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President’s Message
By Heather Cote, President, MMEA

And just like that, we’re seeing the 2021–22 school year come to a 
close. It definitely was not as easy as we had hoped it would be. In 
a year of ups and downs, constant uncertainty, COVID-19 variants, 
and concerts that were delayed, postponed, cancelled, and resched-
uled, teachers have once again shown their creativity and resilience. 
And we can celebrate making it through!

In my first year as president, I have really 
enjoyed connecting with many new people 
despite the challenges and setbacks that 
we’ve had to endure. Bringing back the 
annual MMEA All-State concert was a 
highlight. Reconnecting with friends and 
colleagues we hadn’t seen since March 
of 2020 and hearing live music from the 
students was magical. A huge “thank you” 
to Noreen Diamond Burdett and Stephanie 
Riley for all of their work to get the 
conference up and running, and to Maggie 
McKenna and James Joinville for all they 
did to keep the concert on track. We are 
looking through the conference feedback 
and considering things as we move toward 
what we all hope is a more “normal” 
2022–23.

I’m also very excited to see many MMEA 
members get involved with the DEIA 
(Diversity, Equity, Inclusion, and Access) 
subcommittees. Our work here is just 
beginning, and we have a long way to go. 
If you are interested in getting involved, 
please feel free to contact DEIA chair Tom 
Westmoreland at tom@musicedge.org. In 
order to keep you updated on what is going 
on, here is a summary of what the subcom-
mittees have been working on:

Equitable Audition Practices and Procedures: 
The committee members are examining 
our current audition practices and looking 

PRESIDENT’S MESSAGE

at where communication is good or where 
it can be improved. This committee is very 
much in the beginning stages of analysis, so 
this is a great time to join in and lend your 
voice!

Promotion of Diverse Composers, Conductors, 
and Clinicians: One of the things that this 
committee is looking at is how conductors 
are selected and what the frameworks for 
that looks like; for example, when asking 
a conductor to participate, what questions 
do we ask before we hire them? And when 
we are considering selecting clinicians, how 
can the DEIA framework be incorporated 
into the session proposal?

New Student Ensembles and Performance 
Opportunities: This group is also looking at 
what already exists at the conference and 
concert levels and at what opportunities 
there could be for Innovations, Composers, 
and/or Contemporary Music. Eventually 
this group will look at possibilities outside 
of the annual conference/concert.

Thanks to the committee chairs Tom 
Westmoreland, Rachel Rivard, Sara Santos, 
Greg Shannon, and Matt Cunningham 
for all their work in getting this initiative 
underway.

MMEA is continuing to work on develop-
ing the Embracing the New Music Educa-
tor program. Teachers new to the profession 

need mentors now more than ever! Please 
consider volunteering your expertise to be a 
resource for teachers new to the profession. 
Feel free to reach out to Katie Iatesta or 
myself if you’re interested.

Finally, MMEA would like to recognize the 
passing of Tony Di Giore. Tony worked for 
more than thirty-six years as a music educa-
tor and was the editor for the Massachusetts 
Music News. Tony was a force and a legend 
in music education here in Massachusetts. 
He truly loved MMEA and taking pictures 
at events to share with everyone. Our 
sympathies go out to his family.

As we conclude this year, please accept my 
heartfelt thanks for the tremendous work 
you’ve done this year to both keep music 
alive and bring music back. It hasn’t been 
easy, and we still have a long way to go, 
but we’re on our way. I hope you enjoy a 
wonderful summer. •

—Heather Cote,  
President, MMEA

BACK TO TOP
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FROM THE EDITOR

Moving On… 
Thank you
By Susan Gedutis Lindsay, MMEA Managing Editor 

Welcome to almost-summer and our annual summer digital issue. 
While we didn’t set out with this goal, this issue is chock full of pan-
demic reflection—evidence of the way our teachers embraced external 
change and leveraged it to precipitate lasting innovation in our field. 

In this issue, MMEA member authors share 
their thoughts on a wide array of issues in 
music education and, as always, show the 
ways in which so many of our member 
teachers have embraced change and remain 
continually open to finding new and better 
ways to reach our ever-evolving student 
population in Massachusetts.

I do have big news to share in this issue. I 
am both sad and excited to say that I am 
moving on, after eleven years of my posi-
tion as managing editor. It has been a lot 
of work but also an enjoyable process every 
step of the way, as I am deeply committed 
to furthering music education in all of its 
forms. I have been both honored and proud 
of this journal’s role in exposing the ideas 
of some very forward-thinking educators, 
and I am deeply grateful to have had the 
opportunity to serve the organization in 
this way for such an extended period. 

During my tenure, with the support and 
hard work of our editorial board, this 
publication evolved from magazine to 
journal, to more accurately reflect the 
caliber and depth of the ideas our writers 

were exploring. Along the way, we added 
several editorial areas that reflected the 
evolving direction of music education: 
In-Ovations, Research and Music Teacher 
Education, Large Municipalities, and 
Culturally Responsive Teaching. 

Our writers, our members: I have been 
continually impressed with Massachusetts 
educators—a community of people who are 
earnest in our commitment to bringing the 
joy and richness of engaged music making 
to the young people of the Commonwealth. 
Thank you so much for keeping me around 
for just over a decade. It was my distinct 
pleasure to have been part of the MMEA 
team.

Now I am moving on to take a role as 
Director of Education for Interlochen 
Online, a brand new online arts academy 
with ambitious goals to bring not just 
music but all of the arts to young people 
worldwide. 

Do stay tuned for the next step in this 
journal’s growth, as the organization 
considers the best way to reach our 
members. As always, your input is welcome 
on how we can make this the most helpful 
journal it can be. •

Please share ideas on our Contact Us  
page on the website.  
http://massmea.org/about/contact-us

—Susan Gedutis Lindsay,  
Managing Editor

BACK TO TOP
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CULTUR ALLY RESPONSIVE TE ACHING BACK TO TOP

Writing Lyrics:  
A Representation of Self
By Dr. Carla Becker, Deleware State University

Having been a teacher for more than twenty-five years, I recognize 
that racial identity matters in educational experience. (See Bradley 
2006; Ladson-Billings 1995.) It informs everything from the ways 
in which students navigate their social interactions and group 
affiliations to what clubs students join. Beverly Daniel Tatum’s 
Why Are All the Black Kids Sitting Together in the Cafeteria is a 
great resource for learning more about this very idea. I am not here 
to provide the most inclusive research or most thorough reading 
list on race and experience. In fact, most of us can already tell a 
story about an experience we have had due to our racial affiliation, 
no matter what that affiliation may be, and although the hip-hop 
musician Gabriel Teodros says, “I will not be defined by where I’m 
from,” our stories are shaped by our racial experiences.

Student Expression of Lived Experiences

The opportunity to express racialized 
experiences through music is essential. 
Culturally relevant and responsive 
pedagogies (CRPs) argue to incorporate 
students’ interests as a path to (re)engage 
African-American students in music 
programs (Allsup 1997; Ladson-Billings, 
1995). As influential as these pedagogies 
are in the education field, I have witnessed 
that early CRP lessons are often attached to 
a preconceived assumption of what Black 
and Brown students may gravitate towards 
(e.g., African-American derived music 
such as gospel and hip-hop). Additionally, 
even though many CRP lessons assume 
student interest in performing African-
American pop music repertoire (Sampson 
and Garrison-Wade 2011), my teaching 
experience reveals that racial experience 
is of student interest and that students 
appreciate the opportunity to express 
their own original creative work. The life 
experiences from which one draws lyrical 
content is important. I think of this as 
culturally self-representative pedagogy, 
a pedagogy that allows students to truly 
represent themselves.

Student Opinion

Students want to be heard. In 2014, I did 
research at the High School for Recording 
Arts (HSRA) in Minneapolis, where I 
came across students who create, perform, 
write, compose, and produce music of their 
own interest. Time and time again, they 
told me that their lyrics are based on their 
lived experiences. One student, named 
Deez, said, “I do a song about my personal 
experience about being harassed” as a Black 
male. There are always exceptions, and 
some students may prefer to take more of a 
supportive role in musical production, but 
many students enjoy writing and creating 
their original work. Students at HSRA 
made it clear that their lives are a resource 
for creativity and that their creations 
emerge from the feelings and situations 
they have lived as African-American young 
people. When staff fostered the purposeful 
exploration and expression of racial experi-
ence, the students initiated projects that 
centered on race and racism and expressed 
critical consciousness of their lives and sur-
roundings. Racialized experiences matter 
to the students, and students appreciate the 
freedom to articulate their truth.

Songwriting/Composition

It is essential for our twenty-first-century 
students to develop songwriting skills in 
order to express their lived experiences so 
that the students can be heard. Hip-hop 
is one genre that students of color may 
gravitate towards in their writing. It does 
not need to be forced or planned by the 
teacher; simply allow the students to 
choose a genre to communicate through. 
At HSRA, I observed plenty of students 
who wrote their lyrics for hip-hop and 
fewer who felt comfortable freestyling in a 
hip-hop cipher (although I witnessed plenty 
of that as well). A student named Lauren 
told me that there is a difference between 
writing lyrics and freestyling:

When [lyrics] come, just take advantage 
of it, hurry up and write it down. ‘Cause 
I’m not a rapper. You know, rappers, 
they’re like, “Just give me a beat.” But I 
can’t do that, I have to be in the moment. 
So that’s why I don’t call myself a rapper.

Another student, Deez, also told me that he 
likes to write his lyrics:

When I make music now, I gotta think. 
I can’t just rap. When I’m freestyling, 
you can say just a lot of things that could 
slide ‘cause it’s just spontaneous, off the 
mind. . . But when you are rap writing, 
you got time to sit there and think.

The final student example I share is from 
DY, who told me:

I study music, I listen. I hear their tone, 
the way they rap, and I study their 
flow, their lyrics, what they’re saying, 
what they rhyme with, what and how 
it can rhyme with something else. 
Their transitions between rhymes. . . I 
remember when I was thirteen, I [asked 
my dad], “Teach me how to rap.” He was 
like, “I can’t teach you how to rap, it’s 
something you gotta do yourself.” So I 
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CULTUR ALLY RESPONSIVE TE ACHING BACK TO TOP

started writing poetry in Milwaukee and 
that’s where it really started from. I wrote 
a poem and it just went so perfectly to a 
beat, and I was like, “So, that’s how they 
do it.”

These students understand that freestyle 
rap and writing lyrics are different ways to 
arrive at a final product.

Learning Activities

Journal. All songwriters have writing 
journals. I have never heard of a lyricist that 
does not write, edit, and re-edit. Tupac’s 
A Rose that Grew from Concrete is one of 
many published lyric journals. Like Tupac, 
our students should keep a creative writing 
journal. From the start of the school year 
encourage students to keep their journal 
by their sides, next to their beds, in their 
backpacks, etc. Invite them to write when 
something comes to mind, no matter what 
the time. Writing activities could include:

• creating a prompt for each class and 
then holding in-class writing time. 

• offering “take home ideas” for the 
students to think/write about outside of 
class.

• incorporating a critical thinking prompt 
where students reflect on current events 
or lived situations; perhaps “experiences 
with policing” or “gentrification.”  
(I have taken this idea from faculty at 
HSRA.)

Listen. We learn from other musicians. 
Offer time for students to listen to all eras 
of hip-hop and other genres of interest. 
Perhaps create a YouTube channel or 
sound file for homework. Create listening 
activities that invite students to analyze 
lyrics and flow. These can be short activities 
before you move on to your next in-class 
learning goal.

Experiment. Put lyrics to beats. Provide a 
variety of precomposed beats for students 
to practice their lyrics via Garage Band, 
YouTube, Soundtrap, etc. Allow students 
to experiment creating their own beats for 
their lyrics.

Teacher Responsibilities

In order for students to feel free to create 
and to express their lived experiences, 
teachers should: 

• Critique less. Allow the students to fall 
short, explore, and retry.

• Assess less. Defy all things DOE and 
just let the students explore. Your 
standards can align with the “creating” 
or “performing” standards, but do not 
assess their content. You are not here to 
judge their lived experiences.

• Censor less. What!? Yes, you read this 
correctly. If you are concerned about 
the use of profanity, ask them not to 
swear. They will find alternative words 
to express themselves. However, all 
topics are allowed because this is truly 
culturally self-representative pedagogy 
in action.

To Do

Create habits of writing, listening, and 
experimenting in hopes of developing 
twenty-first-century musicians. Allow 
students to express themselves as themselves 
and as brilliant young creators. Then, watch 
their brilliance emerge. •

Dr. Carla Becker taught 
in Seattle Public Schools 
for eighteen years and 
now serves as the Associ-
ate Professor of Music 
Education at Delaware 
State University.

