disproportionate demand for openings on a particular voice part, issues will be mitigated 

through the creation of a waiting list. After the maximum number of singers have been accepted 

into the course (initially, one-to-two individuals per voice part), additional participants will be 

placed on a waiting list. Participants on the waiting list would have the option to sing a 

secondary voice part to provide more balance to the ensemble. The facilitator and participant 
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considering a voice part change would need to reach an agreement that this choice does not 

jeopardize the participant’s vocal health. Early registration for the course will inform recruitment 

efforts as the facilitator seeks to balance the ensemble during enrollment.  

 

Coverage 

In the event that coverage across standard eight-part divisi is not possible within a 

particular school district, the participant pool would be expanded to include qualified singers in 

the same geographic area (e.g., retired choral directors, general music educators, instrumental 

educators with a background in vocal performance, or university music education students). This 

expansion of the participant pool would serve to balance the ensemble and promote a higher 

level of musicianship and artistry. Any choice to include singers who are not choral directors 

would impact the “cohort” model for the ensemble. The facilitator would need to use discretion 

when inviting these individuals to join the ensemble to achieve voice part balance or coverage.  

Another potential solution to issues of balance and coverage could be inviting talented 

music education interns from a local university. Inviting music education interns to sing in this 

ensemble would require advance coordination with local collegiate faculty and support for the 

needs of student interns. These additional supports could take the form of financial stipends, 

curricular alignment with methods classes, volunteer credit hours, flexible scheduling, and 

networking opportunities. Including these music education students in the ensemble could add to 

the richness and intergenerational nature of the PD experience as pre-service music teachers 

participate alongside early-career and experienced teachers. 
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Enrollment 

The facilitator will recruit participants for the August–September Unit 1 session during 

the preceding spring. Teachers who register in the late summer will be encouraged to participate 

in the January–February Unit 2 session in order to build on existing cohort collegial 

relationships. Recruitment will focus on assembling a diverse group of choral music educators 

with various levels of professional experience to ensure the strength of the music-making, 

mentorship opportunities, and other informal interactions that take place throughout the course. 

The ideal size for this PD experience is between 6 and 18 participants. This chamber-

sized ensemble maximizes possibilities for repertoire selection, singer challenge and 

accountability, and ensures coverage for all voice parts in the event of an unexpected singer 

absence. This recommended ensemble size is based in part on my experiences as a community 

ensemble director leading choral directors in music-making as well as the musical requirements 

of the recommended repertoire. The ideal size of 6–18 participants also reflects feedback from 

interviewed choral directors who shared a preference for a more rigorous and engaging 

experience where they would be only one of a few individuals assigned to their voice part. A 

smaller ensemble, provided that all voice parts are covered, allows for more depth of interactions 

throughout the PD experience. Ultimately, the facilitator would need to use discretion in making 

the final decisions regarding the selection of repertoire, balancing the ensemble, and limiting 

enrollment for this collaborative PD experience. 

Should the facilitator encounter issues of low enrollment or unbalanced demand across 

certain voice parts, elements of this performance-based PD model could still be followed in 

partnership with singers from an auditioned community choir. A partnering auditioned 
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community choir could seek additional grant funding for educational outreach and welcome 

talented choral directors for a shortened performance cycle. This strategy for balancing the 

ensemble is less preferable as it would require forming a new partnership with a qualifying 

community ensemble and would introduce significant scheduling obstacles for each successive 

PD experience. This community partnership model would also decrease the number of 

interactions between choral colleagues during the rehearsal experience. 

Logistics 

Financial Planning 

 This PD curriculum requires financial resources to support a highly-qualified facilitator, 

rehearsal accompanist, facility rental fees, and the purchase or rental of instructional materials. 

These financial obligations would be covered through participant registration fees, grant funding, 

and working closely with school divisions to arrange for a venue for rehearsals and the final 

performance. Most music and materials would be purchased through music publishers, but 

approximately one third of selected repertoire could be borrowed from local choral libraries. 

Grant or school division funding would be necessary to cover the costs of a facilitator and an 

accompanist. In the event that an accompanist is required but not funded by the school division, 

registration fees of approximately $105 per participant would cover the costs for six rehearsals 

and one performance at a rate of $150 per two-hour call. See Table 4.1 for an example budget for 

Unit 1 of this PD curriculum. 
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Table 4.1 Example Budget for Unit 1: “The Singing Choral Director” 

Income Expenses 

Description Value Qty Subtotal Item Value Qty Subtotal 
 

Grant or 
School 
Division 
Funding 

$5500 1 $6500 Music and 
Materials* 

$30/person 12 $500 

Facilitator 
honorarium 

$2000/unit 1 $3000 

Student 
internship 

$500/stude
nt 

4 $2000 

Optional 
Accompanist 
Fee for Unit 1 

$105/ 
participant 

10  $1050 Accompanist $150/call 7 $1050 

Facilities 
(donated) 

$150/hr 14 hrs $2100 Facilities 
(borrowed) 

$150/hr 14 $2100 

Total Income $9390 Total Expenses $9390 

 

Geographic Area 

The financial model outlined above has implications for the geographic area that can be 

served by this PD curriculum. In order to avoid exorbitantly high registration fees for 

participating teachers, the budget in Table 4.1 includes income from local grant funding and 

financial support from participating school divisions. If funding is derived from a particular 

school division or local arts council, the students and teachers served by this PD experience 

would need to be confined to a particular geographic area. For this reason, this financial model 
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limits the number of teachers who are eligible to participate depending on the institution where 

they work and the sources of funding for the PD experience. If a particular school system is too 

small to provide a full cohort of 6–16 interested participants, the facilitator would need to 

arrange shared contracts with adjacent school systems or additional grant funding from 

organizations in a neighboring area. 

This PD curriculum includes several opportunities for in-person music-making as well as 

mentorship between participating choral directors. Because these activities require regular 

meetings at a centrally located venue, recruitment would need to consider geographically-

dependent variables like traffic routes and commuting distances. Advance communication with 

school division leaders or prospective PD participants to gauge interest would inform the 

facilitator’s choice for the best possible rehearsal location and maximize enrollment 

opportunities. 

Cost Reduction 

 The budget of $9390 outlined in Table 4.1 estimates the maximum cost for the 

sponsoring school districts or granting organizations to be $5500. This fee would support twelve 

participants over a single eight-week PD session. This includes payment for four student section 

leaders, estimated music purchases, and a professional collaborative pianist. The budget also 

assumes that rehearsal and performance space will be donated by the supporting school division. 

If section leaders are not necessary due to higher levels of enrollment or help from qualified 

volunteer singers, costs would be reduced by $2000. Borrowing choral music would also reduce 

materials and music purchasing costs by an additional $500 for a 12-person cohort. If the quality 

of the PD experience can be preserved by having the facilitator serve as rehearsal accompanist 
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and another pianist colleague could offer services in-kind for the performance, accompanied 

repertoire could be performed at no additional cost. In this ideal scenario, the total costs for a 

school division or granting organization would be $3000 per eight-week session to cover the 

facilitator honorarium. 

Facilitator Role 

This PD curriculum is designed as an actionable project where I, as the author and creator 

of the curriculum, would pilot the first iteration of Unit 1, “The Singing Choral Director,” and 

Unit 2, “The Singing Conductor.” The role of the PD facilitator includes the planning, 

recruitment, implementation, and long-term development of this curriculum. 

Additional facilitators in subsequent years of implementation could include choral 

colleagues with experience leading advanced adult singers and mentoring choral teachers. 

Individuals with advanced training in choral conducting and secondary choral teaching 

experience would be best suited to lead this PD experience. Qualified facilitators could include 

retired choral colleagues, distinguished local choral conductors, and university choral faculty.  

Qualifying facilitators for the singer-focused Unit 1, “The Singing Choral Director,” 

would need to model outstanding musicianship, vocal pedagogy, and rehearsal technique as 

choral conductors of adult singers. A facilitator for Unit 2, “The Singing Conductor” would need 

to demonstrate a passion for conducting pedagogy in order to lead one-on-one lessons with 

participating teachers. Unit 2 facilitators would also need to demonstrate exemplary levels of 

artistry and musical leadership in order to create a meaningful music-making experience that 

builds on the learning experiences of Unit 1. 
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Curriculum Design 

Applying UbD principles 

This curriculum design uses elements of Wiggins and McTighe’s template in UbD with 

appropriate modifications to fit the needs of describing the activities of a choral performance 

experience.95 In accordance with backward design principles, acceptable evidence and learning 

experiences are derived from established goals and standards. Since both units of this curriculum 

are intended to support the integration of teacher-artist identity for music educators, standards 

will be drawn from the National Association for Schools of Music handbook.96 The NASM 

standards selected closely align with the overarching goal of the curriculum: the development 

and integration of a choral director’s dual identity as both teacher and artist. 

Recommended Repertoire 

 As a conductor of an ensemble with around 50% of its members identifying as choral 

directors for the past five seasons, I have assembled a list of repertoire that serves the goal of 

engaging and developing the musicianship of these uniquely talented and inquisitive 

professionals. The mission of my choral organization includes a commitment to present music 

from a variety of cultures and genres, with an emphasis on marginalized works by BIPOC, 

LGBTQIA+, and female composers. As the piloting director of this PD experience, my choice of 

repertoire is also connected to programming preferences and my ability to deliver well-prepared 

 

95 Wiggins and McTighe, Understanding by Design, 327–332. 
 
96 “National Association of Schools of Music Handbook 2025-2026,” NASM, last modified February 24, 2026, 
http://nasm.arts-accredit.org/accreditation/standards-guidelines/handbook. 

http://nasm.arts-accredit.org/accreditation/standards-guidelines/handbook
http://nasm.arts-accredit.org/accreditation/standards-guidelines/handbook
http://nasm.arts-accredit.org/accreditation/standards-guidelines/handbook
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rehearsals and performances. In soliciting input from four participating choral directors, 

feedback emphasized the success of my chosen vocal warm-ups, repertoire selection, conducting, 

and rehearsal technique. In the first year of implementing this PD curriculum, I would rely on my 

own performance experiences with my own community ensemble when establishing preferred 

materials for an ensemble composed entirely of choral directors. 

Choral literature for this curriculum will also be selected in order to achieve the 

maximum match between rigor and musicianship and thereby foster “feelings of satisfaction and 

a sense of well-being” in participants.97 This is in accordance with research surrounding 

Csíkszentmihályi’s theory of flow (Figure 4.2) and its relevance to the development of teacher-

artist identity as described by Kristen Pellegrino in her 2010 study on performance-based PD for 

music educators.98 

 

97 Csíkszentmihályi, Flow: The Psychology of Optimal Experience, 4. 
 

98 Pellegrino, “The Meanings and Values of Music-Making in the Lives of String Teachers,” 157. 
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Figure 4.1 Csíkszentmihályi’s Flow Channel Diagram, rendering by David Mann99 

 

 In accordance with Csíkszentmihályi’s theory of flow, “challenges” presented through 

repertoire and PD activities will depend on the “skills” or musicianship of enrolled PD 

participants. Given that a high level of musicianship is very likely in an ensemble of choral 

directors, recommended repertoire aims to present music that cannot be performed at a high 

artistic standard after a single twenty-minute rehearsal. In the event that participants quickly 

master elements of intonation, diction, and rhythm, the facilitator would invite participants to 

reach for new levels of challenge by focusing on elements of vocal technique, ensemble skills, or 

artistic interpretation. Any repertoire featuring complex vocal solos, instrumental solos, or piano 

 

99 Csíkszentmihályi, Flow: The Psychology of Optimal Experience (New York: Harper and Row, 2009), 74. 
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accompaniment will be selected to appropriately match the abilities of participating musicians 

and collaborative artists. 

