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Physical Meeting Location: SBCCD Boardroom
550 E. Hospitality Ln., Suite 200, San Bernardino, CA

Livestream
https://www.youtube.com/@sanbernardinocommunitycoll42/streams

Public records relating to an open session agenda item that is distributed
within 72 hours prior to the meeting is available for public inspection in the
Office of the Chancellor at SBCCD, 550 E. Hospitality Ln., Suite 200, San
Bernardino, CA, during regular business hours or on the District's website
www.sbccd.edu

Anyone who wishes to address the Board of Trustees on an agenda or
non-agenda item may do so pursuant to Board Policy 2350 Speakers.
Presentations relating to matters on the agenda shall be heard before the
vote is called. Comments on non-agenda items shall do so at the time
designated on the agenda. Comments must be limited to three (3) minutes
per speaker or 20 minutes on the same, or a substantially similar subject,
unless the Board votes to extend the time limit.

If you have questions about access or require an accommodation in order
to participate in the public meeting, please contact the Chancellor’s Office
at (909) 388-6902 as far in advance of the Board meeting as possible.

. CALL TO ORDER - PLEDGE OF ALLEGIANCE
. PRESENTATIONS

A. Sabbatical Reports
Mark McConnell
Joel Murphy

B. Early Retirement Incentive

C. Military Equipment Policy
PUBLIC COMMENTS ON AGENDA AND NON-AGENDA ITEMS
CLARIFICATION
APPROVAL OF MINUTES

A. 2023-10-19

RECOGNITION/CELEBRATIONS
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A. Recognize Applause Cards Recipients For Extending Extra Effort to
Provide Quality Service and Valued Assistance

B. Retirements
VIl. ACTION AGENDA

A. 2023 Sustainability Plan
2024 Early Retirement Incentive Plan
Board Policies for Final Approval
Military Equipment Use Policy

Resolution # 2023-11-09-FP-01 to approve the Settlement with
Argonaut Insurance Company and Award Contract #CC01-3605.02 —
Completion Contract for SBVC New Softball Field Project

VIII. CONSENT AGENDA

The Consent Agenda is expected to be routine and non-
controversial. It will be acted upon by the Board at one time without
discussion. Any member of the Board, staff member or citizen may
request that an item be removed from this section for discussion.

mOoOOow

A. Instruction/Student Services
1. Advisory Committtee List-Fall 2023

2. Curriculum - CHC

3. Curriculum - SBVC
B. Human Resources

1. Adjunct and Substitute Academic Employees
Appointment of District Employees
Employee Promotions
Non-Instructional Pay

o &~ b

Payment of Stipends

6. Reclassification of Employees
C. Business & Fiscal Services

1. Alcoholic Beverages
Conference Requests
Contracts at or Above $109,300
District College Expenses
Individual Memberships
Interfund Borrowing Transactions

Resolution #2023-11-09-FS-01 Approving Transfers from the
Reserve for Contingencies to Various Expenditure
Classifications

N o o bk 0N
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D. Facilities

1. Amendments 01 and 02 to the Design-Build Agreement with

McCarthy Building Companies

IX. REPORTS
A. Board Committee & Activity Reports
1. Board Finance Committee (BFC)
2. Board Legislative Committee (BLC)

3. Board Policy & Procedures Advisory Committee (BPPAC)

Regional & State Reports
1. Board of Governors (BOG)
2. Joint Powers Authority (JPA)

B. Chancellor's Report

1.

Goal 3 Status Update

C. Represented Groups (3 minutes per group)

1.

© N O bk e

Crafton Hills College Academic Senate

Crafton Hills College Classified Senate

Crafton Hills College Associated Students

San Bernardino Valley College Academic Senate
San Bernardino Valley College Classified Senate
San Bernardino Valley College Associated Students
CSEA

CTA

Police Officers Association

D. Staff Reports (3 minutes per person)

1.

o &~ b

San Bernardino Valley College President
Crafton Hills College President
Executive Vice Chancellor

Vice Chancellor of Human Resources & Police Services
Vice Chancellor of Educational & Student Support Services

X. INFORMATION ITEMS
Board Master Action Planning Calendar

A.

mmoO O w

Board Policies for First Reading

Budget Revenue & Expenditure Summary

Construction Change Orders and Amendments - Bond

Construction Change Orders and Amendments - Non-Bond

Contracts Below $109,300
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General Fund Cash Flow Analysis

MOUs between SBCCD and the CSEA

Professional Expert Short-Term and Substitute Employees
Purchase Order Report

X —TIT®

Resignations
L. Volunteers

Xl. ANNOUNCEMENT OF CLOSED SESSION ITEMS

A. Conference with Real Property Negotiators
Government Code Section 54956.8

Property: 441 W. 8th Street, San Bernardino, CA

Agency Negotiators: Jose F. Torres, Executive Vice Chancellor, and
Constance Schwindt of Atkinson, Andelson, Loya, Ruud & Romo,
District Legal Counsel

Negotiating Parties: San Bernardino Police Officers Association
(Buyer)

Under Negotiation: Instructions to negotiators will concern price and
terms of payment for the sale of the property.

B. Conference with Labor Negotiators
Government Code 54957.6
Agency Representatives: Diana Rodriguez and Kristina Hannon
Non-Represented Groups: CSEA, CTA, POA,
Management/Supervisors, and Confidential Employees

C. Public Employee Discipline/Dismissal/Release/Non Re-Employment
Government Code 54957
Number of cases: 1

D. Conference with Legal Counsel — Anticipated Litigation
Significant Exposure to Litigation Pursuant to Subdivision (d)(2) and
(e) of Government Code Section 54956.9
Number of cases: 1

E. Conference with Legal Counsel — Existing Litigation
Government Code 54956.9(e)(3) or (d)(1)
Number of cases: 1

F. Public Employee Performance Evaluation
Government Code Section 54957 (b)(1)
Title: Chancellor

XIl. PUBLIC COMMENTS ON CLOSED SESSION ITEMS
XIlI. CONVENE CLOSED SESSION
XIV. RECONVENE PUBLIC MEETING

XV. REPORT OF ACTION IN CLOSED SESSION



XVI. ADJOURN

The next meeting of the Board: Annual & Business Meeting
December 8, 2023 at 4:00 PM

SBCCD Boardroom, 550 E. Hospitality Ln., Suite 200, San
Bernardino, CA

Supplemental Handouts (not part of the agenda)
CHC Report to the Board

EDCT Report to the Board
KVCR Report to the Board
SBVC Report to the Board
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SAN BERNARDINO COMMUNITY COLLEGE DISTRICT

TO: Board of Trustees
FROM: Diana Z. Rodriguez, Chancellor
REVIEWED BY: Diana Z. Rodriguez, Chancellor

PREPARED BY: Kristina Hannon, Vice Chancellor, Human Resources, Police & Payroll Services

DATE: November 9, 2023
SUBJECT: Sabbatical Report
RECOMMENDATION

This item is for information only. No action necessary.