REFERENCES

Allsup, Randall, 1997. From Herscher to Harlem:  
A Subjective Account. Music Educators Journal 8: 33–36.

Becker, Carla, 2014. African American High School Students in a 
Space of Creative Engagement: From Can’t to Can. Ed D Diss., Teach-
ers College, Columbia University.

Bradley, Deborah, 2006. Music Education, Multiculturalism, and 
Anti-Racism—Can we talk? Action, Criticism & Theory for Music 
Education 5, no.2: 1-30.

Ladson-Billings, Gloria, 1995. Toward a Theory of Culturally Relevant 
Pedagogy. American Educational Research Journal 32, no. 3:465–491.

Sampson, Darlene, and Garrison-Wade, Dorothy, 2011. Cultural 
Vibrancy: Exploring the Preferences of African American Children 
Toward Culturally Relevant and Non-Culturally Relevant Lessons. 
Urban Review 43: 279–309.

Tatum, Beverly Daniel, ed. 1997. Why Are All the Black Kids Sitting 
Together in the Cafeteria? New York: Basic Books/Perseus Book Group

Tupac, Shakur. 1999. A Rose that Grew from Concrete. New York, NY: 
Simon & Schuster, Inc.

http://www.amazon.com/Black-Kids-Sitting-Together-Cafeteria/dp/0465083617/
http://www.amazon.com/Black-Kids-Sitting-Together-Cafeteria/dp/0465083617/


8  |  MASSACHUSET TS MUSIC EDUCATORS JOURNAL VOL . 70  NO. 4  | SUMMER 2022



MASSACHUSET TS MUSIC EDUCATORS JOURNAL  |  9 SUMMER 2022 | VOL. 70  NO. 4

actively direct a team of educators, parents, 
and community members to develop and 
implement a school arts action plan.

The goal is to build and support systemic 
change in public PreK–12 schools so 
that all students can benefit from the 
vital role of dance, drama, media, music, 
and visual art in a complete, balanced 
education as called for in the 2015 Every 
Student Succeeds Act (ESSA). It is a 
proven strategy for improving education 
outcomes in underperforming schools and 
for developing culturally inclusive school 
communities. Arts|Learning is happy to 
work with a variety of schools and districts, 
including traditional public school districts 
and charter schools. The group is especially 
interested in working with schools and 
districts whose populations are majority 
BIPOC (Black, Indigenous and People of 
Color) students, low-income students, or 
other students who traditionally have less 
arts access and equity, and with BIPOC 
school leaders.

Any of the following SAL program focal 
points may be chosen either alone or in 
combination by a participating school or 
via a vertical-alignment team in a district:

• specific focus in one or more arts 
domain: dance, drama, media arts, 
music, visual arts

• integration of arts with and across other 
academic subjects

• integrating and infusing arts across 
STEM subjects (STEAM)

• post-pandemic response: strengthening 
student resiliency and social-emotional 
learning and building community 
through the arts

• using the unique languages and forms 
of communication of the arts to better 
integrate and support English language 
learners

cultural institutions, and public agencies 
to bring about changes in the way the arts 
are viewed and supported within public 
education. Arts|Learning maintains that 
when the arts are at the center of the 
core curriculum, students develop the 
twenty-first-century skills they need to lead 
fulfilled lives.

Given their years of experience and 
acknowledged expertise in arts education, 
programming, services, professional 
development, and advocacy, Arts|Learning 
is well suited to offer a quality program to 
help school leaders facilitate the potential 
of arts education in their schools. This was 
acknowledged recently when Arts|Learning 
received a generous grant from the Mas-
sachusetts Cultural Council to plan and 
implement the School Arts Leader program 
for fall of 2022. The organization is 
presently accepting applications to join the 
2022–24 cohort for the School Arts Leader 
program.

The School Arts Leader (SAL) program is 
a collective-impact collaboration that will 
annually guide a cohort of Massachusetts 
school principals and district leaders 
through a two-year process to forge the 
type of sustainable, high-quality arts 
education programs that can transform 
their schools. The school leader will 

Not very long ago, bumper stickers carrying the message “Music Is 
Basic!” started to appear around the country as a way of sending a 
clear and simple message about the value of music education. It was 
a simple way for musicians to share with the world their belief in 
the transformative power that music brought to their own lives and 
educational development. From humble beginnings like this, music 
education advocacy has constantly grown. Music educators, like all 
educators in the disciplines of performing and visual arts, have been 
on a mission to secure the rightful place of the arts in the education 
of all people.

Music Education Advocacy:  
A School Arts Leader Program for Massachusetts
By Jonathan Rappaport, Arts | Learning

ADVOC AC Y

Beginning with the premise that the arts 
are necessary to a well-rounded education, 
arts educators seek out strategies for 
communicating this message far and 
wide. A fundamental place to start an arts 
education advocacy campaign is within 
individual school buildings, where teachers 
can work to create school cultures that 
value and celebrate arts education. In this 
way, all members of a school community, 
from the school leadership to the individual 
classroom teachers, can understand how 
arts education is an important component 
of their children’s total educational experi-
ence. Given the role that school leadership 
plays in the cultivation of school cultures, it 
makes sense that arts education advocacy 
initiatives include school administrators 
and other school arts leaders.

Arts|Learning, a nonprofit organization 
dedicated to the support and growth of 
arts education in Massachusetts, developed 
a School Arts Leader program to help 
school administrators and arts coordina-
tors create school cultures that facilitate 
learning through the arts. The organization 
supports the inclusion of a complete arts 
education (including dance, media arts, 
music, drama/theatre, and visual arts) for 
every K–12 student in the Commonwealth. 
It is an alliance that partners with dozens 
of professional arts education organizations, 

BACK TO TOP



10  |  MASSACHUSET TS MUSIC EDUCATORS JOURNAL VOL . 70  NO. 4  | SUMMER 2022

• applying arts learning creative 
processes and thinking strategies 
across the curriculum

• utilizing local arts and cultural 
organizations and resources

• other arts-related focus of school’s or 
district’s choice

SAL offers the support and expertise 
needed to sustain powerful arts 
programming via concentrated 
professional development and sustained, 
on-site coaching and mentoring to 
school leaders and arts action teams.

The strategic process employed by the 
arts team is an ideal vehicle not only for 
strengthening existing arts programs 
but also for schools wishing to incor-
porate the arts into their improvement 
strategies for enhancing school climate, 
social-emotional learning, social and 
general life skills development, building 
community, overall learning, and 
academic success. •

To request additional 
information or 
to send a letter of 
intent to apply for 
the program, please 
contact

Jonathan Rappaport, 
SAL Coordinator

Telephone: 508-433-6325, ext. 2

Email: SAL@artslearning.org

Website: https://www.artslearning.org/
school-arts-leader-program/

Tenors, Baritones, and Basses,  
Where Did You Go?!  

Retention and Recruitment  
Strategies for Your Choir
By Reagan G. Paras, Anna Maria College

on a single vowel. Let your students explore 
their new instrument so that they know the 
best and healthiest ways to produce their 
sound.

No Need to Pander to Stereotypes

Not too long ago, I attended a conference 
session where the presenter recommended 
a choral festival with the theme “Sports 
Night.” The performance consisted of ado-
lescent boys wearing the jerseys from their 
favorite athletic teams and singing generic 
sea chanty-style repertoire and pop tunes. 
While this may work for some programs, 
educators must use caution when pandering 
to broad stereotypes. For instance, this par-
ticular festival may send the message that 
this choir is meant only for sports-loving 
people who want to sing “masculine” songs, 
which might be isolating to students who 
do not connect to the stereotypes. Festivals 
are wonderful but should primarily build 
trust and community while exhibiting 
desired performance standards. Selecting 
sports-related repertoire is not sustainable 
as it may recruit some singers but would 
certainly fail to retain them.

Recently, I conducted a choir of unchanged, 
developing, and changed voices. During 
the festival, I asked the students what 
their favorite song in the program was. 
They overwhelmingly selected “Aurora 
Borealis,” by Amy Bernon. This song 
is about nature and the northern lights 
and might traditionally be considered 
less “masculine.”I encourage you to make 

The time for reflection and innovation 
is now. This article is inspired by the 
students of today and will present current 
strategies to attract and keep TBB voices 
in your program. In our profession, we 
must remain vigilant in our efforts with 
clear and specific strategies to recruit and 
retain those elusive tenor, baritone, and 
bass voices.

They Didn’t Sing for Two Years

Many of my dear colleagues are often 
embarrassed by the regression of their 
programs over the past two years. My 
first response: You are doing wonderfully! 
Every program is rebuilding and should 
be adjusting its standards. Even prior to 
the pandemic, maturation caused many 
students to stop participating altogether. 
Some students feel like they lose their 
voice as they struggle to gain a kinesthetic 
understanding of their matured instrument. 
Educators were not able to properly support 
students for the last two years due to the 
restrictive measures placed on singing dur-
ing the pandemic, which only exacerbated 
this problem.

During the maturation process, the 
voice changes as a result of laryngeal 
and vocal folds growth. Take the time in 
your rehearsals for vocal exploration and 
awareness. Spend time guiding singers to 
inhale, exhale, and properly manage breath 
without tightening their pharynx. Sirens 
and wheelies are always effective. Select 
simple vocalises with limited range (m, r, d) 

Many music programs have experienced decline in enrollment over 
the past two years. In addition to the crippling effects of the pan-
demic, significant social changes may have also contributed to this 
phenomenon. While some recruitment strategies are relevant today, 
many of our previous perceptions are in need of adjustment.

CHOR AL BACK TO TOPADVOC AC Y
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decisions on the lived experiences of your 
students. Use their cultures as a source of 
inspiration for performance themes. Invest 
the time in learning about their musical 
aesthetic, and then program music with 
real intention. Consider sending out a 
Google survey where students can share 
their musical preferences. Provide them 
agency by allowing them to listen to a 
variety of choral music and then to choose 
a piece to learn.

Adjusting Chosen Repertoire

Fifty percent of a music educator’s job is 
to select the best repertoire for the voices 
in front of them. There is a reason why 
sea shanties are popular with this age 
group. The short phrases are simply easier 
to sing and connect with. Therefore, one 
option is to select music that has short 
melodic phrases. It gives your singers an 
opportunity to breathe and thus produce a 
more supported sound. Resist the urge to 
program long and beautiful phrases with 
crunchy chords that seem to never resolve. 
When you choose music that is more 
accessible, your students will want to sing.
Also, rearrange the vocal lines when needed. 
If a part is written too high for your voices, 
write an alternative part a third below, or 
sustain the previous note (if it works in 
the chord). Change directions (ascending/
descending) of their individual parts so 
that they can continue to sing.

Working with developing voices means that 
the range that the students sing comfort-
ably one day may not feel comfortable 
the next day. Educators should rearrange 
accordingly so that the students can fully 
participate. Avoid just dropping the octave. 
It is a lazy way to address a real obstacle. 
Remember, the changing voice will lose 
vocal dexterity and range, and jumping the 
octave is quite a significant stretch. Instead, 
promise your students that they will soon 
have the full range of their instrument 
again.

Be Present Outside the Music Suite

Attend athletic events. Be a chaperone for 
school functions. Make a trip down to the 
gaming club after school. Do whatever you 
need to do in order to be present outside 

the music suite. Expecting potential singers 
to come to you does not work. If students 
see that you are invested in them, they will 
be more likely to invest in you.

Recruit at Every Level

Over the years, I have witnessed children 
carrying more anxiety and stress than ever 
before. In particular, some are incredibly 
nervous when going from elementary to 
middle school and from middle to high 
school. You can be their refuge. Make your 
face known to the students so that they 
will have a friendly face next year at their 
new school. If you are a high school teacher, 
you could accompany, clinic, or conduct 
the middle school choir during a district 
festival. If you are a middle school teacher, 
consider asking the elementary choirs to 
join your ensemble for one of your concerts.

Events like district-wide festivals can be 
extraordinarily effective for your recruit-
ment efforts. In addition to familiarizing 
yourself with future students, you allow 
them to meet their future peers. Take time 
during the festival for your TBB singers to 
connect.

I have also seen educators present wonder-
ful “step-up” days where the new students 
come up to their next school to acclimate 
themselves to the environment. These days 
are filled with in-school performances and 
warm greetings from faculty and students. 
Step-up days, however, are not enough. 
The following week, you should do a 

“step-down” day. Visit the students again 
and remind them of the experience they 
had. If your schedule allows, clinic those 
students. It is so important that you begin 
building a relationship of trust with your 
future students.

Welcome All Voices

The versatility of the human voice is 
fascinating. Every voice is unique to each 
individual and ties closely to their identity. 
As a society, we have genderized voices by 
using statements like, “That is a manly 
voice,” or “She sounds like a real woman.” 
Statements like these will isolate your 
transgendered and nonbinary singers in 
the choir. Choose inclusive language, like 

“Treble Singers” instead of “Women’s Choir.”