Recommended repertoire for this curriculum (see Appendix C) includes a wide range of 

texts, compositional languages, styles, and historical time periods. Listed composers and 

arrangers included individuals that identify as BIPOC, female, or LGBTQIA+. This focus on 

historically marginalized composers aligns with ongoing efforts in choral programs in the United 

States to expand the representation of historically marginalized identities.100 As the facilitator of 

the first iteration of this PD curriculum, I have prioritized composer diversity alongside musical 

variety (including tempo, modality, key, dynamic, and genre) and the musical challenge in 

selecting the recommended repertoire list in Appendix C. This focus on composer diversity 

aligns with recent efforts by choral pedagogues to program music that resists white supremacist, 

patriarchal, and heteronormative power structures in the fields of choral publishing and 

performance.101 

Texts for chosen repertoire will be thematically appropriate for United States public 

school educators. Texts considered will exclude winter holiday music and focus on topics 

appropriate to the timing of performances at the end of the PD session (September for first unit 

performance and February for second unit performance). Suggested texts include a balance of 

 

100 Mark Helms, “Resonance of Change: An Exploration of Repertoire Programming Shifts in Choral Conducting 
Graduate Programs in the Wake of the COVID-19 Pandemic and George Floyd Protests” (DMA diss., University of 
Maryland, College Park, 2024), 4–8, ProQuest Dissertations & Theses Global. 
 
101 Brandon Magid, "Rethinking Social (in)Justice: An Examination of Race, Gender, and Sexuality in Choral 
Music Education" (PhD diss., Indiana University, Bloomington, Indiana, 2024), 8, ProQuest Dissertations & Theses 
Global.  



 

89 

 

 

sacred and secular sources in order to meet the needs of choral directors serving in public 

schools. Texts will be limited to English and five-vowel languages (e.g., Spanish, Latin, Tagalog, 

Swahili, Japanese, and Hebrew) in order to maximize music-making opportunities and minimize 

the time needed to coach pronunciation and diction. 

The facilitator will collect participant feedback on repertoire selections prior to each unit. 

This opportunity for participant input is in alignment with recommendations for effective 

collaborative PD from Stanley, Snell, and Edgar for “elements of teacher choice and control over 

their own learning.”102 Participants will choose their most preferred pieces from a recommended 

list (see Appendix C). They will also have the option to provide suggestions as long as legal 

copies of scores are readily accessible by time of the first rehearsal. After the chosen repertoire is 

presented at the first rehearsal, the facilitator may continue to adjust repertoire choices in order to 

account for the musicianship of singers, the overall artistic shape of the program, and the pieces 

teachers have deemed most interesting. 

Rehearsal Time Management 

Csíkszentmihályi’s theory of “flow” will also inform the amount of time necessary for 

each piece to be successfully prepared over the course of one unit of instruction. In my 

experience leading choirs made up of choral conductors, a challenging octavo-length piece 

requires approximately four rehearsals to prepare. My typical approach to managing time across 

rehearsals would be to plan 50–70 minutes total of rehearsal time per piece. Across four 

 

102 Stanley, Snell, and Edgar,“Collaboration as Effective Music Professional Development,” 78. 
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rehearsals, this approach involves planning approximately 20–25 minutes for introducing a 

piece, 15–20 minutes for detailed rehearsal, 10–15 minutes for rehearsing transitions and larger 

excerpts, and 5–10 minutes for final touches prior to running the entire program at a dress 

rehearsal.  

Rehearsal order will be optimized to account for elements of singer vocal health, variety 

of repertoire order from week-to-week, and a natural sense of continuity throughout each 

individual rehearsal. Rehearsals will often begin where the ensemble “left off” during the 

previous week to establish a sense of continuity from week to week. 

Unit 1 includes 120 minutes per meeting with six rehearsals and a final performance for 

an audience of colleagues and students. Each meeting will be divided into time for warm-ups (10 

minutes), opening rehearsal time (40 minutes), transitions (10 minutes), announcements (10 

minutes), break (10 minutes), discussion (10 minutes), and closing rehearsal time (30 minutes). 

Since the participants will only have 70 minutes of active rehearsal during each meeting, Unit 1 

final repertoire choices will be limited to a performance length of 25–30 minutes. Unit 2 

performance repertoire will consist of 20–25 minutes of repertoire to adjust for only having five 

rehearsals and the effects of absences due to inclement winter weather or singer illness.  
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Figure 4.2 Two-Hour Lesson Time Management (in minutes) 

 

Discussions and Assessments 

 During the ten minutes following each rehearsal break, participants will be invited to 

share reflections related to the subjects of selected course readings. Due to time required for 

additional announcements during the first rehearsal, participants will be asked to engage in the 

discussion for the first reading of each unit through an online learning management system (e.g., 

Canvas). This online system will also contain the course calendar and syllabus, assessment 

rubrics for in-class music-making, in-class discussion participation, final ensemble performance, 

and an anonymous course survey. Participants will send and receive secure messages to 

colleagues and the facilitator through the learning management system. 
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Conducting Lessons 

In Unit 2, “The Singing Conductor,” individual conducting lessons will last 50 minutes 

and be offered virtually for the convenience of both facilitator and participant. Conducting 

lessons will include a variety of opportunities for growth and individualized learning depending 

on the needs of each participant. Conducting lesson activities could involve reviewing 

fundamentals of conducting gesture, discussing a problem of practice related to a classroom 

ensemble, reviewing rehearsal footage, score study instruction, and exploring conducting gesture 

through repertoire. The first conducting lesson will serve as an opportunity to discuss topics of 

score study, rehearsal technique, and conducting, and then choose an area of focus that meets the 

needs and interests of the individual participant. The second conducting lesson will offer a 

chance for the participant to showcase progress and receive instruction on how to continue 

developing skills after the conclusion of the PD experience.  

Virtual lessons will require external speakers to play recordings, silent audiation while 

conducting, and the streaming of rehearsal recordings through the “share screen” option on 

Zoom software. These technical elements may diminish the effectiveness of one-on-one 

conducting instruction. The facilitator may choose to schedule an in-person follow up lesson if a 

participant is unable to manage the technical requirements of Zoom software or if additional 

support is required to properly address an element of conducting gesture. 
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Unit 1: The Singing Choral Director (August–September) 

 This PD session will take place over the course of seven meetings with the goal of 

immersing participants in a performing ensemble with their choral director colleagues. 

Participants will develop deeper understandings of teacher-artist identity, flow, musicianship, 

and vocal technique through ensemble repertoire, mentorship opportunities, readings, 

discussions, and a final performance in front of students and colleagues. The facilitator will 

administer the curriculum while simultaneously exemplifying proper rehearsal technique, 

conducting gesture, vocal pedagogy, and knowledge of the selected repertoire. The facilitator 

will place an emphasis on social connection through informal interactions and tailor experiences 

to the musical and vocal abilities of participants. 

Unit 1 Desired Results 

Table 4.2 Desired Results for Unit 1, “The Singing Choral Director” 

Learning Goals 

The goal of Unit 1 is the integration of choral director teacher-artist identity through 
participation in a choral ensemble made up of choral director colleagues. Excellence in vocal 
technique, musicianship, and artistry will be pursued according to the following NASM 
standards:103 

 
● Vocal Technique 

○ NASM Standard H.IX.O.3.c.(2) Competencies 
■ (a) Students will demonstrate vocal and pedagogical skill sufficient to 

teach effective use of the voice. 
■ (c) Students will demonstrate artistry through vocal performance 

experience in ensembles. 

 

103 “National Association of Schools of Music Handbook 2025-2026,” NASM, last modified February 24, 2026, 
http://nasm.arts-accredit.org/accreditation/standards-guidelines/handbook. 

http://nasm.arts-accredit.org/accreditation/standards-guidelines/handbook
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● Musicianship 
○ NASM Standard VII.D.2.a. 

■ (1) Students have the ability to hear, identify, and work conceptually 
with the elements of music such as rhythm, melody, harmony, structure, 
timbre, texture. 

■ (2) Students will understand how to read and realize musical notation 
with their voice. 

● Artistry 
○ NASM Standard XIV.B.3.a  

■ Students demonstrate advanced competencies in conducting. 
Conducting, analytical studies, score reading, and rehearsal techniques. 

Essential Questions and Understandings 

Essential Questions 
What is teacher-artist identity? 
 
 
How does seeking “flow” as a singer impact 
my teaching practice? 
 
 
Why do choral directors seek out artistic 
meaning through ensemble performance? 

Students will be able to understand that… 
nurturing teacher-artist identity requires 
reattaching to one’s craft as an artist.104 
 
“flow” experiences, although elusive, inspire 
more creative instruction, increase music 
teacher satisfaction, and promote career 
longevity.105 
 
music-making outside of the classroom can 
help educators experience “excitement, 
rejuvenation, and inspiration” which is later 
brought into the classroom106 

Acquisition 

Students will know…  Students will be able to… 

key terms including “flow” and “teacher-
artist.” 
 

reflect on their own identity formation as 
both teacher and artist 
 

 

104 Scheib, “Policy Implications for Teacher Retention,” 7–9. 
 
105 Pellegrino, “Connections Between Performer and Teacher Identities in Music Teachers,” 39–55 
 
106 Pellegrino “Examining the Intersections of Music Making and Teaching,” 143. 
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strategies for improving musicianship using 
solfege, conducting, and keyboard skills. 
 
 
repertoire and vocalises that challenge and 
nurture their artistic identity. 
 
 

recreate “flow” experiences that challenge 
and develop personal musicianship through a 
choral performance. 
 
pursue creative music-making opportunities 
outside of the classroom that further integrate 
their identities as both teacher and artist. 
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Unit 1 Acceptable Evidence 

Table 4.3 Acceptable Evidence for Unit 1, “The Singing Choral Director” 

Performance Tasks 

Evaluation Criteria: 
See UIL choral performance rubric for choral 
performance evaluation107 
(3 points per week, evaluated by facilitator) 
 
(15 points for final concert performance, self-
evaluation in written prose with prompts for 
additional self-reflection) 

Musical Performance 
Weekly rehearsal performance 
 
 
 
Final concert performance 

Other Evidence 

Evaluation Criteria 
Critical Thinking:  
Thorough, nuanced, original responses 
 (1–3 points per week) 
 
 
Support: 
Includes details and examples to support 
claims and arguments (1–3 points per week) 
 
 
 
 
Sharing & Listening: 
Engages with others with clear questions, 
ideas, and comments with a generally 
supportive attitude toward peers (1–4 points 
per week) 

Readings and Class Discussion 
In-class discussion on readings related to 
defining the terms teacher-artist identity and 
flow 
 
 
Week 1: 
Online discussion on “Music Teacher 
Resilience.” in Understanding Teacher 
Identity: The Complexities of Forming an 
Identity as Professional Teacher by 
Pellegrino, Johnston, Wagoner, and Powell108 
 
Week 2: 
In-person discussion on Flow the Psychology 
of Optimal Experience by Mihály 
Csíkszentmihályi, Chp. 4 “The Conditions of 
Flow”109 

 

107 “Concert & Sight-Reading Adjudication Rubrics,” University Interscholastic League, accessed March 11, 2026, 
https://www.uiltexas.org/music/concert-sight-reading/concert-sight-reading-adjudication-rubrics. 
 