OVERVIEW

The process for awarding sabbatical leaves is based on the bargaining agreement, Article 18,
Section H.1. (a) between SBCCD and the CTA. The Sabbatical Leave Committee at each college
will evaluate each proposal and forward the applications and recommendations to the District
Sabbatical Leave Committee. The District Sabbatical Leave Committee shall forward its
recommendations to the Chancellor for review and any recommendation to the Board.

Per the bargaining agreement between the District and the CTA, the recipient of a sabbatical
leave must complete a comprehensive written report with specific evaluation of the leave in terms
of each of the purposes stated in the original application. The report must identify as clearly a
possible the benefits to students of the district that have accrued from the sabbatical leave.

ANALYSIS

On January 13, 2022, the SBCCD Board of Trustees approved the sabbatical leave of Mark
McConnell and Joel Murphy for the 2022-2023 academic year. The purpose of the report is to
provide the Board of Trustees with an update on the professional activities conducted by this
Faculty member during their sabbatical leave.

SBCCD GOALS

1.  Eliminate Barriers to Student Access and Success
2. Be a Diverse, Equitable, Inclusive, and Anti-Racist Institution

FINANCIAL IMPLICATIONS

There are no financial implications associated with this board item.

SBCCD | Mission SBCCD | Vision
SBCCD positively impacts the lives and careers of our students, the ‘ Inspiring possibilities for bright futures
well-being of their families, and the prosperity of our community and a prosperous community

through excellence in educational and training opportunities.
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Sabbatical Report Cover Sheet

Mark McConnell, CHC

A. Executive Summary:

Mark McConnell Sabbatical report to the Board of Trustees. The report includes
samples of work produced.

B. Purpose of this presentation/report:

To demonstrate the work that was created during my sabbatical in Spring 2023.

C. What are the outcomes and next steps?

Outcomes include using these materials in the Music Theory sequence of courses
(MUS 101, 102, 201, 202) at Crafton Hills College.

D. What can the Board do to help?

Continue to offer sabbaticals to faculty within our district. This is an extremely
valuable benefit to our faculty, students, and community.



Sabbatical Report
Mark Dennis McConnell
Crafton Hills College, Music Professor

2023.09.28
Board of Trustees,

| am submitting this report to inform you of the progress that | made during my sabbatical
(Spring 2023). | took a sabbatical with plans to write materials for the Music Theory sequence of
courses that we offer at Crafton (MUS 101, 102, 201, 202). My plan was to:

1. Write a textbook for Music Theory 1-4

2. Write a textbook for Ear Training textbook to accompany that Music Theory sequence
3. Create audio material for sight singing and ear training for the Music Theory sequence
4. Write a book of compositions designed for the adult beginner in piano

1. | completed the textbook for Music Theory 1-4, with chapters on SATB chorale style writing,
counterpoint, modulations, altered chords, chordal function, and other upper level theory
topics. Though | had not planned to, | also wrote history chapters to help students gain an
understanding of 20t"/215t Century theory and the history that has created it. | am currently
using these materials in my Music Theory Il (MUS 201) course.

2. | wrote an accompanying set of drills for ear training, including melodic examples for sight
singing, and rhythmic examples for rhythm training. This also includes warmup material and
exercises for learning scales and chords.

3. | developed a set of audio materials that accompany the ear training materials. These are
recordings of the ear training drills.

4. | wrote a series of 5 compositions for intermediate to piano students, specifically those that
are non-pianists (music students typically study piano even if it is not their primary instrument
or voice). | was working to address the lack of compositions that exist for intermediate players.
There are ample amounts of compositions for beginning players, and there is a massive amount
of literature for very advanced pianists (Beethoven Piano Sonatas, Chopine Preludes, Liszt
Etudes, etc.) but there is very little music for players between those levels. The pieces that |
wrote are specifically for the intermediate and non-pianist piano students. | intend to continue
writing pieces in this style as | found it not only helpful for students but also very personally
rewarding.
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This sabbatical let me develop materials that music majors at Crafton will use. My primary
reason for writing these books was to create high quality instructional materials that help
students succeed in music theory. A secondary goal was to create materials that would
eliminate the high cost of studying music at the college level. The books that | would typically
assign this sequence of course would include the following:

Music in Theory and Practice Volume 1 $186.83
Benward and Saker

Music in Theory and Practice Volume 2 $150
Benward and Saker

Workbook to accompany Music in Theory and Practice, Volume 1 $99.97
Benward and Saker

Workbook to accompany Music in Theory and Practice, Volume 2 $159.95
Benward and Saker

Ear Training, Revised $124.65
Benward
Approximate cost of books for Music Theory 1-4 $721.40

This cost creates an extreme hardship for the majority of our music students. | am offering my
texts to them at no cost. Though my primary intention was to create high quality materials, a
result of this work is that music students will be saving money while pursuing their educational
goals.

| have included samples of the work that | produced at the end of this document.

| would like to express my most sincere gratitude to the board of trustees and our district for
offering sabbaticals for faculty. Many of the teachers in our district do this work because we
have a profound love for teaching. And, many of us gained that love of teaching as students,
doing research and writing. Having the opportunity to spend a semester researching and
writing has given me the opportunity to make materials that will aid our students in their
educational goals, but it also provided me with the opportunity to better myself as an educator.
Thank you.

Mark D. McConnell
CHC Music Professor
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Altered Chords

Altered chords are chords that contain altered notes (non-diatonic notes). For example, a chord
in a piece that is in the key of C Major (no sharps or flats) contains a sharp or flat, it is an
Altered chord.

Jazz notation often uses the term “Alt” for chords that have specific altered tones.
Though the idea is the same (using notes outside of the scale in a chord), the specific
uses of “Alt” chords in Jazz is different than in CPE classical music.

For aesthetic purposes, or possibly out of boredom with the confines of the diatonic scale,
Baroque composers started exploring chords with accidentals outside of the scale to create
new and varied harmonic choices as well as chromatic melodic choices. Altered chords will
always contain at least one accidental from outside of the scale.

Altered chords are divided into families. The term Altered chord is an umbrella term that refers
to any chord with an accidental in it. Within Altered chords there are several families of chords
that are grouped together by similarities in spelling and/or function.