When rehearsing with trans and nonbinary 
voices, slight modifications can greatly 
enhance the sound of the overall choir. For 
instance, we generally ask female voices 
to open at the top of their range and for 
male voices to narrow. Depending on the 
student’s range, you may need to modify 
the vowel to make it more optimal for the 
singer. Let your ears be your guide, and 
adjust accordingly.

Community

Building community is the most important 
thing that you can do in your recruiting 
efforts. Establish parameters that focus on 
respecting one another. Create a Breakfast 
Club where students dress up and join 
you for breakfast once a month. Have a 
Bowling Night where you can eat pizza and 
laugh with them outside of the classroom.

Be authentic to who you are while simul-
taneously exhibiting professionalism. Be 
an example for them. Behave in a manner 
that will encourage trust and respect. Be 
competent in your craft. Providing a 
quality musical experience for all is vital, 
but building robust relationships between 
you and your students will help you find 
and keep those elusive TBB voices. •

Reagan G. Paras 
serves as the Director 
of Music Education & 
Choral Activities for 
Anna Maria College in 
Paxton, Massachusetts. 
He is pursuing his PhD 
in Music Education 
at the University of 

Massachusetts Amherst, and he is a passionate 
conductor, educator, and advocate for music 
education.
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services departments are flooded with 
people who are having severe difficulties 
coping with being in college. I have heard 
from faculty colleagues at several U.S. 
institutions about concerns that their 
students may be suicidal. The young 
people studying in our higher education 
institutions have been experiencing severe 
physical, emotional, intellectual, and 
personal hardships due to the pandemic, 
and these hardships have been ignited and 
compounded by the stress of the end of the 
semester.

A Case for Care

In this end of semester like no other, I 
would like to urge us all to think about 
how we can incorporate care into our daily 
lives in higher education. Nel Noddings 
describes two forms of care: caring for and 
caring about (2002). Encouraging and 
nurturing both of these would be a helpful 
step in negotiating the challenges of this 
extremely difficult time.

“Caring for” happens when one person 
attends to another and provides them with 
care. Let us all take the time to care for 
each other, to encounter our colleagues and 
our students from a place of watching them, 
listening to them, and striving to alleviate 
their suffering. Let us model “caring 
for” in our classrooms and our college 
communities so that others can learn from 
and emulate our example. I wish for us to 
spread “caring for” far and wide throughout 
our campuses.

According to Noddings (2002), as we 
develop an ethic of caring for, we begin 
to “care about”—to engage in caring on 
a larger scale. “Caring about” happens 
when people strive to alleviate suffering 
in a community or society. We can think 
of community in terms of our classrooms, 
our departments, our institutions, our 
consortia, and our cities, states, countries, 

HIGHER EDUC ATION

An End of Semester Like No Other
By Rhoda Bernard, Managing Director,  
Berklee Institute for Arts Education and Special Needs

We all remember the start of the unanticipated journey into which 
the COVID-19 pandemic catapulted us. We suddenly pivoted to 
fully remote instruction and were immediately confronted with new 
challenges and unknowns. We developed tools and created communi-
ties to help sustain our remote teaching longer than we ever thought 
would have been necessary. Many of us transitioned into some form 
of hybrid teaching, which presented another set of issues for which we 
had little or no time to prepare. And finally, by the fall of 2021, most 
of us were back in person most—if not all—of the time, though we 
may have been teaching in different facilities with strict procedures 
in place, including masks. Our students were also catapulted by the 
pandemic into an unanticipated journey, which may look similar to 
ours if they were already in college or may look quite different if they 
were still in high school.

As we come to the end of the first full 
school year in person after the pandemic, 
we see the effects of these unanticipated 
journeys on faculty and students. Watching 
my colleagues and students these last 
couple of weeks of the spring semester, I 
am witnessing an end of semester like no 
other. I imagine you all are as well. Specifi-
cally, we are seeing faculty exhaustion and 
student overwhelm at an intensity unlike 
anything we have seen before. These 
conditions make the case, loud and clear, 
for care in higher education.

Faculty Exhaustion

Every educator I know, regardless of their 
setting, level, or subject area, is utterly 
exhausted. This year, simply doing our 
jobs has taken more energy in more ways 
than ever before. As just one example, 
the physical demands of teaching in a 
mask and working with students who 
are wearing masks requires speaking 
more loudly, working harder to nurture 
relationships, and expending more energy 
in the classroom. Taking the necessary 
precautions to stay safe every day as we 
head to work and navigate classrooms, 

hallways, meetings, conversations, meals, 
and more places a great deal of strain on 
us every day. Reacquainting ourselves with 
our campuses and the practice of walking 
to another building or room for meetings 
and events has not been easy. After years of 
meetings back-to-back on computer screens 
in Zoom rooms, we forgot that we need to 
budget travel time into our schedules. The 
summer months are practically upon us, 
and we can hardly wait for some time away 
from work and all of the calculations of risk 
that it brings.

Student Overwhelm

The end of the semester can be a challeng-
ing time for students, as it is filled to the 
brim with final exams, juries, performances, 
gigs, student teaching paperwork, plans for 
summer jobs, moving out of apartments, 
and much more. Students certainly can 
become overwhelmed by all of these 
demands. But what my colleagues and I are 
seeing this year is student overwhelm of a 
completely different character and magni-
tude. Ending this year like no other, our 
college students are not just overwhelmed. 
Many of them are in crisis. Our student 

BACK TO TOP
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and more. Let us create cultures of “caring 
about” in all of our various communities. 
Let us imbue our institutions with “caring 
about” so that we can all feel seen, heard, 
valued, and safe in our higher education 
settings.

It should not take an end of semester like 
no other to bring care and Nel Noddings’s 
work to the front of our minds in higher 
education. However, now more than ever, 
we must be reminded of the meaningful 
role that caring for and caring about can 
play in the lives of college faculty, adminis-
trators, staff, and students.

As the summer approaches (and it will 
be summer when you read this article), I 
wish for you to take the time to care for 
yourself, to care for those around you, and 
to nurture an ethic of “caring about” in 
the various communities that matter to 
you. May we all heal over the summer. May 
we create cultures of care in our school 
communities next year so that maybe—just 
maybe—it will not be a year like no other 
again. •

Noddings, N. (2002). Starting at Home: Caring and social policy. 
Berkeley: University of California Press.

Rhoda Bernard is the 
Higher Education editor 
of MMEJ.
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As a first-year teacher at Norton High School, I did not have 
any formal experience teaching a high school guitar ensemble. I 
was fortunate to be a part of a private lesson community where 
I learned the basics of guitar pedagogy. I felt competent to teach 
beginner-level lessons, but I did not consider myself a masterful 
guitar player. I learned mostly from studying method books and 
YouTube tutorials. My graduate capstone curriculum develop-
ment project motivated me to push beyond my inclination to 
create a method book curriculum and involve my students 
in decisions about their learning. In this article, I share my 
student-centered guitar curriculum using popular music, formal 
and informal learning, and critical pedagogy. The goal of this 
curricular approach is to help students connect the music they 
listen to outside of school with music they learn in the classroom.

Popular Music and  
Modern Ensembles:  
A Student-Centered Guitar Curriculum
By Alexandra Wright, Norton High School

Students’ Musical Preferences

The first step in my curricular design 
was to create a musical ethnography that 
depicted my students’ musical interests.1 
I surveyed students about their music 
preferences, what they wanted to learn 
about in music electives, and the ways 
they engaged with music outside of 
school. The results indicated that my 
students preferred rap, pop, rock, and 
country music. I learned that students 
primarily engaged with music by 
listening to it rather than performing 
or attending live music events. I found 
that the previous elective curriculum, 
which was focused on Western clas-
sical music, was no longer relevant to 
them. My students suggested that they 
wanted to learn about electronic music, 
contemporary music-making, and 
popular music. Based on the students’ 
preferences and my desire to create a 
more democratic classroom, I decided to 
center my curriculum on popular music 
pedagogies.2

The Benefits of Teaching Popular Music

The problem many music programs face 
is a lack of connection between school 
music course offerings and community 
music offerings.3 When choosing 
popular music pedagogy, teachers must 
begin to acknowledge students’ previous 
musical knowledge from outside of 
school and find ways to connect school 
music to their musical identities.4 
However, it can be difficult to navigate 
sensitive topics on racial identity, sexual 
identity, profanity, and inappropriate 
content in the classroom setting.5 I 
wanted to know how I could justify 
popular music styles that might not be 
school appropriate. To explore this issue, 
I decided to implement the dialectic 
strategies of critical pedagogy.

Speaking the Unspeakables

Froehlich and Smith defined critical 
theory as an argument with two sides 
and no definite conclusion.6 I wanted 
classroom discussions to be exploratory 
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rather than merely a way to categorize 
music binarily as good or bad. Through 
guided discourse, I encouraged students to 
choose repertoire they were interested in 
playing while at the same time, focusing 
attention on themes of inequity. I am 
fortunate to have a school that supports 
these endeavors and encourages the 
expression of students’ identities.

Norton, Massachusetts is a predominantly 
white community, and as a white, female 
educator, I could have easily chosen music 
that I prefer over student preferences. 
However, engaging in dialogue necessitated 
that I relinquish control regarding what 
I thought my students should know and 
helped me create space in the classroom for 
student discovery.7 I drew from Abramo, 
who used popular music as a democratic 
practice to facilitate a classroom space 
centered on social justice.8 Using facilitated 
prompts, students are able to determine 
whether the music they listen to aligns 
with their values. What may be considered 
profane music can be challenging to 
justify, particularly if the teacher or school 
administration does not allow that type of 
music into the classroom. Kallio suggested 
recognizing questionable lyrics as a part 
of musical culture.9 Without restrictions, 
students are able to make musical decisions 
that are personalized to their abilities 
and preferences. My experience has led 
me to believe that this practice leads to a 
more productive and equitable classroom 
environment.

To include the musical genres that my 
students prefer in a whole classroom 
environment, I facilitate critical discussion 
with my students and members of the 
community to make certain I am aligned 
with my district’s mission. Our discussions 
include the following questions:

• What is this song about? What is the 
message behind the lyrics or music?

• How do you connect to this song 
personally?

BACK TO TOP

• Does the profanity/content of the song 
contribute or take away from your 
connection?

• Does this align with your values? The 
class values? The school’s values?

To my surprise, many students do not focus 
on or hear the lyrics of the music they listen 
to. I learned that when students understand 
the context of their music, they can make 
informed decisions regarding whether 
or not to learn the song. I have found it 
challenging to maintain open-mindedness 
within a democratic classroom and have 
begun to realize that the dialogic process 
will not be perfect every time.10

What If Students Are Better than I Am?

One of my biggest fears was not being able 
to model advanced skills for my students 
who progressed quickly through the 
curriculum. I worried that I would not be 
able to keep up with students and would 
appear incapable. My fears were realized. 
Many of my students progressed faster 
than I could or came into the class at an 
intermediate level. Placing my fears aside, I 
found new ways to facilitate the develop-
ment of new musical skills even if I was not 
comfortable using them. For example, I am 
able to point the students in the direction 
of resources on YouTube (e.g., channels 
like Marty’s Music)11 or transcribed music 
on UltimateGuitar.com (see figure at 
right).12 After my semester guitar ensemble 
class selected the song shown above, they 
prepared it by themselves and as a group. 
I used the tab from Ultimate Guitar13 to 
figure out chords that would work for all 
levels. Students chose to learn either just 
chords or to add the tablature pictured on 
the bottom. The goal of this assignment 
was not for performance, but was based on 
progress and collaboration.

Working collaboratively with my students 
has provided an opportunity for us to 
engage in conversations about how to select 
songs based on individualized content and 
skill level. By acknowledging what I do not 
know, I have been able to learn new skills 
alongside my students.

IN - OVATIONS

Through critical pedagogy, my teaching 
practices became more insightful. Plus, I 
was relieved of the need to always be at the 
center of my teaching practices. I believe 
my students learned as much from these 
exploratory experiences as I did. By creating 
a democratic classroom, teachers relinquish 
their role as authoritarian and become 
increasingly comfortable with the idea that 
students learn best when they have control 
over their learning processes, a technique 
best known as differentiation.
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Guitar Curriculum Outline

I decided to include both formal and 
informal learning strategies to offer 
my students a variety of approaches to 
learning guitar. One curricular goal for 
the guitar ensemble course is for students 
to understand the basics of guitar playing, 
including chords, strum patterns, notes on 
the fretboard, standard notation, tablature 
notation, scales, and improvisation. 
Because many of these skills are formalized, 
I believe that for a beginner class, a whole-
class experience can be an excellent basis for 
boosting student confidence and fostering 
fundamental skills. I have observed that 
when students believe they have the skills 
to learn on their own, they are more likely 
to seek out resources to improve their skills. 
I did my best to balance about twenty 
percent teacher instruction with eighty 
percent individual practice time for each 
sixty-minute class (see figure above). When 
I created the new curriculum map for the 
guitar ensemble course, I felt the web 
diagram best represented the connections 
I wanted to make between my curricular 
choices. The web offers flexibility, which is 
important for integrating student choices. 