108 Pellegrino, Johnston, Wagoner, and Powell, “Music Teacher Resilience.” 163–186. 
 
109 Csikszentmihályi, Flow: The Psychology of Optimal Experience, 71–93. 

https://www.uiltexas.org/music/concert-sight-reading/concert-sight-reading-adjudication-rubrics
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Self-Assessment and Reflection 

Rehearsal Reflection and Performance Reflection 
Week 0: Browse the repertoire list. What repertoire from the recommended list would you be 
most interested in studying and performing? 
 
Week 3: Explore Hindemith’s training exercises p. 19–29, first separating different 
elements.110 What strategies did you explore this week to grow in your musicianship with 
regard to rhythm? 
 
Week 4: Analyze and rehearse challenging passages in the repertoire using solfege and “play 
and sing” methods. How did your musicianship develop this week with regard to harmony and 
melody? 
 
Week 5: Record yourself performing vocalises or repertoire from rehearsal. How can you 
continue to grow your vocal technique for this ensemble? 

 

Unit 1 Learning Experiences and Instruction 

Table 4.4 Example of Unit 1 Concert Program 

Title Composer/Arranger Length (min) 

Daniel, Daniel, Servant of the Lord Traditional spiritual,  
arr. Undine Smith Moore 

2:30 

Morir non può mio cuore Madalena Casulana 2:15 

Hark I Hear the Harps Eternal Traditional hymn, arr. Alice Parker 2:30 

Ave Maria R. Nathaniel Dett 3:30 

In the Middle Dale Trumbore 5:15 

 

110 Paul Hindemith, Elementary Training for Musicians (London: Schott, 1974). 
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I Believe in the Prince of Peace from 
Credo 

Margaret Bonds 5:30 

John Saw De Numbah Traditional spiritual, arr. Stacey Gibbs 2:30 

Program length: approximately 25:00 

 

Table 4.5 Example of Unit 1, Week 1 “Cultivating Your Inner Artist” 

Entry question How does your sense of time and being present in the moment shift when 
you are engaged in choral performance? 

Warm-up Mind, Body, and Breath -  greet your neighbor, “follow me” gestures, 4 
after me gestures 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, [ni ne 
na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at different 
dynamics 

Rehearsal Part A Moore – 20:00 initial rehearsal 
Trumbore – 20:00 initial rehearsal 

Announcements Essential questions and understandings 
Details regarding final assessments 

Break Share food; informal time to connect with colleagues 

Discussion Explanation of online discussion for Week 1, “Music Teacher Resilience.” 
in Understanding Teacher Identity: The Complexities of Forming an 
Identity as Professional Teacher by Pellegrino, Johnston, Wagoner, and 
Powell111 
Explanation of in-person discussion for Week 2, Flow the Psychology of 
Optimal Experience by Mihály Csíkszentmihályi, Chp. 4 “The Conditions 
of Flow”112 

Rehearsal Part B Casulana – 15:00 initial rehearsal 

 

111 Pellegrino, Johnston, Wagoner, and Powell, “Music Teacher Resilience.” 163–186. 
 
112 Csikszentmihályi, Flow: The Psychology of Optimal Experience, 71–93. 
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Parker – 15:00 initial rehearsal 

 

Table 4.6 Example of Unit 1, Week 2 “Finding Flow” 

Throughline How do you stay present in the midst of a performance or lesson? 

Warm-up Mind, Body, and Breath - breath centering and physical stretching 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, 
[ni ne na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at 
different dynamics 

Rehearsal Part A Parker – 10:00 review  

Casulana – 10:00 review  

Bonds – 20:00 initial rehearsal 

Announcements Explanation of Hindemith exercises resource and discussion assignment 

Break Share food; gather in mentor groups of two or three 

Discussion Flow the Psychology of Optimal Experience by Mihály 
Csíkszentmihályi, Chp. 4 “The Conditions of Flow”113 

Rehearsal Part B Trumbore – 15:00 review  
Moore – 15:00 review  

 

Table 4.7 Example of Unit 1, Week 3 “Building Musicianship” 

Entry question How do you experience memorizing versus sightreading a score? 

Warm-up Mind, Body, and Breath -  sing what you see on “ta” or “ts” 

 

113 Csikszentmihályi, Flow: The Psychology of Optimal Experience, 71–93. 
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Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, 
[ni ne na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at 
different dynamics 

Rehearsal Part A Moore – 10:00 detailed rehearsal work 
Trumbore – 10:00 detailed rehearsal work 
Dett – 20:00 initial rehearsal 
 

Announcements Explanation of “play and sing” assignment and other methods for 
internalizing harmony and melody. 

Break Share food; informal time to connect with colleagues 

Discussion Explore Hindemith’s training exercises.114 What strategies did you 
explore this week to grow in your musicianship with regard to rhythm? 

Rehearsal Part B Bonds – 15:00 review  
Gibbs – 15:00 review  

 

  

 

114 Paul Hindemith, Elementary Training for Musicians (London: Schott, 1974). 
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Table 4.8 Example of Unit 1, Week 4 “Building Musicianship (continued)” 

Entry question What strategies for intonation or sightreading did you learn after 
graduating college? 

Warm-up Mind, Body, and Breath - rolling up spine from bottom to top, body-
mapping key joints from bottom to top, body-mapping lungs 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, 
[ni ne na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at 
different dynamics 

Rehearsal Part A Gibbs – 10:00 review  
Bonds – 15:00 detailed rehearsal work 
Trumbore – 15:00 detailed rehearsal work 

Announcements Explanation of recording vocalise assignment for next week’s 
discussion. 

Break Share food; gather in mentor groups of two or three 

Discussion Analyze and rehearse challenging passages in the repertoire using 
solfege and “play and sing” methods. How did your musicianship 
develop this week with regard to reading harmonic and melodic 
patterns? 

Rehearsal Part B Casulana – 15:00 detailed rehearsal work 
Dett – 15:00 review  

 

Table 4.9 Example of Unit 1, Week 5 “Efficient Vocal Technique” 

Throughline What is the best advice you ever received from a voice teacher? 

Warm-up Mind, Body, and Breath - repeated inhalations to create more 
mindfulness of the expansion of the ribcage, hiss on 4, 8, 12, 16 at 
dynamic shown in conductor’s gesture 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, 
[ni ne na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at 
different dynamics 
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Throughline What is the best advice you ever received from a voice teacher? 

Rehearsal Part A Dett – 15:00 detailed rehearsal work 
Casulana – 10:00 integration and refinement 
Parker – 15:00 detailed rehearsal work 

Announcements Practice priorities 
Performance logistics 

Break Share food; informal time to connect with colleagues 

Discussion Record yourself performing vocalises or repertoire from rehearsal. How 
can you continue to grow your vocal technique for this ensemble? 

Rehearsal Part B Gibbs – 15:00 detailed rehearsal work 
Bonds – 15:00 integration and refinement 

 

Table 4.10 Example of Unit 1, Week 6 “Creating Artistry” 

Throughline What does it mean to create art as a singer? 

Warm-up Mind, Body, and Breath - alignment and breath reminders with gesture 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, 
[ni ne na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at 
different dynamics 

Rehearsal Part A Moore – 6:00 integration and refinement 
Casulana – 5:00 polish 
Parker – 7:00 integration and refinement 
Dett – 7:00 integration and refinement 
RUN above repertoire without stopping – 15:00 

Announcements Performance logistics reminders 
Final celebration/social plans 

Break Share food; informal time to connect with colleagues 

Discussion No assigned reading or preparation this week.  
Reflect on entry question from Unit 1, Week 1: how does your sense of 
time and being in the moment change when you sing? 
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Reflect on essential questions and understandings from Unit 1, Week 1 

Rehearsal Part B Trumbore – 5:00 polish 
Bonds – 6:00 polish 
Gibbs – 5:00 integration and refinement 
RUN above repertoire without stopping – 14:00 

 

Table 4.11 Example of Unit 1, Week 7 “Performance and Closing Activities” 

Essential question What is your mindset as a singer during a performance? 

Performance 25:00 program for audience of colleagues and students at an early-fall 
Honor Choir event OR recorded performance to be shared with students 
asynchronously 

Closing Social 
Activities 

Gathering at restaurant or home to celebrate and continue sharing 
reflections 

Course Feedback Anonymous surveys issued by sponsoring districts following 
implementation of PD 

 

Unit 2: The Singing Conductor (January–February) 

This PD session is a follow-up experience to Unit 1 and will take place over the course of 

six meetings including two additional one-on-one conducting lessons. Participants will develop 

deeper understandings of teacher-artist identity through conducting gesture, score study, and 

rehearsal technique via individual lessons, rehearsal experiences, readings, discussions, and a 

final choral performance in front of students and colleagues. The facilitator will administer the 

curriculum while simultaneously offering exemplary rehearsal technique, conducting gesture, 

and group vocal pedagogy through the repertoire. An emphasis will be placed on social 
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connection, respecting the energy and time of participants, and tailoring experiences to the 

musical and vocal abilities of participants. 

Unit 2 Desired Results 

Table 4.12 Desired Results for Unit 2, “The Singing Conductor” 

Learning Goals 

The goal of Unit 2 is the integration of choral director teacher-artist identity through 
participation in a choral ensemble made up of choral director colleagues. Unit 2 also seeks to 
expand artist identity to include conducting through one-on-one lessons in gesture and score 
study. Excellence in vocal technique, musicianship, and artistry will be pursued according to 
the following NASM standards:115 

 
● Vocal Technique 

○ NASM Standard H.IX.O.3.c.(2) Competencies 
■ (a) Students will demonstrate vocal and pedagogical skill sufficient to 

teach effective use of the voice. 
■ (c) Students will demonstrate artistry through vocal performance 

experience in ensembles. 
● Musicianship 

○ NASM Standard VII.D.2.a. 
■ (1) Students have the ability to hear, identify, and work conceptually 

with the elements of music such as rhythm, melody, harmony, structure, 
timbre, texture. 

■ (2) Students will understand how to read and realize musical notation 
with their voice. 

● Artistry 
○ NASM Standard XIV.B.3.a  

■ Students demonstrate advanced competencies in conducting. 
Conducting, analytical studies, score reading, and rehearsal techniques. 

Essential Questions and Understandings 

 

115 NASM, “National Association of Schools of Music Handbook 2025-2026.”  
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Essential Questions 
What is teacher-artist identity? 
 
 
How does seeking “flow” as a singer benefit 
our students? 
 
 
How do choral directors seek out artistic 
meaning through conducting? 
 
 
 
How can I strengthen my artist identity as a 
conductor? 

Students will be able to understand that… 
nurturing teacher-artist identity requires 
reattaching to one’s craft as an artist.116 
 
“flow” experiences, although elusive, inspire 
more creative instruction, increase music 
teacher satisfaction, and promote career 
longevity.117 
 
music-making effectively as a conductor can 
help conductors find more “excitement, 
rejuvenation, and inspiration” in their 
rehearsals118 
 
developing musical skills like score study and 
conducting gestures can increase “self-
confidence and intrinsic motivation.”119 
 

Acquisition 

Students will know…  Students will be able to… 

Key terms: “flow” and “teacher-artist” 
 
 
methods for score study including play-and-
sing and structural analysis according to Julius 
Herford120 
 
basic conducting gestures for dominant and 
non-dominant hand including various types of 

Reflect on their own identity formation as 
both teacher and artist. 
 