Altered Chords

Borrowed/N6 Secondary Dominants Augmented 6™
Chromatic Mediants and Submediants Altered Dominants CTo7

Melodic chromatic notes

Many Altered chords, especially the Borrowed/N6 chords and the Augmented 6%
chords, will result in two chords in a row having two chromatic versions of the same
note (C and C#, B and Bb, etc.). The two notes are typically placed in the same voice
(Soprano, Alto, Tenor, or Bass) to avoid awkward cross relationships between different
voices. As composers in the Baroque Era started to explore using altered chords, they
found the voice leading sounded better when one voice had the chromatic notes, and
they also found that it was much easier to perform. If the Soprano has a Cin one chord,
and a C# in the next chord, it is easy for them to find the note than if the Soprano has a
Cin one chord and the Alto has the C# in the next chord.

Flat sixth scale degree

Many Altered chords involve the lowered 6™ scale degree. Throughout the Common
Practice Era, many composers have been attracted to the sound of the lowered 6% scale
degree (Ab in C Major for example), especially when it resolves down to the 5 scale
degree. Because of the strong tendency a minor 6" has to resolve to a Perfect 5th,
Altered chords that involve the sixth scale degree typically resolve it down.
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Melodic resolution of altered tones

In general, when a voice has two subsequent tones that are a diatonic note and then the
altered version of that note (C and C# in the key of C Major), they resolve in the same
direction as the altered note. In the key of C, if one voice has a C, then a C#, it will
typically continue up and resolve to a D. If a voice has a B, then a Bb, it will continue
down and resolve to an A.

Families of Altered Chords:

Borrowed/N6
Borrowed chords are Altered chords used in Major that have been borrowed from the parallel
minor scale. The most common Borrowed chords are:

iio iv bVl  viio7

a7

They are the result of composers looking at the form of certain chords in minor and realizing
that they could use that form in Major as well. A minor chord on iv sounds good in minor, so it
can sound good in Major as well. For comparison, here are the forms of these chords in minor
and Major:

6 g I E |8 18 |

C Major: ii il v vi viis
0 > : ]
%5 b bg 8 b8 b8 R
¢ minor:  ii° ii% iv VI vii®

You could technically borrow any chord from minor into Major, but the ones that are used
commonly (iio, iv, bVI, viio7) are the ones that composers have found to sound good. In the
same way that the diatonic ii commonly contains a seventh, the iio also can have a seventh,
making it a half diminished seventh chord (ii©27). This could include the Borrowed i, blll, and v,
which though rare, are occasionally found using the same root motion rules as they would in
minor. The way that Borrowed chords are referred to only applies to chords borrowed from
minor into Major, but there are chords that go the other way. The Major V chord for example,
is the preferred chord (compared to the v chord) in harmonic and melodic minor because it
gives the chord a Dominant sound and utilized the raised leading tone. It could be seen as a
borrowing from Major into minor, but is typically not termed a Borrowed chord, it is instead
referred to as simply being part of harmonic and minor scales.



The function of the iio, iv, and viio7 is the same as their non-altered counterpart. The iio
functions like a ii, the iv functions like a IV, and the viio7 functions like a viiJ7.

Borrowed chord Functions like Functions as Typically resolves to
iio (and iid7) ii (diatonic) Predominant Dominant (V or viio)
iv v (diatonic) Predominant Dominant (V or viio)
viio7 viid7 (diatonic) Dominant Tonic (1)

The bVI (“flat Major six” when spoken) is different than the other three Borrowed chords in that
it changes function. The diatonic vi chord is a Passing chord that follows standard root motion
(it will move to a chord that is U2, D3, D5). The Borrowed bVI is a Predominant chord and will
almost always resolve to a Dominant chord (V or viio). An exception to this is that the bVI will
sometimes move to a iv chord in a sequence of Borrowed chords.

Borrowed chord Functions as Typically resolves to
bVI Predominant Dominant (V)

The iio, iv, bVI, and viio7 all contain the lowered 6th scale degree. The lowered sixth has a
strong tendency to resolve down to the fifth, so in writing Borrowed chords, resolve the
lowered sixth down by step in the same voice. Notice that the following chords all have a
flatted sixth scale degree, in this example the A that is lowered to Ab. That Ab will typically
resolve down by a step to G, which is the root of the Dominant and the Fifth of the Tonic triad,
strengthening their function as Predominant and Dominant chords.

Ab
Ab C Eb F
F Ab C D
D F Ab B
C Major: iio iv bVI viio7

Examples of borrowed chords and their diatonic counterparts in the key of G:
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N6

The N6 was first used by Italian Baroque opera composers. It is a Major Altered chord in first
inversion based on the lowered 2" scale degree. The bass note of the chord (the 3™) is
typically doubled. It is often used before the Dominant. Though not generally labeled in Roman
numerals, it can be helpful to think of the chord as it would be labeled in Roman numerals —
bll6 (built on the flatted second scale degree, Major, in first inversion). Root motion rules apply
to the N6 as they do any super-tonic chord (ii, iio7, iio, iid7). The Neapolitan 6™ (N6) is treated
as and grouped in with the borrowed chords because it functions like and sounds like a
Borrowed chord, even though it is not technically borrowed from any form of minor. It is also
different than the other truly Borrowed chords in that the N6 is used in both Major and minor
compositions (unlike the other Borrowed chords that are only found in Major). The N6 is also
not found naturally in either minor or Major. In many ways it would make sense to make the N6
its own family of Altered chords, but because it functions like a Borrowed chord, sounds like a
Borrowed chord, and contains the flat 6% scale degree, it gets grouped together in the
Borrowed chord family of Altered chords.

N6 Functions like Functions as Typically resolves to
N6 i Predominant Dominant (V)

I

2
Ll
e

q_
e



Doubling Rules in Four Voices

Theiio, iv, and viio7 have the same doubling as their non-Altered versions. In other words, in a
IV chord it is not typical to double the root. In a iv chord, it is also most typical to double the
root. There are exceptions with the iio, bVI, and N6. Because the iio is a diminished triad, the
most typical note to double is the third of the chord to avoid doubling the tritone. In the bVI
and the N6, it is also more typical to double the third, because that is the one note that is still
diatonic and it will strengthen its ties to the diatonic scale.