The first layer identifies the strategies 
and pedagogies I used. The outer layer 
names some of the activities, resources, 
and strategies I used over the course of 
a semester. Moving forward, I will be 
updating my curriculum each year to adjust 
to my students’ musical preferences.

Am I Doing This Right?

The curriculum I designed was created 
specifically for the students at NHS 
based on the pedagogies I believed would 
meet their musical needs and interests. If 
you are reconstructing your ensemble 
curriculum, consider your students first. 
In a student-centered curriculum, the 
students must be at the front and center of 
the design. You will know you are doing it 
right if you get it wrong some of the time. 
The educational process is meant to be 
messy. I have made plenty of mistakes, but 
most often my mistakes have resulted in 
critical discussions with my students about 
music. I believe that there is much to learn 
from students. Take the risk and ask your 
students what they want to learn. Students 
might just walk away with the resources 
and skills they need to engage in lifelong 
music learning. •

Alexandra Wright 
currently teaches at 
Norton High School 
in Norton, MA. She 
recently received her 
Masters in Music 
Education from Boston 
University. She received 

her undergraduate degree from Ithaca College 
in Music Education and Vocal Performance.
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You Are a Hero
By Matt J. Harden, Hanover High School

And yet, I assure you that you are a hero in 
the eyes of a young musician.

Most music educators I know would 
never claim any such lofty title, nor the 
recognition that accompanies it, and yet 
there you are: an artist, an educator, a 
mentor, a role model, and an inspiration 
for the young hearts and minds in your 
care. If your words or deeds inspire one 
young person to reach higher, love deeper, 
or even crack a smile you are, in this time 
we find ourselves in, heroic. This is not to 
gaslight anyone—quite the opposite in fact. 
We must acknowledge the staggering toll 
teaching through this period has had on 
each of us. As I was completing a unit on 
the hero’s journey in my Music in Film and 
Multimedia class, I began to ponder my 
own path through pandemics both real and 
metaphorical. The hero’s journey is a theory 
of mythology and comparative religion, 
developed by writer and philosopher Joseph 
Campbell, that has found its way into 
many films, stories, and personal narratives 
across cultures.

All heroic journeys begin with the status 
quo, although it’s hard to fathom a time 
before masks, testing, and the sterile 
stinging smell of hand sanitizer dominated 

As we find ourselves in our third year of the COVID-19 pandemic, 
we are, in every sense, exhausted by what has transpired in our 
lives and the lives of our students. From the prospect of rebuilding 
our ensembles and reconnecting with kids to the ever-changing 
landscape of public health to the ongoing political discourse about 
our profession, it is without question one of the most challenging 
times we have ever experienced. The fatigue of making millions of 
decisions and reinventing ourselves is constant. If you’re anything 
like me, you likely read the title of this article and thought, “I don’t 
feel particularly heroic right now.”

our daily lives. There we were, planning 
trips and festivals, attending conferences, 
and working on concert preparations 
amidst the various and sundry needs of 
our students and programs. Then, a week 
after the MMEA 2020 All-State conference, 
everything changed. Our worlds were 
interrupted by an invisible threat overnight. 
As many heroes have done, we immediately 
sprang into action. We knew our students 
and our colleagues would need us. Many of 
us, myself included, were reluctant heroes. 
We may have initially refused the call or 
tried desperately to downplay its urgency. 
Eventually, we knew the ordinary world 
of daily rehearsals and concerts would not 
return until we faced our ultimate fear: a 
world devoid of music and the community 
it brings to each of us. It was up to us to 
nurture the flickering flame of hope—to 
jump into the abyss of the unknown armed 
with only a Google Classroom code, a 
grainy webcam, and a Zoom link.

To make our heroic leap, we relied on the 
wisdom of our community. I personally 
found mentorship and camaraderie 
through weekly Zoom meetings with 
several wonderful music educators. We 
shared our strategies and fears, our suc-
cesses and stumbles, and we found paths 

through the gathering darkness of the 
pandemic. As the public sentiment started 
to turn and financial wells ran dry, we 
supported each other’s programs. We made 
every effort to pay forward that which we 
had learned from virtual ensembles and 
remote improvisation lessons. As I look 
back on the initial months of the pandemic, 
I will never forget the kindness and support 
of these mentors.

By the dog days of August 2020, we faced 
our biggest challenge yet: how to return to 
school safely and get back to making music 
together. Instead of planning band camp 
and writing drills, I found myself attending 
safety committee meetings and developing 
hybrid schedules. The mentorship and 
tools we gained from the previous year 
helped shape our paths. We heard the 
words “pivot” and “learning loss,” along 
with a rising chorus of frustrated and angry 
voices from the community. The trials we 
faced were varied and seemed to increase 
daily. I vividly remember arriving an hour 
before my students and dragging chairs and 
stands outside to my 10-foot grid, setting 
up cameras and microphones so we could 
get some small taste of what used to be. We 
couldn’t play inside yet, so we all became 
meteorologists, casting wary eyes toward 
the skies each morning. So little was within 
our control, yet we used what little agency 
we had to give the gifts of community, 
empathy, and creative expression to our 
students. We made virtual ensembles, 
hybrid ensembles, backing tracks, and flex 
arrangements, and we found new ways 
to engage the hearts and minds of our 
exhausted students. As the days and weeks 
passed, the trials only increased in intensity. 
In most heroic journeys, there are many 
threshold guardians to stand in the hero’s 
path. For us, these ranged from an increas-
ingly divisive national dialogue about 
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impossible. Through no fault of our own, 
we still face an inexorably harsh reality in 
the years to come. As this becomes more 
clearly defined for each of us, it’s crucial 
that we reaffirm a simple truth: To the 
students in front of us, we remain heroic. 
We have been a light in the darkness, 
offering the powerful antidotes of music 
and community through the isolation and 
stress the pandemic has wrought. There 
will be times ahead when we feel like we 
don’t have the strength for another journey. 
At these times, recall the paths you have 
already trodden and the challenges you 
have faced. Lean on your fellow artists 
and teachers, and realize you are not alone. 
Although the ensembles in front of us 
may be different, we have never mattered 
more to those students that remain in our 
care. We must, as we always have, guide 
them on their own personal journeys and 
continue to provide each of them with the 

education to angry and frustrated parents 
to ever-changing health guidance, along 
with, of course, the virus itself looming 
behind every mask and bell cover.

As the following fall began, there was 
light on the horizon. We saw our students 
more consistently and in more typical 
circumstances. As if on cue, the twin Greek 
tragedies of Delta and Omicron entered 
the stage. The students themselves, having 
been removed from normalcy for so long, 
were different somehow. The resilience we 
had seen was fraying like an old rope. We 
kept our heads down and pressed onward, 
through cancellations and school board 
meetings. Through it all, music was our 
compass. On the darkest of days, the sound 
of a lone instrument practicing after school 
or the first warmup sounds were our siren 
song. We had victories large and small, 
returning to stages and stadiums left vacant 
for far too long. As the fog of war cleared 
once again, a more daunting and terrifying 
question emerged: What if it never returns 
to the way it was?

The return, as Campbell describes it, is 
not the end of the cycle. It is merely the 
beginning of a new journey, except the hero 
is armed with the knowledge, weapons, 
and experience they gained in their ordeals. 
They are, in essence, masters of both the 
ordinary world as it existed before and 
also the special world they have traveled 
through. As we look to the future of music 
education and the very real challenges 
that the past three years have presented 
to each of us, we must use the powerful 
tools we gained along the way: technology, 
adaptability, advocacy, and grace. Perhaps 
a lightsaber or magic ring wouldn’t hurt 
either. With these tools in hand, we realize 
that the journey has scarcely begun. In his 
book Pathways to Bliss, Campbell writes 

“You enter the forest at the darkest point, 
where there is no path. Where there’s a 
way or path, it is someone else’s path; each 
human being is a unique phenomenon. The 
idea is to find your own pathway to bliss.”

For so many of our programs, what exists 
now is not what once was. Our ensembles 
are smaller, and many community expecta-
tions have been made difficult or even 

INS TRUMENTAL

knowledge, love, support, and strength to 
find their bliss. Thank you for being a hero, 
for persevering through the trials behind 
you and for all the journeys to come. •

Mr. Harden is the 
K–12 Department 
Chair for Fine & 
Performing Arts for 
the Hanover Public 
Schools and Director 
of Instrumental 
Music at Hanover 

High School, where he directs the marching 
band, symphonic band, wind ensemble, jazz 
ensemble, and various chamber ensembles. He 
is an active trumpeter, composer, arranger, 
drill designer, and guest conductor. Mr. 
Harden serves on the Executive Board of 
SEMSBA as the Adjudication Coordinator 
and Webmaster and is the Jazz Adjudication 
Chair for the MMEA Southeastern District. 
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Free Musical Play in K–2 Classrooms
By Allyn Phelps, University of Massachusetts at Dartmouth

Several years ago, I listened to Peter Gray, a professor of psychol-
ogy at Boston College, talk about his book, Free to Learn: Why 
Unleashing the Instinct to Play Will Make Our Children Happier, 
More Self-Reliant, and Better Students for Life (2013). 

Gray argued that:

• Humans are biologically designed to be 
self-directed learners.

• Play is the primary means for children 
to learn and grow.

• Children need less oversight and more 
free time than typically allowed in 
schools.

I couldn’t help contrasting Gray’s ideas 
with how I was trained in Western classical 
music education—that is, singing and play-
ing under conductors who were always kind 
and inspiring but ran classes with “a quality 
of authority that is almost unrivaled in any 
other aspect of civic life” (de Quadros, 2015, 
p. 502)—an authority I was uncomfortable 
with but also emulated because I didn’t 
know better. However, Gray’s talk opened 
my imagination. What if I dump the 
authoritarian approach and let the kids 
play? On the one hand, the possibilities 
thrilled me. On the other, I wondered 
about practicality in my elementary music 
classroom.

When bringing up my curiosity with 
educator friends, I heard statements like, 

“kids need structure,” “they won’t learn 
anything,” “they’ll hurt each other,” or 

“they’ll break all of your equipment!” I 
was left wondering whether children are 
naturally destructive and prone to off-task 
behavior (as my friends implied) or if we 
are conditioned as teachers to think that 
children cannot exist in classrooms without 
firm adult oversight. From elementary 

music educators, I heard, “but we play all 
the time,” referencing playful activities 
common in elementary music (e.g., Orff 
arrangements, dance, song games, etc.). 
However, there is a difference between 
adult-guided play and the child-generated 
play for which Gray advocated.

I Want to Learn More! Let the Research Begin.

First, I wanted to learn of applications 
of free musical play, which Marsh and 
Young (2015) describe as “activities that 
children execute on their own accord and 
in which they may choose to participate 
with others voluntarily” (p. 289). I didn’t 
find much in K–2 school-based music but 
found examples in preschool and at-home 
settings. Musical play is improvisational 
(Marsh & Young, 2015), and outcomes 
may be different than “adult standards of 
musicality and musical behavior” (Dean, 
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2019, p. 103). Benefits include various entry 
points (Countryman, 2014), solving social 
conflicts with little or no adult intervention 
(Smithrim, 1997), becoming absorbed for 
extended periods (Littleton, 1998), and 
achieving beyond age-related expectations 
(Howard et al., 2013). Musical play is 
supported through respect for children’s 
music-making as a distinct genre reflecting 
personal and cultural attributes (Niland, 
2009). Musical play suffers from adult 
proximity, corrections, or suggestions 
(Niland, 2009).

Equipped with my background research, 
I felt ready to experiment. In the fall of 
2019, I conducted an action research study 
with one second grade class (approved by 
the school and the Institutional Review 
Board at Boston University with consent 
from students and guardians). Students 
could play for half of their music class (20 
minutes) for eight weeks. In preparation, 
the students and I had discussions about 
treating equipment and each other with 
respect before they were allowed to roam 
free in the musical playground (see figure 
on page 18). I video recorded each class, 
which I watched and translated into written 
observation reports. Also, after the eight 
weeks, I interviewed students, which is 
why I chose second graders. I thought they 
would be more articulate in an interview 
setting.