Recreate “flow” experiences that challenge 
and develop levels of personal musicianship 
through conducting and score study 
 
Apply conducting concepts learned in lessons 
to classroom repertoire in order to integrate 

 

116 Scheib, “Policy Implications for Teacher Retention,” 7–9. 
 
117 Pellegrino, “Connections Between Performer and Teacher Identities in Music Teachers,” 39–55 
 
118 Pellegrino “Examining the Intersections of Music Making and Teaching,” 143. 
 
119 Kokotsaki and Hallam, “Higher Education Music Students’ Perceptions,” 94. 
 
120 Donald Neuen, Choral Concepts (Belmont, CA: Schirmer/Thomson Learning, 2002), 145–146. 
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fermatas, active/passive gestures, gesture of 
syncopation, subdivision, and cueing 
 
 
basic rehearsal technique elements such as 
working whole-part-whole, “seven words or 
less,” and using gesture creatively to address 
issues without stopping the rehearsal 
 

their identities as both teacher and artist. 
 
 
 
Apply rehearsal technique principles to 
repertoire and lessons for their own ensembles 
 

  

Unit 2 Acceptable Evidence 

Table 4.13 Acceptable Evidence for Unit 2, “The Singing Conductor” 

Performance Tasks 

Evaluation Criteria: 
See TCDA rubric for choral performance 
evaluation121 
(15 points per week) 
 

Musical Performance 
Weekly rehearsal performance 
Final concert performance 

Other Evidence 

Evaluation Criteria 
 
Critical Thinking:  
Thorough, nuanced, original response 
 (1–3 point per week) 
 
Support: 
Includes details and examples to support 
claims and arguments  
(1–3 points per week) 
 
 

Readings and Class Discussion 
 
In-class discussion on readings related to 
defining the terms teacher-artist identity and 
conducting gesture 
 
Week 1: 
 Online discussion on “Choral Conducting 
Education: The Lifelong Entanglement of 
Competence, Identity and Meaning” in 

 

121 “Concert & Sight-Reading Adjudication Rubrics,” University Interscholastic League, accessed March 11, 2026, 
https://www.uiltexas.org/music/concert-sight-reading/concert-sight-reading-adjudication-rubrics. 

https://www.uiltexas.org/music/concert-sight-reading/concert-sight-reading-adjudication-rubrics
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Sharing & Listening: 
Engages with others with clear questions, 
ideas, and comments with a generally 
supportive attitude toward peers  
(1–4 points per week) 
 
 

Research Studies in Music Education by 
Jansson and Balsnes122 
 
Week 2: 
In-person discussion on “Expressive 
Gestures” from The Modern Conductor by 
Elizabeth Green and Mark Gibson123 

Self-Assessment and Reflection 

Rehearsal Reflection and Performance Reflection 
Week 0: Browse the repertoire list. What repertoire from the recommended list would you be 
most interested in studying and performing? 
 
Week 3: Analyze and rehearse challenging passages in the repertoire using solfege and “play 
and sing” methods. How did your musicianship develop this week with regard to reading 
harmonic and melodic patterns? 
 
Week 4: Explore “Developing the Left Hand” and “The Fermata” from The Modern 
Conductor by Elizabeth Green and Mark Gibson.124 What do you still find challenging about 
cueing or hand independence? Practice different fermatas and cueing techniques and bring 
questions to your one-on-one lesson. 
 
Week 5: Record yourself leading a rehearsal or performance with a more advanced ensemble. 
How can you continue to grow your ability to use conducting gestures with this ensemble? 

  

 

122 Dag Jansson and Anne Haugland Balsnes, “Choral Conducting Education: The Lifelong Entanglement of 
Competence, Identity and Meaning,” Research Studies in Music Education 43, no. 3 (October 2021): 347–65, 
https://doi.org/10.1177/1321103X19863184.  
 
123 Elizabeth Green and Mark Gibson, The Modern Conductor, 7th ed. (Upper Saddle River, NJ: Pearson Prentice 
Hall, 2004), 41–57. 
 
124 Elizabeth Green and Mark Gibson, The Modern Conductor, 7th ed. (Upper Saddle River, NJ: Pearson Prentice 
Hall, 2004), 78–83, 84–94. 

https://doi.org/10.1177/1321103X19863184
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Unit 2 Learning Experiences and Instruction 

Table 4.14 Example of Unit 2 Concert Program 

Title Composer/Arranger Length 
(min) 

Non nobis domine Rosephanye Powell 3:10 

Ego flos campi  Rafaella Aleotti 1:40 

Listen to the Lambs R. Nathaniel Dett 5:10 

Ain’-a That Good News Traditional spiritual, arr. William Dawson 2:00 

I, too  Undine Smith Moore 4:30 

How Can I Keep From Singing Traditional Shaker Hymn arr. Sarah Quartel 3:30 

Performance time: approximately 20:00 

 

Table 4.15 Example of Unit 2, Week 1 “Cultivating Your Conductor Identity” 

Entry question How does your identity shift when you step on the podium? 

Warm-up Mind, Body, and Breath -  greet your neighbor, “follow me” gestures, 4 
after me gestures 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, [ni ne 
na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at different 
dynamics 

Rehearsal Part A Powell – 20:00 initial rehearsal 
Moore – 20:00 initial rehearsal 

Announcements Essential questions and understandings 
Details regarding final assessments 
Share scheduling details for one-on-one virtual conducting lessons 

Break Share food; informal time to connect with colleagues 
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Discussion Explanation of online discussion for Week 1,  “Choral Conducting 
Education: The Lifelong Entanglement of Competence, Identity and 
Meaning” in Research Studies in Music Education by Jansson and 
Balsnes125 
Explanation of in-person discussion for Week 2, “Expressive Gestures” 
from The Modern Conductor by Elizabeth Green and Mark Gibson126 

Rehearsal Part B Aleotti – 15:00 initial rehearsal 
Dett – 15:00 initial rehearsal 

 

Table 4.16 Example of Unit 2, Week 2 “Finding Flow as a Conductor” 

Entry question What does it mean for a conductor to truly “know” a piece of music? 

Warm-up Mind, Body, and Breath - breath centering and physical stretching 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, 
[ni ne na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at 
different dynamics 

Rehearsal Part A Dett – 20:00 initial rehearsal 
Quartel – 20:00 initial rehearsal 

Announcements Explanation of “play and sing” assignment and other strategies for 
internalizing harmony and melody. 
Reminders to schedule one-on-one virtual conducting lessons 

Break Share food; gather in mentor groups of two or three  

Discussion Reflect on insights from “Expressive Gestures” from The Modern 
Conductor by Elizabeth Green and Mark Gibson127 

 

125 Dag Jansson and Anne Haugland Balsnes, “Choral Conducting Education: The Lifelong Entanglement of 
Competence, Identity and Meaning,” Research Studies in Music Education 43, no. 3 (October 2021): 347–65, 
https://doi.org/10.1177/1321103X19863184.  
 
126 Elizabeth Green and Mark Gibson, The Modern Conductor, 7th ed. (Upper Saddle River, NJ: Pearson Prentice 
Hall, 2004), 41–57. 
 

https://doi.org/10.1177/1321103X19863184
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Rehearsal Part B Dawson – 15:00 initial rehearsal 
Moore – 15:00 review  

 

Table 4.17 Example of Unit 2, Week 3 “Score Study and Gesture” 

Entry question When is it OK to break the conducting pattern? 

Warm-up Mind, Body, and Breath -  sing what you see on “ta” or “ts” 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, 
[ni ne na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at 
different dynamics 

Rehearsal Part A Moore – 15:00 review  
Dawson – 15:00 detailed rehearsal work 
Powell – 10:00 detailed rehearsal work 

Announcements Explanation of next reading assignment from The Modern Conductor by 
Elizabeth Green and Mark Gibson.128 
Review scheduling and procedure for one-on-one virtual conducting 
lessons 

Break Share food; informal time to connect with colleagues 

Discussion Analyze and rehearse challenging passages in the repertoire in the 

repertoire using solfege and “play and sing” methods. How did your 

musicianship develop this week with regard to harmony and melody? 

Rehearsal Part B Aleotti – 15:00 review  
Quartel – 15:00 review  

 

127 Elizabeth Green and Mark Gibson, The Modern Conductor, 7th ed. (Upper Saddle River, NJ: Pearson Prentice 
Hall, 2004), 41–57. 
 
128 Elizabeth Green and Mark Gibson, The Modern Conductor, 7th ed. (Upper Saddle River, NJ: Pearson Prentice 
Hall, 2004), 78–83, 84–94. 
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Table 4.18 Example of Unit 2, Individual Conducting Lesson 1 

Opening Activities What are your goals? What are your frustrations? Describe your 
ensembles and repertoire. 

Part A Review of fundamental conducting techniques: starting, stopping, 
fermatas and left-hand cueing 

Part B Application to repertoire or review of conducting footage for rehearsal 
technique 

Closing Activities Establish goals for the second session and outline next, follow-up email 
with additional resources for research and practice 

 

Table 4.19 Example of Unit 2, Week 4 “Score Study and Gesture” (continued) 

Throughline What do you do with your non-dominant hand? 

Warm-up Mind, Body, and Breath -  no talking start, clap with me 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, 
[ni ne na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at 
different dynamics 

Rehearsal Part A Quartel – 15:00 detailed rehearsal work 
Powell – 5:00 integration and refinement 
Dett – 20:00 review and detailed rehearsal work 

Announcements Explanation of rehearsal video assignment next week’s discussion. 

Break Share food; gather in mentor groups of two or three  

Discussion Explore “Developing the Left Hand” and “The Fermata” from The 
Modern Conductor by Elizabeth Green and Mark Gibson. What do you 
still find challenging about cueing or hand independence? Practice 
different fermatas and cueing techniques and bring questions to your 
one-on-one lesson. 

Rehearsal Part B Aleotti – 10:00 integration and refinement 
Moore – 10:00 detailed rehearsal work and integration and refinement 
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Dawson – 10:00 integration and refinement 

 

Table 4.20 Example of Unit 2, Individual Conducting Lesson 2 

Opening Activities Revisiting goals, frustrations, and current repertoire-based questions. 

Part A Review of fundamental conducting techniques: starting, stopping, 
fermatas and left-hand cueing 

Part B Application to repertoire or review of conducting footage for rehearsal 
technique 

Closing Activities Set agenda for continued individual practice or future lessons, follow-up 
email with additional resources for research and practice 

 

Table 4.21 Example of Unit 2, Week 5 “Creating Artistry” 

Throughline What does it mean to create art? 

Warm-up Mind, Body, and Breath - alignment and breath reminders with gesture 
Voice, Vowel, Velocity - lip buzz and other semi-occluded exercises, 
[ni ne na no nu], marcato arpeggios on closed vowels 
Range - legato arpeggios on open vowels 
Intonation - tuning fifths, half-step movement, triadic harmony at 
different dynamics 

Rehearsal Part A Powell – 6:00 final touches 
Aleotti – 6:00 final touches 
Dett – 16:00 integration, refinement, and final touches 
RUN above repertoire without stopping – 12:00 

Announcements Performance logistics reminders 
Practice priorities 
Final celebration and social plans 

Break Share food; informal time to connect with colleagues 

Discussion No assigned reading or preparation this week.  
Reflect on entry question from Unit 2, Week 1: how does your identity 
shift when you step on the podium?  
Reflect on essential questions and understandings from Unit 2, Week 1 
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Rehearsal Part B Dawson – 5:00 final touches 
Moore – 5:00 final touches 
Quartel – 10:00 integration, refinement, and final touches 
RUN above repertoire without stopping – 10:00 

 

Table 4.22 Example of Unit 2, Week 6 “Performance and Closing Activities” 

Entry question What is your mindset as a conductor during a performance? 