Borrowed chord/N6 Chord member to double

N6 3d

iio 3d

iv root (if inverted follow typical inversion doubling)
bVI 3d

viio7 none (there are already four notes)

Function of all Borrowed/N6 chords:

Borrowed chord Functions like Functions as Typically resolves to
N6 i Predominant Dominant (V)

iio i (diatonic) Predominant Dominant (V or viio)
iv v (diatonic) Predominant Dominant (V or viio)
bVI (unique, ii, IV) Predominant Dominant (V or viio)
viio7 viid7 (diatonic) Dominant Tonic (1)

Typical chord progressions:

I iio \Y I
I iv Vv I
I v viio7 |
I bVI \Y I
I N6 \Y I

Secondary Dominants

Secondary Dominant chords are Altered Chords that function as the Dominant to a chord other
than the Tonic. They are analyzed as a Roman numeral over a Roman numeral (and look like a
fraction). The top Roman numeral indicates the type of Dominant (V, V7, viio, viio7, viig7). The

the Tonicized chord. They are spoken as “five of two,” “five of five,” “five of four,” etc.

Notice that this chord is written different ways depending on technology and font choices being
used. When handwritten, they should look like a fraction (one Roman numeral on top of the
other with a line dividing them).
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V/ii = \i VIV = \ Viiv = \
i V iv
This example demonstrates the V/V in C Major:
C Major: \" = Dominant of the key of = DF#A
Vv the V chord (G Major) from G Major
This example demonstrates the V/V in A Major:
E Major: \" = Dominant of the key of = B D# F#
Vv the V chord (E Major) from E Major
This example demonstrates the V/ii in F Major:
F Major: \" = Dominant of the key of = G B natural D
Vv the V chord (C Major) from C Major

V is the most commonly used Secondary Dominant in Major or minor scales.
V

A Secondary Dominant and its resolution act as a dominant to tonic progression (V-I), so they
resolve to the chord indicated by the lower Roman numeral.

V resolves to ii V resolves to iii V resolves to V etc.
i iii V

Secondary Dominants can be found in all Dominant forms: V, V7, viio, viio7, viig7. However, the
chord that it resolves to determines which of these can be used because all of these chords are
Dominant function chords in Major, but the viid7 chord is not used in minor. If the resolution
chord (the bottom Roman numeral) is Major, all may be used. If the resolution chord is minor,
only the V, V7, viio, and viio7 may be used.

Vv V7 viio  viio7

<I<
|
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D: Vi V/iii VA1V VIV V/vi
B Major chord C % Major chord D Dominant seventh E Major chord F % Major chord
is the dominant in is the dominant in chord is the dominant the dominant in is the dominant in
the key of e minor (ii) the key of f# minor (iii)  in the key of G Major (IV)  the key of A Major (V) the key of b minor (vi)

A Secondary Dominant resolves the same way as a Dominant in that the leading tone of the
scale (of the lower Roman numeral) resolves up and the seventh of the chord resolves down.

There is no Secondary Dominant based on the leading tone triad (viio) because the resolution
would be to a diminished chord. The diminished chord does not sound like a Tonic triad as
there is no scale that has a diminished chord as its Tonic.

There is no V/IV in Major, because a V/IV has no altered tones. InC, aV of IV would be the V of
F, which is a C Major triad (C E G). All parts of the C triad are in the C scale, so nothing in the
chord is altered (there is no accidental). A V7/IV is possible, however, because the 7th is an
altered tone (C E G Bb in C Major).

In minor, Secondary Dominants are typically only found on ivand V: \"

<I<

No
A I

e v v

J e

Ty .

d min: V/iv VIV
D Major chord E Major chord
is the dominant in is the dominant in

the key of g minor (iv) the key of A Major (V)
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To construct a Secondary Dominant, it may be helpful to move through a process of questions.
This example would apply to a V/V in Bb Major:

for Bb Major: V
V

e Question: What is the V chord in Bb (the bottom Roman numeral)?
o Answer: F Major triad

e Question: What is the V chord in that key (F Major)?
o Answer: C Major triad

e Question: How do you spell the C Major triad in the F Major scale?
o Answer: CE natural G

e Question: Is there an accidental (because there must be for it to be an Altered chord)?
o Answer: Yes, the E natural is an accidental (it is not in the key of Bb Major)

Augmented 6ths

Augmented Sixth chords are very strong chords with multiple tendency tones (tones that have a
tendency to resolve in a specific way). They provide extreme tension towards their resolution.

The most common use of the chord is built on the lowered 6% scale degree in Major scales, or
the 6™ scale degree in natural minor (which is already lowered compared to Major, resulting in
the same note whether in minor or Major). They are occasionally built on the flatted 2" scale
degree.

Augmented Sixth Chords are found in three forms: Italian, French, and German. These terms
are just terms of convenience, they do indicate a country of origin for each of the three types.

All Augmented Sixth Chords contain a root (the lowered sixth scale degree), a Major third above
the root, and an Augmented sixth above the root. To be consistent with Baroque SATB style,
composers added a fourth note to these chords. The fourth voice is what separates the three
types of Aug.6 Chords. In addition to the Root, 3™, and Augmented 6% that all Aug.6 chords
share, they also have and added note.



Italian has a doubled 3™
French has an Augmented 4" (above the root)
German has a Perfect 5% (above the root).

A6 A6 A6 (above root)
Added note: M3 A4 P5 (above root)

M3 M3 M3 (above root)

Root Root Root

Italian 6 French 6 German 6

The Root and Aug. 6 of the triad always resolve in contrary motion to form an octave. This is
what creates such strong tension in the chord and also what makes the resolution so powerful.

Aug 6 chords (both based on b6 and b2) function as a pre-Dominants and typically resolve to V
(or a Cadential 6/4 -16/4 -V — 1.

The Augmented Sixth chord is typically approached by a I, 16, or IV6 (i, i6, or iv6 in minor).
Parallel fifths are common and acceptable in the German 6.

Common chord progressions that use the Aug 6 chord:

Major: | IV6 Ger.6 V I
Major: | IV6  Ger.6 16/4 V
minor: i ive t.6 V i

Aug 6 chords can also be built on the lowered 2™ scale degree (instead of the lowered 6%). The
intervals added above and the fourth voice are the same whether built on the lowered 2" or
lowered 6% scale degree. The resolution of the Augmented 6™ interval is the same — it moves in
contrary motion to form an octave. The both act as Predominants moving to the Dominant.

Spelling in G Major:

CH F#

Bb Eb

G C
G Major: Eb Ab

Ger. 6 on lowered 6" Ger. 6 on lowered 2"
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Spelling in a minor:

D# G#
C F
A D
a minor: F Bb
Ger. 6 on 6" Ger. 6 on lowered 2"

Another way of looking at these chords is to focus on the Tonic of the scale and add
notes above and below the Tonic. Many people see these chords easier this way and
many institutions teach them this way, partly because some people do not find these
chords to truly be triads. They are in a sense one of the first chords to break the pattern
of the traditional triad (3 notes in 3"%). The following example uses an Augmented Sixth
chord in the key of D Major:

The base Augmented Sixth chord contains the Tonic of the scale, a Major 3™
below the Tonic, and a Tritone above the Tonic.