What I Learned and Possible Applications

In this section, I will share what I learned 
and then muse about possible applications 
in other music classrooms.

• The atmosphere was loud and chaotic, 
but also buzzing with enthusiasm. The 
students consistently chose musical 
behaviors (singing, playing instruments, 
improvising, dancing) and were 
generally respectful of others and the 
environment. Students often solved 

problems without me, and reminders to 
stay on task were rare. While this find-
ing is specific to my study, it suggests 
that children may be more self-sufficient 
in music class than is typically thought.

• Students were far less deferential to 
musical conventions than I am—having 
been disciplined and tamed by Western 
classical music—and their conceptions 

of what counts as music were also much 
broader. For example, I spotted two 
students throwing paper airplanes. I 
asked them to stop and focus on music. 
They interjected, “We’re playing musical 
airplanes!” Their game was to improvise 
short songs while the planes flew. What 
I almost dismissed as inappropriate was 
a child-generated and purposeful game 
that reinforced melodic improvisation. 
So, instead of always using familiar 
games and methods, perhaps children 
can design their own activities for 
repetition and reinforcement.

• Rhythms from popular music were 
ubiquitous, (e.g., the openings of 
Imagine Dragons’s “Believer” and 
Queen’s “We Will Rock You.” Instead 
of reaching for rhythm flashcards, one 
could use top–40 songs to inspire 
rhythm activities. Considering the fact 
that my students showed ability to play 
rhythms without direct instruction, 
perhaps during rhythm time, a teacher 
could step aside and allow student-led 
rhythm play.

• In addition to popular music, students 
used familiar music from class. Instead 
of practicing until perfection, they used 

snippets to inspire their creation. In 
other words, the students didn’t interact 
with music as a fixed object but as a 
launching point for their unique music-
making. Perhaps instead of approaching 
songs as objects to be reproduced, 
learning songs could become group 
improvisation sessions where students 
and the teacher collaborate on how the 
song goes.

• Peer-guided learning was abundant! 
For example, one student knew how 
to play a basic drum set beat (notated 
above). By the end of the study, half 
of the second graders could play the 
beat, and 80% could play the hi-hat 
and the snare simultaneously. I would 
never have thought it possible for the 
average second-grade general music 
student. Instead of focusing energy on 
how to teach, a teacher could work to 
cultivate a rich learning environment 
where students are empowered to teach 
each other and achieve beyond what was 
previously imagined.

• The students formed bands. Most were 
spontaneous and brief; however, one 
band—led by Freddy (pseudonym)—
met each week with a rotating roster of 
players. Band members could use any 
instrument, and Freddy didn’t care if 
they played in the same key or meter. 
To my ears, Freddy’s band sounded 
more like noise than music and made 
me wonder if any learning was taking 
place. However, looking more closely, 
I saw that they were studying musical 
form. Freddy and his bandmates 
negotiated when they played together 
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and when each took a solo. Freddy 
wrote the form on the whiteboard 
using invented notation (triangles, stars, 
etc.) and pointed along as students 
played. Given Freddy’s focus on musical 
structures, perhaps free play could be 
an option when exploring form. Also, 
Freddy ignored tonality and harmony, 
so those could be a place for explicit 
teacher instruction.

• Freddy’s band was not without 
complications. Freddy sometimes 
showed authoritarian tendencies, which 
his bandmates rejected by quitting. 
Often after a few minutes, Freddy 
apologized, and the band re-formed. 
This could have been an opportunity 
to discuss leadership styles, model 
collaborative interaction, and explore 
non-authoritarian ways to inspire people.

• My role shifted from teacher to facilita-
tor. I didn’t write lesson plans. Instead, I 
used planning time to curate materials 
(or learn new musical skills!) to serve my 
students and their goals. Students come 
to school with rich musical backgrounds 
that should be welcomed, explored, and 
celebrated in my classroom (even if, for 
example, Freddy’s band’s music sounds 
different or odd to my Western classi-
cally trained ears).

Three Caveats

First, I conducted this study in a well-
funded suburban public school where 
the administration not only encouraged 
teachers to take risks but was exceedingly 
forgiving when experiments failed. I 
recognize my privilege and realize that 
my investigation is not possible in every 
setting. I don’t share this study to suggest 

full replication but that readers can find 
points of resonance to translate to their 
contexts. Second, my study aimed to share 
power with children by resisting the notion 
of “age as the sole criterion to determine 
what rights a person can exercise” (DeLong 
& Love, 2016, p. 341) in a music classroom 
and the assumption that adults always 
know best. However, “young people are 
both learning how to act out oppression, 
both dominant and subordinate roles, 
while occupying the social location of 
subordinate as young people” (p. 342). So 
while my students seemingly created an 
egalitarian environment, I should have 
attended better to how students may have 
recreated inequities (e.g., Freddy’s authori-
tarianism, sexism, and racism). Third, 
my study happened before the pandemic. 
Engaging in musical play may not always 
be possible or safe due to the realities of 
COVID-19.

Conclusion

My main takeaway is that students could 
do more than I ever thought possible. The 
extent of musical play I offered may not be 
possible in other environments; however, I 
hope that this brief research report inspires 
readers to revisit notions of teacher author-
ity and to consider how sharing power with 
students could transform music education. 
I encourage readers to incorporate free play 
into their elementary classrooms (even in 
small ways), allowing children unhindered 
space to create, be themselves, and learn 
with and through music. Kids can do it! •

Allyn Phelps is a lecturer 
of music education at the 
University of Massachusetts 
Dartmouth and previously 
taught K–6 general music 
and chorus in central 
Massachusetts. A doctoral 

candidate at Boston University, Allyn 
researches self-directed education, deconstruct-
ing whiteness, and anti-racist practices in 
music education.
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The Future of Jazz Education is Bright 
in the State of Massachusetts
By Andrew Goodrich,  Boston University

For more than two years, music teachers have dealt with a vast array 
of issues surrounding the COVID-19 pandemic. With little, if any, 
advance notice, music teachers were thrust into a situation where they 
had to abandon familiar teaching practices and immediately design 
lessons for delivery of instruction in remote learning environments. 
During this time, music teachers invented new ways for students to 
continue making music. These new ways of delivering instruction were 
vast in scope, included innovative ways of teaching online, rehearsing 
ensembles outside on football fields so students could be spread apart, 
using players masks, or teaching half of the music class in person 
while the other half of students Zoomed in from home. As schools 
eventually began to transition to hybrid-type learning, then back to 
in-person learning, music teachers continued to redesign how they 
delivered instruction to provide meaningful learning opportunities 
for their students. These myriad issues brought on by the pandemic 
presented numerous challenges, including school music performances 
and district and state music festivals being cancelled.

Finally, after two years, the MMEA 
All-State conference, All-State ensembles, 
and junior and high school district music 
festivals were once again held in person. In 
March, I had the pleasure of conducting 
the jazz band for the 48th Massachusetts 
Music Educators Association Northeastern 
District Junior Festival at Galvin Middle 
School in Wakefield, Massachusetts. The 
jazz band, of course, was part of a larger fes-
tival that included concert band, orchestra, 
and SSA Chorus and SATB Chorus. 
Although I anticipated a wonderful musical 
experience working with these highly 
talented students, the overall experience 
transcended anything I could have possibly 
imagined.

When I accepted the offer to conduct, I 
wasn’t sure about the performance levels 
of the students due to the pandemic. As I 
began to select repertoire, I thought about 
how many of these students first learned 
how to play their instruments. That is, they 

did not have the typical beginning band 
experiences nor jazz band learning experi-
ences that involved in-person learning. 
These in-person learning experiences, 
of course, include learning how to listen 
to each other, not to mention the social 
interactions with their peers that aids with 
meaningful learning and participation. 
With all this in mind, though, I didn’t 
want to modify the programming by 
watering down tunes that might be too 
easy for them to play. These are the top 
students, after all, and I wanted to help 
provide an opportunity to challenge 
them and motivate them to elevate their 
performance levels. Thus, I purposefully 
selected repertoire that would challenge the 
students but also set the basis for a success-
ful performance. As I considered repertoire, 
I also wanted to focus on composers from 
marginalized populations. After a few 
weeks of listening to a lot of tunes and 
reaching out to band directors around the 

country about repertoire, I narrowed down 
the list of tunes. The band directors in the 
Northeastern district reviewed the list of 
tunes and selected the following charts: 
“Foot Pattin’ Time,” by alto saxophonist 
Lou Donaldson, a seminal player in the 
bebop and post-bop eras of jazz; “Mambo 
Juventud,” by Oscar Hernández, the leader 
of the Spanish Harlem Orchestra; “Bemsha 
Swing,” by noted jazz pianist and composer 
Thelonious Monk, and “In a Mellow 
Tone,” by the incomparable Duke Elling-
ton. We were also fortunate to premiere a 
new piece of music commissioned by the 
MMEA Northeastern Districts for the 
2020 festival, cancelled due to COVID-19, 
called “Somebody Stole My Music,” by 
jazz trumpet player and jazz educator and 
composer Craig Skeffington, who lives in 
Maine.

Throughout the rehearsals, the students 
exhibited wonderful attitudes and were 
extremely focused on learning. After the 
first rehearsal, I was impressed by their 
motivation to continue practicing, as 
evidenced by how they performed in the 
next rehearsal. The wonderful attitudes of 
the students were based in their desire and 
excitement to be part of junior districts. 
But in my opinion, their attitudes were 
also indicative of strong band programs 
and music teachers who instill in them the 
knowledge and desire necessary to perform 
at a high level.

This led to what I considered the most 
important part of the experience of the 
festival: the sense of community between 
the students and their band directors. This 
is nothing new, of course, but in light of 
the pandemic, it became readily apparent 
that music teachers went above and beyond 
the call of duty. During the festival, I heard 
many people commenting on how the stu-
dents were so resilient, but, based upon my 
observations, the band directors were also 
extremely resilient. The band directors have 
undergone constant evolution of how they 
deliver instruction, from in-person learning 
to remote learning to hybrid learning and 
back to in-person learning. It is obvious 
they have devoted an extreme amount of 
time to keep their music programs running. 
The future of jazz education is bright, 
not only because of the students but also 
because of the band directors.

BACK TO TOP
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The direct contact I had with the band 
directors helping the jazz band provided 
evidence of this devotion. For example, 
Ben Owens, the jazz band manager, was 
quite impressive in his ability to organize 
the room setup, answer questions, respond 
to emails, plan sectionals, make time to 
run a sectional, and the list goes on. And 
he often did these tasks simultaneously! 
Patrick Donaher, who also served as a jazz 
band manager, was always willing to lend 
a hand and provide feedback, and he ran 
a sectional. And then there were the band 
directors hanging out in no official capac-
ity: Jason Saetta, who observed rehearsals, 
ran a sectional, and hauled equipment 
to and from the concert stage, and Jeff 
Daniels, who also observed rehearsals and 
helped to carry equipment for the students. 
Their devotion to their students is an 
example of the devotion of all the music 
teachers involved with the festival, and 
their assistance helped provide a wonderful 
learning experience for the students.

And finally, during the concert I realized 
that this was the first junior festival held in 
person for these students. They had never 
participated in a festival like this with 
their peers. They played well at the concert 
and received a lengthy standing ovation. 
Although one would hope that parents 
would give a strong ovation, I nonetheless 
found the nearly two-minute-long standing 
ovation a moving experience for myself and 
the students. As evidenced by the students 
and their music teachers at this festival, the 
future of jazz education is looking bright in 
the state of Massachusetts. •

Andrew Goodrich is an 
Assistant Professor of 
Music, Music Education 
at Boston University, 
Boston, MA. Goodrich 
teaches online and 
on-campus courses at 
Boston University. 

Research interests include peer mentoring, 
community music, preservice music teacher 
preparation, and jazz education. Goodrich 
has published research in the leading music 
education journals and has authored chapters 
in books published by Oxford University Press 
and Springer.
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The Future is Now:  
A Gathering of Massachusetts  
Preservice Music Educators
By Kelly Bylica, Ph.D., Boston University

On February 26, 2022, more than forty preservice music educators 
representing five universities from across Massachusetts gathered 
on Zoom to participate in workshops and discuss the future of 
the field. Sponsored by the MMEA Council for Research and 
Teacher Education, the purpose of this gathering was to provide an 
opportunity for future music educators to reflect both independently 
and communally about music teaching and learning, connect to the 
profession through networking with others in the field, and critically 
explore group-generated issues impacting the profession today.1 
Workshops included a collaborative music-making experience with 
artist/educator Devin Ferreira as well as opportunities to dialogue 
with four new music educators from across the state: Aaron DiPilla, 
Kelly Pry, Ana Sangermano, and Andrew Sell.