Performance 20:00 program for audience of colleagues and students at a late-winter 
Honor Choir event OR recorded performance to be shared with students 
asynchronously 

Closing Social 
Activities 

Gathering at restaurant or home to celebrate and continue sharing 
reflections 

Course Feedback Anonymous surveys issued by sponsoring districts following 
implementation of PD 
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Chapter Five: Discussion and Recommendations 

This chapter restates the purpose of this document and summarizes the resulting PD 

curriculum design. The three research questions that guided my inquiry into the literature and 

formulation of interview questions frame additional discussion. Recommendations include 

strategies for presenting the curriculum to school division leaders, connections to existing in-

service and pre-service learning experiences, and suggestions for future research. 

Purpose Statement 

The purpose of this document is to design a performance-based PD curriculum for choral 

music educators. This curriculum design is rooted in recommendations from the literature related 

to PD and teacher-artist identity, the experiences of this author as a community choir director, 

and feedback from choral directors who seek artistic fulfillment through participation in a 

community choir. Four choral director participants provided feedback on the types of activities 

they would like to see in this curriculum and offered reflections about their own experience as 

members of a community choir.  

Summary of the Curriculum Design 

 This PD curriculum consists of two units entitled, “The Singing Choral Director” and 

“The Singing Conductor.” Each unit lasts approximately eight weeks in duration with seven 

meetings for a total of 24 credit hours. In-person learning experiences include five-to-six weekly 

rehearsals depending on the unit of study and culminate in a final public performance. 

Asynchronous activities and assessments include readings, online discussion, in-person 
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discussion, and one-on-one lessons focused on elements of score study, conducting, and 

rehearsal technique. 

The first unit will be offered in the late summer in anticipation of the academic year. Unit 

1, “The Singing Choral Director,” focuses on the cultivation of artist identity through 

participation in a chamber choir composed of choral director colleagues. Unit 2, “The Singing 

Conductor,” will be offered in the winter in anticipation of spring adjudicated performances. 

This unit will incorporate additional opportunities for participants to receive individualized 

feedback regarding their conducting gesture and rehearsal technique.  

The conceptual framework for this curriculum differentiates for teachers’ PD needs 

through different stages of their career cycle.129 Literature related to identity formation in music 

teachers indicates that pre-service experiences leading to an “artist focused” identity during 

undergraduate studies are replaced by early-career experiences that shift early-career teachers 

toward defining their “teacher focused” identity. Experienced teachers face the task of 

reconciling these two aspects of their “dual identity” as both teacher and artist. To facilitate 

mentorship and collaboration between participants, instructional activities include weekly 

opportunities for informal interactions and structured reflection. During time reserved for breaks 

and discussion, participating choral directors will be encouraged to share food, connect, and 

build meaningful professional relationships with other members of their PD cohort. 

 

129  Eros, “The Career Cycle and the Second Stage of Teaching: Implications for Policy and Professional 
Development,” 66. 
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The conceptual framework for this project centers around the desired result of the 

integration of choral director teacher-artist identity. This overarching goal is derived from my 

own experience as a community ensemble director, feedback from interviews with choral 

directors who sing in a community choir with teaching colleagues, and findings in the literature 

regarding the benefits of sustained and collaborative music-making for music educators.  

The conceptual framework accounts for the progression of PD experiences through 

different stages of the career cycle. For music teachers, pre-service experiences are “artist 

focused” during undergraduate studies while early-career experiences shift toward a teacher 

focused” identity. Experienced teachers face the task of reconciling these two aspects of their 

dual identity as both teacher and artist. This PD curriculum is designed with the relationship 

between career cycle stages and teacher-artist identity in mind. As participating teachers grow in 

musicianship and artistry, they will collaborate alongside colleagues and transfer elements of this 

PD experience to maximize student impact. 

The conceptual framework features the dynamic experience of teacher-artist identity 

formation as the “desired result” within the backward design model of Wiggins and McTigue.130 

In accordance with UbD, this desired result becomes the basis for the assessments, learning 

experiences, and instruction of a performance-based PD curriculum. 

 

130 Wiggins and McTighe, Understanding by Design, 8. 
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Discussion 

 The three research questions central to the design of this PD curriculum frame the 

discussion in this section. Supporting evidence includes feedback collected during participant 

interviews (Chapter Three), the body of literature related to teacher-artist identity, music teacher 

professional development, and the UbD curriculum design model (Chapter Two), and the 

professional background and experiences of the author (Chapter One). 

RQ1: How does singing in a community choir support the well-being and teacher-artist identity 

of choral music educators?  

The design of this curriculum reflects the expressed desires of choral directors to perform 

challenging repertoire in a collaborative ensemble alongside their teaching colleagues. This 

desire for challenging participants will be calibrated to the abilities of participants. Rigor will be 

adjusted as needed to include repertoire and musicianship exercises that are tailored to meet the 

interests and abilities of participating choral directors.  

Participants reported that their experience in a community choir alongside other choral 

directors “[sharpened their] mind,” and “[stretched] their musical muscle.” As the director of an 

auditioned adult community choir, I have personally observed many choral directors in my 

ensemble grow in their artistry, vocal technique, and musicianship through regular rehearsal and 

performance. Interviewed participants shared that informal social interactions and flow 

experiences within their community choir have inspired them to continue pursuing musical 

performance opportunities throughout their teaching careers. 

The literature describes the artist identity formation in music teachers beginning in 

childhood. Future music educators are “typically socialized as musicians as children” and receive 
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regular reinforcement for their identity as performing artists through “social recognition” and 

performances as they continue through their adolescent years.131 The academic experience during 

collegiate music education coursework helps to “solidify and endorse the artist identity” of pre-

service music teachers.132  

During undergraduate coursework, the teacher identity of pre-service music educators 

begins taking shape alongside the artist identity. As music education students transition into the 

classroom for the first time, they may “find little or no socially constructed support for their 

‘musician-performer’ self.”133 Music teacher professional development literature supports music-

making as an effective and desirable form of PD to help music teachers integrate their emerging 

teacher identity with their artist identity.134 The findings of research in professional development 

effectiveness indicate that music-making throughout the career cycle can “reaffirm, reengage, 

and revitalize the musician-performer identity” of both early-career and experienced teachers.135 

  These findings are worth considering in the larger context of stress, isolation, burnout, 

and teacher shortages in the United States following the COVID-19 pandemic.136 This PD 

experience, which includes rehearsing and performing alongside other choral directors on a 

 

131Isbell, “Musicians and Teachers,” 164. 
 
132 Scheib, “Policy Implications for Teacher Retention,” 7. 
 
133 Roberts, “Who's in the Mirror? Issues Surrounding the Identity Construction of Music Educators,” 37. 
 
134 Pellegrino, “Connections Between Performer and Teacher Identities in Music Teachers,” 48. 
 
135 Conway, et al., “Voices of Music Teachers Regarding Professional Development,” 11–14. 
 
136 Nápoles, “Burnout: A Review of Literature,” 24–25 
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weekly basis, could also provide additional social and psychological support for exhausted and 

disillusioned music educators. Weekly opportunities for collaboration and mentorship between 

novice and expert teachers would serve as powerful tools for helping participants to avoid 

burnout and establish boundaries around their work.137  

RQ2: How does singing in a community choir support the lifelong learning and PD of choral 

music educators? 

 Music-making through an ensemble of choral colleagues connects choral directors to 

their “identity, well-being, beliefs, and effectiveness” and can be a “powerful pedagogical tool” 

in providing long-term professional growth.138 Choral conductor and researcher, Jody Kerchner 

described how she models lifelong learning with pre-service music teachers, explaining that “to 

model, encourage, and facilitate lifelong learning and making connections between personal, 

artistic, and professional life is to provide our students with invaluable lifelong professional tools 

and experiences.”139 Kerchner’s examples of professional modeling for undergraduate music 

education students may transfer effectively to the context of a PD curriculum for early career and 

experienced choral directors. Music-making in a collaborative and sustained format provides a 

favorable environment for choral directors to share what Kerchner describes as the “tangible and 

 

137 Allison Paetz, “A Mixed Methods Exploration of Perfectionism, Stress, and Burnout among PreK–12 Music 
Educators in the United States” (PhD diss., Case Western Reserve University, 2024), 14–15, 
https://www.proquest.com/dissertations-theses/mixed-methods-exploration-perfectionism-
stress/docview/3065202125/se-2. 
 
138 Pellegrino, “Exploring the Benefits of Music-Making as Professional Development for Music Teachers,” 79. 
 
139 Jody Kerchner, “Keeping the Artistry: Modeling the Professional Life,” Education 11, no. 2 (January 2002): 20, 
https://doi-org.proxy-um.researchport.umd.edu/10.1177/105708370201100204.  

https://www.proquest.com/dissertations-theses/mixed-methods-exploration-perfectionism-stress/docview/3065202125/se-2
https://www.proquest.com/dissertations-theses/mixed-methods-exploration-perfectionism-stress/docview/3065202125/se-2
https://doi-org.proxy-um.researchport.umd.edu/10.1177/105708370201100204
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intangible qualities of a professional music educator that lead to learning for our students, our 

colleagues, and ourselves.” 

Choral directors who provided feedback for the creation of this curriculum helped select 

activities that would best support their own PD and lifelong learning. All four participants 

expressed a preference for interactive singing and movement activities during content-based PD. 

Their feedback also included recommendations for refining personal musicianship, vocal 

technique, conducting gesture, and score study. 

My own professional experiences as a choral director, educator, and clinician have 

informed my approach to designing an effective and engaging PD experience. One-on-one 

lessons in conducting, score study, and rehearsal technique offered in Unit 2 will be informed by 

my experiences as a conducting instructor for undergraduate students and my own one-on-one 

conducting lessons during graduate school and various summer conducting institutes. In Unit 1, 

the primary instrument for developing musicianship and artistry is weekly rehearsal on choral 

repertoire.  

The recommended repertoire list reflects my own conducting experiences with a 

community choir composed primarily of music educators. My work with this community 

ensemble includes a focus on performing works by diverse and historically marginalized 

composers. All suggested repertoire selections are taken from my experiences with this ensemble 

were chosen specifically to maximize opportunities for participants to refine their vocal 

technique, musicianship, and artistry. These diverse and inclusive repertoire recommendations 

are informed by recent scholarly criticism that recommends teachers perform diverse repertoire 
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in order to by better prepared “to tackle social justice issues and navigate the complexities of 

inclusivity and diversity they will encounter in their careers.”140  

As the facilitator, I will collect participant feedback on repertoire selections prior to each 

unit. In order to support participants in selecting of repertoire from outside the provided 

repertoire list, participants will be granted access to a digital version of Dennis Shrock’s recently 

revised edition of Choral Repertoire.141 This opportunity for participant input aligns with 

recommendations for effective collaborative PD from Stanley, Snell, and Edgar regarding 

“elements of teacher choice and control over their own learning”142 and allows for the inclusion 

of a greater variety of genres and historical style periods. 

Research studying singers in collegiate choral ensembles indicates the potential for 

lifelong social and psychological benefits from a music-making PD experience.  In a study of 

UK university music ensembles by Kokotsaki and Hallam, students shared that the social 

environment of their ensemble created “uplifting, exhilarating and motivating feelings” as well 

as feelings of “flow,” “timelessness,” and “escapism.”143 These benefits could offer much-

needed inspiration to music educators experiencing common feelings of burnout, isolation, and 

exhaustion. 

 

140 Magid, "Rethinking Social (in)Justice: An Examination of Race, Gender, and Sexuality in Choral Music 
Education,” 109–110. 
 