G#

>Add a Tritone above the Tonic
D (Tonic)

>Add a M3 below the Tonic
Bb

D Major: Aug.6

This builds the chord through different steps, but the resulting spelling of notes
is exactly the same. After the base chord is built, add the fourth note. It is either
an doubled Tonic (French), a M2 above the Tonic (Italian), or a m3 above the
Tonic (German).

GH# GH# GH#

D (doubled Tonic) E (M2 above Tonic) F (m3 above Tonic)
D D D
Bb Bb Bb

D Major: Base Aug 6 Italian French German
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Chromatic Mediants and Chromatic Submediants

Rarely used in Baroque and Classical literature, Chromatic Mediants and Submediants are
chords that grew in popularity in the later Romantic era and 20t/21% Century. They have also
grown in popularity in film music. They are based on the idea of Third Relations — utilizing
chords with roots that are a minor or Major 3" third apart, often do not follow typical root
motion, contain non-diatonic tones, and also typically contain common tones with the existing
scale. These chords tend to be used near the beginning or end of compositions and have a very
unique sound, so they tend to be used for strong dramatic effects. They are typically used to
draw attention to the Tonic triad, so they are often found approached by and resolving to a
Tonic. Occasionally, they will have the same function around the Dominant chord.

Chromatic Mediants in Major: (diatonic = iii) 11 blll biii
Chromatic Submediants in Major:  (diatonic = vi) \ bVI vbi
Chromatic Mediants in minor: (diatonic = 11) iii #I1 Hiii
Chromatic Submediants in minor:  (diatonic = VI) Vi #HVI Hvi

Writing these chords can be a simple task if you are proficient with the Roman numeral
system. Just rely on the Roman numerals and follow them as instructions.

To use a blll in the key of G Major, use the Roman numerals as a guide.

D F D
B D B
G Bb G
Chord progression: G Major: [ blll [

The diatonic Mediant chord (iii) would be spelled with notes in the G Major scale, so the
chord would be B D F#. The Roman numeral (blll) has a flat in front of it, so the root is
lowered (B becomes Bb). Because the Roman numeral is upper case, the chord is Major,
so a Major chord in constructed on the Bb root. This makes the chord Bb D F.
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The following are examples of typical chord progression using the Chromatic Mediants and
Submediant chords:

Major, surrounding the Tonic: [ blll [
I Vi I
Major, surrounding the Dominant: Vv blll Vv
V Vi V

minor, surrounding the Tonic: i iii i

i #VI i
minor, surrounding the Dominant: Vv blll Vv
V Vi V

Chromatic Mediants and Submediants tend to be used in root position. When there are
common notes, keep them in a common voice, and move the other notes to notes with the
smallest intervals possible.

Avoid writing Chromatic Mediants or Submediants when demonstrating four voice
writing in the Baroque or Bach style. These chords are outside of that style.

Altered Dominants

The term Altered Chord is often used to indicate any chord that has been altered, especially
among later Romantic era composers who often altered Major chords with an altered 5
(lowered or raised 5%). Later Romantic era composers altered chords to provide chromatic
melodic material and to increase tension towards the resolution of chords. The most common
of these are the Altered Dominant chords, used by later Romantic era composers, and used
extensively by Jazz and many Popular musicians. Altered Dominants are Dominant chords with
altered notes. They function as any other Dominant chord, the altered tones are used to create
more tension and to strengthen and color the Dominant sound. They take the place of a
diatonic Dominant chord, so they tend to resolve to the Tonic in Major and in minor. Altered
Dominants are typically found in root position. They are found in Major and minor (except the
V+ and V+7, which is only found in Major), but they occur in Major more often than in minor.
They can be used as secondary dominants (V+7/V). Altered Dominants are often used in a
sequence following the non-altered Dominant (V V+ 1). There are five typically used Altered
Dominants:

V+ V+7 Vb5 V7b5 vJg7



The following examples are the spellings of the Altered Dominants in Ab Major. The diatonic V

and V7 are shown for reference.

Db Db
Bb Bb B B Bbb
G G G G G
Eb Eb Eb Eb Eb
Ab Major: Vv V7 V+ V+7 Vb5

Db
Bbb
G

Eb
V7b5

Db
Bbb
Gb
Eb
va7

The following examples are the spellings of the Altered Dominants in e minor. The V and V7

(the Dominants from harmonic minor) are shown for reference.

A A
F# F# F F F
D# D# D# D# D
B B B B B
e minor: Vv V7 Vb5 V7b5 v7

Familiarity with the Roman numeral system makes dealing with Altered Dominants very
formulaic. Keeping in mind that the diatonic V chord is a Major chord, follow the Roman

numerals as instructions. To write a V+7, follow these steps:

C C# (+ means to make the chord Augmented)
A A
F F

Bb Major: V chord V+

Avoid writing Altered Dominants when demonstrating four voice writing in the Baroque

or Bach style. These chords are outside of that style.
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Common Tone Diminished Seventh Chord

The Common Tone Diminished Seventh chord (CTo7) is a fully diminished seventh chord that is
used to embellish, decorate, prolongate, emphasize, highlight, or enforce another chord,
typically the Tonic or Dominant chord. It functions like the Chromatic Mediants and
Submediants in that it is usually approached by and resolves to the same chord (the Tonic or
the Dominant).

[ CTo7 | emphasizing the Tonic
Vv CTo7 V emphasizing the Dominant

It is a fairly rare Altered chord and is used mostly in the later Romantic era and into the
20t"/21%t Century.

The chord is a fully diminished seventh chord, where one of the notes is common with the
chord that comes before and after it.

C
G A G
E F# E
C C
C Major: I I
Notice that the Tonic chord (1) and the fully diminished seventh chord (CTo7) have a common
tone, the C natural. Keep this tone in the same voice, in typical usage the common tone is in the

lowest (Bass) voice.

Other examples:

Bb Fb
D G D F Db F
B E B D Bb D
G CH G Bb G Bb
G Major: I CTo7 | Bb Major: I CTo7 |

The common tone can be the root, 3", 5t", or 7t", of the CTo7 chord. This demonstrates all
possibilities in the key of F Major:

Ebb Cb Ab F
C Cb Ab F D C
A Ab F D B A
F F D B G# F
I I

CTo7 CTo7 CTo7 CTo7
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Avoid writing the CTo7 when demonstrating four voice writing in the Baroque or Bach
style. This chord is outside of that style.