The event was guided by the prompt 
“The Future of Music Education is . . . ” 
Participants explored personal responses 
to this prompt prior to the event (see 
Figure 1.1), and each of the presenters 
shared their own conceptions of the 
future as a guiding part of their work. 
Devin Ferreira explored digital music-
making with the group, highlighting the 
possibilities for technologically oriented 
musical experiences to help teachers and 

students build relationships with one 
another. Aaron, Kelly, Ana, and Andrew 
each shared their own experiences, 
drawing upon stories of interactions 
with students, ongoing professional 
development, and the ways in which 
their own personal philosophies guide 
their everyday practice. Participants 
then shared experiences in small break-
out sessions, and the day culminated in 
a large group discussion.

Figure 1.1: The Future of Music Education is...

CONTEMPOR ARY / JA Z Z
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Key Themes

One of the central goals of this experience 
was to build upon and explore issues and 
ideas of importance to the pre-service 
participants. Throughout the morning, 
ideas were collected and brought together 
under the umbrella of three main themes:

• Seeking a work/life balance;

• Navigating expectations of multi-
musicianship; and

• Building relationships with students.

Work/Life Balance in the COVID-Era

The importance of developing a work/life 
balance was of critical interest to partici-
pants. Participants were particularly aware 
of and interested in exploring heightened 
stressors that have arisen while navigating 
the COVID-19 pandemic in various school 
settings. While seeking work/life balance 
has often been a topic for music educators,2 
the COVID-19 pandemic has undoubtedly 
amplified the need for awareness around 
teacher mental health as well as labor 
conditions and workload.3 Indeed, a 
recent nationwide study4 noted that 84% 
of teachers find current teaching environ-
ments are more stressful than they were 
pre-pandemic, citing added stress related 
to risk of exposure, changing workload 
expectations, and concern about students.

The music educator presenters shared 
the importance of acknowledging the 
collective trauma caused by the pandemic, 
citing a need for creating restorative, 
trauma-sensitive environments for students5 
while simultaneously advocating for 
trauma-informed personal practices within 
education systems.6 They highlighted 
the importance of making mental health 
visible and working with administrators 
and colleagues to ensure that opportuni-
ties to share struggles were available. 
Discussing mental health openly can also 
demonstrate a need for actionable change 
on the part of administrators and school 
districts, pointing not only to a need for 
more resources, but, importantly, more 
sustainable practices, workloads, and labor 
conditions for educators within the school 
setting. Presenters also emphasized the 
importance of mentorship, both within 
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one’s own school and within the profession 
as a whole as being critical. These personal 
relationships were seen as chances to 
recognize one’s own humanity and build 
community, while also serving as spaces for 
problem-solving, sharing, and advocating.

The Multi-Musical Music Educator

Participants also shared an interest in 
exploring multi-musicianship as music 
educators. Multi-musicianship refers here 
to a desire to engage with multiple under-
standings and ways of making and explor-
ing music. This may mean experience with 
various styles or genres of music, types of 
instruments (including technology), and 
contexts for engaging through musical 
practice.

Drawing from a desire to connect with 
student interest while also expanding upon 
student experience, pre-service teacher 
participants shared their excitement and 
trepidation over venturing into musical 
explorations that felt outside of their 
comfort zone.

In response, music educator participants 
shared their experiences learning from 
and alongside students, drawing upon 
the ways in which students make music 
outside of the classroom setting through 
conversation. Such practices can lead to the 
discovery and sharing of musical practices 
that embrace the unique and varied 
experiences in the class and challenge the 
curricular status quo.7 They also spoke of 
the importance of reaching out to commu-
nity members and community musicians 
to develop musical learning partnerships, 
noting that, when collaboratively developed, 
such partnerships can strengthen arts 
infrastructures and help create sustainable 
relationships.8 Presenters also shared the 
importance of developing a disposition of 
inquiry throughout one’s career, suggesting 
professional development and graduate 
program opportunities and places to 
continue learning alongside a community 
of music education professionals.

From a pedagogical perspective, flexibility 
and exploration were highlighted as key 
factors in personal growth. Embracing 
pedagogical creativity, especially during 
COVID, can be linked to responsive teach-

ing.9 Embracing flexible and exploratory 
approaches to curriculum and pedagogy 
can both lead to and be driven by care and 
interest in student experience. As a result, 
curriculum can be seen as a living explora-
tion rather than a series of set benchmarks10 
wherein students work alongside educators, 
co-creating opportunities for multi-
musicianship for all.

Building Caring Relationships

Finally, participants expressed interest in 
building relationships with students. In 
particular, helping students process trauma 
and co-creating caring and inclusive 
classroom communities were central to 
the discussion. Presenters emphasized the 
importance of providing flexible structure 
to help students feel safe while also sup-
porting the development of a culture where 
a multitude of ideas, experiences, and ways 
of engaging with the world are valued. This 
included nurturing trust and respect with 
students and encouraging self-expression 
and the development of a sense of belong-
ing within the music classroom.11

The music educator presenters shared the 
importance of building relationships with 
students and pointed to the importance of 
recognizing that these relationships take 
time and ongoing effort. This is especially 
true amidst the return to in-person school-
ing and the collective trauma caused not 
only by the pandemic but also by climate 
change, the struggle for racial justice, and 
other issues of local and global concern. 
Ideas and experiences offered by presenters 
often aligned with restorative learning 
practices, wherein punitive measures are 
replaced with whole-school shifts that 
support students in a safe and trauma-
sensitive manner.12 These practices require 
an in-depth critical examination of both 
personal and full-school practices and the 
challenge of taken-for-granted norms that 
have long structured our school systems.

The Conversation Continues

One of the primary goals of this gathering 
of pre-service music educators was to begin 
a conversation about the future of music 
education. Throughout the morning, 
participants embraced the ideas they shared 
in Figure 1.1, grew in their understanding 



MASSACHUSET TS MUSIC EDUCATORS JOURNAL  |  25 SUMMER 2022 | VOL. 70  NO. 4

RESE ARCH & MUSIC TE ACHER EDUC ATION BACK TO TOP

about the profession, and expanded their 
goals for the future. The conversation 
continues, and we look forward to 
providing an opportunity for these future 
music educators to come together again 
in February 2023. I want to express 
gratitude to Council for Research and 
Teacher Education members Dr. Sommer 
Forrester, Dr. Daniel Albert, and Dr. Brian 
Kellum, Boston University DMA student 
Betty Bauman, as well as all pre-service 
participants and in-service presenters for 
helping to make this day a success.• 

 If you are interested in participating in 
next year’s gathering or in the council’s 
work, please reach out to Dr. Kelly Bylica 
(kbylica@bu.edu).

Dr. Kelly Bylica serves 
as Assistant Professor 
of Music Education at 
Boston University, where 
she teaches in both the 
undergraduate and 
graduate programs. Kelly 
is also the Chair of the 

Council for Research and Teacher Education 
for the Massachusetts Music Educators 
Association.
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Podcasting in the Music Classroom
By Stephanie M. Riley, MMEJ Technology Editor, Dennis-Yarmouth Regional High Schools

Podcasting has become a rather popular form of entertainment 
over the past decade, and it really took off during the pandemic, as 
people were home and looking for something to do. The beautiful 
thing about it is that the average person can create a podcast using 
just their smartphone—no fancy equipment required.

When thinking about podcasting in the 
music classroom, teachers in all grades, 
kindergarten through twelfth, and any 
ensemble could incorporate learning about 
and even creating their own podcasts. As 
we start winding down with the school year 
and we’re looking for engaging projects for 
our students, a podcasting unit could be a 
great fit.

Ways to Approach and Organize  
a Podcasting Unit

*While this approach aims largely at 
middle and high school levels, it can easily 
be adapted and simplified for grades K–5*

1. Define what a podcast is. A podcast is a 
collection or series of digital audio files 
that are made available for downloading 
or listening via the Internet. Each 
individual audio recording is known as 
a podcast episode. Podcasts are typically 
hosted by an individual or individuals 
who lead a conversation, share stories, or 
report the news.

2. Where and how can you listen to a 
podcast? Have students search out the 
major podcasting sites, such as Apple 
Podcasts, Spotify, and Google Podcasts. 
Beyond those particular podcasts, there 
are other apps as well as sites on the 
Internet. For example, you can listen 
to a podcast via a hosting site such as 
Buzzsprout. Have your students look at 
streaming versus downloading and the 
benefits and limitations of both.

3. Discuss types and formats of podcasts. 
Podcasts come in all shapes and sizes. 
Discuss how podcasts vary in topic, 
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structure (e.g., interview, panel discus-
sion, story telling, news reporting, 
etc.), and length as well as how they are 
edited.

4. Discuss elements of the podcast that 
make it interesting to listen to. Create 
a list of podcasts, and have the class 
pick and listen to one as a class. This 
is a great opportunity to expose your 
students to student-created podcasts, 
music-centered podcasts, and podcasts 
centered around either concepts or 
events discussed in your classroom 
during this past year. After you listen to 
a few podcasts or excerpts of podcasts, 
talk about the extra elements (e.g., 
background music, sound effects, etc.) 
that added something extra to the 
podcast or helped to emphasize the topic 
at hand.

5. Plan out your own podcast! Before you 
worry about hosting sites, RSS feeds, 
how much it is going to cost, advertis-
ing, and all of the logistics of producing 
a podcast, remember that this can be 
a very small, in-house project. Just 
creating a sound file with your content 
that you share with either just the class 
or your school at large is a great way to 
introduce your students to the process 
and product of making a podcast.

6. Gather ideas. Since we’re music teachers, 
I recommend keeping the content to 
music-related topics. Here are a few 
ideas that could range from kindergar-
ten all the way through high school and 
beyond.

• Recorder Karate or other related 
sequential program for recorders: 
Have students play their pieces and 
comment on what they learned when 
studying each piece.

• Carnival of the Animals: Have younger 
students narrate their own version of 
the story to accompany the piece of 
music.

• Band/orchestra/chorus/various 
ensemble students: Have them create 
a podcast about how these ensembles 
have impacted their lives in a positive 
way or create a podcast on why other 
students should join an ensemble.

• Original compositions: Do you have a 
music tech class, music theory class, or 
another class where compositions are 
created? Have students create a series 
of their work with the students talking 
about their piece of music.

• General music: The world is your 
oyster. Students could pick a musi-
cian, band, time period, style, or genre 
and create a podcast on their topic.

• Careers in music: Have students 
practice their interviewing skills by 
chatting with people in the music 
industry. One of the lessons learned 
from the pandemic is that connecting 
with people not within our region is 
fairly easy. Zoom interviews when 
recorded include a sound file that is 
easily transferable to a DAW.

7. Plan out the podcast. Here’s where you 
can also go cross-curricular. Team up 
with your English department, your 
media department, or any other teachers 
who might be interested in collaborating 
with you for equal educational gain for 
students. Discovering best practices in 
organizing materials, scripts, editing, 
and revising are just a few ways you can 
plan and collaborate effectively.



MASSACHUSET TS MUSIC EDUCATORS JOURNAL  |  27 SUMMER 2022 | VOL. 70  NO. 4

BACK TO TOPTECHNOLOGY

8. Learn about the necessary podcast 
equipment. Discuss and discover various 
microphones, mixers, recording equip-
ment, and DAWs that are necessary to 
create the podcast.

• Devices/recording equipment. In real-
ity, all you really need is some sort of 
recording device. This could simply be 
a smartphone and a voice memo app. 
You can export your file from there. 
If you’re looking to go a little more 
high-tech, there are microphones 
that range from $20 to $150 that are 
all great and will suit various needs. 
Appeal to your PTO for funds or 
write a grant if purchasing equipment 
is prohibitive. There are many local 
education foundations that will 
be happy to aid in such a project, 
especially if they’re able to see the 
money granted put into action. Many 
schools have Chromebooks or iPads 
that are equipped with microphones 
and can display and run recording 
software.

- Mixers. Unless you’re doing heavy-
duty podcasting with multiple 
layers of guests and speakers, you 
most likely won’t need one. This 
isn’t to say you shouldn’t discuss 
what they are, how they function, 
and how they’re beneficial in those 
scenarios.

- DAWs. DAWs are widely known and 
used in the music education world, 
so it’s very likely that you can get 
access to one that works for you. 
Different DAWs that are available 
include programs such as Garage 
Band, Band Lab, and Soundtrap. 
Audacity is also a free option for 
simple editing needs. Using a DAW 
is a great way for students to create 
original material and music for 

a podcast. They are easy to col-
laborate together on and can allow 
students to add effects and music 
and to manipulate sound for desired 
aesthetics.