141 Dennis Shrock, Choral Repertoire, 2nd ed. (New York: Oxford University Press, 2022) 
 
142 Stanley, Snell, and Edgar,“Collaboration as Effective Music Professional Development,” 78. 
 
143 Kokotsaki and Hallam, “Higher Education Music Students’ Perceptions,” 99. 
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This curriculum requires participants to participate in weekly music-making alongside 

choral colleagues to integrate teacher and artist identity. The choice to place the music-making 

ensemble at the center of this PD learning experience is inspired by Kristen Pellegrino’s 

approach to viewing music identity formation through the lens of Wenger’s social learning 

theory known as the “Community of Practice.”144 In her case study of four music-making string 

teachers, Pellegrino explains that music-making in a cohort of fellow educators “connects 

activities, meaning of activities, and the feeling of belonging that comes from being with others 

who value and share a dedication to the activities.” In accordance with Wenger’s theory of 

Community of Practice, the social act of a music-making through a structured PD experience can 

be the basis for identity formation and “reconciliation” of teacher and artist identity. 

RQ3: What are the desired results, acceptable forms of evidence, and learning experiences for 

this performance-based PD curriculum? 

 The desired result of this performance-based PD curriculum is the development and 

reconciliation of teacher-artist identity among a learning community of choral directors.  Since 

both units of this curriculum are intended to support the integration teacher-artist identity for 

music educators, learning targets will be derived from the National Association for Schools of 

Music standards for the “Baccalaureate Degree in Music Education.”145  

In Unit 1, “The Singing Choral Director,” participants will develop deeper 

understandings of teacher-artist identity, flow, musicianship, and vocal technique through 

 

144 Etienne Wenger, Communities of Practice: Learning, Meaning, and Identity, 160–161. 
 
145 NASM, “National Association of Schools of Music Handbook 2025-2026.” 
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ensemble repertoire, mentorship opportunities, readings, discussions, and a final performance in 

front of students and colleagues. As the facilitator, I will deliver instruction while simultaneously 

exemplifying proper rehearsal technique, conducting gesture, vocal pedagogy, and knowledge of 

the selected repertoire. An emphasis will be placed on social connection through informal 

interactions. Following an informal diagnostic assessment during the first rehearsal, I will tailor 

future lessons and repertoire choices to the musical and vocal abilities of participants. In Unit 2, 

"The Singing Conductor,” participants will continue singing in a choir with other choral directors 

and receive additional opportunities to explore elements of conducting gesture, score study, and 

rehearsal technique through one-on-one lessons. 

 Performance tasks for both units were conceived through the theoretical framework of 

UbD curriculum design and incorporated Wiggins and McTighe’s “six facets of 

understanding.”146 These facets help educational leaders design assessments that bring about 

deeper understanding at the heart of a particular subject or discipline. Since this PD curriculum 

focuses on developing personal musicianship, artistry, and teacher-artist identity formation, my 

PD design focused on applying the sixth facet of understanding: self-knowledge. In this facet, 

participants relinquish unnecessary habits of thinking, language, or prejudices through discussion 

and written reflection. 

The goal of assessing self-knowledge informed my choice of discussions, readings, and 

informal interactions to help participants discover their own blind spots and misconceptions. For 

 

 
146 Wiggins and McTighe, Understanding by Design, 56. 
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this reason, the final formal assessment in both units will involve a written self-reflection that 

references the elements such as “tone,” “technique,” and “musical understanding,” taken from 

the standard UIL choral performance rubric.147  

The actual measurement of a teacher’s “integration of teacher-artist identity” (the desired 

result of the curriculum) may remain elusive despite several opportunities for discussion and 

reflection related to musician, teacher, and teacher-artist identity. Quantitative measures of 

teacher-artist identity such as Randles and Ballantyne’s creative identity in music (CIM) may fall 

short of capturing the unique transformation of occupational and personal growth over the course 

of this PD experience.148 The literature surrounding identity formation in music teachers supports 

the use of observations of informal interactions to measure teacher-artist identity integration. In 

this PD experience, this may naturally take place during informal reflections and reflections that 

during each unit’s “closing social activities.” As teachers share how their socially constructed 

identities of teacher, musician, and artist may have shifted over the course of the program, the 

facilitator may have an opportunity to grasp how an individual teacher may have progressed 

along the continuum of teacher-artist identity integration. 

Strategies for instruction are derived from the WHERETO acronym recommended by 

UbD backward design and Bruner and Dewey’s concept of “spiral curriculum” that allows for 

the “natural unfolding of the learning process” with gradually increasing levels of sophistication 

and complexity.149 As participants explore chosen repertoire they will learn from trial-and-error 

 

147 University Interscholastic League, “Concert & Sight-Reading Adjudication Rubrics.” 
 
148 Randles and Ballantyne, “Measuring Self-Perceptions of Creative Identity,” 231. 
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and receive support from the facilitator in pursuit of a shared performance goal. Weekly 

instructional activities begin with a thought-provoking “entry question” to draw learners 

attention to lesson goals and encourage deeper levels of inquiry in alignment with curricular 

organization strategy known as “Problem-Based Learning” (PBL)150 

Limitations of the Curriculum Design 

 This document outlines a PD curriculum design for choral directors informed by music 

education research, localized participant feedback from choral directors, and the professional 

experiences of the author. Choices for final learning experiences, acceptable evidence of 

learning, and the desired results of the curriculum are derived from my own professional 

experiences, feedback from interviews with choral directors who sing in a community choir with 

teaching colleagues, and findings in the literature regarding the benefits of sustained and 

collaborative music-making for music educators. 

 The curriculum itself does not constitute formal research which is defined as a 

“systematic investigation designed to develop or contribute to generalizable knowledge.”151 

Instead, this document contains a single actionable project conceived through the lens of a choral 

practitioner, informed by existing music education literature, guided by feedback from 

colleagues, and shaped by personal experience and bias. Because this PD curriculum does not 

 

149Wiggins and McTighe, Understanding by Design, 135. 
 
150 Wiggins and McTighe, Understanding by Design, 137. 
 
151 Nicholas Steneck, "The Protection of Human Subjects," in ORI Introduction to the Responsible Conduct of 
Research (Washington, DC: Government Printing Office, 2007), 33–51, https://ori.hhs.gov/ori-introduction-
responsible-conduct-research. 

https://ori.hhs.gov/ori-introduction-responsible-conduct-research
https://ori.hhs.gov/ori-introduction-responsible-conduct-research
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constitute “generalizable knowledge,” the design should not be considered as a qualitative study 

on teacher-artist identity or a study of the phenomenon of music-making among music teachers. 

In the planning of this curriculum design, I excluded several elements of planning, methodology, 

and data analysis required in traditional qualitative research such as the systematic coding of data 

for themes. These decisions limited the scope of this project and enabled me to focus my efforts 

on creating a document that applies my expertise and professional goals as a practitioner of 

choral conducting and music education.  

 The materials, financial planning, and scheduling decisions that frame this PD experience 

are based upon a narrow sample of feedback from four teaching colleagues who live and work in 

close proximity to a single densely populated area in the Mid-Atlantic United States. The 

participants’ choral programs are well-resourced relative to the average music classroom in their 

state and participants themselves are highly qualified musicians and teachers with graduate-level 

training and at least eight years of teaching experience. Participants serve middle school and high 

school public choral programs. All four were contacted to participate through prior professional 

connections with the author. The feedback collected from this culturally and geographically 

narrow selection of experienced choral teachers is unlikely to match the preferences of choral 

directors across the United States. Although the participant group includes a diverse group of 

individuals with respect to age, gender, race, and ethnicity, their backgrounds do not encompass 

the full range of ethnic and cultural diversity among choral directors in the targeted geographic 

area, suburban school divisions in the Mid-Atlantic United States. Furthermore, if this PD 

curriculum is implemented in another geographic area, professional setting, or cultural context, 
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additional consideration and feedback would be required to choose desired results, assessments, 

and learning experiences and tailor instruction to the needs of a different set of participants. 

 This curriculum design was conceived with the targeted audience of secondary choral 

music educators. It was not designed to serve the unique needs of general music teachers or 

instrumental music teachers. Band, orchestra, and elementary music specialists require 

specialized instruction to explore techniques, repertoire, and skills to grow as professional 

educators. Although many band, orchestra, and elementary music specialists may identify as 

singers and conductors, their needs would not be fully met by this PD curriculum since curricular 

choices were informed by literature, participant feedback, and author experiences related to 

secondary choral music education. Additional research and consideration would be required to 

transfer this model to an audience of general music or instrumental music educators. 

 This project is also limited by the lack of research regarding the impact of music-making 

as PD for choral directors. According to Barrett, “One of the reasons that research on music 

teachers’ professional development may be more limited in comparison….is that higher 

education [has] devoted more time to implementing programs for teachers than studying their 

impact.”152 Research related to other performance disciplines and contexts, particularly string 

teachers,153 and undergraduate music-making,154 informed the conceptual framework for a PD 

experience focused on teacher-artist identity in music teachers. A qualitative study of the 

 

152 Barrett, “Recasting Professional Development for Music Teachers in an Era of Reform,” 26. 
 
153 Pellegrino, “The Meanings and Values of Music-Making in the Lives of String Teachers,” 23–27. 
 
154 Scheib, “Policy Implications for Teacher Retention,” 7. 
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eventual implementation of “The Singing Choral Director” curriculum could offer insights into 

how the experiences of singers in a music-making PD for choral directors differ from those of 

collegiate choral singers or participants in a music-making PD experience for string teachers. 

Recommendations 

Implementation of the Curriculum 

 As the author of this curriculum design, I have drafted a template to assist in sharing this 

curriculum with school division leaders (Appendix D). In this document, I offer a brief summary 

of The Singing Choral Director curriculum and share evidence from participating teachers who 

collaborated in the design of learning experiences and assessments. This letter will be sent to 

stakeholders in school divisions with the goal of arranging for implementation in a larger school 

district that can serve as a model of success for this PD curriculum. Professional colleagues of 

the author and trusted leaders in the field of arts curriculum development will advise on how the 

PD can be tailored to meet the needs of teachers in a particular school division with regard to 

practical matters such as scheduling, budget, and instructional materials. 

 Prior to implementation, coordination with school division licensure offices and 

curriculum leaders would be necessary to ensure education leaders award participants with credit 

for licensure recertification and PD hours. Coordinating credit for participation will depend on 

the unique circumstances of local school districts and state recertification procedures. Offering 

continuing education credit in partnership with a local college or university would ensure that 

teacher credit and recertification points are awarded. The facilitator would need to carefully 
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consider the details of an arrangement with a college or university to ensure aspects of planning, 

enrollment, budget, and ensemble balance are not negatively impacted by academic policies.  

 In my discussion of recruitment strategies for this PD experience (Chapter Four), I 

proposed recruiting undergraduate interns as singers to help balance the choral ensemble during 

the PD enrollment process. Choral interns could be supported with financial stipends and receive 

additional benefits such as volunteer credit hours, networking opportunities, and curricular 

alignment with methods classes. Music education literature supports pursuing additional 

opportunities for pre-service teacher identity formation, and explains that these students ought to 

“create firstly an identity as a teacher who, secondly, happens to have, and teaches on the basis 

of, an extraordinary and highly-developed musical skill.”155 If this PD curriculum is 

implemented with the assistance of choral interns, additional consideration would be necessary 

to anticipate and differentiate for the personal, professional, and academic needs of these 

students. 