Chordal Function

The Tonic Dominant Relation
(also called the dominant tonic relation, the tonic dominant relationship, the dominant tonic
relationship)

At the core of most Western Common Practice Era music is the idea that listeners like pieces to
start stable, move toward something unstable, then return and resolve to something stable. This
is a common Western idea — much story telling (opera, musical, film, television, etc.) is based on
the same format. In music, the tonic dominant relation is the basic idea that pieces tend to start
on a tonic triad, move to a dominant triad, then resolve to a tonic triad (I —V —1in Major, i —V —i
in minor). It is amazing how much music relies on this simple technique.

Chordal Function

Chords have specific functions within chord progressions (and within songs and compositions).
We talk about their function in terms of what chords “want” to do, but it is more what the ear
hears as correct or logical for the chord to be doing (which is of course very subjective). As late
Renaissance and early Common Practice Era composers started to explore chords within scales,
they added chords to their vocabulary. In this process, they assigned function to those chords.

Many of the terms used to discuss function are used in other situations. The term Tonic can refer
to the first note of a scale, the | chord in a key, or the function of the Tonic triad in a chord
progression. For clarity, the term here is Tonic function.

The Tonic function chord sounds like the home/base/fundamental/basic chord or the chord of
most consonance and resolve. It often starts and ends compositions. It is the most stable and
resolved chord in a chord progression. The Tonic triad in both Major (I) and minor (i) is the Tonic
functioning chord.

Dominant function chords are powerful sounding chords that provide a contrast to the Tonic
chord. Dominant function chords provide dissonance that is resolved by the Tonic function
chord. We often hear them as the question that is answered by the Tonic.

Predominant function chords are exactly what their name describes — they are chords that come
before Dominant chords. More importantly, they are chords that lead to and prepare the ear for
the Dominant function chords.

Passing Function (also called Mediant Function) chords are chords that are used in between
other chords, often to embellish, lengthen, or decorate chord progressions, or simply because
the composer of the piece thought they sounded good. They do not have a strong dissonance
that the ear wants to hear resolved, they are not “home” sounding. They are literally chords that
pass from another to another.
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Major keys  Tonic Predominant Dominant Passing (Mediant)
(Diatonic) | IV Vv V7 ii
i i/ viio viio7 Vi

V9 Vil V13

(Altered) iio  iihd7 VIV VIN
iv viio/V viio7/V
NG V/ii, V/iii, V7/IV, V/vi

bVI (unique because this chord changes function when altered)

minor keys  Tonic Predominant Dominant Passing (Mediant)
(Diatonic) i iv Y% V V7 [
iio i viio viio7 VI

V9 Vil V13 Vi

V/V V7/V
V/iv  V7/iv

Secondary Dominant chords are unique in their function. They are Dominant functioning chords,
yet they do not function as the Dominant in the key. They instead act as the Dominant chord to
the chord directly after the Secondary Dominant. In other words, a V/V chord in C Major
functions as the Dominant to the key of the V chord (G Major). This temporarily makes the V
chord (G) sound like the tonic, and it is referred to as the tonicized chord.

C Major: I V/V V
I
Tonic Secondary Dominant Dominant
Tonic
(in C Major)  Vin the key of G Major (in C Major)
(in C Major)

Tonicized chord



Baroque style SATB writing

Known by many names, like SATB style, chorale style, Bach style, Baroque style, part-writing,
voice-leading etc. Music theorists and composers have been infatuated with J.S. Bach’s SATB
(Soprano, Alto, Tenor, Bass) writing, particularly his use of four voice polyphony in the chorale
movement of his cantatas. Bach’s harmonic writing has been studied extensively and he is
considered to be a pinnacle figure in Common Practice Era harmonic practice.

A cantata is a composition for choir, soloists, and orchestra that was very popular in the
Baroque era. They can be sacred or secular. Theorists tend to focus on Bach’s secular cantatas
which have lyrics derived from religious texts. Cantatas tend to be in several movements,
divided into Chorales/Choruses (a large movement for the full choir and orchestra), Arias (lyrical
songs for a soloist or group of soloists accompanied by the orchestra), and Recitatives (a
spoken-like movement where a solo singer performs in a way that is similar to speech, that is
typically accompanied by the basso continuo). The focus on Bach’s style surrounds his use of
the four voices of the choir, the SATB, in his Chorale movements.

In his writing, Bach treated the four voices equally in terms of melodic style. In addition to the
four voices creating chords, each voice individually makes a well constructed melody. This is the
real beauty of Bach’s writing: his ability to construct four simultaneously moving melodies that
are strong melodies on their own, but also form a chord structure in combination.

One of the most fundamental goals of studying theory is to master the ability to imitate Bach’s
style. Through this, you learn to compose melodies and harmony, you employ cadences and
non-harmonic tones, you develop an understanding of triads and altered chords, and you are
work in grand staff which develops reading skills.

It is common for people to refer to the practices that theorists have observed about Bach’s
writing as rules. Many textbooks and theory teachers use the term rules when talking about the
practices that Bach followed in his compositions. This text will use the term rule, while
acknowledging that it is a misleading term. Bach did not have a list of rules at hand when he
composed, he simply composed what sounded good or correct to his ear. In fact, these “rules”
have been developed long after Bach’s death. It would be a better term to say something like
Bach’s “conventions” or “tendencies,” but | am going to use the term rules because as
someone studying theory, you will likely hear or read that term used frequently. One problem
with calling his tendencies rules is that every “rule” listed below will be broken quite often, and
there are exceptions to almost every rule.
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Basic rules of Bach style partwriting:

e All parts of the triad should be present (root, third, fifth). If a voice is omitted, the most
common member of the triad to omit is the fifth (because without a root the chord does
not sound like the chord intended, and without a third a chord has no Major or minor
quality).

e Avoid large melodic leaps in the Soprano, Alto, and Tenor (Bass is the exception).

e Maintain an octave or less between the Tenor and the Soprano. This is called closed
position and was a favored style by Bach and many other Baroque composers. Open
position is when there is an octave or more between the upper three voices (SAT).

e Root position and inversions. Most chords are found in root position more than any
other position. Typically, you should always double the root of any chord. It is the
fundamental part of the triad, so doubling it strengthens the chord.