• Recording environment. Here’s a great 
way to get your science department 
involved. Chat about acoustics and 
how various spaces will yield different 
sound. You can cover the differences 
between live sound, prominent echo, 
and dead sound, just to name a few. 
Discuss how recording equipment 
should be set up for best pickup by the 
microphone and to avoid reverberation 
from the recording device. Discuss use 
of headphones and the pros and cons 
of wireless versus wired headphones.

9. Talk about how to upload podcasts and 
podcast hosting. 

There so many options for a person to 
choose from when it comes to uploading 
a podcast using the various hosting sites 
out there. This is a great chance to have 
students learn about how a hosting site 
can help get their podcast out into the 
public and into a wider audience. Plans 
range from free to various tiered paid 
plans.

Depending on your district’s media 
policy, you could create a district-wide 
podcast related to your music depart-
ment. This is a great outlet for showcas-
ing the wonderful things happening in 
your schools and getting the word out 
about concerts, projects, and so much 
more.

• Podcast artwork. Show students 
various artwork and images that 
podcasters use to brand their podcasts. 
Have student collaborate, or delegate a 
student to create the graphic. This can 
also be a great collaboration with your 
art department.

• Podcast description and episode 
description. It’s important for students 
to be able to summarize what their 
content is in a way that is appealing to 
garner listeners. Review other podcast-
ers’ descriptions and see if they match 
what they have heard.

10. Record! Put all of that knowledge, 
research, and planning into action.

11. Edit. Put your editing skills to work 
with your students to use all of those 
effects you learned how to access while 
exploring the DAW.

12. Upload and release! Have a release party! 
Have a school-wide listening party or 
learn how to promote and advertise your 
podcast.

In addition to the suggestions listed above, 
there is a multitude of resources available 
from YouTube tutorials to blogs that can 
be super helpful in creating a podcast or 
exploring the media form that is a podcast. 
Even though we’re very fortunate to be 
returning to our usual outlets of perform-
ing and exploring with our students, this is 
still a valuable way for us to recognize our 
students and show what they have learned 
and achieved. •

Stephanie Riley is 
MMEJ’s technology 
editor. She is an 
8–12 choral music 
educator at the Dennis-
Yarmouth Regional 
High School where 
she is responsible for 

choirs grades 8–12, beginning piano, 
music technology, and theory classes. She 
is also an avid lifelong singer of choirs.
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Remembering Tony DiGiore 
(1930–2022)
By Faith Lueth, former president of MMEA, Berklee College of Music 
and Gordon College

Tony DiGiore will be remembered for 
his affable manner, his passion as a music 
educator, his enthusiasm that never seemed to 
diminish, his humor, his dedication as editor 
of the Massachusetts Music News, and his 
devotion to his family. Tony was the longtime 
editor of this publication in its first iteration 
as Mass. Music News. As editor, he was always 
found with his camera—taking pictures of 
the “new MMEA board” for the MMN, 
making sure he posed us in just the right way, 
and documenting the MMEA conferences.

Tony taught in the West Springfield schools for thirty-six 
years. Never one to be idle, Tony was involved in planning 
the West Springfield Park & Recreation Department sum-
mer concerts for more than fifty-six years and was active in 
the West Springfield Rotary Club.

Tony graduated from Boston University with a master’s 
degree in music education. He served in the Korean 
Conflict as a member of the United States Army. My most 
prominent memory of Tony is at MMEA board meetings, 
when he would address the president (if she were a female), 
“Oh, Madame President…” with a twinkle in his eye and a 
nod. This included our own Dr. Noreen Diamond Burdett, 
who first knew Tony as her elementary school flute teacher.

Tony was always eager to learn new things—and to keep up 
with new technology. For example, for one MMEA confer-
ence in Danvers, he designed a new look to the program 
booklet, one that would easily fit in a man’s suit pocket or 
lady’s purse. Tony was quite proud of the new “invention.”

As editor of the MMN, he made sure to remember those 
who had passed on, and we are honored to do the same for 
him. Tony remembered those who had gone before and 
had a regard for the historical. Tony remains an MMEA 
“legend” because of his long service to the organization and 
to the Massachusetts Music News. •
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An Introduction to Equitable  
Grading in Music
Anthony Beatrice, Boston Public Schools

It seems like we have new initiatives in educa-
tion aimed at improving student achievement 
and teacher effectiveness every few years. Topics 
can range anywhere from higher order thinking 
strategies to twenty-first-century learning skills 
to cognitively demanding tasks, and who can 
forget district-determined measures? The list 
goes on and on. With all of our meetings and 
professional development opportunities we 
attend for music and beyond, we rarely talk 
about effective assessment strategies.

Many of our cities in Massachusetts are moving towards utilizing 
competency-based or standards-based grading. The goal is to 
shift from biased and ambiguous grading practices to a transpar-
ent process that will accelerate the mastery of learning competen-
cies, skills, or standards through appropriate feedback.

In the book Grading for Equity, author Joe Feldman provides 
research-based data on grading policies. The inequities that exist 
can have negative effects on students, especially in our large 
municipalities. Feldman describes equitable grading as “accurate, 
bias-resistant, and motivational for all students.” 

Here’s a snapshot of common issues that increase achievement 
gaps through various grading techniques:

• Not all teachers grade the same. It is difficult for students to 
navigate various grading systems, especially if they have six or 
seven different teachers in a day at the secondary level. A great 
exercise is to take a student recording or written piece of work 
and have a group of teachers evaluate it separately and then 
come together to discuss how they graded it.

• Soft skills are not tied to the standards. Many of us in the music 
education field have traditionally weighted participation heav-
ily in an overall grade average, but the reality is that this does 
not actually reflect whether or not a student has mastered a 
competency, skill, or standard.

• Giving a student extra credit or taking points off for turning 
something in late does not reflect whether or not the student has 
learned the competency or standard. This is grade inflation or 
deflation.

• Averaging grades over the course of the semester does not value 
growth but does value prior knowledge and experiences. If you 
have a student in seventh grade who has had private clarinet 
lessons for two years, would you grade that student the same 
on a Bb-scale-playing quiz as a student that had no private 
lessons beforehand? If a student without private lessons takes 
more assessment opportunities to reach mastery, should their 
grade be bogged down by lower scores on the task earlier in the 
semester?

• Mathematically, it’s harder to climb from an F to a D compared to 
a B moving to an A. Giving a minimum of 50% will help solve 
this.

Some school districts are moving to a 0–4 grading system instead 
of letter grades or to a minimum grading system where an F is at 
least a 50%.

Example of a 0–4 Grading System 

Performance 
Assessment  
Rubric

1
Emerging

2
Approaches 
Standards

3
Meets 
Standards

4
Exceeds 
Standards/
Shows 
Growth

Example of a Minimum Grading System

90–100 A

80–89 B

70–79 C

60–69 D

50–59 F
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Below is a great breakdown of each Equitable Grading  
pillar from Joe Feldman: 

Pillar Driving Principle Grading Practices

Accurate Our grading must use calculations 
that are mathematically sound 
and easy to understand and that 
correctly describe a student’s level of 
academic performance.

• Avoiding zeros

• Minimum grading

• 0–4 scale

• Weight more recent performance

• Grades based on an individual’s 
achievement, not the group’s

Bias-Resistant Grades should be based on valid 
evidence of a student’s content 
knowledge and not based on 
evidence that is likely to be 
corrupted by a teacher’s implicit 
bias or reflective of a student’s 
environment. 

• Grades based on required 
content, not extra credit

• Grades based on student work, 
not the timing of work

• Alternative (non-grade) 
consequences for cheating

• Excluding participation and 
effort

• Grades based entirely on 
summative assessments, not 
formative assessments (such as 
homework) 

Motivational The way we grade should motivate 
students to achieve academic 
success, support a growth mindset, 
and give students opportunities for 
redemption.

The way we grade should be so 
transparent and understandable 
that every student can know their 
grade at any time and know how to 
get the grade they want.

Equitable grading distinguishes and 
connects the means for learning 
effectively (the “soft skills,” the 
practice, the mistakes) from the 
ends (academic success) and utilizes 
the broad and diverse universe of 
feedback and consequences, of 
which only one part is a grade.

• Minimum grading and 0–4 scale

• Renaming grades

• Retakes and redos

• Rubrics

• Standards scales

• Tests without points

• Standards-based grade books

• Emphasizing self-regulation

• Creating a community of 
feedback

• Student trackers

L ARGE MUNICIPALIT IES BACK TO TOP

The following is an example of a rubric focusing on the tone quality 
of a flute excerpt from a concert band piece utilizing the language 
from the MMEA All-State instrumental audition rubric.

Tone 
Performance 
Assessment 
Rubric

1
Emerging 

2
Approaches 
Standards

3
Meets 
Standards 

4
Exceeds 
Standards/
Shows  
Growth

Tone of Flute 
Excerpt from 
mm. 62-89 in 
“Fire Dance” 
by David 
Shaffer.

Has many 
flaws in basic 
production (i.e., 
consistently 
thin, unfocused 
or forced sound)

Exhibits 
some flaws in 
production (i.e., 
thin, unfocused 
or forced sound)

Characteristic 
tone quality in 
most ranges

Full, rich, and 
characteristic 
of the tone 
quality of the 
instrument in 
all ranges and 
registers

With equitable grading in mind, a student will have multiple 
opportunities to perform this excerpt and receive feedback on how 
to master the skill. The grade of this assignment would focus on the 
latest performance of the task as opposed to averaging the grades 
from the journey start to finish. There would be no extra credit or 
points taken off for a late submission; the focus is on the mastery of 
this specific skill. 

There is a lot to unpack in equitable grading. We hope to offer 
a sharing session next school year so that we can talk about our 
own successes and challenges for making this monumental shift in 
grading practices. In particular, the sharing of rubrics will be most 
helpful as we engage in this work together. •

Anthony Beatrice is the Executive Director for the 
Arts in the Boston Public Schools. He is the Large 
Municipalities editor for the MMEJ. 

REFERENCES
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Back in 2018, when I first considered 
running for Western District Chair-Elect, 
I certainly had no idea what the next four 
years would hold. After a mostly uneventful 
term as Chair-Elect, I came into the spring 
of 2020. We’ve all spent the time since that 
fateful March like Chicken Little, watching 
the sky fall around us and trying to find 
someone to make it stop. Of course, there 
was no stopping it, and we all just needed 
to find stronger umbrellas. I was woefully 
unprepared for the challenges that I would 
face as we navigated the pandemic together, 
but I am so thankful to have been sur-
rounded by an amazing group of colleagues 
on the Western District Board who pulled 
together and simply made it work. Each 
member of the Western District Board 
stepped in and pulled far more than their 
own weight through times that would try 
even the most dedicated of educators. These 
people are the real heroes of the day, and 
while I had the pleasure of steering the ship, 

they were all working the oars. Without 
them, the last two years of festivals—which 
were reimagined from the ground up 
(twice!)—could never have happened. I 
will be forever grateful to them not only 
for their dedication to the music students 
in western Massachusetts but also for their 
friendship. Whenever my umbrella failed, 
they were ready and waiting to let me share 
theirs.

I am so immensely proud of what we have 
accomplished: two excellent virtual festivals 
with added workshops for student engage-
ment and two amazing in-person, one-day 
festivals that were treasured by students 
and audiences alike. I can’t help but look 
toward the future. I know that as my term 
as Chair comes to an end, the district is 
in the incredibly capable hands of Ashley 
Paradis, and I can’t wait to see her leader-
ship potential blossom in this new role. 
As for me, I am excited to dig into a new 

project as Past-Chair and will be reaching 
out to Western District to begin discussions 
on expanding our offerings with emerging 
ensembles. Western District is flourishing, 
and I am so excited to see where we’re 
headed!

I certainly wouldn’t have chosen to be the 
“pandemic chair,” but the amazing team I 
had the joy of leading made it more than 
bearable; they made it a pleasure. I hope 
you all enjoy a well-deserved summer break. 
Take time to relax and recharge, then think 
of ways that you could get involved with 
MMEA, be it at the district or state level! 
Many hands make light work, and we 
always welcome new faces. Don’t hesitate to 
reach out to any board member to find out 

how you can join the team. 
See you in the fall! •

Signing off as Chairperson, 
—Amanda Johnson

WESTERN DISTRICT

District Updates
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We hope you had a wonderful spring break 
and are ready to finish out the school year.

We had a wonderful Junior Festival on 
March 11–12, and I would like to take this 
time to say a special “thank you” to the 
wonderful festival team and conductors.