Connections with Existing PD Offerings 

 If offering an eight-week music-making PD for choral directors is not logistically feasible 

for a particular school district, certain elements of this PD curriculum could be adjusted to fit 

into the context of existing music teacher PD formats. Staff availability during summer break 

could create demand for a shorter, two-week long “The Singing Choral Director Institute” 

version of this curriculum where elements of conducting, performance, and collaborative music-

making are combined into a shorter timeframe. As an early-career educator, I had the privilege of 

 

155 Roberts, “Who’s in the Mirror? Issues Surrounding the Identity Construction of Music Educators,” 37–38. 
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experiencing a workshop that attempted a similar model for several summers through the 

Westminster Choir College Summer Choral Festival. During this experience, I participated in 

conducting masterclasses and rehearsed challenging repertoire alongside choral colleagues from 

across the country. Although this model was musically gratifying, practical for my personal 

schedule, and inspired my desire to continue performing in a choral ensemble throughout the 

school year, the shorter duration meant there were fewer opportunities for reflection, 

collaboration, and informal interactions between participants. As the director of an auditioned 

community choir where nearly half of the singers identify as choral directors, I could pilot 

elements of this PD curriculum through a two-week summer institute that incorporates music-

making in an ensemble of choral colleagues. 

One-day workshops and interactive hour-long conference presentations could also 

provide useful formats to pilot elements of this PD curriculum. In a one-day workshop, choral 

colleagues from a single district would come together on annual in-service PD days to participate 

in reading sessions, informal discussion, reflection, and music-making. Often these days are 

accompanied by similar opportunities for orchestra, band, and elementary music educators to 

receive content-based PD instruction. While choral directors are engaged in a shorter music-

making session to explore their teacher-artist identity, instrumental colleagues could be 

encouraged to collaborate in chamber ensembles with arrangements and instrumentation suited 

to the primary instruments of school division employees. This one-day version of “The Singing 

Choral Director” PD curriculum would align with recommendations from a national survey of 
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music teachers that indicated most music teachers preferred a PD experience that was “relatively 

short in length and took place in their own school district and area of specialization.”156 

Annual conferences could also serve as appropriate venues for sampling elements of this 

PD curriculum. Poster sessions and presentations could serve as tools to test curriculum elements 

with participants and garner more support from key stakeholders before implementing the first 

eight-week unit of the PD curriculum with a larger school district. These presentations could 

support participant recruitment if they are offered at region-level conferences in a geographic 

area that is near to the targeted area for implementation. At the conclusion of an interactive 

music-making conference session, participants could be provided with instructions to learn more 

and register for the full eight-week version of the PD curriculum. 

Recommendations for Future Research 

The review of literature (Chapter Two) included numerous studies related to music 

teacher PD preferences and effectiveness. These studies included ample evidence to support 

learning experiences with opportunities for sustained music-making, mentorship opportunities, 

and collaboration. Additionally, studies and literature reviews by Bauer,157 Barrett,158 Bush,159 

and Schneckenburger160 indicated music teachers’ preference for annual conferences and out-of-

 

156 Schneckenburger, "Formats and Features of Professional Development as Predictors of Self-Reported Changes 
in Music Teachers' Knowledge and Skills," 189–192. 
 
157 Bauer, et al., “In-Service Music Teachers’ Perceptions of Professional Development,” 101–24. 
 
158 Barrett, “Recasting Professional Development for Music Teachers in an Era of Reform,” 19–28. 
 
159 Bush, “Importance of Various Professional Development Opportunities and Workshop Topics as Determined by 
In-Service Music Teachers,” 13–15. 
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district PD workshops rather than through PD offered through their own school district. Despite 

these comprehensive surveys of teacher preferences, there still is a need for research on the 

effectiveness of specific models for music teacher PD. This opportunity for further research is 

especially true for evaluating models that incorporate music-making. A qualitative case study 

examining the experience of participants in this PD curriculum or a phenomenological study on 

the experiences of identity formation in choral directors who pursue performance opportunities 

outside the classroom could offer insights building on the findings of innovative research by 

Conway161 and Pellegrino.162  

Choral directors’ participation in community and professional ensembles might also 

guide future research regarding the benefits of sustained collaborative music-making for 

teachers. Selected adult choral ensembles where most members identify as choral directors or 

professional music educators are listed below. This is not a comprehensive list but includes 

examples of professional and volunteer adult choirs that serve as interesting entry points for 

future qualitative study on teacher-artist identity formation and best practices for collaborative 

music-making PD experiences. Many of these ensembles are affiliated with specific identities 

(gender, race, ethnicity), repertoire (sacred music, limited voicing, early music) or include 

 

160 Schneckenburger, "Formats and Features of Professional Development as Predictors of Self-Reported Changes 
in Music Teachers' Knowledge and Skills," 180–181. 
 
161 Conway, “Setting an Agenda for Professional Development Policy, Practice, and Research in Music Education,” 
60–61. 
 
162 Pellegrino, “Examining the Intersections of Music Making and Teaching for Four String Teachers,” 130. 
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professional singers (fully professional and semi-professional) that could contribute to the nature 

research related to these singing choral directors. 
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Table 5.1 Adult Choirs With 100% of Members Identifying as Choral Directors (United States 
and United Kingdom) 

Name Location Artistic 
Director 

Voicing Website 

Brothers in Song Dallas, TX Derrick 
Brookins 

Basso brothersinsong.org  

Caritas Nova Fairfax, VA Shared 
Leadership 

Treble caritasnova.com  

Chor Anno Vancouver, 
WA 

Howard 
Meharg 

SATB choranno.org  

Male Ensemble 
Northwest 

Longview, 
WA 

Shared 
Leadership 

Basso menorthwest.org  

Mirabai Lansing, MI Sandra Snow Treble singmirabai.org  
Sine Nomine 
International 

Touring Choir 

London, UK Benjamin Kirk SATB sinenom.com  

 

Table 5.2 Professional Choirs With Singers Who Identify as Choral Directors  
(Mid-Atlantic United States) 

Name Location Artistic 
Director 

Voicing Website 

Jason Max 
Ferdinand 

Singers 

Washington, 
D.C. 

Jason Max 
Ferdinand 

SATB jasonmaxferdinandsingers.com  

The Crossing Philadelphia, 
PA 

Donald Nally SATB crossingchoir.com  

The Thirteen Washington, 
D.C.  

Matthew 
Robertson 

SATB thethirteenchoir.org  

 

  

http://brothersinsong.org/
http://caritasnova.com/
http://choranno.org/
http://menorthwest.org/
http://singmirabai.org/
http://sinenom.com/
http://jasonmaxferdinandsingers.com/
https://www.crossingchoir.com/
http://thethirteenchoir.org/
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Table 5.3 Semi-Professional Symphonic Choirs With Singers Who Identify as Choral Directors 
(Mid-Atlantic United States) 

Name Location Artistic 
Director 

Voicing Website 

Baltimore 
Choral Arts 

Society 

Baltimore, 
MD 

Anthony Blake 
Clark 

SATB baltimorechoralarts.org  

Philadelphia 
Symphonic 

Choir 

Philadelphia, 
PA 

Various 
including Joe 

Miller and 
Amanda Quist 

SATB philorch.org 

The Washington 
Chorus 

Washington, 
D.C.  

Eugene Rogers SATB thewashingtonchorus.org  

 

  

http://baltimorechoralarts.org/
http://philorch.org/
http://thewashingtonchorus.org/
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Table 5.4 Professional Church Choirs with Several Singers Who Identify as Choral Directors 
(Mid-Atlantic United States) 

Name Location Artistic 
Director 

Voicing Website 

Choir of the 
Basilica of the 

National Shrine 
of the 

Immaculate 
Conception 

Washington, 
D.C. 

Peter Latona SATB nationalshrine.org/sacred-
music/musicians/  

The Emmanuel 
Choir 

Baltimore, 
MD 

Christian Lane SATB emmanueldowntown.org/ 
the-emmanuel-choir  

Washington 
National 

Cathedral Choir 

Washington, 
D.C.  

Tom Sheehan 
(interim) 

SATB cathedral.org/music/musicians/
professional-singers/  

 

Conclusion 

 When I originally conceived of this project, I began with an understanding of my own 

experience as a music educator and artistic director who leads an ensemble with many singing 

choral director colleagues. I consider it an honor to learn from and guide these singers each week 

as we embody lifelong learning and pass on our passion for the choral art form to the next 

generation. This project has provided me with a richer description of choral director teacher-

artist identity, formed connections between my daily practice as a community choir director and 

music education literature, and offered a practical framework applying my unique professional 

skill set to further the field of music education. 

 As choral directors rebuild their ensembles in the wake of a global pandemic and 

reimagine what artistry looks like in our rapidly changing society, they deserve professional 

growth opportunities that care for their spiritual well-being and reawaken their passion for 

https://www.nationalshrine.org/sacred-music/musicians/
https://www.nationalshrine.org/sacred-music/musicians/
http://emmanueldowntown.org/the-emmanuel-choir
http://emmanueldowntown.org/the-emmanuel-choir
http://cathedral.org/music/musicians/professional-singers/
http://cathedral.org/music/musicians/professional-singers/
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music-making. Researcher Kristen Pellegrino captured the spirit of teacher-artist identity best 

when reflecting on her own violin playing in her 2010 dissertation, “Music-making is intertwined 

with my sense of self, family, and spirituality. It is personal, pedagogical, and magical.”163 

Since becoming the director of music at a Unitarian Universalist congregation during the 

writing of this document, I have had the opportunity to receive immeasurable wisdom from my 

church musicians who often speak with great eloquence about the spiritual and transformative 

nature of music-making. The greatest privilege I have found as an artist and teacher is leading 

students, singers, and colleagues in the sacred art form of choral music. The process of creating 

this curriculum for choral directors has inspired me to continue “walking the walk” as a curious 

and evolving performing artist. I look forward to modeling the benefits of lifelong collaborative 

musicianship as I develop and implement this curriculum design. 

 

163 Pellegrino, “The Meanings and Values of Music-Making in the Lives of String Teachers,” 5. 
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Appendix A: Consent to Participate 
  

Institutional Review Board 
 1204 Marie Mount Hall ● 7814 Regents Drive ● College Park, MD 20742 ● 301-405-4212 ● irb@umd.edu 
  

Project Title 
 

The Singing Choral Director: A Performance-Based PD Curriculum for 
Choral Music Educators 

Purpose Statement 
 

The purpose of this document is to design a professional development 
curriculum for choral music educators focused on the benefits of choral 
ensemble participation. This curriculum will serve as a degree paper as part 
of a D.M.A. performance degree in choral conducting. 

Procedures 
 

The four choral director participants will serve as informants and provide 
feedback as to what types of activities they would like to see in this 
professional development curriculum. However, the paper will not seek to 
create generalizable knowledge that goes beyond the scope of this 
individual curriculum. The curriculum will not be published or evaluated. 
Data will not be collected or analyzed in a systematic manner. 
 
The feedback session with each choral director will be scheduled at a time 
convenient for both researcher and participants via recorded online video 
conference. Individual meetings will each last for approximately 30 
minutes. 

Potential Risks and 
Discomforts 

 

Participants are assured that their participation is entirely voluntary. I 
perceive the risks to participants to be minimal since it is unlikely that any 
subject would incur any substantial psychological stress.  

Potential Benefits  All participants will reflect on their thoughts and feelings concerning the 
meanings and values of music-making in their lives and the format of a 
professional development curriculum rooted in ensemble music-making. 
As a result of this reflective process, participants will benefit from an 
increased self-awareness and a deeper understanding of the intersections 
between their music-making and their teaching identity.  
The potential benefits of this project would be the creation of a 
professional development curriculum for in-service choral directors that 
incorporates elements of ensemble music-making.  