o In general double the root of any triad. If you cannot double the root, double the
fifth
o Avoid doubling the third of chords. It is the strong part of the chord that
determines its quality and can sound out of balance when doubled. There are
some exceptions to this:
= Always double the third in diminished chords. Doubling the root or fifth
doubles the tritone, over emphasizing the strong dissonance.
= Always double the third in N6 chords and bVI chords. The third is the
tone that is diatonic in an N6 and a bVI in Major, so doubling it reenforces
that key that a piece is in.
Inversion rules
o Inroot position triads, double the root
o In first inversion triads, double the soprano
o Insecond inversion triads, double the bass

e Maintain voice independence, avoid Parallel Perfect Octaves, Fifths, and Unisons within
two voices in two adjacent chords. In other words, if the Soprano and Tenor are at a
Perfect Fifth in one chord, make sure that they are not at a Perfect Fifth in the next
chord. This was Bach’s way of creating voice independence so that the four voices all
sound unique and not just a duplicate of another voice. This also makes his music sound
Baroque and not chant-like, where Perfect Parallel motion was popular.

e Do not double the leading tone of the scale

e Do not double the seventh of a seventh chord

e Avoid awkward intervals and intervals that look different than they sound in any one
voice. This is typically the tritone (Augmented Fourth) because the interval is so strong
and dissonant, and Augmented Seconds (which look on paper like a second, but sound
to the ear like a minor Third).
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e Keep common tones. When there is a note in a chord that is also in the next chord, keep
that note in the same voice. For example, if a C Major chord moves to an F Major chord,
both of those chords contain a C. Keep the C in the same voice.

e When you cannot keep common tones, move to the nearest chord tone. As a general
rule, the best writing is to keep a tone in one voice the same in the next chord. If you
cannot keep it the same, move it up or down a step or a third. You may occasionally
move a voice a Fourth or Fifth, but avoid too many leaps in a row. Avoid writing
anything larger than a Fifth in one voice. The Bass is the exception to this — many
Baroque compositions have Bass parts that include large leaps of up to an octave.

e In Dominant function chords, try to always resolve the leading tone up to the tonic.

e The seventh of a seventh chord resolves down and is prepared by itself (the same note).

e Theiii (oriio in minor) chord is usually in first inversion (ii6 or iio6). This helps avoid
parallel motion, especially when moving from a | chord to aii chord (oralto aiioin
minor).

e The viio chord is usually in first inversion (viio6) to avoid doubling the leading tone

Root Motion Rules

Root motion is an observation of how chords move from one chord to another. There are very
few motions that Baroque composers used, and it is remarkable how influential this has been
on nearly all music since, including many genres of Popular music and Jazz. Root motion looks
at the interval between two chords, regardless of their position or inversion. When we say that
a chord moves up a second, it just means that the root of the first chord moved up a step to the
root of the next chord. We ignore inversions when looking at root motion. Root motion works
exactly the same in minor as it does in Major. There are three standard root motions.

e Chords tend to move up a second, down a third, or down a fifth (U2 D3 D5). Typically,
compositions do not move the same interval more than about three times in a row.
There are a few exceptions to this:

o The Tonic can move to any chord
o Any chord can move to the Tonic or Dominant triad
o The leading tone triad (viio or viio7 or viio7) typically moves up a Second to the

Tonic triad.
Up a Second Down a Third Down a Fifth
I ii I Vi I v
ii iii ii viio ii Vv
iii v iii I* iii Vi
v Vv v ii v viio
\ vi Vv iii* Vv I
vi viio vi v vi ii
viio | vio  V* viio iii*

*not common



Writing in four voices

The first thing to do is to create a draft of chords according to standard root motion. Do not
attempt to write the chords in four voices at first, just map out chords that make sense
according to standard root motion. Chord progressions tend to start on the Tonic triad (when
they do not, the most common chord to start on is a Dominant chord).

Examples:

Major:

[ up asecond i down athird viio upasecond |

[ down a third vi down a third IV up asecond V down a fifth |
minor:

i down a fifth v up asecond V down a fifth i

i up a second iio down athird viio upasecond i

The second step, and in some ways the hardest, is to spell the first chord out in four voices.
There are many variations in how Bach wrote his first chords, so there are as many exceptions
as there are rules. Some things to consider:

e Chords are very strong when the Bass and Soprano both have the root of the chord.

e The position of the upper three voices can be any arrangement. The root, third, and fifth
can be in any voice. The position or inversion is only determined by which member of
the triad the Bass has.

e Thirds start to sound dissonant the lower they are, so when the Bass is on a D (middle
line of the bass clef) or lower, avoid writing the Tenor a third higher. Instead, give the
Tenor a note that is a Fifth or more from the Bass. When the Bass is at the higher part of
its range, the Tenor can sound good when it is a third from the Bass.

e Keep an octave or less (closed position) between the upper three voices (SAT).

e Write the Soprano and Tenor voices with stems up, and the Alto and Bass with stems
down.

e Keep voices within their ranges:
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Ranges for Soprano, Alto, Tenor, and Bass

A Soprano o
A o
[ fan )
@
J S Alo °
o Tenor g
7 . O
Bass
o) .
As |
o F
J Stem direction for SATB
T
I
A Closed Position Open Position
P a—
Y 4% |

) octave or less between

upper 3 voices (SAT)

L I\ N

more than an octave between
upper 3 voices (SAT)

AR

Copyright © 2020 Mark Dennis McConnell
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e The third step is to start writing each chord in four voices, making sure to properly spell
the chord while also making sure to make each individual voice melodic (avoiding leaps
or awkward intervals), especially the upper three voices (SAT).

In this chord progression, look for common tones between chords. If there are no common
tones, look for the smallest intervals possible. An individual line could be constructed using the
highlighted notes (CCB C): ]

m > O

C
G
E
C
I

< 0OWOoOo
— O maooO

C Major:

Another option, starting on the G in the first chord:

M P> O M

C
G
E
C
I

<O®WOO
— O m@Oo0n

C Major: v

Another option, starting on the F in the first chord. Notice that there is a small leap (a third)
between the second and third notes (F and D):

m > O ™m

C
G
E
C
I

<0O®WOO
— om0

C Major: v
As chords are most commonly found in root position, the Bass voice is often less smooth than
the other three voices. Leaps are common in Bass parts as a result. This is typical and well
within the Baroque style. The following example shows the notes that could be used as the Bass
part in the same chord progression:

Mm > O M
< @O®WOoOOO
— 0O m@aoon
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Steps to write in four voices:

e Map out a chord progression according to standard root motion (U2, D3, D5). Make sure
to end the chord progression with a cadence. Work in entire phrases, so map out the
chord progression for an entire phrase at a time (typically four measures).

e Write the first chord. Be prepared to have to start over and restructure the order of the
notes in the first if the voice leading presents problems over the next few chords.

e Write the second chord, and check to make sure there are:

o no omitted notes

o no awkward intervals (tritone, Augmented 2)
o no Parallel Perfect Unisons, Fifths, or Octaves
o no large leaps in the upper three voices (SAT)

e Make sure that the notes are:

o the same from chord to chord (common tones), or close if that is not possible
o anoctave or less from the Tenor up to the Soprano (closed position)

o melodic, especially the Soprano, Alto, and Soprano

o within the ranges of the voices

e Write the third chord, observing everything above. Then move onto the fourth chord,
the fifth chord, and so on.
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Piano Etude 1

Mark Dennis McConnell
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Piano Etude 2

Mark Dennis McConnell
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Sabbatical Report Cover Sheet

Joel Murphy, SBVC

A

B.