FESTIVAL COORDINATOR: Sarah Grina 
FESTIVAL ASSISTANT COORDINATOR: Joanna Compitiello

Mixed Chorus (SAB) 
MANAGERS: Jonathan Eldridge, Stephen Pixley 
CONDUCTOR: Alyson Greer-Espinosa 
ACCOMPANIST: Jenny Chou

Orchestra 
MANAGERS: Macullen Byham, Lauren Hart 
CONDUCTOR: Matt Radspinner

Concert Band 
MANAGERS: Guillermo Ortiz, Claire Nalven 
CONDUCTOR: Jill Noerenberg

Jazz Band 
MANAGER: Nicole O’Toole 
CONDUCTOR: Dan Gabel

The students had a great time, and it was so 
nice to see and hear music in person again. 
Another “thank you” goes to Michael 

Turner at Noble and Greenough School for 
hosting us this year and helping make an 
in-person festival a reality.

Thank you to everyone who came to the 
general membership meeting on March 
1, and congratulations to Blake Siskavich, 
who is our new Chair-Elect. We enthusias-
tically welcome him to the board and look 
forward to working with him.

There are open manager and assistant 
manager positions for all of our festivals, 
so please reach out to anyone on the board 
if you are interested in serving. There 
are small stipends available for all of the 
positions, and we would love to have you 
join our amazing festival teams.

Dates for all the board meetings, auditions, 
and festivals for the 2022–23 school year 
are now posted on our website. Please check 
them out and mark your calendars. We are 
looking towards having all of our auditions 
and festivals in-person next year.

Please know that we are here to support you 
and your programs, and if we can ever be 

of any help to you and your 
students, please let us know.

—Brianna Creamer 
Eastern District Chair

Eastern District Updates

PDPs are available for participation in 
Eastern District activities. More info can 
be found on the Professional Development 
page on our website.

Make sure to log in to the festival 
registration area and update your contact 
information, as well as add any colleagues 
not currently listed

Eastern District Calendar

Many locations still to be determined and 
in-person based on state guidelines

Monday, June 13, 5:00: Eastern District 
Board Meeting status TBD•

EASTERN DISTRICT
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NORTHEASTERN DISTRICT

At the time of this submission, we have just 
finished up all of our district festivals and 
are heading into the final leg of our school 
year! However, as you are reading this, we 
are now at the end of the 2021–22 school 
year, and what a year it has been! While 
many of us were so happy to get back to a 
more typical learning environment and the 
opportunity to once again make music with 
our students, it was still a very challenging 
year. The social and emotional toll of the 
pandemic both on the students and on us 
as their teachers was something that was 
not to be underestimated, as it was felt 
deeply within the educational community. 
However, if there is one thing we have 
learned this year, it’s that music and the arts 
have an incredibly vital role in supporting 
the wellbeing of our students and of all 
of humanity, as it continually provides a 
way to connect, to feel, and to collaborate 
in a way that authentically inspires and 
celebrates. There were so many outstand-
ing examples this year that showcased 
this, from the fantastic concerts and 
performances you all put together to the 
engaging and valuable learning experiences 
that continued to happen within the 
general music classrooms and rehearsal 
halls. Your commitment to providing the 
highest quality of music education possible 
was—and continues to be—clearly evident. 
I congratulate you all on a remarkable 
year in a remarkable time that we have all 
continued to endure. It’s truly something to 
be so very proud of, whether you are new to 
your career or a seasoned veteran.

For the Northeastern District, it was 
absolutely a wonderful experience having 
our students come back together and take 
part in our district festivals in person! As 
the dates had to shift due to considerations 
around the pandemic and we had to 
navigate so many changes, I first need 
to say a huge “thank you” to all of you 
for being so flexible and understanding! 
Timelines moved faster than usual and 
decisions had to be made pretty quickly 
in order to accommodate health and 
safety requirements. Thank you for your 
patience and understanding as we handled 
these challenges. Additionally, I need to 
extend a tremendous amount of gratitude 

to the Northeastern District Executive 
Board, who has worked exceptionally 
hard to ensure that these festivals were 
of the highest caliber possible. There 
are so many details and tasks that need 
to be done behind the scenes to make it 
all happen. Zach Cooper of Dracut and 
Kaitlin Donovan of Belmont ran our Senior 
District Music Festival, Alley Lacasse of 
Belmont and Sean Buchsbaum of Burling-
ton ran our Junior District Music Festival, 
and Chris Zini of Wakefield ran our Treble 
Chorus Festival. Each of them deserves a 
huge round of applause for covering all of 
the logistics and working so collaboratively 
with the music teachers across the district 
in order to make these festivals come to 
fruition. To our ensemble managers and 
assistant managers, your communication 
skills and ability to work with your 
ensembles and conductors were so greatly 
appreciated and added to the success of the 
festivals and to the students’ experience. 
Along with this, thank you once again to 
Wakefield Public Schools for hosting our 
Senior and Junior Festivals and to North 
Andover Public Schools for hosting our 
Treble Chorus Festival. Everything was so 
well taken care of on all fronts!

It was truly a fantastic festival season after a 
difficult two years, and we look forward to 
continuing to provide such awesome experi-
ences for our students and teachers! Next 
year we are looking to shift our host site for 
both the Junior and Senior District Music 
Festivals. Wakefield has been so gracious in 
hosting these festivals an additional season. 
If there are any school districts interested 
in hosting next year, please reach out to us 
directly!

We had a really great turnout for our spring 
general membership meeting, which took 
place during our Junior District Festival 
at Galvin Middle School in Wakefield. 
Thank you so much for your insights and 
suggestions, as well as the open dialogue 
that took place around our Northeastern 
District structures and festivals. One of 
the items we talked at length about was 
the Junior Chorus structure and opening 
up our SATB chorus to an all-gender 
structured mixed chorale. While there are 
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many thoughts around this in regards to 
both the tradition of choral music and the 
experience our students would have, along 
with important points around the inclusiv-
ity of the music-making experience, there is 
a lot to consider. At the time of writing this 
report, the MMEA-ND Executive Board 
has yet to meet but has gathered data from 
that meeting as well as from the Google 
Survey that was sent out to you all. We 
will be discussing this at the May board 
meeting. If you have more to add to the 
discussion (even though you are reading 
this in June), please reach out to us directly!

A few folks have still been saying that they 
are not receiving Northeastern District 
emails and notifications. If you are not 
receiving the emails, please double check 
to make sure you’ve signed up on the mail 
distribution list via our website and also 
that emails are not in your spam folder. 
(You may need to identify these emails 
as not spam.) You can always email me 
directly when you need more information 
or think you might have missed out on 
something that has gone out.

As always, if you ever need any support, 
advocacy, insights, or recommendations for 
resources, please continue reaching out to 
us! I have to say, seeing folks in person for 
our festivals was transformative. We can 
never take for granted the importance of 
live, human-to-human contact! As the year 
winds down, I hope that you will all take 
time to breathe and also to reflect as you 
head into not only the summer season but 
also fall of 2022. There are so many great 
things in store for us all, and it’s exciting to 
think about the future, but for now, enjoy 
your last days of school and take pride in 
all you have accomplished this year because 
it was seriously spectacular! Until the fall, 
stay safe, stay healthy, and be well!

With kindest regards,

—Jared L. Cassedy,  
Northeastern District 
Chairperson
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I’m pleased to report that we returned 
to a somewhat normal year! Although 
some parts of the year held vestiges of 
the pandemic, we held in-person senior 
auditions and virtual junior auditions along 
with two in-person festivals. The Junior 
Festival was held right here in Scituate, 
and the Senior Festival, postponed from 
January, was held at Brockton High School 
on the first weekend of April. Both festivals 
were hugely successful, and a mountain 
of gratitude goes out to the staff in each 
town who hosted, managed, conducted, 
or otherwise helped in the organization 
of everything. There were no reports of 
anyone getting sick as a result of these large 
gatherings. Because of the postponement, 
we did not stick to the hard rule that every 
child must be at every minute of every 
rehearsal. Surprisingly, attendance was 
really good, and there were few issues.

As we move forward, we have had to make 
some accommodations for how our terms of 
office work. I will remain as the Southeast-
ern District Chair for one more year, and 
we will conduct elections for Chair-Elect, 
Secretary, Instrumental Representative, 
Choral Representative, and General Music 

Representative before the end of the 
2021–22 school year. This decision was 
made by our district board and the state 
board to alleviate some imbalance of terms 
and when they expire.

We’ll enter 2022–23 with the expectation 
that we will hold in-person auditions and 
festivals like we did in pre-pandemic times. 
Managers are in place, and conductors and 
programs are being approved. One exciting 
development is the possible advent of an 
elementary festival. The details of this have 
yet to be ironed out, but there is excitement, 
and it could lead to more involvement/

membership from our 
colleagues at that level of 
instruction. •

—Bill Richter, Southeast 
District Chair

Anticipated dates for 2022–23:

Tuesday, October 4: General Meeting, TBA

Saturday, November 19: Senior Auditions

Saturday, December 3: Junior Auditions

Friday–Saturday, January 6–7: Senior Festival

Friday–Saturday, March 10–11: Junior Festival

SOUTHEASTERN DISTRICT 

Our spring general membership dinner 
meeting will be held on Wednesday, June 
8, at 5:30 at O’Connor’s. (Executive board 
meeting at 4:30).

We are planning on in-person auditions 
and festivals for next year! Information 
regarding dates and exact site hosts will 
be released, along with the new calendar, 
at the Spring Dinner meeting or on the 
CDMMEA website.

Thank you to students and educators for 
your participation this year in less-than-
desirable circumstances. These last few 
years have been challenging, and we’re 
looking towards the future of music 
education in Central Massachusetts!

Starting in the 2022–23 school year, 
CDMMEA will be using Avenir for 
auditions. This platform is currently 
used by the Eastern, Northeastern, and 
Southeastern districts, as well as All-State. 
We are excited to make this switch to an 
online judging platform. Stay tuned for 
more information, as well as instructions 
on how to register.

J.P. Lanctot will be Central District’s next 
chairperson, starting this summer and 
continuing through spring of 2024. J.P. 
will do a great job, and I wish him the best 
of luck! •

—Todd Shafer, Central District Chair

CENTRAL DISTRICT
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MME A BY- L AWS BACK TO TOP

General Membership  
Meeting By-laws Update

At the General Membership Meeting in March 2022, the 
following changes were proposed, voted on, and accepted: Here 
is a summary of proposed changes for 2022. You can visit the 
full set of by-laws here. 

Overall Language Changes

All statements that include pronouns 
(his/her or he/she) have been changed to 
inclusive pronouns (his/her/their or he/she/
they).

When referring to the Board of Directors, 
there were multiple terms used (“Members 
of the Board of Directors,” “Directors,” 
“Representatives”). We have decided on 
using “Members of the Board of Directors” 
consistently throughout the document.

Adjusted numbering system for consistency 
(“Article 5: 1, 2, 3” rather than “Article 5: 
5.1, 5.2,” etc)

Article 2:  
Mission and Powers of the Corporation

Section 1: Addition of word “equitable” in 
describing access to school music programs

Section 2: Inclusion of American 
Federation of Teachers in addition to other 
educational institutions

Article 3:  
Membership

Section 1: Change in language to allow 
student/collegiate members to vote in 
elections

Section 2: Addition of anti-discrimination 
clause and assignment of President or their 
designee to handle discrimination issues

Article 4:  
Board of Directors

Section 2: Clarifying the Members of the 
Board of Directors by making a bulleted 
list, including description of duties and 
adding the DEIA Chairperson as an elected 
Member of the BOD

Section 3: Added Election section to match 
language in Article 5

Section 4: Changes word “Qualification” to 
“Requirements” (as these items are require-
ments of Members of the BOD after their 
election) and adds anti-bias training to the 
list of requirements

Section 5: Changes the election cycle so 
that there is an odd/even year rotation of 
elected officials in order to create more 
consistency and institutional knowledge 
from year to year

Section 9: Changes “school day” to “state 
or federal holiday,” affirms that members 
are allowed to attend board meetings for 
observation and comment, and confirms 
the list of nonvoting members who shall be 
in attendance at board meetings

Section 10: Changes language to include all 
forms of electronic voting (rather than just 
email)

Article 5:  
Officers

Section 2: Clarifies nomination committee 
process, including opening nomination 
committee to membership and setting 
a timeline for this committee’s work, 
confirms that bios of candidates should 
be posted online for thirty (30) days prior 
to election, affirms that future elections 
will be held electronically in order to give 
the largest number of members a choice in 
leadership

Section 3: Assigns President-Elect to serve 
as liaison to Massachusetts Arts for All 
coalition

Article 6:  
Committees

Section 1: Confirms that there will be a call 
for members to join any committees formed 
by the Corporation

Old Section 2: Removed because the 
nominating committee is addressed in 
Article 5

Section 2: Confirms that there will be a 
yearly call for members to join councils, 
establishes that bylaws will be reviewed 
every two years under the direction of the 
President-Elect, and updates “Symphony 
Hall Scholars” to “Growing Music in Mass” 
•
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