Confidentiality 
 
 

Any potential loss of confidentiality will be minimized by storing data in a 
secure location on a password protected computer. 
 
If I write a report or article about this research project, your identity will be 
protected to the maximum extent possible.  Your information may be 
shared with representatives of the University of Maryland, College Park or 
governmental authorities if you or someone else is in danger or if we are 
required to do so by law.  

Right to Withdraw and Your participation in this project is completely voluntary.  You may choose 

mailto:irb@umd.edu
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Questions not to take part at all.  If you decide to participate in this project, you may 
stop participating at any time.  If you decide not to participate in this 
project or if you stop participating at any time, you will not be penalized or 
lose any benefits to which you otherwise qualify. 
 
If you decide to stop taking part in the project, if you have questions, 
concerns, or complaints, or if you need to report an injury related to the 
research, please contact the investigator: David Mann <dmann@umd.edu> 

 
Participant Rights  
 

If you have questions about your rights as a research participant or wish to 
report a research-related injury, please contact:  

 
University of Maryland College Park  

Institutional Review Board Office 
1204 Marie Mount Hall 

College Park, Maryland, 20742 
 E-mail: irb@umd.edu   

Telephone: 301-405-0678 
 

For more information regarding participant rights, please visit: 
https://research.umd.edu/research-resources/research-

compliance/institutional-review-board-irb/research-participants  
 

This research has been reviewed according to the University of Maryland, 
College Park IRB procedures for research involving human subjects. 

Statement of Consent 
 

Your signature indicates that you are at least 18 years of age; you have 
read this consent form or have had it read to you; your questions have 
been answered to your satisfaction and you voluntarily agree to participate 
in this dissertation project. You will receive a copy of this signed consent 
form. 
 
If you agree to participate, please sign your name below. 

Signature and Date 
 

NAME OF PARTICIPANT 
[Please Print] 

 

SIGNATURE OF 
PARTICIPANT 

 

DATE 
 

 

 
 
  

mailto:irb@umd.edu
https://research.umd.edu/research-resources/research-compliance/institutional-review-board-irb/research-participants
https://research.umd.edu/research-resources/research-compliance/institutional-review-board-irb/research-participants
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Appendix B: Choral Director Interview 

Thank you for agreeing to be interviewed for this dissertation project. I am a doctoral 
student at the University of Maryland’s School of Music. The purpose of this document is to 
design a professional development curriculum for choral music educators focused on the benefits 
of choral ensemble participation. This curriculum will serve as a degree paper as part of a 
D.M.A. performance degree in choral conducting. 
 

The information collected in discussion will be used in my dissertation project and 
incorporated into a final curriculum design for choral directors. This project has been approved 
by the Institutional Review Board at the University of Maryland. 

  
During our time together you have the freedom to skip questions, ask for clarification, 

and ask questions of me at any point. I will record this interview so that I may accurately refer to 
your responses when writing my paper. I will also take notes during the interview. The notes will 
help me keep track of the interview as it progresses. 

  
I want to remind you that you can withdraw your consent at any time. Do I have your 

consent to move forward with the interview? 
All the information you share with me today will be handled confidentially.  I will use 

pseudonyms for the districts, schools, and participants. 

[Begin the recording and acknowledge the participant.] 
 
Research Question Question(s) 

RQ1: How does singing in 
a community choir 
support the well-being and 
teacher-artist identity of 
choral music educators?  
 

What is it about singing in a community choir that you find the 
most rewarding? 
 
How does singing with a community feed your identity as an 
artist? 

RQ2: How does singing in 
a community choir 
support the lifelong 
learning and professional 
development of choral 
music educators? 

Do you find these benefits impact your teaching? If so, how? 
 
How does singing in a community choir inspire you to grow and 
evolve as a teacher? 
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RQ3: What are the desired 
results, acceptable forms 
of evidence, and learning 
experiences for this 
performance-based 
professional development 
curriculum? 

What music teacher PD opportunities have you found the most 
interesting and engaging? 
 
What music teacher PD opportunities have you found the least 
interesting and engaging? 
 
Imagine you are offered an experience for PD or licensure 
recertification that involves ensemble participation on a weekly 
or biweekly basis. This ensemble is made entirely of choral 
director colleagues.  
Would this PD experience be of interest to you? 
 
What would you hope to receive from the previously described 
PD experience? 
(Repertoire, Conducting, Rehearsal Technique, Reflection, 
Mentorship, Networking, Performance, etc.) 
 
How could this experience be modified to fit within the already 
busy schedule of a choral director? 

Conclusion Is there anything else you would like to share? 
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Appendix C: Recommended Repertoire List 

Title Composer/ 
Arranger 

Voicing Publisher ID Accompaniment 

#UnitedWeDream Melissa Dunphy SATB melissadunphy.c
om 

a cappella 

A Prayer Ken Burton SATB divisi C. F. Peters 
98-EP73580 

a cappella 

Ain’-a That Good 
News! 

Traditional 
Spiritual, arr. 

William Dawson 

SATB, divisi Kjos 
T103A 

a cappella 

And the swallow Caroline Shaw SATB Caroline Shaw 
Editions 

a cappella 

Ave Maria Nathaniel Dett SATB, baritone 
solo 

Hinshaw 
HMC-333 

a cappella 

Bring me all your 
dreams 

Christopher Harris SATB, divisi Oxford 
9780193565364 

piano 

Can You See? Zanaida Robles SATB, divisi Music Spoke a cappella 
City Called Heaven Traditional 

Spiritual, arr. 
Josephine Poelinitz 

SATB, solo Colla Voce 
21-20105 

piano 

Daniel, Daniel, 
Servant of the Lord 

Traditional 
Spiritual, arr. 
Undine Smith 

Moore 

SATB, divisi, T/B 
solos 

Alfred 
00-WBCH93162 

a cappella 

Leron, Leron Sinta Traditional 
Tagalog, arr. 
Saunder Choi 

SATB, divisi saunderchoi.com a cappella 

Ego flos campi Raffaella Aleotti SSATTB Hildegard 
492-00094 

a cappella 

Grace Before Sleep Susan LaBarr SATB, divisi Santa Barbara 
SBMP1005 

a cappella 

Hark I Hear the 
Harps Eternal 

Traditional hymn, 
arr. Alice Parker 

SATB, divisi Lawson-Gould 
LG51331 

a cappella 

Hold Fast to 
Dreams 

Joel Thompson SATB, divisi Galaxy 
7.0728 

piano 

Hope Lingers On Andrea Ramsey SATB MusicSpoke a cappella, 
percussion 

I Believe in the 
Prince of Peace 

from Credo 

Margaret Bonds SSATB Hildegard 
492-00228 

piano 
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Title Composer/ 
Arranger 

Voicing Publisher ID Accompaniment 

How Can I Keep 
from Singing 

Traditional Shaker 
Hymn arr. Sarah 

Quartel 

SATB, divisi Oxford 
9780193524590 

a cappella 

I'm Gonna Sing 'til 
the Spirit Moves In 

My Heart 

Traditional 
Spiritual, arr. 
Moses Hogan 

SATB, divisi,  
T solo 

Hal Leonard 
08740284 

a cappella 

I Dream a World André Thomas SATB, divisi Heritage 
15/1752H 

piano 

I, too Undine Smith 
Moore 

SATB, divisi Oxford 
9780193565715 

piano 

In the Middle Dale Trumbore SATB, divisi Graphite 
DT0026 

piano 

John Saw De 
Numbah 

Traditional 
Spiritual, arr. 
Stacey Gibbs 

SATB, divisi Gentry 
JG2364 

a cappella 

Listen to the Lambs R. Nathaniel Dett SATB, divisi, S 
solo 

IMSLP a cappella 

Morir non può mio 
cuore 

Madalena Casulana 
ed. Liza Calisesi 

Maidens 

SATB MusicSpoke a cappella 

My Heart Be Brave Marques L. A. 
Garrett 

SATB Oxford 
9780193560338 

a cappella 

Non nobis Domine Rosephanye Powell SATB, divisi Gentry 
JG2291 

a cappella 

Peace I Leave with 
You 

Amy Beach SATB IMSLP a cappella 

Precious Lord Thomas Dorsey arr. 
Arnold Sevier 

SATB divisi Abingdon Press 
061784 

a cappella 

Resignation Florence Price SATB 
 

Schirmer/Wise a cappella 

Summer is Gone Samuel Coleridge-
Taylor 

SATB, divisi IMSLP a cappella 

TaReKiTa Reena Esmail SATB Oxford 
9780193576926 

a cappella 
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Title Composer/ 
Arranger 

Voicing Publisher ID Accompaniment 

Temporal Traditional Puerto 
Rican Plena arr. 
Diana Sáez and 
Suzette Ortiz 

SATB, divisi La Voz 
LVMP23103 

piano, percussion 

The Lord is My 
Shepherd, Alleluia 
(No. 3 from I Will 
Lift Up Mine Eyes) 

Adolphus Hailstork SATB divisi,  
tenor solo 

Theodore Presser 
312-41723 

piano (orch. 
reduction) 

The Music of 
Stillness 

Elaine Hagenberg SATB, divisi Oxford 
9780193517929 

piano 

The Word Was 
With God 

Rosephanye Powell SATB, divisi Gentry 
08738700 

a cappella 

We Are Ysaye Barnwell SATBB Schirmer 
9284 

a cappella 

We Are the Music 
Makers 

Reginald Wright SATB Oxford 
9780193562943 

piano 

We Shall Walk 
Through the Valley 

in Peace 

Undine Smith 
Moore 

SATB GIA 
G-6434 

a cappella 

When Thunder 
Comes 

Marí Esabel 
Valverde 

SATB, divisi mevalverde.com piano, percussion 
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Appendix D: Proposal for School Division Leaders and Administrators 

Dear [School District Fine and Performing Arts Supervisor] and [School District Music Content 
Specialist], 
 

I am writing to share my proposal for a collaborative professional development (PD) 
experience for your music teachers entitled, The Singing Choral Director. This PD curriculum is 
rooted in choral director mentorship, collaboration, and music-making. It includes two, eight-
week units offered beginning in August and January, with twelve hours of content-based learning 
per each eight-week unit.  
 

Highlights include in-person instruction from a guest clinician, opportunities for 
collaboration and mentorship before the start of the school year, one-on-one support for 
conducting and rehearsal technique in anticipation of adjudicated performances in the spring, and 
a final choral performance that will be shared in front of students and colleagues.  
This curriculum is the capstone project of my doctoral work at the University of Maryland and is 
based on recent scholarly research related to music teacher PD preferences and effectiveness, 
choral director teacher-artist identity and well being, and best practices in curriculum design.  
 

Learning goals are connected to national standards for music teacher preparation 
programs in alignment with the National Association of Schools of Music (NASM). Assessments 
and learning experiences are derived from these learning goals in accordance with a backward 
design model for curriculum and instruction. 
 

Contributing choral directors who collaborated in the authorship of this PD curriculum 
shared their excitement for an opportunity to learn from their colleagues, “stretch their musical 
muscles” and reestablish a foundation in vocal pedagogy, musicianship, and conducting. Choral 
directors also shared that they believed this experience would help to reignite their “passion” as 
teacher-artists and better serve the needs of students on a daily basis. 
 

I look forward to speaking with you about how this PD experience can benefit the 
educators in your district, increase teacher retention, and support educators at different stages of 
their careers through sustained collaborative music-making and mentorship. 

 
Sincerely, 
 

 
 
David Mann  
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