Executive Summary:

This sabbatical to study critical thinking and how to teach it has had many twists and turns,
from taking classes in Philosophy at CSULB to adopting a new textbook to teach English 101.
As one of my professors at CSULB said, “We cannot simply check a box and say that students
now understand critical thinking—it is something we have to build and analyze every day.”

Purpose of this presentation/report:

To show how what | learned on my sabbatical is being applied in the classroom and engaging
students.

C. What are the outcomes and next steps?

| have just adopted a new text for English 101 entitled Current Issues. My plan now is to learn
by trial and error how best to use the text to teach critical thinking. Central to this text and to
CT are teaching the concept of argument. We have been working on finding arguments in
readings and then analyzing them. Students have also begun to create their own arguments
and evaluate them.

My next step will be to create a Canvas shell with CT activities to share with other English
instructors. | will continue to investigate best practices for teaching CT in online classes. This
situation requires more detailed Canvas activities and finding new and better tools to reach
online students in terms of CT.

| also plan on sharing my Canvas shells with other faculty to engage them and receive
feedback.

| also will be taking more classes at CSULB to continue to reinvigorate my teaching of critical
thinking.

D. What can the Board do to help?

By continuing to offer sabbaticals; by overseeing the fair and objective sabbatical policy that
we now have; and by practicing the use of critical thinking and argument in all district
decision-making!
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Post-Sabbatical Leave Report

Joel Murphy, Associate Professor of English
San Bernardino Valley College

Sabbatical: Fall 2022

Achievements resulting from Sabbatical:

As Dr. Smith, recently retired from our research office, used to say: we learn from our failures.
My conception of how to address critical thinking was flawed in many ways, as | found out from
my colleagues in the English Department, College of the Desert, Long Beach CC, and Long
Beach St colleagues. Critical thinking cannot be fairly accessed by a pre- or post-test. CT is
something we need to work on each day. Thus, my sabbatical plan was seriously flawed in
many ways.

Benefits to our students:

The 3 English 101 classes and one section of English 087 are getting a boatload of critical
thinking activities on a weekly basis: from readings in one of the most difficult texts available to
teach English 101, to studying dozens of logical fallacies, to creating arguments with presumes
and conclusions, to understanding the difference between a valid and sound argument, to
asking “What is your argument?” to analyzing complex articles for a thesis and evidence; to
seeing how a sound argument differs from writing an academic essay; to using research tools to
find peer-reviewed articles; to distinguishing between propaganda (say, on social media or
cable tv) and substantiated claims, our students are now engaged in critical thinking on a
regular basis, online or in a face-to-face class.

Benefits to our college:

I have begun discussions with both the English and Philosophy Departments at Valley in how
best to teach critical thinking. At least two textbooks for English 101 engage students in terms of
critical thinking, and as | am now using both textbooks, | will be able to determine the results of
the texts. The course is, however, taught by a faculty member and not just a text, so the
pedagogical work needs to be done as well and assignments addressing critical thinking need
to be created. Canvas is certainly useful in sharing modules or week assignments using critical
thinking. | am testing out these modules this semester on 3 sections of English 101. | plan on
sharing these Canvas modules with interested English and Philosophy faculty.

Benefits to faculty member:

As a result of this sabbatical, | have changed textbooks for English 101 and have had to rethink
and redo most of my Canvas shells to engage students in critical thinking. | now ask students
and even colleagues, “What is your argument?” instead of “That is a valid point.” | continue to
take philosophy classes at Cal State Long Beach and realize that | have so much to learn. At
age 60, | am truly trying to be a lifetime learner, but it is oh so very difficult. | have also been
finding myself very sympathetic to our new students at Valley who come to us not knowing what
we teachers are getting at sometimes.
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| would like to thank the board, and our union for negotiating sabbatical leave, and for allowing
me to complete this project. It has in sum been an eye-opening experience for me and a
rejuvenating one as well.
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\\gERNA,eo/ BOARD OF TRUSTEES
Gy, Meeting Minutes — October 19, 2023 (Submitted for board approval 11/09/23)
S5 zle
g‘ 5 & c';s Location: SBCCD Boardroom, 550 E. Hospitality Ln., Suite 200, San Bernardino, CA

K
0\ Livestream: https://www.youtube.com/@sanbernardinocommunitycoll42/streams

/chLﬁF’ Meeting materials: www.sbccd.edu/govenda
MEMBERS PRESENT ADMINISTRATORS PRESENT
Stephanie Houston, Chair Diana Z. Rodriguez, Chancellor
Anne L. Viricel, Vice Chair Kevin Horan, CHC Vice President
John Longville, Trustee Linda Fontanilla, SBVC Interim President
Gloria Macias Harrison, Trustee Kristina Hannon, VC Human Resources & Police Services
Frank Reyes, Trustee Nohemy Ornelas, VC Educational & Student Support Services
Michelle Ly, CHC Student Trustee (advisory) Angel Rodriguez, Associate VC Gov't Relations & Strategic Communications
Dyami Ruiz-Martinez, SBVC Student Trustee (advisory)
MEMBERS ABSENT ADMINISTRATORS ABSENT
Joseph R. Williams, Clerk Jose F. Torres, Executive Vice Chancellor

Nathan Gonzales, Trustee

CALL TO ORDER - PLEDGE OF ALLEGIANCE
Chair Houston called the meeting to order at 4:00 PM. Student Trustee Ruiz-Martinez led the pledge of allegiance.

PUBLIC COMMENTS ON AGENDA AND NON-AGENDA ITEMS

Amy Avelar Gerarda Costello Jessy Lemieux
Tara Walker Eliseo Lara Ela Lara
Roberta Fuentes Jourdan Ferguson

PRESENTATIONS

A. SBCCD Police Officer Pinning Ceremony
i. Officer Mark Cyr, pinned by wi